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1. The three properties of color

< Question (fold —)

Which change alters a
color's HUE (not just
value/saturation)?

VALUE refers to:

HUE refers to:

Hue, value, and
saturation together are
important because they:

'A brighter color always
has a lighter value.' This
is:

A 'monochromatic' color
scheme uses:

Neutrals (black, white,
gray) are colors with:

Which pairing has the
greatest VALUE contrast?

To make a vivid color
more subtle without

changing its lightness,
you would reduce its:

SATURATION (chroma)
refers to:

A low-key composition
uses predominantly:

A high-key composition
uses predominantly:

Value is especially
important for legibility
because:

Answer

Shifting red toward orange — Shifting red toward orange changes the HUE (moving
around the color wheel). Adding white/black/gray changes value or saturation but keeps
the same hue (red).

How light or dark a color is — Value is the lightness or darkness of a color, from white
(high value) to black (low value). Adding white raises value (a tint); adding black lowers it
(a shade).

The name of a color (red, blue, green...) — Hue is the attribute that names a color —
its position on the color wheel (red, orange, blue, etc.), independent of how light/dark or
vivid it is.

Fully describe any color and let you manipulate it precisely — Hue, value, and
saturation are the three dimensions that fully describe any color; mastering them lets a
designer analyze, mix, and manipulate color precisely — the foundation of all color work.

False — brightness (saturation) and value are independent properties —
MISCONCEPTION NAMED — 'saturated = light.' Saturation (vividness) and value
(lightness) are INDEPENDENT: a color can be dark and highly saturated (a vivid navy) or
light and dull (a pale gray-blue). Changing one doesn't dictate the other.

One hue in varied values and saturations — A monochromatic scheme uses a single
hue varied by value and saturation (tints, shades, tones) — a unified, harmonious look
built from one color family.

Essentially no saturation (no hue dominance) — Neutrals (black, white, grays) have
essentially no saturation — no dominant hue. They vary only in value and are useful for
balancing and grounding more saturated colors.

Black text on white background — Black on white has the greatest value (lightness)
contrast — the extremes of the value scale — which is why it's the most legible for text.
The other pairs have similar values, giving low contrast.

Saturation — Reducing saturation (toward gray) makes a color more subtle/muted
while ideally keeping its value roughly constant — softening intensity without lightening
or darkening it.

How vivid or dull/intense a color is — Saturation (chroma) is a color's intensity or
purity — how vivid vs muted it is. A highly saturated red is vivid; adding gray desaturates
it toward a dull, grayish tone.

Dark values — A low-key composition emphasizes dark values, creating a dramatic,
moody, or mysterious atmosphere — the opposite of a light, airy high-key image.

Light values — A high-key composition is dominated by light values, producing an airy,
bright, often gentle feeling. A low-key composition uses mostly dark values for a
dramatic, moody effect.

Sufficient value contrast lets shapes/text stand out — Adequate VALUE contrast (not
just hue difference) is what makes text and shapes stand out and remain readable —
two colors of similar value are hard to distinguish even if their hues differ.



Understanding value is
often called the most
important color property
for a composition
because:

Adding BLACK to a color
creates a:

Two colors with the
same value but different
hues will:

A grayscale (black-and-
white) photo shows a
scene's:

Adding WHITE to a color
creates a:

Describing a color as 'a
dark, dull red' specifies
its:

Adding GRAY to a color
creates a:

Value creates the readable structure of light and shadow/form — Value is often
prized above hue because it establishes the readable structure of a composition — the
pattern of light and dark that defines forms and legibility. Designs that 'work in
grayscale' have strong value structure.

Shade (darker value) — Adding black produces a shade — a darker version of the color
(e.g., maroon is a shade of red). It lowers value.

Have low contrast and may be hard to distinguish (especially in grayscale) —
Colors of equal value (equiluminant) have low contrast and can blur together —
particularly in grayscale or for color-blind viewers — because value, not hue alone,
drives visual separation.

Values only (no hue or saturation) — Grayscale removes hue and saturation, leaving
only VALUE (lightness). Designers convert to grayscale to check a composition's value
structure independent of color.

Tint (lighter value) — Adding white produces a tint — a lighter version of the color (e.g.,
pink is a tint of red). It raises value.

Value (dark), saturation (dull), and hue (red) — 'Dark, dull red' fully specifies a color
via all three properties: hue (red), value (dark), and saturation (dull/low). Together these
three attributes define any color.

Tone (reduced saturation) — Adding gray produces a tone — a muted, less-saturated
version of the color. Tones soften a color's intensity while keeping its hue.



2. How colors relate around the wheel

< Question (fold —)

The complement of
blue (in RYB) is:

Which is a pair of
ANALOGOUS colors?

"The RYB primaries
are the only correct
primaries.' This is:

In the ADDITIVE
(light/RGB) color
model, the primaries
are:

A TRIADIC color
scheme uses:

COMPLEMENTARY
colors are:

The three PRIMARY
colors (in
traditional/subtractive
color theory) are:

The color wheel is a
useful tool because it:

In additive (light)
mixing, combining
ALL the primary
colors of light yields:

SECONDARY colors
are made by mixing:

TERTIARY colors are
made by mixing:

Complementary color
pairs are often used
in design to:

Mixing blue and
yellow produces:

Answer

Orange — In the traditional RYB wheel, blue's complement is orange (they sit directly
across from each other), producing a strong, vibrant contrast when paired.

Blue and blue-green — Blue and blue-green are analogous (adjacent on the wheel, sharing
blue). The other pairs are complementary (opposite), giving contrast rather than analogous
harmony.

False — different color models (RYB, RGB, CMY) have different primaries for different
media — MISCONCEPTION NAMED — 'RYB is the only primary set.' Primaries depend on
the medium: RYB (traditional pigment), RGB (additive light/screens), CMY (subtractive
printing). Each model is correct for its context.

Red, green, and blue — The additive model (used for light and screens) has primaries red,
green, and blue (RGB); combining all three makes white. This differs from the subtractive
RYB/CMY models for pigments.

Three colors evenly spaced around the wheel — A triadic scheme uses three hues evenly
spaced (120° apart) on the wheel (e.g., the primaries red-yellow-blue). It's vibrant yet
balanced when one color dominates.

Directly opposite each other on the wheel — Complementary colors sit directly opposite
on the color wheel (red/green, blue/orange, yellow/violet). Placed together they create
maximum contrast and vibrancy.

Red, yellow, and blue — In the traditional (RYB) color model taught for pigments/art, the
primaries are red, yellow, and blue — colors that can't be created by mixing others.
(Digital/light uses RGB; printing uses CMY.)

Organizes hues to reveal their relationships (harmony/contrast) — The color wheel
arranges hues so their relationships (complementary, analogous, triadic) are visible — a
practical map for choosing harmonious or high-contrast color schemes.

White — In additive (light) mixing, red + green + blue light combine to make white. This is
the opposite of subtractive pigment mixing, where combining colors moves toward
black/dark.

Two primary colors — Secondary colors (green, orange, violet) are each made by mixing
two primaries: bluet+yellow=green, red+yellow=orange, red+blue=violet.

A primary and an adjacent secondary — Tertiary colors (e.g., red-orange, yellow-green,
blue-violet) are made by mixing a primary with an adjacent secondary, filling in the wheel
between primaries and secondaries.

Create emphasis and strong visual contrast — Complementary pairs (opposite hues)
create the strongest contrast and vibrancy, useful for emphasis and drawing attention.
Analogous schemes, by contrast, create calm unity.

Green — Blue + yellow = green, the secondary color positioned between blue and yellow on
the color wheel.



Warm colors are
generally found on
the __ side of the
wheel:

A SPLIT-
COMPLEMENTARY
scheme uses a base
color plus:

'Mixing two
complementary
colors makes a
brighter color.' This is:

Mixing red and yellow
produces the
secondary color:

ANALOGOUS colors
are:

Understanding the
color wheel enables a
designer to:

The complement of
yellow (in RYB) is:

Red/orange/yellow — Warm colors (reds, oranges, yellows) occupy one side of the wheel;
cool colors (blues, greens, violets) the other. This division underlies temperature-based
color decisions.

The two colors adjacent to its complement — A split-complementary scheme pairs a
base hue with the two colors ON EITHER SIDE of its complement — retaining strong
contrast but with more nuance and less harshness than a direct complementary pair.

False — mixing complements tends to neutralize toward gray/brown —
MISCONCEPTION NAMED — 'complements brighten when mixed.' Mixing complementary
pigments neutralizes them toward a dull gray/brown (they cancel). Complements create
vibrancy when placed SIDE BY SIDE, not when blended.

Orange — Red + yellow = orange, a secondary color sitting between them on the wheel.

Next to each other on the wheel — Analogous colors sit adjacent on the wheel (e.g.,
yellow, yellow-green, green). They share a common hue and create harmonious, low-
contrast, unified schemes.

Deliberately choose harmonious or contrasting color schemes — Mastering the color
wheel lets a designer intentionally build color schemes — analogous for harmony,
complementary/triadic for contrast — rather than choosing colors arbitrarily. It's the map
for color decisions.

Violet (purple) — In the RYB wheel, yellow's complement is violet (purple) — directly
opposite — a high-contrast pair often used for emphasis.



3. Building effective color schemes

< Question (fold —)

A TRIADIC scheme is
balanced best when:

The context/purpose
of a design should
influence color choice
because:

Color harmony
contributes to a
design's:

A scheme that is
technically
'harmonious' but
ignores accessibility
may still fail if:

The safest way to keep
a multi-color design
cohesive is to:

A palette of only
slightly different, low-
saturation colors will
read as:

Adding a neutral (gray,
black, white, or a
muted tone) to a
colorful scheme can:

An ANALOGOUS
scheme (adjacent
hues) tends to be:

A common guideline
for balancing a color
scheme is the:

A color HARMONY
(scheme) is:

Mastering color
harmonies lets a
designer:

In a scheme, an

Answer

One color dominates and the others accent — A triadic scheme (three evenly spaced
hues) works best when one color dominates and the other two serve as accents — three
equal, fully-saturated colors tend to compete and feel chaotic.

Colors carry associations and set mood appropriate to the goal — Color choices
should fit the design's purpose and audience: colors carry cultural/emotional associations
and set mood, so a playful children's product and a serious financial one warrant different
palettes.

Overall mood, cohesion, and visual comfort — Effective color harmony shapes a
design's mood, ties elements into a cohesive whole, and makes it comfortable to view — a
core contributor to a design's overall feel and success.

Text lacks sufficient value/contrast to be readable — Even a wheel-harmonious
scheme fails if text lacks enough VALUE contrast against its background to be readable (an
accessibility requirement). Harmony and legibility/accessibility must both be satisfied.

Limit the palette and repeat those colors consistently — Cohesion comes from limiting
the palette and repeating those chosen colors consistently across the design — repetition
and restraint read as intentional and unified, unlike adding new colors ad hoc.

Subtle and cohesive (possibly low-energy) — A palette of muted, closely-related colors
reads as subtle, cohesive, and calm/sophisticated — but it can also feel low-energy, so
accents or value contrast may be added for emphasis.

Give the eye rest and let accents stand out — Neutrals provide visual rest and negative
space in a color scheme, preventing fatigue and helping saturated accent colors stand out.
They're an important balancing element.

Harmonious and low-contrast — An analogous scheme (adjacent hues, e.g., blue, blue-
green, green) is harmonious and unified with low contrast — calm and cohesive, since the
colors share a common hue.

60-30-10 rule (dominant, secondary, accent) — The 60-30-10 rule proportions a scheme:
~60% a dominant color, ~30% a secondary, ~10% an accent — creating balance and a clear
hierarchy rather than competing colors.

A deliberate combination of colors with a pleasing/effective relationship — A color
harmony is a purposeful combination of colors whose relationship (from the color wheel)
produces a pleasing or effective result — the basis of intentional color schemes.

Intentionally craft palettes that support a design's mood and hierarchy —
Understanding color harmonies enables intentional palette-building — choosing
relationships (complementary, analogous, etc.) and proportions (60-30-10) that support a
design's mood, cohesion, and hierarchy.

Draw attention to key elements (used sparingly) — An accent color, used in small



ACCENT color is used
to:

When choosing an
accent color for a
mostly-blue design, a
strong attention-
getting choice is:

A split-complementary
scheme is often
recommended for
beginners because it:

Warm and cool colors
together can create a
scheme that:

A COMPLEMENTARY
scheme (opposite
hues) tends to be:

'Using more colors
always makes a design
more interesting.' This
is:

A scheme feels
UNBALANCED when:

A MONOCHROMATIC
scheme achieves
interest through:

Which choice best
follows the 60-30-10
rule for a poster?

amounts, draws attention to key elements (a call-to-action button, a highlight). Its impact
comes from being sparing against the dominant/secondary colors.

Orange (its complement) — Orange (blue's complement) makes a strong accent against
a blue-dominant design — the complementary contrast draws the eye. Another blue or
blue-green would blend in rather than accent.

Offers strong contrast with less tension than a direct complement — A split-
complementary scheme (a base plus the two colors beside its complement) gives strong
contrast but softer tension than a direct complementary pair — versatile and forgiving for
newer designers.

Balances energy with contrast (temperature contrast) — Combining warm and cool
colors adds temperature contrast, balancing energy and depth — a common approach
(e.g., a cool background with a warm focal point) to create dynamic yet controlled
schemes.

High-contrast and energetic — A complementary scheme (opposite hues, e.g.,
blue/orange) produces high contrast and energy — vivid and attention-grabbing, though it
can feel intense if overused at full saturation.

False — too many colors can create clutter and lose cohesion — MISCONCEPTION
NAMED — 'more colors = more interesting.' A restrained, well-chosen palette usually reads
as more polished and cohesive; too many colors compete for attention and create visual
clutter.

Multiple loud colors compete with no clear hierarchy — A scheme feels unbalanced
when several saturated colors compete equally with no dominant color or hierarchy —
nothing leads the eye, producing visual chaos. Proportion (like 60-30-10) restores balance.

Varied values and saturations of a single hue — A monochromatic scheme uses one
hue but varies its value and saturation (tints, tones, shades) to create depth and interest
while staying unified and harmonious.

A dominant background color, a secondary color for large elements, and a small
bright accent — Following 60-30-10: a dominant background (~60%), a secondary color
for major elements (~30%), and a small bright accent (~10%) — creating balanced
proportion and clear hierarchy, unlike equal or single-color approaches.



4. How context changes how we perceive color (Albers)

< Question (fold —)

Josef Albers's key insight in
'Interaction of Color' is that:

Placing a small area of bright
color in a muted field will
make the bright color:

Understanding color
relativity and contrast equips
a designer to:

To judge a color accurately,
Albers-informed practice
suggests:

Simultaneous contrast is the
phenomenon where:

Albers taught color primarily
through:

Contrast in design generally
serves to:

Why does understanding
color relativity matter for
designers?

Which statement best
reflects Albers's teaching?

A light-colored object looks
larger than a same-size dark
object due to:

The relativity of color is one
reason that:

A color surrounded by its
COMPLEMENT will appear:

Answer

A color's appearance depends on the colors around it — Albers showed that
color is RELATIVE: the same color looks different depending on its surroundings. Our
perception of a color is shaped by adjacent colors, not by the color alone.

Stand out strongly as a focal point — A small bright, saturated area against a
muted field draws the eye strongly as a focal point — using contrast (of saturation)
to direct attention, a practical application of relativity.

Predict and control how colors will actually be perceived in context — Grasping
color relativity and contrast lets a designer anticipate and control how colors will
actually LOOK once combined — designing with the interaction of colors in mind,
not just isolated choices.

Viewing it in its actual context/surroundings — Because surroundings change
appearance, colors should be judged in their intended context — a swatch on a
white background may behave very differently within the finished design.

A color appears to shift based on its neighboring color — Simultaneous contrast
is our tendency to perceive a color differently based on its neighbor — e.g., a neutral
gray looks warmer beside a cool color and cooler beside a warm one.

Hands-on studies of colored papers in context — Albers taught color
experientially — through hands-on studies with colored papers — so students would
SEE color's relativity directly, rather than merely memorizing rules. Perception is
learned by doing.

Create emphasis, hierarchy, and legibility — Contrast (in color, value, size, etc.)
creates emphasis and hierarchy, guiding the viewer's eye and improving legibility.
It's a fundamental tool for directing attention.

Choosing a color in isolation may look wrong once placed in context — Because
color is relative, a swatch chosen in isolation can look different — even wrong —
once surrounded by other design elements. Designers must evaluate colors IN
CONTEXT, not alone.

'Color is the most relative medium in art' — Albers's central thesis is that color is
the most RELATIVE medium — its perception constantly shifts with context. This
principle (from 'Interaction of Color') reframes color as interaction, not fixed fact.

Irradiation (light colors appear to expand) — Light/bright areas tend to appear
slightly larger than dark ones of the same size (irradiation) — a perceptual effect
designers account for (e.g., in typography weight and layout balance).

Color decisions should be tested in the real design, not judged from swatches
alone — Because context changes appearance, the practical lesson is to test color
decisions within the actual design (in context) rather than trusting isolated swatches
— colors behave differently once combined.

More vivid/intense — A color placed against its complement appears more vivid
and intense (each pushes the other toward maximum saturation in our perception)
— why complementary pairs 'pop.'



A designer notices a chosen
accent color looks dull in the
final layout. A likely cause is:

Insufficient contrast between
text and background causes:

Placing a color on
backgrounds of different
VALUES primarily changes its
perceived:

The SAME gray square
placed on black vs on white
will appear:

Two DIFFERENT colors can
be made to look the SAME

by:

The 'vibrating' effect of two
highly saturated
complementary colors of
similar value placed together
is due to:

A neutral gray can be made
to appear slightly tinted by:

'A color's appearance is fixed
and independent of context.'
This is:

Surrounding colors are reducing its perceived intensity — An accent looking
duller in context is often due to its surroundings (e.g., similar hues nearby reducing
contrast). Adjusting neighboring colors or adding contrast can restore the accent's
intended pop.

Poor legibility (hard to read) — Too little contrast (especially value contrast)
between text and background makes text hard to read — a common accessibility
failure. Adequate contrast is essential for legibility.

Value (lightness) and prominence — Changing the background's value shifts how
light or dark the foreground color appears (and how much it stands out) — a value-
based simultaneous contrast effect central to Albers's studies.

Lighter on black, darker on white — A gray square looks LIGHTER against black
and DARKER against white — the eye judges its value relative to the surrounding
value (simultaneous value contrast), even though the gray is unchanged.

Placing them on carefully chosen different backgrounds — Albers famously
showed that two different colors can be made to appear the same (and one color to
appear as two) through their backgrounds — proof of how strongly context governs
perception.

The eye struggling to focus on the high-contrast, equiluminant edge — Two
saturated complements of similar VALUE placed adjacent can seem to 'vibrate' —
the eye can't settle on the high-chroma, equal-value edge. Adjusting value or adding
a neutral border calms it.

Surrounding it with a saturated color (it takes on the complement's tint) —
Surrounding a neutral gray with a saturated color induces a faint complementary
tintin the gray (e.g., gray beside orange looks faintly blue) — a simultaneous-
contrast effect.

False — perceived color changes with surrounding colors (Albers) —
MISCONCEPTION NAMED — 'color is absolute.' Albers demonstrated that identical
colors appear different in different contexts. Perceived color is relative to its
surroundings, a central principle of color study.



5. How color temperature shapes mood and space

< Question (fold —)

In a mostly-cool
design, a small warm
accent will:

Choosing color
temperature
intentionally supports
a design's:

'‘Blue is always cool
and red is always
warm, with no
exceptions.' This is:

Color temperature
can be adjusted
within a hue by:

Cool color schemes
tend to evoke feelings
of:

WARM colors are
typically:

COOL colors are
typically:

A designer wanting a
calming, restful mood
for a meditation app
would likely choose:

Which best pairs a
goal with a
temperature choice?

Temperature contrast
is a way to create:

Using warm colors in
the foreground and
cool colors in the
background helps
create:

Color associations
with temperature are:

Answer

Draw strong attention as a focal point — A small warm accent within a cool design
creates strong temperature contrast, drawing the eye to it as a focal point — a powerful
way to direct attention.

Mood and spatial feeling — Deliberate color-temperature choices shape both a design's
emotional mood (warm/energetic vs cool/calm) and its spatial feeling (depth via
advancing/receding colors) — a purposeful design decision.

An oversimplification — colors have relative temperature (a red-leaning blue is
warmer than a green-leaning blue) — MISCONCEPTION NAMED — 'blue is always cool,
red always warm.' Temperature is relative: a blue leaning toward violet/red is 'warmer' than
one leaning toward green, and some reds are cooler than others. It's a spectrum, not a rigid
label.

Shifting it toward a warmer or cooler neighboring hue — A hue's temperature can be
nudged by shifting it toward a warmer or cooler neighbor (e.g., warming a green by moving
it toward yellow, cooling it toward blue), giving fine control over mood and depth.

Calm, serenity, or professionalism — Cool colors generally evoke calm, serenity, trust, or
professionalism — associations with water and sky — often chosen for restful or corporate
designs.

Reds, oranges, and yellows — Warm colors — reds, oranges, yellows — evoke warmth,
energy, and fire/sunlight. They sit on one side of the color wheel opposite the cool colors.

Blues, greens, and violets — Cool colors — blues, greens, violets — evoke calm, water,
sky, and coolness. They occupy the opposite side of the wheel from warm colors.

A cool palette (blues/greens) — A calming meditation app suits a cool palette (soft
blues/greens), which evokes serenity — matching color temperature to the intended restful
mood.

Cozy café branding — warm palette — Warm colors suit cozy café branding (evoking
comfort and warmth). The other pairings mismatch: an icy theme wants cool colors,
urgency wants warm/bright, and a calm spa wants cool tones.

Visual interest and depth through warm-vs-cool differences — Contrasting warm and
cool colors adds visual interest and a sense of depth/dimension — an important design
lever alongside contrasts of value, hue, and saturation.

A sense of depth — Placing warm (advancing) colors in front and cool (receding) colors
behind reinforces spatial depth — a technique painters use to make a scene feel three-
dimensional.

Influenced by culture and context, though many are widespread — While warm/cool
associations (red=heat, blue=cool) are widespread, specific color meanings vary by culture
and context. Designers consider audience and setting, not just universal assumptions.



Warm colors tend to
appear to:

Neutral colors can
lean warm or cool
depending on:

Warm color schemes
tend to evoke feelings
of:

A landscape painted
with cool, bluish
distant mountains
uses:

Cool colors tend to
appear to:

Understanding color
temperature lets a
designer:

Warm light (like
sunset/incandescent)
casts a _ tint; cool
light (like
overcast/shade)
casts a_tint:

A design that feels
'flat' and lacks depth
might be improved

by:

Advance (come toward the viewer) — Warm colors tend to advance — appearing to
come forward toward the viewer — which designers use to bring focal elements to the
foreground.

Subtle underlying hue (a warm gray vs a cool gray) — Neutrals aren't strictly
temperature-free: a 'warm gray' has a subtle red/yellow bias, a 'cool gray' a blue bias.
Choosing the right neutral temperature keeps a palette cohesive with its overall mood.

Energy, excitement, or coziness — Warm colors generally evoke energy, excitement,
passion, or coziness — associations with fire, sun, and warmth — shaping a design's
emotional tone.

Atmospheric perspective (cool + less contrast = far away) — Cooler, lower-contrast,
bluish colors for distant elements create atmospheric (aerial) perspective — mimicking how
distant objects appear hazier and cooler in real air. It's a temperature-based depth cue.

Recede (move away from the viewer) — Cool colors tend to recede — appearing to move
back — which is why they're often used for backgrounds and to suggest depth or distance.

Control mood and depth through warm/cool relationships — Mastering color
temperature gives a designer control over mood (warm energy vs cool calm) and spatial
depth (advancing vs receding colors) — a deliberate, powerful dimension of color use.

orange/yellow; blue — Warm light sources (sunset, incandescent bulbs) cast an
orange/yellow tint; cool light (overcast sky, shade) casts a bluish tint — a real-world
temperature effect designers and photographers account for.

Introducing warm/cool temperature contrast between planes — A flat design can gain
depth by introducing temperature contrast — e.g., warming the foreground and cooling the
background — so planes separate spatially. (Value and detail contrast also help.)



6. Distributing visual weight in a composition

< Question (fold

-)

A 'mobile-like'
balance where
elements hang off-
center yet feel
poised is a form of:

A small, bright
element can balance
a large, muted
element because:

'Symmetrical
balance is always the
best choice.' This is:

Balance contributes
to a design by:

Symmetrical balance
tends to feel:

ASYMMETRICAL
(informal) balance is:

Negative space
(empty space) affects
balance because it:

Which factor does
NOT typically
increase an
element's visual
weight?

Choosing
symmetrical vs
asymmetrical
balance should be
driven by:

Asymmetrical
balance tends to
feel:

Visual weight of an
element is increased

Answer

Asymmetrical balance — An arrangement where varied elements sit off-center yet feel
poised (like a hanging mobile) is asymmetrical balance — equilibrium achieved through
counterweighted differences rather than mirroring.

Higher intensity gives the small element comparable visual weight — A small but highly
saturated/high-contrast element can carry as much visual weight as a large muted one —
visual weight depends on more than size, allowing asymmetrical balance.

False — asymmetry can be more dynamic and engaging depending on the goal —
MISCONCEPTION NAMED — 'symmetry is always best." Symmetry conveys formality and
stability, but asymmetry offers dynamism and interest. The right choice depends on the
design's mood and purpose — neither is universally superior.

Creating a sense of stability and completeness (or intentional tension) — Balance gives
a composition a sense of stability and completeness (or, when intentionally disrupted,
dynamic tension) — organizing visual weight so the design feels resolved rather than
accidental.

Formal, stable, and calm — Symmetrical balance conveys formality, stability, and
calm/order — appropriate for designs seeking a classic, trustworthy, or dignified impression.

Different elements arranged so their visual weights still balance — Asymmetrical
balance uses DIFFERENT elements (varied in size/color/position) arranged so their visual
weights still balance — a more dynamic, modern, and engaging effect than symmetry.

Also carries visual weight and must be considered — Negative (empty) space carries
visual weight and participates in balance — a large empty area can balance a dense one.
Considering the whole canvas, not just the filled parts, is key to balance.

Placing it in a busy area where it blends in — Blending an element into a busy area
REDUCES its visual weight (less contrast/isolation). Larger size, higher saturation, and
isolation in empty space all INCREASE weight by drawing the eye.

The design's intended mood and message — The choice between symmetry (formal,
stable) and asymmetry (dynamic, modern) should follow the design's intended mood and
message — a purposeful decision, not a default or random pick.

Dynamic, modern, and energetic — Asymmetrical balance feels more dynamic, modern,
and energetic than symmetry while still being balanced — engaging the eye through variety
and implied movement.

Larger size, higher saturation, or greater value contrast — Visual weight increases with
size, saturation, value contrast, complexity, and isolation — attributes that draw the eye.



by:

Symmetrical balance
iscommonin___
because it signals
stability and trust:

When critiquing
balance, a useful
question is:

Understanding
balance allows a
designer to:

SYMMETRICAL
(formal) balance is:

To balance a large
image on the left, a
designer might:

An unbalanced

composition (weight
concentrated on one
side) generally feels:

RADIAL balance
arranges elements:

Radial balance
naturally draws the
viewer's eye to:

In design, BALANCE
refers to:

Balancing a composition means distributing these weights thoughtfully.

corporate logos and government buildings — Symmetry's stability and formality make it
common in contexts signaling trust and authority — corporate logos, official seals, classical
architecture — where order and dignity are desired.

'Does any area feel too heavy or empty relative to the rest?' — To evaluate balance, ask
whether any region feels too heavy or too empty relative to the rest — a lopsided
distribution signals imbalance that may need adjusting (or intentional justification).

Control a composition's stability and guide the viewer's comfort/attention —
Mastering balance lets a designer intentionally distribute visual weight — creating stability,
dynamism, or tension as desired — and thereby shape the viewer's sense of comfort and
where attention settles.

Elements mirrored evenly around a central axis — Symmetrical balance mirrors
elements evenly around a central axis, creating a formal, stable, orderly feeling. It's often
used for classical, trustworthy, or elegant designs.

Place text or smaller elements with enough combined weight on the right — To
balance a heavy image on the left, add counterweight on the right — e.g., a block of text or
several smaller elements whose combined visual weight offsets the image, achieving
asymmetrical balance.

Unstable or uncomfortable (unless intentional) — Concentrating visual weight on one
side without counterbalance feels unstable or uncomfortable. Designers may use deliberate
imbalance for tension/drama, but accidental imbalance usually looks like a mistake.

Radiating out from a central point — Radial balance arranges elements around a central
point, radiating outward (like a flower, wheel, or sunburst). The eye is drawn to and from the
center.

The center point — Radial balance draws the eye to the central point from which elements
radiate — making the center a natural focal point (useful for logos, mandalas, and circular
layouts).

The distribution of visual weight in a composition — Balance is the distribution of visual
weight across a composition, giving it a sense of stability (or deliberate instability). It's a
fundamental principle of design organization.



7. Guiding the viewer's eye to what matters most

< Question (fold —)

To emphasize a call-to-
action button, a designer
might:

Size is a hierarchy tool
because:

Repetition of a style for
similar items (and a
different style for the key
item) supports hierarchy

by:

Which design most likely
has strong hierarchy?

Good hierarchy allows a
viewer to:

Whitespace (isolation) can
create emphasis by:

A typical hierarchy in a
poster from most to least
prominent might be:

Placement affects
hierarchy because viewers
(in many cultures) tend to:

Mastering hierarchy and
emphasis lets a designer:

Visual hierarchy is:

If a viewer doesn't know
where to look first, the
design likely has:

Directional cues (like an

Answer

Give it a contrasting color, ample space, and prominent placement — A call-to-

action gains emphasis through a contrasting (accent) color, surrounding whitespace,
sufficient size, and prominent placement — combining several emphasis techniques
so users notice and act.

Larger elements are perceived as more important — Larger elements read as more
important and are noticed first, so size is a primary tool for establishing hierarchy (e.g.,
a large headline over smaller body text).

Grouping equals and setting the important one apart — Styling similar items
consistently groups them at one level, while giving the key item a distinct treatment
sets it apart — using repetition and its deliberate break to build hierarchy.

One large bold headline, supporting text clearly smaller, and a single accented
button — A large headline, distinctly smaller supporting text, and one accented button
shows clear levels and a single focal point — strong hierarchy. Equal or random sizing
provides no order of importance.

Grasp the main point quickly, even at a glance — Effective hierarchy lets viewers
grasp the main point almost instantly (scannability) — the most important element
registers first even at a quick glance, before they read the details.

Surrounding an element with empty space so it stands out — Surrounding an
element with generous whitespace isolates it, drawing attention — isolation is a
powerful, subtle emphasis technique (the lone element in empty space commands
focus).

Headline — subheadline — body text — fine print — A clear typographic hierarchy
scales from a prominent headline down through subheadline, body, and fine print —
using size/weight to signal each level's importance and guide reading order.

Start reading/scanning from the top-left — In left-to-right reading cultures, viewers
tend to scan starting top-left, so elements placed there (or along common scan paths
like F- and Z-patterns) gain prominence in the hierarchy.

Direct attention and communicate priorities effectively — Understanding
hierarchy and emphasis empowers a designer to direct the viewer's attention and
communicate what matters most — the core of clear, effective visual communication.

The arrangement of elements to show their order of importance — Visual
hierarchy arranges elements so the viewer perceives their relative importance —
guiding the eye to the most important element first, then to secondary and tertiary
content.

A weak or unclear visual hierarchy — When nothing clearly commands attention
first, the hierarchy is weak — elements compete equally. Strengthening emphasis on
the key element (via size/contrast/isolation) fixes it.

Leading the viewer's eye toward a target element — Directional cues — arrows,



arrow or a subject's gaze)
affect hierarchy by:

Hierarchy and emphasis
primarily serve to:

EMPHASIS (a focal point) is
created by making one
element:

Contrast creates emphasis
when an element:

Multiple competing focal
points typically:

Color can establish
hierarchy by:

A single strong focal point
helps a design by:

The 'squint test' checks
hierarchy by:

'Making everything big and
bold ensures the
important things stand
out.' This is:

lines, or even a depicted person's gaze — lead the viewer's eye toward a target,
reinforcing hierarchy by steering attention along an intended path.

Communicate the intended message efficiently by ordering attention —
Hierarchy and emphasis order the viewer's attention so the design communicates its
message efficiently — ensuring the most important information is seen first and the
eye flows logically through the rest.

Stand out from the others (via contrast, size, color, position) — Emphasis creates
a focal point by making one element stand out — through greater size, contrasting
color, isolation, or placement — so the viewer's attention lands there first.

Differs sharply from its surroundings (in color, size, shape, etc.) — An element
that contrasts sharply with its surroundings (a different color, size, or shape) draws the
eye — the 'odd one out' becomes the focal point. Similarity, by contrast, recedes.

Weaken the hierarchy and confuse the viewer — Multiple strong, competing focal
points dilute emphasis — the eye doesn't know where to go, weakening hierarchy.
Usually one dominant focal point (with subordinate accents) communicates best.

Using a bold/contrasting color for the most important element — A bold or
contrasting (accent) color on the key element makes it prominent, using color to signal
importance — e.g., a brightly-colored call-to-action button amid neutral surroundings.

Giving the viewer a clear entry point — A clear focal point gives the viewer an entry
point and anchors the composition, establishing where to look first before the eye
moves through the rest of the hierarchy.

Blurring the design to see what still stands out — Squinting (or blurring) a design
removes detail, revealing which elements still stand out — a quick test of whether the
intended visual hierarchy actually reads.

False — if everything is emphasized, nothing stands out — MISCONCEPTION
NAMED — 'emphasize everything.' Emphasis depends on CONTRAST with the
surroundings; if every element is big/bold, none stands out and hierarchy collapses.
Restraint is what makes emphasis work.



8. Using difference to create interest and clarity

< Question (fold

-)

'A little contrast is
enough; strong
contrast looks
unprofessional.'
This is:

Combining several
types of contrast
(size + color +
weight) on one
element:

VALUE contrast is
the difference in:

To make a
headline stand out
from body text, the
strongest reliable
contrast is:

Which pairing
shows the
STRONGEST
contrast?

The design
principle ‘contrast’
is closely tied to
which other
principle?

Contrast of COLOR
(e.g.,
complementary
hues) creates:

Contrast helps
hierarchy because:

Contrast of SIZE
can be used to:

Contrast can also
create a sense of
__ina
composition:

Answer

False — weak/timid contrast often looks accidental; strong, intentional contrast reads
as confident — MISCONCEPTION NAMED — 'avoid strong contrast.' Weak, half-hearted
contrast often looks like a mistake ('is that on purpose?'). Intentional, decisive contrast reads
as confident and clear — if elements differ, make them REALLY differ.

Strongly emphasizes it as a focal point — Layering multiple contrasts (a large, bold, brightly-
colored element among small, light, neutral ones) strongly emphasizes it — the compounded
differences make it an unmistakable focal point.

Lightness/darkness — Value contrast is the difference in lightness/darkness between
elements. High value contrast (e.g., black on white) is the most reliable for legibility and strong
emphasis.

A large size and bold weight difference — A clear jump in size and weight reliably
distinguishes a headline from body text. A tiny (one-pixel) difference is too subtle to register as
intentional contrast.

A large black bold word on a white field — A large, bold, black word on white maximizes
contrast (value, size, and weight all differ sharply). Gray-on-gray or background-matching text
has minimal contrast and is hard to read.

Emphasis/hierarchy (contrast creates focal points) — Contrast is the primary mechanism
behind emphasis and hierarchy: differentiating an element (contrast) is what makes it a focal
point (emphasis) and establishes its rank (hierarchy). The principles interrelate.

Strong visual pop and emphasis — Color contrast — especially between complementary or
otherwise distinct hues — creates strong visual pop and emphasis, making elements stand out
vividly.

The element with the most contrast draws attention first — Contrast and hierarchy are
linked: the element that contrasts most with its surroundings (largest, brightest, or most
different) draws attention first, establishing it at the top of the hierarchy.

Establish hierarchy (big = important) — Size contrast (large vs small elements) establishes
hierarchy and emphasis — a large element reads as important and draws the eye first,
contrasting with smaller supporting elements.

energy or drama — High contrast tends to energize a composition and create drama or
excitement, while low contrast feels calm and subtle — contrast is a lever for mood as well as
clarity.



Contrast of
TEXTURE adds
interest by:

Mastering contrast
enables a designer
to:

A design where all
elements are
similar in size,
color, and value
will likely feel:

Contrast of SHAPE
can create
emphasis by:

CONTRAST in
design is:

Contrast between
an object and its
background is
necessary for:

'Contrast' as a
design principle
differs from mere
decoration
because it:

Contrast is used to:

Over-using high
contrast
everywhere can
resultin:

Adequate contrast
between text and
background is
essential for:

Juxtaposing smooth and rough (or busy and plain) areas — Texture contrast (e.g., a
smooth area beside a rough or patterned one, or a busy region beside a plain one) adds tactile
visual variety and can direct attention or provide rest.

Create clear, engaging designs with intentional emphasis and legibility — Understanding
contrast lets a designer use difference intentionally — creating focal points, clear hierarchy,
legible text, and visual energy — producing designs that are both engaging and clear.

Flat, monotonous, and lacking a focal point — Without contrast, elements blend together
— the design feels flat, monotonous, and lacks a clear focal point or hierarchy. Introducing
contrast creates interest and direction.

Making one element a different shape from surrounding ones — A shape that differs from
its neighbors (a circle among squares) draws the eye — shape contrast is another way to
create a focal point and add interest.

The difference between elements (in size, color, shape, etc.) — Contrast is the degree of
difference between elements — in size, value, color, shape, texture, or type. It creates visual
interest, emphasis, and clarity.

The object to be clearly visible/distinguishable — An object needs sufficient contrast with
its background to be clearly seen — insufficient figure-ground contrast causes it to blend in
(camouflage), which is usually undesirable in communicative design.

Serves communication (emphasis, hierarchy, legibility) — Contrast is functional, not
decorative: it emphasizes key content, builds hierarchy, and ensures legibility — serving
communication rather than merely adding visual variety for its own sake.

Create emphasis, visual interest, and improve legibility — Contrast creates emphasis (a
standout element), adds visual interest, and improves legibility (e.g., dark text on a light
background) — a fundamental tool across all design principles.

Visual noise where nothing stands out — If everything has high contrast, the effect is visual
noise — competing elements with no clear focal point. Effective contrast is selective, reserving
the strongest differences for what matters most.

Accessibility and legibility — Sufficient contrast (especially value contrast) between text and
its background is essential for legibility and accessibility — low-contrast text is hard to read,
particularly for low-vision users.



9. How arrangement creates order and grouping

< Question (fold —)

Mixing many different
alignments (some left,
some centered, some
right) in one block tends
to:

Grouping related
navigation links close
together and away from
other content uses:

'Alignment doesn't really
matter as long as things
look roughly placed.'
This is:

A design uses the same
color and shape for all
clickable buttons. This
applies the principle of:

The Gestalt principle of
CONTINUITY
(continuation) states
that:

Alignment and proximity
together help a viewer:

Which best applies
proximity to organize a
contact section?

The Gestalt principle of
FIGURE-GROUND
concerns:

Aligning text to a
common left edge
creates:

The Gestalt principle of
CLOSURE states that:

Gestalt principles are

Answer

Create a disorganized, messy look — Randomly mixing alignments within a block
creates a disorganized, messy appearance because there are no shared alignment lines.
Committing to consistent alignment (usually one per block) creates order.

Proximity — Clustering related navigation links together (and spacing them from
unrelated content) applies proximity — signaling the links form one functional group.

False — precise alignment creates a clean, professional, connected look —
MISCONCEPTION NAMED — 'alignment is optional.' Precise alignment (even to invisible
lines) creates order and a connection between elements, reading as professional; sloppy,
near-but-off alignment looks accidental and unpolished.

Similarity (grouping by shared appearance) — Styling all clickable buttons identically
applies similarity — viewers perceive the matching elements as the same TYPE of thing
(interactive buttons), aiding usability.

The eye follows lines/curves and perceives elements along a path as related —
Continuity: the eye naturally follows lines and curves, perceiving elements arranged
along a continuous path as connected — guiding the viewer smoothly through a
composition.

Understand the structure and relationships of content at a glance — Alignment
(order) and proximity (grouping) together make content's structure and relationships
instantly clear — the viewer sees which items are connected and how the layout is
organized at a glance.

Group name, phone, and email close together, separated from unrelated content
— Keeping name, phone, and email clustered together — and spaced apart from
unrelated content — uses proximity so the viewer reads them as one contact group.
Scattering them breaks the grouping.

How we distinguish an object (figure) from its background (ground) — Figure-
ground is the perceptual separation of an object (figure) from its background (ground).
Strong figure-ground clarity ensures the subject is easily distinguished; ambiguous
figure-ground can be used creatively.

A clean invisible line that connects the text block — Left-aligning text to a shared
edge creates an implicit vertical line connecting the elements, producing a clean,
organized, connected appearance — a basic alignment technique.

We mentally complete incomplete shapes — Closure: the mind completes incomplete
forms, perceiving a whole shape even when parts are missing (e.g., a circle implied by
dashes). Logos often exploit this for clever minimal designs.

Predict how viewers will automatically perceive and group elements — Gestalt
principles describe how people automatically perceive and group visual elements;



useful to designers
because they:

Mastering alignment,
proximity, and Gestalt
principles lets a
designer:

PROXIMITY (the Gestalt
principle) states that:

Gestalt psychology's
core idea is that:

A form with labels far
from their input fields
likely causes:

The Gestalt principle of
SIMILARITY states that:

To show that a caption
belongs to a specific
image, you should:

Consistent alignment
throughout a layout
contributes to:

Adding WHITESPACE
between groups (while
keeping related items

close) uses proximity to:

ALIGNMENT in design
means:

designers use them to organize content so viewers intuitively understand relationships
— working with perception, not against it.

Organize content so relationships and structure are intuitively clear —
Understanding alignment, proximity, and the broader Gestalt principles lets a designer
organize content so its structure and relationships are intuitively clear — leveraging how
people naturally perceive and group visual information.

Elements placed close together are perceived as a group — The Gestalt principle of
proximity: elements placed near each other are perceived as belonging together (a
group), while spacing them apart signals they're separate — a powerful organizing tool.

We perceive whole patterns, not just isolated parts (‘the whole is more than the
sum of parts') — Gestalt psychology holds that the mind naturally organizes visual
elements into whole patterns/groups — 'the whole is greater than the sum of its parts.
Design leverages these grouping tendencies.

Confusion about which label goes with which field — Placing labels far from their
fields breaks proximity, making it ambiguous which label belongs to which field — a
usability problem. Related items must be kept close to read as pairs.

Elements that look alike are perceived as related — The principle of similarity:
elements sharing visual characteristics (color, shape, size) are perceived as
related/grouped — e.g., all links styled the same color read as a set.

Place the caption close to that image (proximity) — Placing a caption close to its
image uses proximity to signal they belong together; distance would imply they're
unrelated. Proximity groups related content.

A cohesive, unified, professional appearance — Consistent alignment (elements
sharing common alignment lines/grid) unifies a layout, producing a cohesive, orderly,
professional appearance — one reason grids are used.

Visually separate distinct groups and organize content — Using generous space
BETWEEN groups while keeping related items close (proximity) clearly separates distinct
groups, organizing content so the structure is visually obvious.

Arranging elements so their edges or centers line up — Alignment arranges elements
so their edges or centers line up along common lines, creating visual order, connection,
and a clean, organized appearance.



10. Creating unity and movement through repeated elements

< Question (fold

-)

A pattern of shapes
that gradually
increase in size
across a page
shows:

REPETITION in
design means:

'Repetition makes a
design boring and
should be avoided.'
This is:

Too much unvaried
repetition can lead
to:

Repetition primarily
creates:

RHYTHM in design is:

Repetition helps tie a
MULTI-PAGE
document together

by:

Repetition
contributes to
USABILITY (e.g., in a
website) by:

Rhythm guides the
viewer's eye by:

Mastering repetition
and rhythm lets a
designer:

When designing a
poster series,
repetition of a
signature element
helps viewers:

Answer

Progressive rhythm — Shapes gradually increasing in size demonstrate progressive rhythm
— repeated elements changing incrementally to create a sense of movement or progression
across the composition.

Reusing visual elements (color, shape, style) throughout a design — Repetition reuses
visual elements — colors, shapes, fonts, styles — consistently across a design, building unity,
consistency, and a recognizable identity.

False — repetition creates unity; VARIED repetition keeps it interesting —
MISCONCEPTION NAMED — 'repetition is boring.' Repetition builds essential unity and
consistency; introducing controlled VARIATION within the repetition keeps it lively. The pair
— repetition + variation — is what creates engaging rhythm.

Monotony (a boring, static design) — Excessive, unvaried repetition becomes monotonous
— a static, boring design. Introducing variation or a contrasting element within the repetition
restores interest while keeping unity.

Unity and consistency — Repetition creates unity and consistency — repeated elements tie
a design together into a cohesive whole and establish a recognizable, professional style.

A sense of organized movement created by repeated elements — Rhythm is the sense of
organized movement produced by repeating elements with intervals — the eye moves
through the design in a pattern, like a visual beat.

Using consistent headers, fonts, colors, and layout across pages — Repeating consistent
headers, fonts, colors, and layout structures across pages unifies a multi-page document, so
it reads as one cohesive piece rather than disconnected pages.

Making similar functions look and behave consistently — Repetition in interfaces
(consistent button styles, layouts, and patterns) makes similar functions predictable and
learnable — users transfer what they learn from one part to another, improving usability.

Creating a path of repeated elements to follow — Rhythm creates a visual path of
repeated elements that leads the eye through the composition — guiding movement and
pacing how the viewer experiences the design.

Create unified, consistent designs with engaging visual movement — Understanding
repetition and rhythm enables a designer to build unified, consistent designs (repetition)
with a sense of organized movement and pacing (rhythm) — cohesive yet dynamic, through
purposeful variation.

Recognize the posters as part of one series/campaign — Repeating a signature element
(a logo, color, layout motif) across a poster series signals that they belong to one campaign
— viewers recognize the connection through the repeated element.



Repetition supports
the design principle
of UNITY by:

REGULAR rhythm
uses:

FLOWING rhythm
suggests:

PROGRESSIVE
rhythm involves:

VARIATION within
repetition is
important because
it:

Repeating a brand's
color and font across
all its materials
creates:

A row of identical,
evenly spaced icons
is an example of:

Rhythm and
repetition are
related in that:

Which best balances
repetition and
interest?

Making disparate elements feel like they belong together — Repetition supports unity:
when elements share repeated visual traits (color, shape, style), they feel like they belong to
the same design — creating cohesion across the whole composition.

Identical elements at consistent intervals — Regular rhythm repeats identical elements at
consistent intervals (like evenly spaced columns or tiles) — steady and predictable, conveying
order and calm.

Movement through curved or organic repetition — Flowing rhythm uses curved or
organic repeating elements to suggest smooth, natural movement (like waves or wind) —
more fluid than the mechanical feel of regular rhythm.

Repeated elements that change gradually (e.g., growing in size) — Progressive rhythm
repeats elements that change incrementally (e.g., shapes growing larger or colors shifting) —
creating a sense of progression, growth, or movement toward a climax.

Prevents monotony while keeping unity — Variation introduces controlled differences
within a repeating scheme, preventing monotony while preserving unity — the balance that
makes rhythm engaging rather than dull or chaotic.

A consistent, recognizable brand identity — Repeating brand elements (colors, fonts, logo
treatment) across materials builds a consistent, recognizable identity — customers come to
associate those repeated elements with the brand.

Regular rhythm / repetition — A row of identical, evenly spaced icons exhibits regular
rhythm — repeated identical elements at consistent intervals, creating an orderly, steady
visual beat.

Rhythm is repetition arranged with intervals to create movement — Repetition is the
reuse of elements; rhythm is repetition arranged with intervals/variation to create a sense of
organized movement. Rhythm is built FROM repetition.

Consistent layout and colors, with varied imagery/content per section — Keeping the
layout and colors consistent (repetition for unity) while varying the imagery/content per
section (variation for interest) balances cohesion and engagement — the ideal use of
repetition with variation.



11. The power of empty space

< Question (fold —)

Generous negative
space around an
element tends to:

NEGATIVE space
(whitespace) is:

POSITIVE space is:

Minimalist design relies
heavily on negative
space to:

Whitespace conveys
which brand impression
when used generously?

'Whitespace is wasted
space that should be
filled.' This is:

Mastering negative
space and figure-
ground lets a designer:

Reducing whitespace to
fit more content
usually:

'Micro' whitespace
refers to:

FIGURE-GROUND is the
perceptual relationship
between:

Negative space
contributes to visual
hierarchy by:

Negative space is
'active' in a design when
it:

Answer

Draw attention to it and convey elegance/importance — Surrounding an element
with generous negative space draws attention to it (isolation = emphasis) and conveys
elegance, sophistication, and importance — a technique common in luxury and
minimalist design.

The empty space around and between design elements — Negative space
(whitespace) is the empty area around and between elements. It needn't be white — it's
simply the unoccupied space that shapes and supports the positive elements.

The area occupied by the main subjects/elements — Positive space is the area
occupied by the main subjects or elements of a design — the 'figure,' as opposed to the
negative space (the 'ground' or empty area).

Create focus, elegance, and clarity with few elements — Minimalist design uses
ample negative space and few elements to create focus, elegance, and clarity — letting
the essential content stand out without competing clutter.

Sophistication, premium quality, and confidence — Generous whitespace often
signals sophistication, premium quality, and confidence — a design that doesn't need to
fill every space. Many luxury brands use abundant whitespace to convey exclusivity.

False — negative space is an active design element that aids clarity and focus —
MISCONCEPTION NAMED — 'whitespace is wasted.' Negative space is an active,
functional element: it gives the eye rest, improves readability, creates focus, and conveys
elegance. Filling every area creates clutter, not value.

Use empty space actively for focus, clarity, elegance, and clever effects —
Understanding negative space and figure-ground lets a designer wield empty space as an
active tool — creating focus, readability, elegance, and even clever hidden-image effects
— rather than treating it as wasted area.

Reduces readability and increases visual clutter — Cramming more content by cutting
whitespace typically backfires — reducing readability and creating clutter that makes the
design harder to use. Whitespace is often more valuable than additional content.

Small spaces (between letters, lines, and elements) — Micro whitespace is the small-
scale spacing — between letters, words, lines, and adjacent elements — that affects
readability and refinement. Macro whitespace refers to larger areas like margins and
gaps between sections.

The subject (figure) and its background (ground) — Figure-ground describes how we
perceive a subject (figure) as distinct from its background (ground) — determining what
appears to be 'in front.' Clear figure-ground makes the subject easily identifiable.

Isolating important elements to give them emphasis — Negative space builds
hierarchy: surrounding an important element with space isolates and emphasizes it,
while grouping related items with less space between them organizes secondary content.

Contributes meaning or shape (not just leftover emptiness) — Negative space is
'active' when it plays a deliberate role — forming a recognizable shape, directing the eye,
or creating emphasis — rather than being incidental leftover emptiness. Designers shape



In a poster, a single
subject surrounded by
lots of empty space
creates:

A cluttered design with
little negative space
tends to feel:

Figure-ground reversal
can be used creatively
to:

Some logos cleverly use
negative space to:

Which best
demonstrates good use
of negative space?

AMBIGUOUS figure-
ground (like the famous
faces/vase image)
occurs when:

Strong figure-ground
contrast ensures that:

Adequate negative
space between lines
and paragraphs of text
(leading/spacing)
improves:

it intentionally.

A strong focal point and a sense of importance/calm — A single subject amid
generous empty space becomes a powerful focal point, conveying importance and calm
— the negative space amplifies the subject rather than competing with it.

Overwhelming and hard to navigate — A design packed with little negative space feels
overwhelming, chaotic, and hard to navigate — the eye has nowhere to rest and no clear
focus. Adequate whitespace organizes and calms.

Make the negative space itself into a meaningful image — Figure-ground reversal
turns the negative space into a meaningful image (as in faces/vase illusions or negative-
space logos) — a creative technique that makes the 'empty' space carry content.

Form a hidden second image or letter — Clever logos use negative space to form a
hidden image or letter (e.g., the arrow in the FedEx logo's negative space) — an elegant,
memorable technique that rewards a second look.

A clean layout with clear margins and breathing room around a focal element — A
clean layout with clear margins and space around a focal element uses negative space
well — creating focus, readability, and elegance. Edge-to-edge cramming and zero
spacing are the opposite.

The figure and ground can be seen as either one — Ambiguous figure-ground (e.g., the
faces/vase illusion) occurs when the image can be perceived two ways — the negative
space itself forms a recognizable figure. Designers use this for clever, memorable effects.

The subject is clearly distinguishable from the background — Strong figure-ground
contrast (via value or color difference) ensures the subject stands out clearly from its
background — essential for legibility and clear communication.

Readability — Sufficient negative space between lines (leading) and paragraphs
improves readability — text needs breathing room. Cramped, tightly-packed text is
fatiguing and hard to read.



12. Relative size and pleasing proportional relationships

< Question (fold —)

The GOLDEN RATIO
(~1.618)is:

Scale is a RELATIVE
property, meaning an
element is 'large' or
'small”:

PROPORTION refers to:

The RULE OF THIRDS
suggests placing key
elements:

Human-scale reference
(like including a person
in a photo of a building)
helps viewers:

The rule of thirds tends
to produce
compositions that feel:

In typography, a clear
size hierarchy (headline
> subhead > body) uses
scale to:

Oversized typography
as a design feature (very
large text) can:

Mastering scale and
proportion lets a
designer:

Large scale is often used
to:

SCALE in design refers
to:

Scale can suggest

Answer

A proportion often considered aesthetically pleasing — The golden ratio (~1.618, phi)
is a proportional relationship widely considered aesthetically pleasing and found in art,
architecture, and nature — sometimes used as a guide for balanced proportions.

Only in relation to other elements or the context — Scale is relative: an element is
large or small only in relation to surrounding elements or its context. The same size can
read as large in one layout and small in another.

The size relationships among the parts of a design (and to the whole) — Proportion
is the relationship of sizes among a design's parts and between parts and the whole.
Pleasing proportions create harmony; awkward ones feel 'off.'

Along lines/intersections that divide the frame into thirds — The rule of thirds
divides the frame into a 3x3 grid and suggests placing key elements along the lines or at
their intersections — creating more dynamic, balanced compositions than dead-center
placement.

Understand the actual size of the subject — Including a familiar-size reference (a
person, a hand, a common object) lets viewers gauge the actual scale of a subject —
without it, size can be ambiguous in an image.

Dynamic and balanced — Placing subjects off-center along the thirds lines produces
compositions that feel dynamic and balanced — often more engaging than static, dead-
center placement.

Signal the importance and reading order of text — Using distinct sizes for headline,
subhead, and body text applies scale to signal importance and guide reading order — the
reader knows what to read first based on size.

Create bold impact and serve as a graphic focal point — Deliberately oversized
typography can create bold impact, functioning as both message and graphic focal point.
When used intentionally (with adequate contrast/space), large type is a powerful
expressive device.

Control emphasis, hierarchy, harmony, and the sense of space — Understanding
scale and proportion lets a designer control emphasis and hierarchy (through size),
create harmony (through pleasing proportions), and suggest depth — a fundamental
lever of visual design.

Create emphasis and draw attention — Large scale draws attention and creates
emphasis — a large element dominates and is seen first, making scale a key tool for
hierarchy and focal points.

The size of an element relative to other elements or its context — Scale is the
relative size of an element compared to others or to its context. Manipulating scale
creates emphasis, hierarchy, and drama (e.g., a huge headline vs small body text).

Making distant objects smaller than near ones — Scale suggests depth: objects drawn



SPATIAL DEPTH by:

Using consistent
proportional
relationships (like a
modular/type scale)
helps a design feel:

'All elements should be
roughly the same size
for a clean look.' This is:

An element that is
disproportionately large
for its importance can:

Proportion in a layout
includes the
relationship between:

A design where a tiny
logo competes with a
giant unrelated
decoration shows:

Which best
demonstrates effective
use of scale?

Proportion affects how
'right' a design feels
because:

Dramatic scale contrast
(a very large element
beside a very small one)
creates:

smaller appear farther away, larger ones nearer — mimicking how size diminishes with
distance (a fundamental perspective/depth cue).

Cohesive and harmonious — Using a consistent proportional system (e.g., a type scale
where sizes step by a fixed ratio) makes size relationships harmonious and the design
cohesive — a systematic approach to scale.

False — scale VARIATION creates hierarchy and interest — MISCONCEPTION NAMED
— 'keep everything the same size.' Uniform sizing produces a flat design with no
hierarchy or interest. Deliberate scale VARIATION signals importance and creates
dynamic, readable compositions.

Mislead the viewer about what matters most — If an unimportant element is made
disproportionately large, it wrongly signals importance and misleads the viewer's
attention. Scale should generally match an element's actual significance.

Content areas, margins, and whitespace — Layout proportion concerns the size
relationships among content areas, margins, and whitespace — balanced proportions
(e.g., consistent margins, well-proportioned columns) create an orderly, pleasing layout.

Poor proportion (importance not matched to size) — A tiny important logo dwarfed
by a giant unimportant decoration shows poor proportion — the sizes don't reflect the
elements' actual importance, misdirecting attention.

A large headline, medium supporting image, and small caption in a clear size order
— Alarge headline, medium image, and small caption in a logical size order uses scale
effectively — sizes reflect importance and guide reading order. Equal, reversed, or
random sizing fails to establish hierarchy.

Harmonious size relationships are perceived as pleasing/balanced — Proportion
shapes whether a design feels 'right': harmonious size relationships among parts read as
pleasing and balanced, while disproportionate elements feel awkward or unresolved.

Strong emphasis and visual drama — A strong scale contrast (large vs small) creates
dramatic emphasis and clear hierarchy — the large element commands attention while
the small one recedes, producing visual impact.



13. Creating the illusion of 3D space on a 2D surface

< Question (fold —)

In one-point perspective, a
road going straight away
from the viewer will:

Which is NOT a depth cue?

Detail and texture in
objects tend to:

Placing objects HIGHER on
the picture plane (toward
the horizon) generally
makes them appear:

TWO-POINT perspective
uses:

LINEAR PERSPECTIVE
creates depth using:

Combining linear AND
atmospheric perspective
in a landscape:

Understanding
perspective and depth
cues lets a designer:

OVERLAPPING objects
creates depth by:

'Objects farther away
should be drawn the same
Size as near objects.' This
is:

To draw a box in two-point
perspective at a corner,
you would:

The HORIZON LINE

Answer

Narrow toward a single vanishing point — In one-point perspective, the parallel
edges of a straight road recede and converge toward a single vanishing point on the
horizon, making the road appear to narrow with distance.

Using identical size, contrast, and detail for all objects — Rendering all objects with
identical size, contrast, and detail is the opposite of a depth cue — it flattens the
image. Overlap, atmospheric perspective, and linear perspective all CREATE depth.

Decrease with distance (near objects show more detail) — Detail and texture
diminish with distance: near objects show crisp detail, distant ones appear
simplified/soft. This detail gradient is another cue reinforcing depth (part of
atmospheric perspective).

Farther away — Objects placed higher on the picture plane (closer to the horizon line)
generally appear farther away, while objects lower (toward the bottom) appear closer
— a positional depth cue.

Two vanishing points (for objects viewed at an angle/corner) — Two-point
perspective uses two vanishing points, used when an object is viewed at an angle (e.g.,
the corner of a building), with each set of parallel edges converging to its own point.

Lines that converge toward vanishing point(s) — Linear perspective creates the
illusion of depth by drawing parallel lines that converge toward vanishing point(s) on a
horizon — the geometric system behind realistic spatial drawing.

Reinforces the depth illusion with multiple cues — Using multiple depth cues
together (converging lines + atmospheric haze + overlap + size diminution) reinforces
the illusion of depth far more convincingly than any single cue alone.

Create convincing spatial depth and control the viewer's sense of space —
Mastering perspective and depth cues (linear, atmospheric, overlap, scale, placement)
lets a designer create convincing spatial depth on a flat surface and control how the
viewer perceives space and viewpoint.

Showing one object in front of another — Overlap is a basic depth cue: when one
object partially covers another, the covering object is perceived as closer. It's one of the
simplest ways to establish spatial order.

False — distant objects appear smaller (diminution) — MISCONCEPTION NAMED —
'distant objects stay the same size.' In perspective, objects appear SMALLER as they
recede (size diminution). Drawing distant objects at full size destroys the depth illusion.

Send its two sets of horizontal edges to two separate vanishing points — Drawing
a box viewed at its corner uses two-point perspective: the two visible faces' horizontal
edges each recede to a separate vanishing point on the horizon, giving the box
convincing angular depth.

The viewer's eye level — The horizon line represents the viewer's eye level; vanishing
points lie on it. Where objects sit relative to the horizon indicates whether we look up



represents:

A VANISHING POINT is:

ATMOSPHERIC (aerial)
perspective creates depth

by:

Perspective techniques
are used to:

Perspective matters in
graphic design (not just
fine art) because it:

If a building is drawn
below the horizon line, the
viewer is:

ONE-POINT perspective
uses:

THREE-POINT perspective
adds a third vanishing
point to show:

A common perspective
ERROR is:

at or down on them.

The point on the horizon where parallel lines appear to meet — A vanishing point
is the point (on the horizon) toward which parallel lines receding into the distance
appear to converge — the anchor of linear perspective.

Making distant objects lighter, cooler, and less detailed/contrasted —
Atmospheric perspective renders distant objects lighter, cooler (bluer), and less
detailed/contrasted — mimicking how air scatters light over distance (distant
mountains look pale blue-gray).

Create a convincing illusion of 3D depth on a flat surface — Perspective techniques
(linear, atmospheric, overlap, scale) create the illusion of three-dimensional space and
depth on a two-dimensional surface — the basis of realistic spatial representation.

Adds depth, realism, and dynamic viewpoints to imagery and layouts —
Perspective adds depth, realism, and dynamic viewpoints in graphic design as well as
fine art — in illustrations, product renderings, and layouts that use dimensional space
for impact.

Looking down on it (bird's-eye tendency) — When an object sits below the horizon
line, the viewer looks down on it; when above, the viewer looks up. The object's
position relative to the horizon establishes the viewpoint.

A single vanishing point (objects face the viewer head-on) — One-point perspective
has a single vanishing point, used when objects face the viewer directly (e.g., looking
straight down a road or hallway, where the sides converge to one point).

Extreme viewpoints (looking sharply up or down) — Three-point perspective adds a
third vanishing point (above or below), making vertical lines converge too — used for
dramatic viewpoints looking sharply up (a towering skyscraper) or down.

Lines that should converge remaining parallel (or converging to wrong points) —
A common error is failing to converge receding parallel lines toward the correct
vanishing point (leaving them parallel or aiming them wrongly), which breaks the depth
illusion and looks 'off.'



14. Type anatomy, classification, and pairing

< Question (fold —)

A SERIF is:

Choosing a typeface
should be guided by:

LEADING (line spacing)
refers to:

ALL-CAPS text for long
passages is generally:

Typography
contributes to a
design's __ beyond
just conveying words:

TRACKING refers to:

Font WEIGHT (light,
regular, bold) can be
used to:

SANS-SERIF typefaces
are characterized by:

A good font PAIRING
often combines:

A SCRIPT typeface
(mimicking
handwriting) is best
used:

Adequate contrast

between a headline
font and body font

helps:

Mastering typography

Answer

A small stroke/foot at the ends of letterforms — A serif is the small stroke or 'foot' at
the ends of letter strokes. Serif typefaces (like Times) have them; sans-serif typefaces (like
Helvetica) do not (‘sans' = without).

The design's purpose, audience, and desired tone — Typeface choice should fit the
design's purpose, audience, and tone (plus legibility needs) — a children's book, a legal
document, and a tech brand each call for different type. Function drives the choice, not
novelty.

The vertical space between lines of text — Leading is the vertical spacing between lines
of text. Adequate leading improves readability; too little crowds lines together, too much
disconnects them.

Harder to read than mixed case — Long passages in ALL CAPS are harder to read
because the uniform letter height removes the word-shape cues (ascenders/descenders)
that aid recognition. All-caps works for short labels/emphasis, not body text.

tone, mood, and personality — Typography carries tone, mood, and personality beyond
the literal words — a playful rounded font, an elegant serif, or a bold industrial sans each
signal a different character, shaping how the message feels.

The overall uniform spacing across a range of letters — Tracking is the uniform
adjustment of spacing across a range of letters (a word or line), unlike kerning (specific
pairs). Loosening tracking can aid legibility of all-caps; tightening can save space.

Create emphasis and hierarchy within one typeface — Varying font weight (e.g., bold
for emphasis, regular for body) creates hierarchy and emphasis within a single typeface —
a way to add variety and structure without introducing more fonts.

No serifs (clean stroke ends) — Sans-serif typefaces lack serifs, giving clean, simple
stroke ends (e.g., Helvetica, Arial). They often read as modern, minimal, and are common
for screens and headlines.

A serif and a sans-serif that contrast yet complement each other — Effective font
pairing typically combines fonts with enough contrast to be distinct (e.g., a serif with a
sans-serif) yet that harmonize in mood/proportion — often one for headings, one for

body.

Sparingly, for accents or short elegant text — not long body copy — Script typefaces
evoke handwriting/elegance but are hard to read in bulk, so they're best used sparingly
for short accents or headings — not for long body text, fine print, or dense data.

Establish clear hierarchy — Contrast between headline and body typography (in size,
weight, or family) establishes clear hierarchy — the reader distinguishes headings from
body text and understands the document's structure.

Communicate clearly and set tone through legible, well-structured, well-paired type
— Understanding typography — anatomy, spacing, classification, pairing, and hierarchy —



lets a designer:

Poor kerning (e.g.,
uneven letter gaps in a
logo) makes a design
look:

The x-HEIGHT of a
typeface is:

Line length (measure)
affects readability; very
long lines of text tend
to:

A DISPLAY typeface is
designed for:

Which font-pairing
approach is most
reliable for beginners?

For long body text, ___
typefaces have
traditionally been
considered highly
readable in print:

'Using many different
fonts makes a design

more interesting.' This
is:

KERNING refers to:

lets a designer communicate clearly and set the right tone, ensuring text is legible, well-
structured, and expressive.

Unprofessional/sloppy — Poor kerning (uneven or awkward gaps between letters,
sometimes creating unintended readings) makes typography look unprofessional —
especially noticeable in large text and logos, where precise spacing matters.

The height of lowercase letters (like 'x') without ascenders/descenders — The x-
height is the height of the main body of lowercase letters (measured by 'x'). Typefaces
with a larger x-height often appear bigger and can be more legible at small sizes.

Tire the eye and make it hard to find the next line — Overly long lines tire the eye and
make returning to the start of the next line difficult. A comfortable measure is roughly 45-
75 characters per line; too long or too short both hurt readability.

Headlines and large sizes (often decorative) — Display typefaces are designed for large
sizes and headlines — often decorative or high-personality. They're not intended for long
body text, where their distinctiveness would hurt readability.

One versatile sans-serif for body + a complementary contrasting font for headlines
— Areliable approach is one clean, versatile font for body text paired with a single
complementary, contrasting font for headlines — limited, cohesive, and clear. Many
decorative or near-identical fonts create problems.

serif — Serif typefaces have traditionally been favored for long-form body text in print
(the serifs are thought to guide the eye along lines), while sans-serifs are common on
screens. (Both can be readable when well-set.)

False — too many fonts create visual chaos; 2-3 is a common guideline —
MISCONCEPTION NAMED — 'more fonts = more interesting.' Too many typefaces create
visual chaos and inconsistency. A common guideline is limiting to 2-3 well-paired fonts for
cohesion; variety comes from weights/sizes, not many families.

Adjusting the space between specific pairs of letters — Kerning adjusts spacing
between specific letter pairs (e.g., 'AV') to make spacing look even. It differs from tracking
(overall letter-spacing) and leading (line spacing).



15. Organizing content with structure

< Question (fold

-)

A layout with no
underlying
structure (elements
placed ad hoc)
tends to look:

'Grids make
designs rigid and
boring.' This is:

Mastering layout
and grids lets a
designer:

Whitespace
(margins, gutters)
within a grid layout:

GUTTERS in a grid
are:

A COLUMN grid
divides the layout
into:

A single-column
layout is well-suited
for:

Grids support
TEAM/SYSTEM
consistency by:

The main purpose
of a layout is to:

Intentionally
'breaking the grid'
(placing an element
off the grid) can:

A GRID in design is:

Answer

Disorganized and unprofessional — Placing elements ad hoc without any underlying grid
usually looks disorganized and unprofessional — misalignments and inconsistent spacing
accumulate. A grid provides the structure that prevents this.

False — grids provide structure that designers can also break intentionally for interest
— MISCONCEPTION NAMED — 'grids are rigid/boring.' Grids provide organizing structure, but
designers can intentionally BREAK the grid for emphasis and dynamism. The grid enables
creativity and consistency; it doesn't eliminate it.

Organize content into clear, consistent, navigable, and adaptable structures —
Understanding layout and grids lets a designer organize content into clear, consistent,
navigable structures (and adapt them responsively) — the backbone that makes complex
information comprehensible and designs cohesive.

Improves readability and gives the design breathing room — Whitespace built into a grid
(margins, gutters, spacing) improves readability and gives the design breathing room,
preventing a crowded look — it's an integral part of good layout, not wasted space.

The spaces between columns (or rows) — Gutters are the spaces between columns (or
rows) in a grid, keeping adjacent content separated and readable. Margins, by contrast, are
the outer edges of the layout.

Vertical columns for placing content — A column grid divides the page into vertical
columns (often with gutters between them), used to organize text and images — common in
newspapers, magazines, and web design.

Long-form reading (like an article or blog post) — A single-column layout suits long-form
reading (articles, blog posts) — a focused, linear flow that's easy to follow. Complex, content-
dense layouts benefit from multi-column or modular grids.

Giving everyone a shared structure to follow — Grids provide a shared structural
framework, so multiple designers (or many pages) maintain consistency — everyone places
content within the same system, keeping a product or publication cohesive.

Organize content so it's clear, navigable, and communicates effectively — A layout's
purpose is to organize content so it's clear, navigable, and communicates effectively —
guiding the viewer through the information in a logical, comfortable way.

Create emphasis and visual interest — Deliberately breaking the grid — letting a key
element deviate from the structure — creates emphasis and dynamic interest. Done with
intention (and against an otherwise consistent grid), it reads as purposeful, not accidental.

An underlying structure of rows/columns that guides placement — A grid is an
underlying structure of intersecting rows and columns (with margins and gutters) that guides
the placement and alignment of elements — usually invisible in the final design but organizing
it.



Responsive design
uses flexible grids
to:

Grids help a design
by:

A common
web/print grid is
the __-column
grid, valued for its
flexibility:

A MODULAR grid
(rows + columns
forming modules)
is useful for:

A LAYOUT is:

Consistent margins
and gutters across
a multi-page
document:

Aligning elements
to a grid creates:

Which best
demonstrates good
grid use?

MARGINS in a
layout are:

Adapt layouts to different screen sizes — Responsive design uses flexible (fluid) grids that
reflow content to adapt to different screen sizes — columns stack or resize so a layout works
on both a phone and a desktop.

Providing consistency, alighment, and organization — Grids provide consistency,
alignment, and organization — elements align to columns and rows, creating a clean,
cohesive, professional layout and speeding design decisions.

12 — The 12-column grid is popular (especially on the web) because 12 divides evenly into 2,
3, 4, and 6, allowing flexible column arrangements within one consistent system.

Complex layouts with many content types (e.g., dashboards, magazines) — A modular
grid combines columns and rows into a matrix of modules (cells), giving flexible structure for
complex layouts with varied content types — dashboards, catalogs, and content-rich
magazines.

The arrangement of visual elements on a page/screen — A layout is the arrangement and
organization of visual elements (text, images, whitespace) on a page or screen — determining
how content is structured and experienced.

Unify the pages into a cohesive whole — Keeping margins and gutters consistent across
pages unifies a document — the repeated spatial structure makes disparate pages feel like
parts of one cohesive whole (repetition + grid together).

Visual consistency and a clean, organized appearance — Aligning elements to a common
grid creates visual consistency — shared alignment lines produce a clean, organized,
professional appearance and make relationships between elements clear.

Content and images aligned to consistent columns with even margins and gutters —
Content and images aligned to consistent columns with even margins and gutters
demonstrates good grid use — organized, aligned, and cohesive. Random placement, edge-
touching text, and inconsistent columns are the opposite.

The empty space around the edges of the content area — Margins are the empty space
around the outer edges of the content, framing it and giving breathing room. Adequate
margins prevent content from feeling cramped against the edges.



16. Integrating all design principles to evaluate work

< Question (fold —)

Which is the BEST
example of an integrated
critique?

If a design has a strong
image but the text is
unreadable, the critique
should note a problem
with:

Evaluating NEGATIVE
SPACE in critique means
asking:

When a critique identifies
a weakness, the most
helpful next step is to:

Evaluating CONTRAST in
critique involves:

Evaluating TYPOGRAPHY
in a composition includes
checking:

Evaluating a design's use
of COLOR includes
checking:

Evaluating a design's
BALANCE in critique
involves:

A design where every
element competes for
attention most likely
lacks:

The FIRST question in
critiquing any design
should be:

Answer

'The strong hierarchy and warm palette suit the goal, but low text contrast hurts
legibility — increase value contrast' — The best critique integrates multiple principles
(hierarchy, color/mood, contrast/legibility), ties them to the goal, and offers an
actionable fix — genuine analysis. The others are opinion, trivia, or an isolated fact.

Contrast/legibility between text and background — Unreadable text over an image
is a contrast/legibility problem — the text lacks sufficient value contrast against the
background. The critique should flag this and suggest solutions (a scrim, different color,
etc.).

'Is there enough breathing room, or does it feel cluttered/cramped?' — Critiquing
negative space asks whether the design has adequate breathing room and uses space
to create focus and readability, or whether it feels cluttered and cramped — whitespace
is an active element to evaluate.

Suggest a specific improvement grounded in a principle — After identifying a
weakness, helpful critique suggests a specific, principle-grounded improvement (e.g.,
'increase the headline's size for stronger hierarchy') — turning the critique into
actionable guidance.

Checking whether differences create emphasis and legibility (or fail to) —
Critiquing contrast checks whether differences (in value, size, color) create effective
emphasis and legibility — too little contrast reads as flat/unclear, too much as noisy,
and text needs sufficient contrast to be readable.

Legibility, appropriate typefaces, hierarchy, and spacing — Critiquing typography
checks legibility, whether the typefaces suit the tone/audience, whether type establishes
clear hierarchy, and whether spacing (kerning, leading, line length) supports readability.

Harmony, mood-appropriateness, and sufficient contrast for legibility — Critiquing
color assesses whether the palette is harmonious, sets an appropriate mood for the
purpose/audience, and provides enough contrast (especially for text) — beyond
whether colors are merely 'pretty.'

Checking whether visual weight is distributed appropriately — Critiquing balance
means assessing whether visual weight is distributed appropriately for the intended
effect — is any area too heavy or empty, and does the chosen balance
(symmetric/asymmetric) suit the goal?

Clear visual hierarchy — When every element competes equally, the design lacks clear
hierarchy — nothing is emphasized as most important. The fix is to establish a focal
point and rank the elements (via size, contrast, space).

'What is its purpose, and does it achieve that?' — Critique should begin with
purpose: what is the design meant to do, for whom — and does it succeed? All principle-
based analysis then serves the question of whether the design achieves its
communicative goal.

The overall arrangement of all elements into a unified whole — Composition is the



A COMPOSITION is:

The design principles
(balance, contrast,
hierarchy, alignment,
proximity, repetition,
space) are best
understood as:

Constructive critique
feedback should be:

Evaluating ALIGNMENT
and organization in
critique means checking:

A well-designed
composition should FIRST
serve its:

'Rules of design should
never be broken.' A more
mature view is:

When critiquing a design,
evaluating HIERARCHY
means asking:

A design that 'works in
grayscale' demonstrates
strong:

The ultimate goal of
studying design
principles and critique is
to:

'A good critique is just
saying whether you like it
or not.' This is:

overall arrangement of all visual elements into a unified whole — how color, balance,
hierarchy, contrast, space, and type work together. Critique evaluates this whole.

Interrelated tools that work together in a composition — The design principles are
interrelated tools that work together — e.g., contrast creates hierarchy, alignment and
proximity create organization, whitespace supports focus. Good composition
orchestrates them as a system.

Specific, principle-based, and actionable — Constructive critique is specific (points to
actual elements), principle-based (references balance, hierarchy, contrast, etc.), and
actionable (suggests improvements) — far more useful than vague or purely emotional
reactions.

Whether elements align consistently and related items are grouped (proximity) —
Critiquing alignment/organization checks whether elements align to consistent lines/a
grid and whether related items are grouped (proximity) — misalighment and poor
grouping make a design look sloppy and confusing.

Purpose/goal and audience — A composition should first serve its purpose and
audience — does it communicate the intended message effectively to the intended
people? All the principles are tools toward that functional goal.

Understand the principles first, then break them intentionally for effect — A
mature view: learn the principles thoroughly so you understand WHY they work, then
break them INTENTIONALLY for specific effect. Purposeful rule-breaking (not random)
can produce striking, effective designs.

'Is it clear what to look at first, and does attention flow logically?' — Critiquing
hierarchy asks whether there's a clear focal point and whether attention flows logically
through the content — a design with muddled hierarchy leaves the viewer unsure
where to look.

Value structure (the composition reads without relying on hue) — A design that still
reads well in grayscale has strong value structure — its hierarchy and contrast don't
depend solely on hue. This is a robust test, since value carries much of a composition's
legibility and structure.

Create and evaluate compositions that communicate effectively and intentionally
— The goal of learning design principles and critique is to create and evaluate
compositions that communicate effectively and intentionally — every principle (color,
balance, hierarchy, contrast, space, type, layout) is a tool toward purposeful, effective
visual communication.

False — critique analyzes HOW well the design achieves its goals using principles
— MISCONCEPTION NAMED — 'critique = liking it."' A useful critique analyzes HOW
effectively the design meets its purpose, referencing specific principles (balance,
hierarchy, contrast, etc.) — not merely personal preference.
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