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Back Cover

So you thought Illustrator should really be called Intimidator? Not so! Let this book draw you amap through the
jungle of pages, paths, pixes, and Pen tools, and before you know it, you || have your creationsin print, on the
Web, or even on aPDA. Then, just smile mysterioudy when folkssay Wow!

About the Author
Ted Alspach is consdered the leading authority on the history, use, and functionality of Adobe Illustrator. He has
written more than 25 books on graphics and desktop publishing.
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| ntroduction

Overview

Wecometo Illustrator CSFor Dummies. Y ou re reading this book because you want to find out more about
Adobe Illustrator. That savery smart move because Adobe Illustrator isthe industry-standard graphics software.
Not only doesit outsdll al its competitors combined, it saso the most powerful graphics-creation tool ever created.
With Illustrator, &l you need to produce graphics like the best you ve seen in print or on the Web is knowledge and
artigic ability. Artistic ability isachalenge that you can handle on your own. Theother haf knowledge iswhat this
book isdl about.

Likeatragic hero, the great power of Illustrator isadso itsterrible curse. With its 30+ paettes, 70+ tools, and scores
of menu items, its sheer depth is enough to make the most hardened graphics expert go shaky in the knees. Don't be
fooled by Illustrator s vastness, however, because you will find aunique, consstent logic underlying it al. After you
master afew basics, dl therest fdlsnicely into place.

In this book, our mission isto get you past Illustrator sintimidation factor and into its Wow! factor. | take you from
being befuddlied and mystified by lllustrator s nigh-infinite optionsto creating the kinds of graphicsthat otherslook at
and say, Wow, how did you do that?
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About This Book

Thisbook iswritten to make your journey into Adobe Illustrator flexible and salf-paced. Each chapter isas
self-contained as possible. Y ou can hop in anywhere you want, with aminimum of flipping to other parts of the book
to find out what you missed. If your goa isto find out more about the Pencil tool, for example, you can skip
everything else and go directly to Chapter 8 without getting hopelesdy lost. On the other hand, if you re determined
to find out as much about the program as possible, you can read the book from cover to cover. | organized the book
s0 that the chapters move from simple to more complex concepts. The early chapters make a good base for
understanding the latter ones.

Use thisbook as both areference book and an on-site trainer for Adobe Illustrator. To find out more about a
specific feature, look for it in the Index or Table of Contents. To get a more in-depth fed for the feature, follow the
step-by-step ingtructions that accompany the information on the mgjor features.

By and large, people get more out of doing than out of reading about doing. Adobe Illustrator isaclassic
case-in-point. Don t bother to memorize anything in this book. Instead, pick up aconcept, work with it in [llustrator
for awhile, and then come back to the book when you re ready for something new. Above dl, have fun withiit!
Adobe lllustrator is one of the coolest programs on the planet. With alittle practice, you can be creating illustrations
that knock your socks off.

Note
Because | redize that somefolksuse
PCs and some folks use Macs, | try to
offer commands for both Windows and
Macintosh platforms. Occasionaly |
offer information specific to one
platform or the other, including
keyboard shortcuts. While you journey
through this book, you |l see that many
figures (those that show you what you
See on-screen) are amixed bag of al
things Mr. Gates and Mr. Jobs.
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Why | Wrote This Book

| ve been using lllugtrator sinceit first came out, back in the infancy of desktop publishing. With each subsequent
version, my involvement with the product has dramatically increased to the point where it s become an absolutely
huge part of my life. Thefollowing isabrief rundown of the lllugtrator versions and my involvement with them:

[llustrator 1.1/88: Illustrator wasthe first PostScript drawing program, and the EPSfile format became a
desktop publishing standard. | had an internship with thefirst service bureau in Centra PA; | printed
hundreds of Illustrator filesto a Linotronic 100.

[Hustrator 3.2/4.1: Thelllugtrator type capabilities and graphing functionality were dramatically enhanced.
At thistime | wasworking at a printing company, prepress shop, and aMacintosh VAR aswell astraining
folks at ad agencies on how to use lllugtrator (as well as QuarkX Press and Photoshop). | met my wife (an
avid lllugtrator artist and author hersdlf) by training her on the 3.2 version of Illudtrator.

[Hlustrator 5.0/5.5: lllustrator came with pa ettes and Photoshop filter support. | wrote the first edition of the
Macworld Illustrator Bible, thefirst fully comprehensive book on lllustrator. | dso started beta-testing
[llustrator software (a process that has continued in various capacities ever since).

[llustrator 6.0: The lllugtrator first-of-its-kind plug-in API dlowed the lllustrator devel opment team and
third party plug-in devel opersto easly add paettes, tools, and menu items. During thistime | worked asa
writer for Adobe on various materids. | consulted with HSC Software (the makers of Ka s Power Tools) on
KPT Vector Effects, an astonishing and powerful set of lllustrator plug-ins. | dso wrote the 2nd edition of the
Macworld Illustrator Bible and Illustrator Filter Finesse, abook al about Illustrator plug-ins.

[Hustrator 7.0: Thefirg truly cross-platform version of the product was the beginning of the end for
previous PC market-leader Cordl DRAW. | apha-tested Illlustrator for the first time, and consulted with
Extenss for Vector Tools, afantastic set of productivity plug-insfor Illustrator. The lllustrator 7 Bible (now
cross-platform, like the product) was written for thisverson.

[lustrator 8:0: Thisversion added a huge set of minor enhancements, answered long-time customer
requests, and broke new ground with brushes and gradient mesh features. | wrote Illustrator Studio Secrets,
aswadll asthefourth ingalment of the Illustrator Bible. During thistime, | began working for Extenssasa
product manager for Photoshop and Illustrator plug-ins, including Mask Pro and Intellihance Pro.

[Hustrator 9.0: | began working at Adobe as Illustrator Product Manager. Some of the features | worked
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on included the Trangparency effect, the new Layers paette, and the Styles/Appearance/Effects features. The
other big newsfor Illustrator was a set of comprehensive toolsfor creating Web graphics. | wrote thefirst
verson of the Illustrator For Dummies book, aswell asthe Illustrator 9 Bible.

[lustrator 10: Even more Web functiondity was added aswell as OS X native capabilities, dlong with
severa new production and cregtivity tools. | began overseeing the Illustrator business as Group Product
Manager, working specificaly on the new Envelopes/Digtortion set of features. Illustrator 10 For Dummies
and the lllustrator 10 Bible were written during thistime.

[llugtrator CS: The new features of Illustrator CSinclude 3D effects, type enhancements, and the Scribble
effect, which make thisthe best version of Illustrator ever. Y et another edition of both the Illustrator Bible
and Illustrator For Dummies were written, and my internd involvement with lllustrator hasincreased further
gill.
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What You Don t Need to Read

| loveto think that you pore over each and every word | write. | also redize that you have alife. Fed freeto skip any
information that seemsfar afield from what you need to know. The stuff that no one should ever really have to know
(but which is nonethel ess utterly fascinating) is clearly labeled with a Technica Stuff icon. You Il also run across some
bonus material placed inasidebar agray shaded box that | fill with cool-to-know-but-not-imperative tuff.
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Foolish Assumptions

I m going to make just the following two basic Foolish Assumptions about you, Gentle Reader:

Y ou havetime, patience, and a strong desireto master Adobe lllustrator. Illustrator has asteep
learning curve at the start; but after you get the basics, you find the program pretty straightforward. Getting
over that first hump is going to take alittle endurance and can get pretty frusirating at times. Be patient with
yoursdlf and the program. All shdl berevedled in the fullness of time. Until then, thisbook isintended to help
you get over that initid learning hump.

Y ou have accessto a computer with Adobelllustrator CSon it. This hands-on book isn t meant to be
read likeanovd. If thisisyour very own copy of the book, attack it with highlighters and sticky notes,
scribblein some margindia, or even forceit open until it liesflat onyour desk. Then after you collect dl the
loose pages and glue em back in - you can have both hands free to work at the computer while you follow
dong.
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How ThisBook |IsOrganized

In this book, you find 19 chapters organized in five parts along with 1 bonus chapter online. Each part reflectsa
maor lllustrator concept; each chapter chomps a concept into easily digestible morsels. The whole thing is arranged
inalogical order, so you can read straight through if you re so inclined. Or you can jump in at any point to find the
exact information you need. To help you do that, here san overview of what you can find in each of thosefive parts.

Part |: Driving People Crazy |llustrator s Bum Rap

Here swhere you get the absolute basics of Illustrator. What it is, what it does, and why it sworth the effort. The
wonders of blank pages, paths, and the beguiling Pen tool al maketheir debut here. By the time you finish this part,
you have agood overview of the entire program.

Part |1: Drawing and Coloring Y our Artwork

This part iswherethe fun begins you roll up your deeves and sart creating illustrations. Whether or not you can
draw using old-fashioned paper and pencil (ewww how twentieth century), wait |l you see what you can creste with
[llugtrator!

Part |11: Taking Y our Paths to Obedience School

With lllugtrator, you can redly unleash your credtivity. Unfortunately, unleashed creetivity often resultsin an unruly
mess. This part looks a how to tame the mess through changing parts of graphics, organizing graphicsinto separate
layers, and usng many other techniquesthat prove that organization and crestivity are not mutually exclusive. You
don t even need asmock.

Part IV: Practically Speaking: Type, Print, and Files

[llustrator istruly awondrous modifier of written characters, so | devote this part to working with type, and then
getting your creationsto print. | cover everything from the most basic formatting to complex type trestments. Stick
around here, too, for the skinny on posting your art to the Web and moving filesin and out of [llustrator.

Part VV: The Part of Tens

No For Dummies book is complete without its Top Ten lists, and this book is no exception. Here are lots of tipsto
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help you use lllustrator more effectively and waysto customize lllustrator (chrome hubcaps optiona). Save this part
for dessart.

But that snot all!: A bonuschapter

| tried and | tried but no matter how hard | squeezed, | just couldn t fit everything into this book. (Kind of like how
some people pack a steamer trunk for aweekend getaway lark.) Rather than try to skimp on al | wanted to show
you, | put an extra-cool chapter on the Web for you. This chapter coversten techniques for creating somekiller
effects. Check em out at www.dummies.com/go/illustratorcs fd.
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About All Those Littlelcons

Scattered throughout this book you find some nifty little iconsthat point out bits of information that are especidly

useful, important, or noteworthy.

Tip

Warning

New Feature

Check out these specid guysfor the scoop on what
snew inlllugrator CS. The sky sthelimit when you
follow these hot air balloons.

Remember

Remember helps you remember to remember. The
information you find a theseiconsis stuff that you use
on aregular bassin lllustrator. Writeit down on your
hand so that you can refer to it at any instant. Just don
t wash that hand! Or better yet, bookmark the page
or remember the advice you find there.

Technical Stuff

Look to theseiconsfor utterly fascinating
techno-triviathat most people never need to
know. Thisinformation isthe kind you can drop
Into aconversation at a party to remind people
how much smarter you are than everyone else.
(Assuming that you plan to go home aone, that

iS)

Thisbull s-eye points out information
that can help you do something faster,
eader, or better; save you timeand
money; or make you the hero of the
beach. Or at least make you alittle less
stressed during a production crunch!

Weatch out! Thisimpending-explosion
icon meansthat danger lurks nearby.
Heed it when directed to those things
you should avoid and what things you
must absolutely never do.
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Road Signsalong the Way

Y ou will see some specia ways | make text look in thisbook, such as bold print or shortcut keys or paths for how to
find things. Here saquick legend for the road signs you should watch for.

When | ask you to type (enter) something in atext box, for example | makeit bold. When you see a construction
likethis Choose Edit Paste that meansto go to the Edit menu and choose Paste from there. Keyboard shortcuts
look like Ctrl+Z (Windows) or I +Z (M&c).
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Whereto Go from Here

[llustrator is agraphics adventure waiting for you to take it on. Thisbook isyour guide for that adventure. If you re
ravenous to know everything now, you can rush through the text as fast as you can, starting with Chapter 1 and
charging right through to the end. Or you can take your time, pick a point that interests you, exploreit at your leisure,
and then come back to adifferent place in the book later. Whatever works best for you, this book isyour
ready-willing-and-able guide for thejourney. All you haveto do is start your computer, launch Illugtrator, turn the
page, and let the adventure begin.
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Part | Driving People Crazy
lllustrator s Bum Rap

Chapter List

Chapter 1: Introducing the World of Illustrator Chapter 2: Following the Righteous Path Chapter 3: Doing Everyday
Thingswith lllustrator

In thispart .. ..

Here you meet the main character of the book: Adobe Illustrator CS. Y ou get alook at itsillustrious pagt, its
remarkable powers, its place in the universe, and (most importantly) what it can do for you. Y ou probe the difference
between vectors and pixels. Y ou hover above the various parts of Illustrator and watch what they do. By the end of
this part, you uncover a straightforward and easy-going program behind the complex, sometimes intimidating exterior
of lllugrator.
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Chapter 1. Introducing the
World of Illustrator

Overview
In This Chapter
| Getting alook a how graphic artists use I llustrator

Becoming familiar with the llludrator interface
Noting some Mac and Windows differences
Creating new documents
Saving your artwork
Printing lllustrator documents
Bailing out of adocument (and Illustrator itself)

Thefirst timeyou run lllustrator, you Il probably think that Adobe Intimidator would be a more appropriate name

for Adobe lllustrator. The program s dozens of tools, hundreds of commands, and more than 30 pal ettes can
transform confident, secure individuasinto drooling, confused, and frustrated drones.

The stuation doesn t have to be that way, of course. Sure, al that stuff is scary. Even more frightening to someisthe
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prospect of facing the giant white nothingness of the Document window  the endless possibilities, the confusion over
whereto start. This chapter helpsyou get past that initial stage and move forward into the mystical state of eagerly
awaiting (instead of fearing) each new feature and function.
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From Humble Originsto Master of the Graphics
Universe

Asitsbox proudly proclaims, Adobe Illustrator isthe Industry Standard Graphics Software. But the software didn t
awaysenjoy that standing. Illustrator evolved from a geeky math experiment into the graphics powerhouse it istoday.

A brief history of Illustrator

Until the mid-1980s, computer art was limited to blocky-looking video games, spheroid reflections, and the movie
Tron. Then something happened to change dl that (in addition to Jeff Bridges refusal to make asequel) PostScript,
acomputer language created especialy for printers. Adobe created PostScript specificaly to help printers produce
millions of teeny-tiny dots on the page, without running out of memory. (Graphicsfileswere notorioudy huge rdative
to the teeny tiny computers of the day.)

In 1987, Adobe released Illustrator 1.1, which was designed primarily to be a front end for PostScript away to
makeits capabilities actualy usable. At that time, the concept of artwork that is scaable to any size without |oss of
quality (one world-begting advantage of creating art within lllustrator) was brand new. Illustrator gave companiesthe
opportunity to have eectronic versions of their logosthat could be printed at any size.

Intheten-plusyearssince Version 1.1, Adobe Illustrator has become the Web-ready, giant application that it is
today. Millions of people around the world use Illustrator, and its thousands of features, big and small, meet awide
variety of graphics needs. Oddly enough, the one aspect of Illustrator that hasn t changed is the percelved
intimidation factor. Verson 1.1 had severa tools, many menu items, aneurosis-inducing Pen tool, Bézier curves, and
that way-scary blank page when you started it up. Verson CS gill has nearly every featurethat 1.1 did and addsa
staggering array of new featuresincluding 3D, new type enhancements and Scribble, but it till has that way-scary
blank page. lllustrator 1.1 was aplayful little kitten compared with the beast thet is Illustrator CS!

lllustrator splacein the cosmos

Professional graphic artists have atoolbox of programsthat they use to create the books, magazines, newspapers,
packaging, advertisements, and Web Stesthat you see every day. Any professiona will tell you that you need the
right tool for the job to do the job well. Theright tools (in this case) are software products  drawing programs, paint
programs, and products for page layout and Web-authoring. Drawing programs, such as Adobe Illustrator, are the
best tools for creating crisp, professiona-looking graphics (such aslogos), working with crestive type effects, and
re-creating photographs from line drawings. Painting programs (often called image editing programs), such as
Adobe Photoshop, provide tools to color-correct, retouch, and edit digital photographs and re-create natural media
effects, such as hand-painting. Page layout programs, such as Adobe InDesign or QuarkX Press, enable you to
combine graphicsthat you create in drawing and paint programs with text for print publishing. Y ou can use
Web-authoring tools (such as Macromedia Dreamweaver or Adobe GoL.ive) to combine graphics, text, sound,
animation, and interactivity for presentation on the World Wide Web.
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Although each tool performs afairly specific (if wide-ranging) task, there is some crossover between applications.
For example, Illustrator has some limited image editing capabilities, but very few people ever use them. Because you
can edit images with complete control and freedom in Photoshop, why use the wrong tool for the job? QuarkX Press
enables you to run type adong a curve, but Illustrator has so many tools for creative type effects that you d be silly to
do them anywhereelse.

By using Illustrator on its own, you can create an astonishing variety of graphics and type effects. When you combine
it with paint, page layout, and Web-authoring programs, you have the tools you need to create print and Web
publications that match the quality of anything you seein the stands or on-screen today.

Inthefield of professiona graphics and publishing, each software program hasto perform only afew basic functions:
graphics creetion, image editing, page layout (for print), or Web layout.

[llugtrator isthe de facto standard in graphics creation. While there are two competing programs out there
(Macromedia FreeHand and Cored DRAW), Illustrator is used three times as much as the other two products
combined. Thisismainly because it sthe best in severd ways, from feature breadth and depth to tight integration with
other standard gpplications and formats, including Photoshop and PDF.

Adobe has productsin the other categories (two in the page layout category). One benefit of using Illustrator isthat it
works very wdll (asyou may expect) with the other Adobe products, most of which have asimilar interface and way
of working. If you know one Adobe product well, chances are you |l have an easy time of figuring out other Adobe
products.

[llustrator excels at creating and editing artwork of al types. In fact, you can use Illustrator to create and edit nearly
anything that didn t start out as a photograph. (For more about the differences between photographs and artwork
crested with Illustrator, see Chapter 2.)
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Starting Up lllustrator and Revving It a Little

To get lllugtrator running, choose [llustrator from the Start menu (Windows) or double-click the application sicon
(Mac). (The latter method also worksin Windows, if you re aMac user who happens to be using Windows. Don t
worry; | wont tell asoul. Honest.)

The Illustrator startup process displays the splash screen animageto look a while the program is cranking up.

Aslllustrator continues the startup process, the flower image disappears and is replaced with something entirely new
for Verson CS: The Welcome to Adobe Illustrator dialog box, shown in Figure 1-1. The Welcome to Adobe
Illustrator dialog box givesthe following optionsto start using llustrator:

¢
]
e
m
£ What’s New in lllustrator =]
L7
) =
L] Tutorials =
0]
) Cool Extras L
=
-t
-
A | (-
¥ E.
N Document HM"MTM'!DHI! Open Documant
=] St s dlialog at startup [Close__]

Figure 1-1: The Welcome to Adobe Illustrator dialog box.

What sNew in lllustrator: Thisoption displaysal the new featuresin the most recent version, with handy
tips on how to get the most out of each new feature.

Tutorials. A video runs, showing both new features aswell asbasic concepts.

Cool Extras: Thisoption takesyou to specid featuresin the product you may not find otherwise.

New Document: Click thisicon to display the New Document dialog box (as shown in Figure 1-2).
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Figure 1-2: The New Document Dialog Box

New from Template: Illustrator shipswith an amazing array of professiond templatesto get you started
creating al sorts of snazzy documents, from logos to brochuresto DVD box artwork.

Open Document: This option takes you straight to the Open diaog box, so you can open existing artwork
in lllugtrator.

Before you start anew document, you have to answer afew questionsin the New Document dial og box about the
name, page size, units of measurement, orientation, and color mode that you plan to use.

What sin a Name (field)?

Y ou can give your new document anamein the Namefidd. If you donft, lllustrator namesit Untitled-1, and every
new document you createistitled sequentidly Untitled-2, Untitled-3, and so on, until you quit the program. When
you relaunch, you Il beright back at Untitled-1. If you don t give aname to the new document, you get another
chance when you saveit. The advantage to naming your document isthat if you accumulate awhole bunch of
unsaved files (not recommended!), you cant tell them apart. Besides, you see the name of the document at the top
of the document in the Title bar, so you don t forget what you re doing.

Page size, units, and orientation

Y ou set your page Size by choosing a predefined size from the Size drop-down menu or by typing vauesinto the
Height and Width fields. Y our page sze truly matters only when you re printing your document directly out of
[llustrator. Otherwisg, it just exists as a point of reference aguide to show you how far things are apart from each
other. One great thing about Illustrator: For the most part, Size doesn t matter (no, redly). When you create graphics
for the Web, you can determine the size of the graphic when you save it. When you re creating graphicsfor print,
most of thetime you |l be creating graphics to be imported into page layout applications, such as QuarkX Press,
PageMaker, or InDesign. In the latter case, dthough it saways best to Size your imagein Illustrator, you can scale
the graphic to the size you need it in your page layout. In either case, the Web browser or page layout application
recognizesyour lllustrator drawing, ignoring the page size.

Page szeisgood for two things: proofing and conceptualization. Often you Il want to print your artwork on paper
directly from lllustrator to get an idea of what it lookslike. In this case, set the Size to the Size paper you ve loaded in
your printer. While creating graphics, keep in mind the size of the page or browser window that you re creating for
inthis case, set the Height and Width to whatever the target output is. For example, if you re creating for the Web,
you may want to set the size to 640 pixels x 480 pixels, which isafairly standard size for computer screens, to help
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you visudizethe fina artwork. Actualy, you can change the size of the artwork to be anything you want, at any time,
and that sone of the great things about creating in [llustrator.

Tip
By default, [llustrator messuresimage
szein points (1 point = /72 inch). If
that unit of measurement isunfamiliar to
you, be sure to select adifferent unit
from the Units drop-down menu. Y our
ruler also changes (when you choose
View Show Rulers) unitsto thetype
you sdlected. And dthough it wont
changethe ruler units, you can also type
the unit of measurement along with the
number when you specify vauesfor
page szein the Height and Width
fidds. When you open anew
document, it comes up showing awidth
inpoints say, for ingtance, 612 pt. If
you want to specify awidth of 10
inches or 30 centimeters, just type
(respectively) 10in or 30 cm inthe
Width field. If you dont know the
standard abbreviation for aunit of
measurement, you can type the whole
word out (for example, 10 inches or 30
centimeters). lllustrator understands
what you mean and doesthe
converson for you. Andit will do so
wherever you enter aunit of
measurement, not only in the New
Document diadog box. Smart, very
smart!

CMYK or RGB?

CMYK or RGB?In Illlugtrator, this question is abit more significant than the ubiquitous question, Paper or plagtic?
To understand why you have to answer Illustrator s question, you need alittle more history and some technobabble.
(Sorry, 1 1l try to keep this brief.)

[llustrator has been around for along time, back when putting color images on the Web was impossible and
interactive multimedia was little more than a buzzword. In those days, the main reason for creating documentsin color
on the computer was so you could print them out in color. Color printing amost dwaysusesaCMYK process for
Cyan, Magenta, Yelow, and blacK inks (the K stands for black because RGB has dibs on B, which standsfor blue).
Thesefour colors, blended in different amounts, produce the full range of colorsyou seein printed material. So back
then, lllustrator used only CM YK colors because nobody needed to do anything in color besides print.

Then dong came interactive multimedia in effect, the lights, camera, sound, and action for computer users. Shortly
after that came the Web. Because images used for multimedia and the Web appear only on the computer screen, a
need emerged for RGB images. So what s RGB, already? Okay, | m getting to that: Computer screens creste the
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colorsyou see by using dectrons to make a coating of phosphors glow Red, Green, or Blue (hence RGB) in different
intengities. I you re creating content for multimedia applications or for the Web, you need RGB images that ook
good on-screen. Y ou probably don t give two hoots about CMYK. So lllustrator, trying to please everyone, added
the capability to create colorsin RGB.

Unfortunately, this new feature didn t quite please everyone. Infact, it upset some people quite alot. And left awake
of money wasted, deadlines blown, marriages ruined, lives lost and empires crushed. (Well, okay, that salittle
exaggeration, but only alittle) CMYK and RGB just didn t get dong.

Printing in color meant using the standard four-color printing process. Every image had its own percentage of cyan,
magenta, yelow, and black, so four sets of filmswere made (one for each of those colors); thefind printed image
combined the colors. Each set consisted of only four single-color plates (C, M, Y, and K) and that sdl youd
expect to print out. But if your Illustrator file contained any RGB dements (even afew pixels worth), you had big
trouble: Three additiona filmswould print out frequently at acost of $100 or more per film for every pagethat
contained any RGB colors. If you weren t paying attention, one mistake like that could cost thousands of dollars.
And alot of people weren t paying attention because they d never had to worry about RGB colorsin an Illustrator
file before. (Y ou can bet they did after that!) To prevent this sort of uproar from happening again, Adobe wisely
removed the capability to combine CMY K and RGB colorsin the same document. That swhy you have to specify
CMYK or RGB before you start anew document. Sure, it sahasde, but you re so much better off having this
hasde now, rather than spending money for it later!

So which do you choose, CMYK or RGB? Y ou may think it safeto assume that RGB isfor multimedia or the Web
and CMYK isfor print. Okay, that s a safe assumption, but not necessarily the best assumption. If you arent sure
where you re going to output, pick RGB. Y ou can always changeto CM YK later if you re required to, and you Il be
ableto print directly to color printersjust fine that way.

For the sake of your credtivity, choose RGB when

You recreating for theWeb or for multimedia: In thisstuation, you re always cresting work that sgoing
to be viewed in RGB and you ve no practical reason whatever to use CMYK.

You recreating for print BUT do not need precises CMYK colors: If you dont have to specify exact
CMYK vaueswhile you work, choose RGB. (Y ou can convert to CMYK by using File Document Color
Mode before you print just dont forget to, okay?) | know that approach sounds like asking for trouble,
but | can give you three good reasons for using RGB thisway:

(0]

Some of Illugtrator s coolest features (including many Photoshop filter effects) only work with RGB color.

When you work in RGB, you can usethe full range of colors millions of them that are possible on the
computer. (CMYK only supports mere thousands of colors.) If you re creating content for both print
and the Web, creating theimage in RGB gives you the maximum color range possiblein both CMYK
and RGB.
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Some desktop inkjet color printers print well in RGB. For example, Epson six color printers print awider
range (gamut) of colorsin RGB thanin CMYK.

For the sake of accuracy, choose CMYK when

You need precise CMYK colors: Some artists who create for print use a swatch book of printed CMYK
colors. They use only the specific CMYK colorsthey seein the book because they fed (and rightly so) that
thisisthe only way to get agood idea of what that color will look likewhenit findly prints. If your designs
have to meet such specific requirements, you should wayswork in CMY K. Some companies specify the
exact CMYK colorsthey want in their publications. If you re working on a project for one of those
companies, use CMYK.

You recreating for grayscaleor black and white print: In RGB, shades of gray exist by default as
blends of red, green, and blue. If you re printing with black ink, this blending is ahasde because you dways
have to work with three colorsinstead of one. In CM YK, however, you can create shades of gray as
percentages of black ink, ignoring al other colors (which you may aswell do if they won t be visible anyway).

After you answer the three magic New Document questions (name, page specs, and color choice), click OK and
behold: A blank page opens, inviting you to redlize your cregtive potential. Y ou re ready to sart illustrating. If
blank-page syndrome doesn t faze you and you want to dig into the good stuff right away, thumb over to Chapter 2.
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Exploring thelllustrator Workspace

Between figuring out what the 250+ menu items actually do and rearranging palettes (until you have atiny little area
on your document in which you can actualy work), you may find the lllustrator environment abit daunting. (If you
do, you refar from aone.) The next sections are an overview of al the stuff that s preventing you from getting any
work done. (That stuff iswhat the geekscal the Ul pronounced you eye for user interface.)

A graphic handyman s T oolbox

Thelllugtrator Toolbox (that alien artifact in Figure 1-3) isthe place that most people start when they use [llustrator.
After showing you 24 toals, 6 odd-looking buttons, and agang of giant square things, the Toolbox pretendsthat sal
thereistoit. Actudly, the Toolbox has over 50 hidden tools. Call up most toolsin lllustrator by clicking (once) the
tool you want in the Toolbox. The cursor then changes to either something that looks like the toal, or in the case of
specid tools (Rectangle, Ellipse, and others) across-hair cursor.

Thetoolslivein toold ots, which are subdivisions within the Toolbox. Many toold ots contain more than onetoal, as
indicated by asmall black arrow in the bottom-right corner of the tooldot. To access ahidden tool, click and hold
the mouse pointer on atool initstooldot. Y ou then see abunch of other (usualy related) tools materidize by the
toold ot that you clicked (as shown with the Pen tool in Figure 1-3). Use those other tools by dragging to the tool you
want to use and releasing the mouse button.
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Figure 1-3: Thelllustrator Toolbox; click and hold the pointer on atooldot todisplay dl thetools.
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Tip
Drag over to thelittle bar to the right of
the hidden toolsin the tooldot and let
go of the mouse button when the little
bar becomes highlighted (refer to Figure
1-3). A separate little window appears
containing dl the tools from the tooldot.
Y ou can place thiswindow anywhere
on the screen. This procedure can save
your sanity if you re congtantly
switching between two toolsthat share
atooldot. To get rid of thistooldot
window, click the X (Windows) or the
tiny white Close box (Mac) iniits
upper-left corner.

Tip
When you pause the mouse pointer
over any tool, the name of the tool
appears, followed by aletter. Wdll, no,
thelettersaren t grades given to the
toolsfor their usefulness, the letterslet
you know which keysto pressif you
want quick accessto the tools. (For
instance, press the P key on your
keyboard to get the Pen tool or R to
get the Rotate tool.)

Asyou gaze at the Toolbox, notice that it doesn t have a Close or Expand box aong itstop. One possible
explanation for thisisthat you go to the Toolbox for just about everything you do in Illustrator, and it salmost
impossible to work without it. If you redly want to, though, you can hide the Toolbox by selecting Hide Toolsfrom
the Window menu at the top of the screen. To bring back the Toolbox, go to the Window menu again and select
Show Tools.

Tip
Y ou can hide the Toolbox temporarily
aong with your palettes by pressing
the Tab key. Although this feature can
be unsettling if you don 't know about it
(if you hit the Tab key by accident,
everything disappears except your
graphics and the menu bar!), it still
mighty useful especidly if youre
working on asmal computer screen.
Y ou can work with everything hidden,
hit the Tab key when you need to,
select the tool or palette item you need,
and get back to work unfettered by the
thingsyou arent using. Thisgpproachis
alot fagter than selecting Show or Hide
from the Window menu whenever you
want to do something different.
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Palettesto suit any artist

[llustrator has aton of palettes. Y ou may think of a palette as something more closdly associated with a painter than
anillugtrator, but nonetheless, Illustrator has about 30 of them. Aswith apainter s paette that holds the paints she
uses most, an lllustrator palette provides quick access to the most frequently used commands and fegtures. The
contents of palettes are organized according to what they do. The Character pal ette contains commands to format
individua piecesor big chunks of text, and the Color palette lets you create and change colors. Although Illustrator
has dozens of palettes, you rarely need to have them all open at once. When entering text, for example, you want the
Character pa ette open, but you probably don t need the Gradient pal ette open because the Gradient pal ette controls
only gradients.

Y ou open apaette by choosing it asamenu item. These dl live in the Window menu (such asWindow Colors). To
closeapaette, click the X (Windows) or the tiny white box (Mac) in its upper-left corner.

Tip
Fortunately, Illustrator can both tab and
dock palettes to keep them more
organized, giving you awee bit of
gpace in which you can actudly draw
and edit your artwork. Tabbing lets
you stack palettes in one area so they
overlap likeindex cards. Docking
connects the top of one palette to the
bottom of another so that both pal ettes
arevisble but take up aslittle space as

possible,

By default, lllustrator displays the palettes shown in Figure 1-4. Notice that some of the pal ettes are grouped into
sets and offer you severd tabs. (For instance, the Styles, Swatches, Brushes, and Symbols pal ettes are tabbed
together in one set.) Initialy, you see only the Styles paette; the Swatches, Brushes, and Symbols pa ettes are hidden

& Coldar . r: Appaaranis J

1 Ly & ) ol

Figure 1-4: Palettes are tabbed together in a set.

Y ou can combine pa ettes by any method that you feel works for you. To move a paette from one set to another,
click and drag that palette stab from one set into another  or out by itsalf (which creates anew set). Illustrator doesn
t limit you; you can combine any paette with any set. Y ou can even put al of Illusgtrator s paettesinto one set if you
redly wantto but | dont advise doing so; the tabswould al overlap so you couldn t tell what swhat.

Another way to combine palettesis by docking them together, as shown in Figure 1-5. Unlike tabbed palettes,
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docked paettes are dl out there in plain sight; you can see more than one palettein aset at the sametime. To dock
one palette to another, drag the tab of the first palette to the bottom of the other palette. A dark line appears on the
bottom of the second palette when it sin docking position. When you rel ease the mouse button, the first palette
docks with the second one.
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Figure 1-5: The Layers palette docked to the Styles pal ette.

Many Illustrator paettes have their own menus, which pop up when you click the triangle in the upper-right corner of

the paette, as shownin Figure 1-6.
=i
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Figure 1-6: Palettes also have their own menus.

Itemsin the paettes pop-up menus relate specifically to each paette. This makes them easy to ignore and easy to
figureout after you master the individua palette.

Menuswith the finest cuisine

[llustrator menus are organized fairly well. Some menus areimmediately obvious. Y ou find commands having to do
with type under the Type menu and commands for viewing your document under the View menu. Other menusarea
little lessintuitive and make sense only after you start using them. For instance, after you redize that any one
on-screen thing in Illustrator isan object, you discover that itemsin the Object menu relate to objects. Other
menus take alittle more work and experimentation to understand. For instance, the Filter menu and the Effects menu
have many itemsthat appear identical, yet do very different things. Bdlieveit or not, all these menus are arranged to
meake figuring out and using Illustrator as easy as possible.

To useanitemin amenu, drag down to that item and release. Something should happen when you do that (no
explosonsor tsunamis asfar as| know), depending on which menu item you select. Even the way amenu item
gppears on amenu can beahandy tip for example, consder the following characteridtics:
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Submenus. Many of Illugtrator s menus have several submenusin them, indicated by alittle triangle to the
right of the menu item. To accessamenu item in asubmenu, drag down to thetitle of the submenu and then
over to the item you want to use. (See Figure 1-7.)

Object

TransForm »
Arrange b
Group Chrl4+13
Ungroup  Shift+Crrl+G
Lock, »
Unlack all AlkHChrl+2
Hide 3

Shiowa Al Alk+Chr -3

Expand Appearance
Flatten Transparency...
Raskerize, .,

Create Gradient Mesh...

Slice 3
Path r Join Zkrl+1
Blend r Awerage,.,  Alt+Ckr+]
Envelope Diskort 3
Toxt '-.-'-.-'F;a = Cutling Stroke
% OFfset Path., ..
Clipping Mask, 3 e
Compound Path 3 o )
&dd Anchor Painks
Crop Area L4 Divide Ohiects Bel
Erank i ivide Ohjects Below
Split Inkao Grid. ..
Clean Up...

Figure 1-7: The Path submenu in the Object menu.

Keyboard commands. Most menu itemsin lllustrator have keyboard shortcuts (key combinationslisted at
the right) that can activate them.

Moreinfo needed: Andlipsis(...) indicatesthat when you click the item, adialog box appears, requesting
additiona input from you.

Unavailable commands: A grayed-out menu item means lllustrator won t et you do anything with that item
just now.

Mac and Windows issues spring eter nal

Okay, | know someloydtiesinthisareaarefierce cantweadl just get dong for awhile? Regardless of which
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system you use or like, you work in lllustrator pretty much the sameway. A few little differences are important
enough to mention, however, especidly if you jump between the two systems:

The .ai extension: Windows users often need filename extensions after their filenames or the system refuses
tolook at thefiles. Thelllustrator fileextensonis.a. That sright, asin aieee! but without the eee! . Modt file
types (on Windows systems) have three-letter extensions; Illustrator uses two. Windows folks should save
[llusgtrator documents with the .a extension for maximum competibility with al flavors of Windows. Having
the wrong extension on thefile can cause problems. If you wereto put .aif on there, for example, Windows
would try to open thefile asa sound file, fail, and give you an error message!

Tip
Windows users are accustomed to
using two- and three-l etter filename
extensons. Mac usersdon t haveto,
but they redly should get in the habit of
doing so. For starters, that kegps the
peace when you send filesand letsyou
indantly identify what thefileis.
[lludtrator letsyou savefilesinan
aphabet soup of fileformats, such as
PDF (.pdf), TIFF (.tif), EPS (.eps), or
JPEG (jpg). Each of these formats has
its own unique properties and
purposes. When you see .epson afile,
chances are good that it sagraphic
created for usein apage layout
program. When you see .gif, you know
it sagraphic created for display onthe
Web. File extensgonscantdl you alot
about your files even before you open
them.

Right-click versus Ctrl+click: Whilein Illustrator, Windows users can right-click most placesin lllustrator
to display acontextual menu (see Figure 1-8). Mac users, who don t have aright mouse button, pressthe
Ctrl key while clicking the mouse button. Contextua menus (clever creatures!) are context-sengtive: They
recognize what the mouse is near when you click and give you options you can gpply . . . thefollowing, for
exanple

Unda Reckangle
Redo Hide

Garoup
Jain
Awverage...,

Make Clipping Mask,

Make Compound Path
Make Guides

TransForm k
Arrange b

Select k
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Figure 1-8: A contextual menu appears when you Ctrl + Click (Mac) or right-click(Windows).
0

Right-click (or Ctrl+click) the Ruler, and a context menu shows up, offering to help you change the Ruler
sunit of messurement.

Right-click (or Ctrl+click) text, and you can change the font, size, and adew of other options.

Click apath, and up come the options related to paths, and so on.

Tip
All theitemsfound in contextua menus
appear in the regular menus, too, o
you never redly have to use contextua
menus. They reamong thoselittle
luxuries (like a steering-whed -warmer
on acold day) that make lllustrator so
niceto use.

Performance: Asof 2003, Windows systems have taken adecisive lead over Macs when it comesto
performance. The differenceis most gpparent with graphics applications such as Photoshop and Illustrator,
but you Il noticeit with other applications aswell. If you re thinking of purchasing anew system, and speed
and responsivenessisimportant (or at least more important than the fed of the OS), | suggest getting a zippy
PC over a(comparably) duggish Mac.
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Defining the Document Area

[llustrator uses atraditiona art board as a metaphor; it swhat you see when you creste anew file (shownin Figure
1-9). Y ou have the page you re working on (the Artboard), and the table the page sits on (called the Scratch area,
but traditional artistswill recognize it as a Pasteboard). When you create a new document, the Artboard appearsasa
rectangle in the middle of awhite expanse. (The actua sze and shape of the Artboard depends on what you enter for
height and width when you create a new document.)

A teslai @& 50% [CMYRPreviow)

! -l
B Sumctn - J o

Figure 1-9: The Artboard and the Scratch area thefirst two wiseguys you meet when you create anew Illustrator
file

The Artboard serves as a guide to show how large your artwork is (relative to the page size you chose when you
created the document). Many peoplefind it easer to create with a specific page szein mind. If you comefroma
traditional graphic arts background, you may find theidea of an Artboard and Pasteboard (or Scratch area)
reassuring. Y ou can create e ements and leave them in the Scratch area, ready for you to grab and add to the
artwork you re creating on the Artboard. Asto how the Artboard affectsyour art well, it doesnt. It sonly aguide
to help you get your bearings. Elementsin the Scratch areatill print if you print to large enough paper. If you save
your lllustrator artwork as an EPS (Encapsulated PostScript) to bring it into a page layout program (or asa GIF to
use on the Web), anything in the Scraich areais saved withiit.

Tip
If you don t find the Artboard useful as
aguide, you can hideit dtogether by
choosing View Hide Artboard.

For printing adocument, you may find the Page Tiling feeture alittle more significant than the Artboard. Illustrator
smartly recognizesthe printer that your document is currently selected to print to and crestes aPage Tile (a
rectangle), which isthe size and shape of the largest areathat the selected printer can print. Y ou can recognize the
Page Tiling feature by athin, dotted line that appears just ingde the Artboard if you set page Size to the size of your

printer paper.

Most printers show aprintable areadightly smaler than the page size. Anything outs de these guides doesn t print.
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Even so, remember that thisguideis based on your printer; what sinside someone else s printable areamay not be
the same.

(< rreviovs [noer s
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[« rreviovs [next]
Opening Existing Documents

To open any exigting lllustrator document, choose File Open and then select the document you want (using the Open
didog box shownin Figure 1-10; Mac didog boxes |ook alittle different).

Open HE
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cl.l:-b-n\:-a
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Files of lypee I#JFarlm
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Figure 1-10: Use the Open dialog box to select the file you want to open.

Another way to open adocument is by double-clicking thefileitsdf. If you double-click an Illustrator file when
[llustrator isn t running, the program launches for you automatically. (Glad it snot amissile))

(< rreviovs [noer s
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Viewing I llustrator Documents

[llustrator provides versdtile options for viewing documents including controls for zooming, scrolling, and hiding (or
showing) certain document features. Y ou can get close-up to the smallest areas of your artwork and make changes
so minute that they arent visble to the human eye but you fed better knowing that your graphic is microscopicaly
perfect. Or, to get agood fed for your artwork s effect in the rea world, view your document at the actua sizeit
prints at. Or you can view your on-screen objects astheir skeletons of essential points and paths, with no strokes or
colorsto distract you from the true essence of your artwork. A view of any phaseis available, from points-and-paths
to perfect printout. Bottom line: Y ou have to see what you re doing to know what you re doing. Illustrator offers that

cgpability.
Zooming in and out of artwork

Y ou can view your artwork at actud size (gpproximately its size when it prints), much larger, or much smdler.
Changing the zoom amount changes only theimage s on-screen gppearance  not the image s actua size, theway it
prints, or its appearance in another application. Zooming is like using binoculars to watch a neighbor violate the
bylaws of the homeowners association. Those unapproved maple saplings (and the sap who s planting them) don t
actudly change Size; you just zoom in on them from a discreet distance.

The Zoom tool

Q

The Zoom tool isthe magnifying glassin the lower-right corner of the Toolbox. When you click the Zoom tool and
move it over the document, a plus Sgn appearsin the center of the magnifying glass. Clicking the Zoom tool makes
the details of your artwork appear larger in the document window. Y ou can click until you zoom in to 6,400 percent
(64 times larger than actual Sze). Figure 1-11 shows adocument viewed at actual size and zoomed in to 400 percent.
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Figure 1-11: Two views of the artwork: actua size and zoomed to 400 percent. If you print while zoomed in, the
image dill printsat actud sze.

The Zoom tool isactualy two toolsin one. When you hold down the Alt key (Option on the Mac), the magnifying
glass containsaminus sgn. Holding down the Alt or Option key and clicking your image with the Zoom tool causes
your image to gppear smaller. Y ou can zoom out asfar as 3.13 percent (where every- thing isredly tiny). Figure
1-12 showsthe art from Figure 1-11 asit looks at 25 percent of its actud size.

[a] Minacing Machine Mayhem @ 25% (O Preview) BB

i)

Figure 1-12: The artwork from Figure 1-11 &t 25 percent of itsactua size.

Speed zoom ahead

Zooming is something Illustrator users do often enough to warrant the multitude of keyboard commands associated
with thisfunction. In order of usefulness, the following items represent some of the most useful speed-zoom
techniques:
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Useany tool to Zoom In: Press Ctrl+Space (0 +Space on aMac) and thetool you re using changesto the
magnifying glasswith aplussigninit. Click the areawhere you want to zoom in. After you release the keys,
the Zoom tool switches back to the tool you were previoudy using. Thisshortcut is really handy.

Use any tool to Zoom Out: Press Ctrl+Alt+Space (0 +Option+Space on aMac), and the tool you re
using changes to the magnifying glasswith aminussgnin it. Click the image to zoom out. After you relesse
the keys, the Zoom tool switches back to the tool you were previoudy using. This shortcut is as handy asthe
temporary Zoom In tool.

GotoActual Size PressCirl+1 (0 +1 onaMac) to return to actua size. Y ou can also double-click the
Zoom tool to do this.

Goto Fit In Window view: Press Ctrl+0 (0 +0 onaMac) to zoom to the level at which your pagefitsinto
the window. Y ou can aso double-click the Hand tool to do this.

Zoom in and out: Press Ctrl++ (plus) (0 ++ [plus] on aMac) to zoomin oneleve or Ctrl+- (minus) (0 +-
[minus] on aMac) to zoom out onelevdl.

Activatethe Zoom In tool: PressZ to changeto the Zoom Intool. If you actualy read to the bottom of this
list, geekiness from someone you know is starting to rub off on you. | strongly advise taking afew days off
away from your computer (and from said geek).

While Zooming: Press the spacebar to move around the current marquee (the dotted lines)

Scrolling around your document

Y ou can use the scroll bars to move around your document, but they limit you to moving horizontally or verticaly
and only one of those directionsat atime. If you rereally cool (and you know you are), you can use the Hand tool to
move around your document in any direction.

To usethe Hand toal, choose it from the Toolbox. Then click and drag anywhere in the document. The artwork
movesin the direction you drag. At fird, this action may seem dightly awkward but power corrupts. After afew
minutes of pushing your art around, you Il never want to go back to those nasty scroll bars.
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Tip
Y ou can use any tool asthe Hand tool.
To change atool into the Hand toal,
hold down the spacebar while you click
thetool. Then click and drag just as
you would with the Hand tool. Let go
of the spacebar, and the tool you were
usng returnstoitsorigina form. This
trick works with any tool except the
Text toal. (If you try it with that tool,
you just type space after space after
space.)

L ooking at the guts of your artwork

Typicdly, what you see in your Document window is pretty much what sgoing to print (the view in Preview mode).
However, what you seeisn t what the printer and Illustrator look at. Instead, they see dl your Illustrator artwork and
objects as a series of outlines, placed images, and text (the view in Outline mode). If you want to view your
document in this skeletd form, choose View Ouitline. Outline modeisagresat diagnostic tool; it hel ps you understand
how a document was made. Figure 1-13 shows artwork in both Preview and Outline modes. Outline mode also
makes it easier to select objectsthat arevery closetogether
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Figure 1-13: Art in Preview mode and Outline mode.

Notice that in Preview mode, the artwork appears to be the letter C; Outline mode shows the three circles (two
white circles on top of ablack circle) that create that appearance. Graphics like this can be tricky to work with; if
you don t know how the object ismade, you may assume (mistakenly, but logically enough) that you actudly have a
C-shaped object instead of three circles. As soon asyou start making changesto it asthough it wereredly aC,
[llugtrator starts acting completely illogical. Jumping into Outline mode letsyou see the secret truth behind the
artwork, helping you to understand how the art was made.
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[« rreviovs [next]
Using Templates

Few thingsin life are as frightening as a blank page staring you down. Knowing this, the good folks a Adobe have
supplied hundreds of templates to get you started quickly and easily. Templates, such as the one shown in Figure
1-14, provide you with astylish yet fully customizable starting point. Because you can change so much in each
template, from colorsto fonts to objects, your use of atemplate is sure to be different than your buddy Larry suse of
it. And, as evidenced by his questionable wardrobe, Larry has absolutely no design sense whatsoever.

Figure 1-14: A templatefor astylin postcard.

To useatemplatein Illustrator, select the New from Template option in the Welcome to Adobe Illustrator dia og box
that | talked about earlier in the chapter, or choose Fill New from Template. The template opens up as an untitled
document (don t be concerned about writing over the template; you re actualy opening a.copy of the origind file).

[ rrevious [noer |
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Saving lllustrator Documents

Theingant you accomplish something you like, you should saveit. And you should save every few minutes, even if
you haven t done something you like, because if you don't, you lose dl the work and have to re-cregteit if you crash,
accidentally quit, or accidentaly shut off the power supply to your computer. Unlike gpplications such as Microsoft
Word or Adobe InDesign, Illustrator has no auto-save feature. Anything you dont saveislost. Just remember that
old TLA (three-letter acronym), SOS: Save Often, Silly! Saving only takes a second, and it saves not only your
artwork but also your time and sanity.

To save adocument, choose File Save. If you haven t previoudy saved the document, the Save As dialog box
(shownin Figure 1-15) appears, reward its promptness by naming your file something appropriate, witty, and deep.
Or type something hurried-but-meaningful, such as gasdfoiu or jkI23, so you can challenge yourself later to figure
out what that @#*! document is. (Just kidding.)

Save

|:1 03 Folder =J r ﬂ-‘ ﬁ' m‘

Mars

= G
Format: | Adobe lllustrators document £

] Append File Extension Lower Cate

[ | camcel | f  sawve ||

Figure 1-15: Name your masterpiece in the Save didog box.
If you ve dready saved your document, the Save command updates the exigting file. If you re not sure whether you

previoudly saved, look at thetitle bar. If it reads Untitled-1, you probably haven t saved (only someone with a creepy
sense of humor would pick Untitled-1 asatitle just to befuddle the rest of us).
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Changing Your Mind

Oneof Illustrator s most powerful features may be strikingly familiar: Edit Undo givesyou away to take back the
goof you just made. But that s so common these days; in lllustrator, Edit Undoisamultipleundo it makesyou the
Master of Time! Y ou can take your artwork back through time, step by step, al the way to when you first opened
the document! If you make a mistake (or severd), just choose Edit Undo (or press 1 +Z onaMac, Ctrl+Z with
Windows) repeetedly, until you get back to the way things were before they went so wrong. To redo the last thing
you undid, select Edit Redo (or press 0 +Shift+Z on aMac, Ctrl+Shift+Z with Windows). (A time machinewith a
reversegear way cool.)

Imagine cresting with wild abandon moving points, changing colors and line thicknesses, running filters  becausein
[llustrator, you can change your mind after thefact. Think of what you could obliterate fromtime  the misplaced
stroke that looks like a bad tattoo, the missed goal that kept your team from the playoffs, the blind date that went so
horribly wrong wdll, okay, it only worksin Illustrator. At least it works somewhere.

Y ou can take agraphic back to the way it was when you first opened it, with one exception: If you close afileand
then open it again, you cant go back to anything you did before you closed thefile. Y ou can, however, save afile
and then go back to things that happened before you saved it if you left the file open after you saved it. In that case,
the only thing that can t be undone isthe Save command: Y ou till have afile on your hard drive that exists exactly as
it did when you hit Save. Thismethod can be useful if you have to create multiple revisons of the same document.
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Printing Illustrator Documents

If your computer is hooked up or networked to a printer, you can print just about anything you createin Illustrator.
Before you print, however, make surethat your artwork iswithin the Page Tiling boundaries (that dotted gray
rectangle that shows up when you sdect View Show Page Tiling). Only itemswithin these boundaries print. The
dotted lines on the pageindicate the trim areg; if your image is outsde the dotted lines, it won t print.

To print your artwork, choose File Print. The Print dialog box appears (see Figure 1-16). Click OK; soon a sheet of
paper emerges from your printer with your artwork onit.
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Figure 1-16: The Print diaog box, updated with lots of funky options for verson CS.
[« rreviovs [nextr]
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Closing Documents and Quitting Illustrator

To close an lllustrator document, choose File Close. The document closes without afuss. If you haven t saved before
closing, adiaog box appesars, asking whether you want to save changes made to your artwork. To quit Illustrator,
choose File Exit (Windows) or File Quit (M&c). If you haven t saved before quitting, adialog box appears and asks
whether you want to save your changes. (Consistent good manners aren t they wonderful?)
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Chapter 2. Following the
Righteous Path

Overviaw

In This Chapter

Understanding how paths and pixelswork

Knowing the differences between paths and pixels
Determining when to use paths and when to use pixels
Using PostScript printing and paths

Cresting paths

Being new to Illustrator typicaly means being new to paths. Paths are the heart and soul of Illustrator  its primary
way to create graphics. Nearly all computer-generated graphics are either pixel-based or path-based (also known as
vector-based more on that later). Getting afirm grip on the differences between the two graphicstypes can help you
creste graphics of any type.

Pixel-based images (created in Adobe Photoshop aswell as by scannersand digital cameras) use afixed grid of tiny
colored squares (kind of like atiny mosaic til€) to create images on your screen. Y our computer monitor s resolution
isameasure of how detailed an on-screen image can be, based on how many pixels the screen can provide per
sguareinch. To give you an ideaof how small these pixels are, every squareinch of the average monitor contains up
t0 9,216 pixels. Even so, monitors have ardatively low resolution; they don t use many pixels per inch compared
with high-resolution printing, which can require 90,000 pixelsin asguare inch or more.

In spite of their astonishing quantity, pixelswork just like mosaic tiles (or like the dotsin a Seurat painting). Because
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images are a bit less digtinct from farther away, putting squares of different colors together resultsin a smooth picture
when seen from adistance; the individual squares are (in effect) invisble. The more squares used to creste asquare
inch of theimage (that is, the higher the resolution), the smoother and moreredidtic the pictureis.

In addition to their staggeringly smal size, the range of colors pixds can haveis equaly astonishing. A single pixd can
display only one color at atime, but that color can be any of 16.7 million.

Path-based (often called vector-based) graphics are much smpler and in someways, easier to comprehend than
their pixd-based cousins. Think of animagein acoloring book: A shapeisdefined by aline. Insgdetheline, you can
add color. By using this smple method of shapes and color, you can create just about any picture you canimagine. In
[llustrator, the shapes can be any size and complexity, and the lines can be as thick or asthin asyou want, or even
invisble. And the shapes can befilled with an astonishing variety of colors, patterns, and gradients (even pixe-based
images), but the same basi ¢ coloring-book principle applies.
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Whether Paths or Pixels Are Better

Y ou choose between paths and pixelsfor different reasons. Paths are better for some things and pixels are better for
others, and each approach hasits strengths. The key to determining whether to use paths (which Illustrator creates)
or pixels (from aprogram, such as Photoshop) isto be familiar with the capabilities of each method. Figure 2-1
shows path-based artwork next to pixel-based artwork.

Figure 2-1: Path-based artwork (left) and pixel-based artwork (right).

Paths are generally better for type, logos, and precision graphics. Pixels are generdly better for photographs,
complex backgrounds, textures, and smulated lighting effects. Quite often, however, the proper combination of paths
and pixelsresultsin the best find illustration possible. Determining what combination to useisalot easier whenyou re
hip to the advantages and drawbacks of both paths and pixels.

Paths: The ultimate flexibility in graphics

Paths are used to define any shape from a smple square or circle to the shape of South America. Because paths are
the outline of these shapes and not the shapes themselves, they take up very little storage space. A path-based
sguare that measures 15 x 15 feet takes up no more room in your computer than a 1-x-1-inch path-based square.

How can such alarge square and such atiny one accompany the same amount of computer memory? Through meath,
mostly. Looking at how Illustrator draws a square can help you make sense of al thisinformation. To lllustrator, a
squareissmply aset of four locations onefor each of four points (the corners) aswell asany Fill or Stroke
information (what color the square is). Where the points are doesn t matter; what mattersisthat you have four of em
and they make a square when you connect the dots.

What about complex outlines? A semiaccurate representation of South Americawith alimited amount of detail
probably needs dozens of pointsto define the shape of the continent. In this case, there snary astraight line
anywhere from point to point, it snothing but curved lines. And because they need more information to describe
them, those curved lines take up about twice as much disk space as straight lines do. Even o, atiny little 1-inch-high
illustration of South America can be enlarged to 15 feet tall and gill have exactly the samefile sSze because the
illustration till has exactly the same number of points. Only the math that determines the location of those points has
been changed to put them farther apart.

Figure 2-2 shows South America next to asquare that physically gppears to be about three times aslarge as South
America(wdl, threetimes aslarge astheillugtration of South America). Which oneishigger intermsof file 5ze?
South Americais. It has more detail and, therefore, more points.
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Figure 2-2: The South Americashapeisactudly alarger lllustrator file than the square because more points are used
to define the continent's shape.

What s s0 cool about pathsis something | previoudy alluded to: Y ou can make paths much larger or smdler in
physica dimensionswithout increesing thefile Sze or losing image qudity. Y ou can rotate apath, flip it (reflecting),
skew it (shearing), or digtort it in anumber of wayswithout changing thefile size or detail. (Here sthe secret: All
you re really changing is the location of the points.) This near-effortless scal ability makes lllugtrator the perfect
choicefor creating logos that appear on business cards, |etterheads, Web pages, various documents, banners,
billboards, or sgns.

Pixels. Detail and realism to spare

Pixel-based images are used for photographs because the fine random naturdigtic detail isvirtualy impossbleto
create in a path-based image. Digitized photographs represent the mgjority of the pixel-based imagesin use today.
The rest are mostly Web graphics and other on-screen images.

Technicd Stuff
Even alow-resolution pixe-based image can
have 5,184 squares of color per squareinch,
each of which can beany of 16.7 million different
colors. In apath-based image, every different
color (with afew exceptions) must be defined by
aseparate path. To equa the number of different
colorsthat you can create in a pixel-based image
you d have to draw so many pathsthat . . . well,
imagine covering abasketball with confetti, one
piece a atime. For this reason, pixel-based
Images are the hands-down choice over
path-based graphicsif you rere-creating the
continuous tones and irregular patternsfound in
nature, such as an outdoor scene with alot of
grass, trees, and furry animals.

On the other hand, paths are far superior to pixelsif you want to maintain the quality of agraphic image despite
enlarging and reducing itssize. Think what you have to do to increase the sSize of artwork made with mosaic tiles.

Y ou have to increase the number of tiles unlessyou can enlarge thetiles that are dready there. But if you did that, the
tileswould be obvious from adistance. Same ded with pixe images. Y ou have to add moretiles (pixels), or you see
the pixels you dready have showing up on-screen as big squares. And when you add pixels, you makethefilesize
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larger while reducing the quaity (worst of both worlds) because you cant get away with just tossing in any old pixels.
An artisan may be ableto add tilesto her mosaic and preserve itsimage quality, but the computer isjust guessing
about what tilesto add (in geek speak, aprocess called interpolation). There sjust no way to enlarge a pixel-based
image without reducing the quaity, as shownin Figure 2-3. Likewise, shrinking the image meansthrowing away
pixels, which degrades the image because it then has fewer pixels available for showing detail. In technicd circles,

ing the number of pixelsinanimageiscaled resampling.

X

Figure 2-3: The effects of reduc- ing and enlarging theimage.
An image with thousands of pixes can be displayed on-screen or printed much larger with high quaity than animage

with only 900 pixels. Of course, al those pixels take up awhole lot more storage space on your hard drive.
Path-based images have no such limitations.

[Crrevious [nesr o
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How Paths and Pixels Compare

Thisisit the definitive answer you ve been looking for: Use pixelsfor photographic manipulation. File szesarelarge
but smdler than if you tried to create the same photographic image using paths. Pixel-based graphicsthat need to
print or display at large Sizes require larger file sizes than the same graphics printed or displayed a smaller sizes. Use
path-based graphicsto create any type of graphics, their file szes are typicaly much smaller than their pixd-based
counterparts (and you can always create pixel-based graphics from the path-based ones at amultitude of sizesand
resolutions). A path-based graphic can be displayed or printed at any size, from microscopic to billboard, without
any changeinfilesze, yet dwaysa maximum quality. And the best part isthat path-based graphics are eadly edited,
unliketheir every snglepixd isacolor pixel counterparts.

A comparison of path and pixel documents

The best way to show advantages of each format isto take alook at the same graphic created with both paths and
pixels. Theillustration shownin Figure 2-4 isalogo, crested with paths, for the country of Oddland to useon dl its
manufactured goods, aswell as on signs, brochures, and other places.

Figure 2-4: A logo for Oddland, created with paths and weighing in at 188K.

Onething you noticeright away isthat thelogo istext-heavy. Paths represent text fairly well. A big advantagein
cregting thislogo with pathsisits scaability; you can enlarge or reduceit to virtudly any size without changing the
image quality. Compare Figure 2-4 with Figure 2-5, which shows a pixel-based version of thelogo. (Lookslikea
clone, doesn tit? Looks can be deceiving.)
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Figure 2-5: The same Oddland logo, created with pixelsand tipping the scalesat 1.2MB.

If you use a high enough resol ution, the pixel-based logo |ooks as good asthe path-based  but itsfilesizeis 1.2MB
(amost ten times the size of the path-based logo). Maybe that isnt a problem if you have ahard drive the size of
New Jersey, but watch what happens when you change the size of the logo. If you enlarge the path-based version,
you get theimage on theleft in Figure 2-6.

Path-basad Pixal-basad

Figure 2-6: A section of Oddland logo, enlarged to fivetimesits origina size.

All I had room for in Figure 2-6 wasasmidgen of thelogo the whole thing would be over 20 inches square  but
note how the edges remain perfectly smooth and crisp in the path-based version. And thefile szeis till only 188K !
On the other hand, if you enlarge the pixel-based version, you get the image on the right. Notice the dreaded jagged
edges. Worse, thewholelogo at this size would become the Giant File That Ate New Jersey over 25MB insize
more than 100 timesthe file Sze of the path verson!

It isvery difficult to create artwork approaching photographic realism with paths, but it can be done. Animage of
Venus, shown in Figure 2-7, was created entirely within Illustrator and conssted entirely of paths.
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Figure 2-7: A close-up of Venus.

While difficult, you can achieve surred photo-redistic effectswith lllustrator, such as Venus s eye, shown zoomed in
a severd timesitsorigind szein Figure 2-8.

\
.
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Figure 2-8: The vectors-only version of Venus s eye, com-pared to the origind Botticelli painting at the same levd.

When to use paths and when to use pixels

In Table 2-1, check out some attributes that are best created with paths and some that are best created with pixels.

Table 2-1: What Paths and Pixels Are Especialy Good For

Use Pathsif Your Artwork Contains Use Pixdsif Your Artwork Contains

Large amounts of type Photographs

Geometric shapes Complex naturdigtic textures
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Thinlines Soft-edged random details

Tip
Often, for best results, you may haveto
combine pixelswith paths (or vectors)
in the same piece of art. Fortunatdly,
[llustrator is a perfect tool for doing
that. File Place enables you to bring
pixe-based artwork into Illustrator to
combineit with vector-based artwork.
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Paths and Printing

[llustrator sends paths directly to printersin order to print smooth-edged images. This happy circumstance is one
reason that Illustrator can make such good-looking artwork; most printers are designed specifically for printing out
path-based images.

Dot-matrix printers of the 80s gaveway to laser printers and inkjets, and with them came adramatic increasein
speed (not to mention blessed quiet).

Which isfaster asquareor asguare?

For basic shapes, path-based artwork prints much faster than pixel-based artwork. For instance, a 5-x-5-inch
path-based square printsin afraction of thetimethat it takesto print the same pixel-based square. Why? The printer
needs only the four corner locations for the path-based square. For the pixel-based square, the printer needsto see
each and every pixd that son theway to the printer. (Imagine trying to count sand grains with tweezers, redly fast.)

Printing paths. The evolution of Bézier curves

Printers path in much the same way that Illustrator does using points connected by lines. Think of a
Connect-the-Dot game you did as akid. Instead of processing each pixel, the Illustrator print code says, Connect
this point to that point, that point to this one over here, and so on. All it takesis another bit of codeto say, Now fill
that shape with solid red or some other color.

This approach works well for objectswith flat sides, but curves are another matter entirely. Y ou d need to connect
an infinite number of dotsto make a perfect curve. Here swherelllustrator getsredly clever. Instead of using straight
lines between points, PostScript uses curves between points. Bézier curves, named after their creator, world-famous
mathematician Pierre Bézier (pronounced BEZ-zee-ay).

Theideabehind Bézier curvesisthat you need no more than four pointsto define any curved line: One point to say
where the path begins, one point to say where the path ends, and two control pointsin between. Where you put each
control point (relative to the end points) determines how much theline curves and inwhat direction onitsway to
meet the end point.

Fortunately, Illustrator spares users the headache of having to work out the math; you have alittle magnet-like handle
on-screen (the Bézier control point) that changes the direction of the curve. Okay, actudly using it may be far from
intuitive, but it does give lllustrator the capability to generate complex shapeswith curves.

What smy vector, Victor?



This document is created with the unregistered version of CHM2PDF Pilot

Y ou often hear the words vector graphics used to describe the kind of art created in lllustrator. In mathematics, a
vector isaquantity, such asaforce or velocity, having direction and magnitude and aline representing such a
quantity drawn from its point of origin toitsfind postion. In artists terms, a vector isaline of agpecific Szedravnin
agpecific place. Hmm, vector graphics are smply graphics made with lines! The basic building blocks of every
[llugtrator graphic arejust abunch of lines. Those lines may have other information attached to them (such as color
and width), but no matter how fancy they get, underneath they re ill just lines.

So why not cdl such graphicsline art? Unfortunately, that term isaready taken. Line art is a specific type of
traditiona graphic. | could cal suchillugtrations Illustrator illustrations, but that termisalittle dliterative (istherean
echo in here?) and not quite accurate. Y ou can a so create vector graphicsin Cored DRAW and Macromedia
FreeHand (though you d be doing yourself agreat disservice if you were to do s0). So this book follows convention,
usng vector graphics to describe the kind of graphicsyou createin Illustrator. Pretty soon you |l be doing the same!
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Gray s Anatomy of a Path

Paths can be athorn in your side while you re getting up to speed with lllustrator. At firgt, pointsmay seem likea
necessary evil (with evil the key word here), but the more you know about how they re constructed, the easier it is
for you to modify them. Eventudly you may even stop cursing at your poor, defenseless monitor.

In Illustrator, it spoliteto point

Each path consists of a series of points. These are called anchor points because they anchor the path. Another type
of pointiscaled adirection point (apoint that determines the direction and distance of a curve), but when most
peoplerefer to apoint in llustrator, they mean an anchor point, which appears only in acurved path. A path has at
least two anchor pointsto determine whereit starts and where it ends. Figure 2-9 shows a path and the locations of
itsanchor points.

Figure 2-9: A path with severa anchor points (shown aslittle squares).

Y ou can handlethetruth

For basic shapes with gtraight lines, pointsare dl that paths need. But as soon as you want curves on a path, you
need direction points (also known as handles among Illustrator insiders). Direction points are connected to anchor
points by direction lines. They control how a path curves. Figure 2-10 shows the same path but with direction points
showing.

_ ---H‘“x:'

& % Y

Figure 2-10: The same path from Figure 2-9 but with direction points and direction lines showing.

Handleswork like magnets for the paths that extend from points. The farther you drag a handle away from the path,
the more that path curves toward the handle. Figure 2-11 shows afew variations of a path between two points. In
each of these variations, only the handle on the left has been moved.
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Figure 2-11: Variations of apath. The changesin the curve of the path occur as the handle on the left moves.

Y ou can move the handles of paths by using the Direct Selection tool (the hollow arrow at the top of the Toolbox).
Click the curve you want to adjust to sdlect it. This action makesthe direction pointsvisble. Direction points are
invisible unlessthe curve is selected with the Direct Selection tool. After the direction point isvisible, click and drag
the handle. Figure 2-12 shows acircle with handles showing. Even basic [llustrator shapes use handlesto create

curves . .
/ \

\

\ /
h‘\ / !

Figure 2-12: A circlewith al the handles (direction points) showing.
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Chapter 3: Doing Everyday
Thingswith Illustrator

Overviaw

In This Chapter

Selecting objects so they can be changed

Moving objectsin adocument

Rotating and resizing documents

Looking at dl theredly fun stuff in lllustrator

Usng lllustrator with the Web

Taking Illustrator documents into other programs

Zeroing in on what |llustrator does best
The hard part for new users of Illustrator isfiguring out just what it does. The program is so vast and has many
capabilitiesthat aren t immediately obvious or self-explanatory. Even seasoned Illugtrator veterans often discover that
they use many convoluted steps to accomplish something they can do with asingle hidden command. This chapter is
atell-al exposé of everything that you can doin lllustrator (at least as much as| can in asingle chapter). Y ou d need

an entire book to cover such acomplex program (er, um, which iswhy you re reading this). By the end of this
chapter, you should have agood overview of the festures of Illustrator and know where to ook to find the things you
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need to get the job done.
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Picking Up Stuff and Moving It Around

Any time you want to do something to an Illustrator object, you must select it first. After you get thewhole
sl ect-then-do thought lodged in your brain, many of Illustrator sfunctions come to you much more essily.

[llustrator has awide variety of waysto select things, including five tools, abunch of keyboard commands, and
severd menu items. Fortunately, even if you know only one or two of these methods, you can be off and running with
[llustrator selectionsin no time, just like a pro. Using the selection tools enables you to select virtualy anything in your
documen.

In Chapter 6, | detail the process of selecting paths and objects. In this chapter, you discover thebasics al the ways
of selecting, from tools and commands to menu items.

Discovering selection tools

[llustrator hasfive selection tools. Y ou choose atool according to thetype of object(s) that you want to select. The
sdlection toolsare asfollows (I love aparade):

&

Selection tool: Thissolid black arrow isthe regular Selection tool. Use the Selection tool to select entire
paths or groups by clicking them or dragging around them. If the object you click or drag around is part of a
group, al the paths and objectsin that group are selected aswell. The Sdlection tool, located at the top | eft
of the Toolbox, is plain but powerful.

Direct Selection tool: Also known asthe hollow arrow, the Direct Selection tool enables you to select
portions of paths single points or ssgments by clicking or dragging said points or segments. Y ou can dso
use the Direct Selection tool to select other objects, such as placed images or text. The Direct Selection tool,
located at the top right of the Toolbox, selects only the portions of the path that you click or drag.

:}+
Group Selection tool: Thistool lookslike ahollow arrow with a+ symbol besideit. It selects up through
paths and groups. Thefirst click selectsthe entire path you click. Click the selected path again and you select
the group that thefirgt pathisin. If you keep clicking, you continue to select groups of groups, al containing

the group that the first group isin. The Group Selection tool shares atooldot with the Direct Selection tool.
Just click and hold on the Direct Sdlection tool, and the Group Sdlection will spring out from behind it.

=

Lasso tool: Thistool lookslike an anemic loop of string, until you useit to seect points and path segments
within an areayou designate by dragging the mouse pointer  a which timeit sill looksanemic. The Lasso
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tool isago-anywhere version of the Direct Selection toal.

Magic Wand tool: Photoshop userswill recognize this much-beloved tool. The Magic Wand tool selects
multiple objects with amilar attributes fills, strokes, transparency  within a specific tolerance range. For
example, you can sdect dl objects that have astroke weight of between five and ten points. The Magic
Wand palette control s the various attributes and tolerance settings. For more on the Magic Wand, see

Chapter 6.

[llustrator provides two primary ways of using the Selection, Direct Sdlection, and Group Selection tools: by clicking
and releasing the object or group you want to salect, or by dragging a marquee around the objects you want to
select. Marquee istechno-gpeak for the dotted line that s crested when you drag with these tools (and al thistime
you thought it had to do with movie theeters).

The Sdlect menu aso provides ahandy way to make selections. All the lllustrator selection commands are centralized
within thisnew menu. Find more on the Select menu in Chapter 6.

Y ou can tell when an object issdected in Illustrator: Any selected object showsits guts on-screen  the path used to
create the object, aswell as any points needed to create the path. Text and placed images a so show points (and
sometimes paths) when they re highlighted, even though they aren t made up of paths and points (weird, isnt it?).
Figure 3-1 showsapair of star illustrations; t}he gar on the left is unselected, and the one on the right is selected.

Figure 3-1: Theleft object is unsdlected; the right object is selected. Note the points and paths that appear on a
selected object.

After an object is selected, you can do any number of thingsto it, such as changeits color, moveit, transformiit, or
even deleteit. You may want to consider which tool you use to make the selection. One key difference between the
arrow-shaped selection tools and the Lasso and Magic Wand selection toolsisthat the arrow tools also move
objectsthat are selected; the Lasso and Magic Wand tools do not. If you re attempting to use an arrow tool to drag
amarquee around an object and happen to click the object first, you move the object instead of selecting it. No

marquee appears.
Moving and transfor ming objects

To move a selected object (or objects), just follow these steps:
1.

Select the object you want to move by using one of the selection tools.
2.
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Usethe Selection tool or the Direct Selection tool; click and drag the selected object to the

position you want to moveit to.
Tip
Using the Selection or Direct Selection
toolsto click and drag an object that s
aready selected doesn t add to the
selection or release the selection, but

this action does enable you to move

what s currently sdlected.
3.
Release the mouse button after the object isin position.
Theobject isal settled in at its new location.
Tip
Instead of dragging with the mouse, you
can usethe arrow keysto nudge
anything that isselected alittlebit at a
time. Thistrick works no matter what
tool you ve sdected in the Toolbox.
02

[lustrator power-users cal the other things you can do to an object transforming it. These actionsinclude rotating,
resizing, reflecting, and skewing objects. Illustrator puts al these transformation tools together in the middle of the
Toolbox. Regardless of which transformation tool you use, the process, shown in Figure 3-2, is much the same as for

moving objects. Just follow these steps:

Figure 3-2: Rotating an object.
1.

Select the object you want to transform, using one of the selection tools.
2.

Choose the Rotate tool (or any transformation tool) from the T oolbox.
3.

Click the selected object and drag.
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While you drag, the outlines of the object show how the object will be transformed after you release the
mouse button.

Release the mouse button when the object s preview matcheshow you want the object to appear.

As s00n as you release the mouse, the object is transformed.

For more in-depth information on transforming objects, see Chapter 12.

Distorting paths

Moving and transforming paths make them look different, but you can tell that the moved or transformed path is
pretty much the origina path in adifferent postion, at adifferent angle, or maybe a adifferent size. Digtorting paths,
however, can make them look dragticaly different from the way they look originally.

[llustrator provides anumber of different waysthat paths can be distorted, but the mgjority of these waysfall into the
category of effect-based distortions. These distortions, found in the Effect Distort menu, can create al sorts of
interesting (and some downright ugly) effects. Figure 3-3 shows how an innocent path can become grosdly distorted
inanumber of ways by using some of the different distortion effects.

Figure 3-3: The origind path (I€ft) is (to the right) Puckered, Scribbled, Zig-Zagged, and Roughened.

Because distortion effects have no right settings, they produce immediate and profound changes to your artwork.
They adso dl have previews, which show you what s going to happen to your artwork before you make any
permanent change to its appearance.

To useadigtortion effect, follow these steps:

1.

Select your artwork using any selection tool.
2.

Choose Effect Distort Pucker & Bloat (or any of the other distortion effects).

A didog box opens, showing adistortion effect that has a Preview check box. Put acheck mark in thisbox
to make the effect show you what it s going to do to your artwork.

Usethedider (alittletriangle under a straight line) to set the amount of the distortion.

Drag the dider to the left; watch what happensto the artwork. Drag it to the right and ook again.
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4,
When you get something you like, click OK.

Tip
If the effect doesn t produce results that
you like, click Cancel to exit the effect
without changing the appearance of
your artwork.

Tip

All effects change only the appearance
of your artwork, not the artwork itsdlf.
At any timeyou can select the origind
object and delete the effect within the
Appearance palette.

For moreinformation on distortions and other waysto messup er, enhance your artwork, check out Bonus
Chapter 1 on the Web at www.dummies.com/go/illustratorcs fd.

Organizing objects

[llustrator provides many toolsto help you organize your artwork. Y ou can move objects above or behind each
other, group objects together, and distribute objectsto layers for heavy-duty organization.

To move an object behind al the other objectsin adocument, as shown in Figure 3-4, follow these steps:

L e

Figure 3-4: Moving and object behind other objects.
1.

Use any selection tool to select the object that you want to move behind another object.
2.

Choose Object Arrange Send to Back.
The selected object moves behind al the other objectsin the document.

Sdlecting Object Arrange Bring to Front moves the selected object in front of al the objectsin the document. Use
the Send Backward and Bring Forward options to move the selected object just onelevel to the back or front of a
stack of three or more objects. The Send to Current Layer command moves the selected object to the active layer in
the Layers palette. (For more on layers, see Chapter 13.)

These commands are the basic movement of objects back and forth in adocument. Y ou can aso group a set of
objects so that they dways stay together (and are dl selected at once, all thetime). To group a series of objects,
follow these seps:
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Select the objectsthat you want to group together.

To select more than one object, drag a marquee around the objects or hold down the Shift key and click
each object you want to include in the group.

Choose Object Group.

The objects are grouped together. The next time you click any one of them with the Sdection tool, dl are
selected.

Tip
Y ou can group two or more groups
together to form abigger group, and
you can select objectsaong with a
group (or severad groups) and create a
group out of them. Then you can group
that group with more groups or objects.
If you haven t turned into afull-fledged
groupie by now, you can group that last
group yet again with other groups or
objects. And on and on until themenin
white coats put you in anice soft room.

Another, even more effective, method of organizing your artwork isto put related objectsin layers. Using layersis
like placing your artwork into separate sheets of clear plastic. A singlelayer can have as many pieces of artwork on it
asyou want. You can select dl the pieces of artwork in alayer at the sametime. Y ou can lock the layersto keep
them from being selected while they till remain visible. Y ou can hide alayer (and everything on it) to get rid of
artwork asif you d deleted it but till have the option of bringing it back whenever you want. Y ou can apply
appearances and styles directly to layers. Layersare created, selected, and hidden (and that sjust for starters) by
using the Layers paette. Seethe Layers paettein Figure 3-5.

| Layers 4
@ b @"‘ Layer 2 O

@ ..... 53 E Layer S o

}E ..... b % La'_-,rer ¥ D

@ ..... b ‘ Layer & ]

@ ..... 53 @ Layer 5 o

@ ..... 2 E Layer 4 o

@ ..... b Layer 3 ]

= ]

10 Layers

Figure 3-5: The Layers paette.
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Y ou can do dl sorts of amazing things by organizing your artwork into layers, so | devote abig section specifically to
layersin Chapter 13.

(< rreviovs [noer s
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Using the Hard Stuff

Have you ever looked at an illustration and scratched your head and thought, How did they do that? Heresa
secret. Chances arethat it wasn t that hard. A dew of featuresin Illustrator |et you do redlly cool thingswith little
difficulty. The only catch isthat you must walk before you can run. In lllustrator, this means being able to create
smple shapes, color them, and move them in front of or behind one another (which I cover in Chapters 4, 5, and 6).

After you have those things down, you re ready to move on to the fun stuff. Y ou Il be amazed at the things you can
do with asimple command or two.

Transparency

When you draw ashape in lllustrator that sfilled with asolid color or a gradient, the shape covers up any objects
beneath it. Y ou can move the object behind other objectsin the document by selecting it with the Selection tool and
using Object Arrange Send to Back, but you can t see through that shape to the objects behind it.

Transparency breaks those rules by enabling you to fade an object away (from 0%, or completely transparent; to
100%, or completely opague; or any degreein between) to reveal the objects hidden benesth it. Figure 3-6 shows
this basic transparency at work with apartidly transparent dllipse appearing above alogo.

r b
ey (o,

Figure 3-6: The dlipse on top of thelogo is set to be partialy transparent.

Trangparency is used to see through one part of a shape more than another part or to blend the colors of ashape
with the colors benegth it in strange and interesting ways. Thumb through Chapter 10 for more on transparency.

Blends

In the 1990s, morphing was dl the ragein moviesand TV shows. Morphing combines (averages) two images
together in a series of steps so that the first image gppears to be magically turning into the second. In lllustrator, you
reableto useasmilar technique blending to transform one object into another in as many steps as you warnt.

Blending lets objects change color, shape, and Size, resulting in exciting effects. lllustrator shlendsare live: Y ou can
blend between objects but il edit them after you create the blend. The objectsin between change automatically to
match the changes you make to the origina objects, which alows you to tweak the way the blend looks without
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having to start over. Thetop figurein Figure 3-7 represents a step blend occurring between asmall black circleand a
larger gray triangle. Only the rightmost and leftmost objects were created by hand. The other objects are an average
of thetwo crested by the Blend tool. | cover blendsin more detail in Chapter 12.

2

Figure 3-7: An example of ablend between two objects.

Clipping masks

Anlllugrator clipping mask (commonly referred to asa mask by longtime lllustrator users) is a path used to hide
objects outsde itself. For instance, you can mask out everything in an Illustrator drawing except for the areainsde
the path so only the areashows. Cregting aclipping mask is quite Smple, as shown in Figure 3-8, with thefollowing

Wiy
[ ]

A

[ ] - - - om

k
Figure 3-8: Masking artwork.
1.
Createapath to use asa mask on top of some other art.
Thefill and stroke of the path don t matter because the path itsalf becomesinvisible, dong with anything
outside the path. Be sure that the path you create is on top of the other art.
Tip
The art beneath the clipping mask can
be as complex and have as many parts
asyou want. The top path masks all
paths beneath it. Y ou can use any tool
to create this path (such asthe Pen,
Pencil, or Rectangle).
2.
Use any of the selection tools and select both the path you just created and the object(s) you want
to mask.
3.

Choose Object Clipping Mask Make.

Anything selected that s outside the masking path is hidden, and the masking path itsalf becomesinvisble.
Nothing is deleted when you make amask; it sjust hidden. Y ou can restore your artwork to its unmasked
state by selecting Object Clipping Mask Release.
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Compound paths and shapes

Compound paths join two or more paths together so that one path makes part of another invisible. Compound paths
may sound complicated, but if you ve ever typed anything in any computer program, you ve been using them al ong
without knowing many letters are really compound pathsl Any letter that hasaholeinit (suchasB or O) isa
compound path. If you want to place text over something €l se and see things through the holesin the text, use
compound paths, afgjown in Figure 3-9.

Figure 3-9: A compound path islaid over apiece of background art(which isvisible through the two round holes).

A figure eight isa single compound path, made up of three paths. The two pathsin the middie are holes  areas made
trangparent so you can see the background artwork through them.

Asyou may imagine, text characters have lots of holesinthem so they redl compound paths. A typica character,
such asalowercase a, is made up of two paths, the hole in the middle is one of those paths. If you want to magically
transform abit of text into a graphic object made of paths, select the text with asalection tool and choose Type
Create Outlines. The text changes from atext object to aseries of compound paths (which you can then edit asyou
edit any other path).

Y ou can make any number of overlapping paths into a compound path by selecting them and choosing Object
Compound Path Make. If you want to turn the compound path back into two (or more) individual paths, sdect the
compound path and choose Object Compound Peth Release. Figure 3-10 shows what happens when you release
compound paths that were originally text objects. When you rel ease the compound paths, the hollow part of the letter
fillsin, because the purpose of the compound path in the | etter isto make those hollow parts of the | etter transparent.

ad ad ad

Figure 3-10: Text astext (left), as compound paths (middle), and as compound paths after release (right).

Compound paths work best when you keep things smple. If you stack too many objects on top of each other and
try to make a compound path, holes may appear where you didn t expect them. But if you try to keep thingsto a
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minimum (only use afew objects, and try not to have more than two objects overlapping in any one place) you Il get
splendid results from the Compound Paths command.

[llustrator has also gone one step better, providing you with an easy way to create better compound paths by using
compound shapes. Check them out in al their glory in Chapter 4.

Flares

No longer are cool effects, such asflares, reserved to Photoshop territory. The Flare tool dlowsyou to create
effects, such aslensflares and reflections, that are photo redistic yet totaly vector-based (as shownin Figure 3-11).
That is, the effects can be easily edited moved and scaled to produce just the right look.
\ | /
N\ /

Figure 3-11: A boring sun getstrans-formed into adazzling star of rays and rings.
To create your own lensflare, first create some interesting art and fill with the colors of your choice; then follow these
deps

1.

et

et
Sdlect the Flaretooal.

It sharesatoold ot with the Rectangle tool.
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Double-click the Flaretoal to bring up the Flare Options palette. Play with the various settings and
then click OK.

These arethe settings used for Figure 3-11:

Center 100% Opecity and 50% Brightness

Hdo Growth 20% and Fuzziness 0%

Rays Number 15, Longest 300%, and Fuzziness 100%

Rings Path 100 pt, Number 10, Largest 41%, and Direction 42%
3.

Place your cursor over the place on your art whereyou want to establish your light source; click
and drag.

Y ou should see the appearance of some funky lines and circles. These are the rays and the halo.

Tip
Use your up or down arrow keysto
interactively increase or decrease the
number of rays.

Place your cursor over the place on your art whereyou want to center your rings. Click and drag.
Thedistance you drag also determinesthe length of theflare.

Y ou should see the gppearance of some circles of varying sizeand opacity. Y our sun should now be decked
out with abright and beautiful lensflare.

Desdlect theflareand admiretheresults. If you renot quite happy, select theflareyou just drew,
double-click the Flaretool, and enter some different settings.
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Entering the Wide World of the Web

[llustrator is a Web-happy application. Anything that you createin lllustrator can make an appearance on the Web in
oneform or another. lllustrator gives you mighty powersto create both vector-based and pixe-based images for use
on the Web.

| devote an entire chapter (Chapter 16) to the Web. Illustrator does all sorts of Web-gpecific tasks, such as creating
animations, optimizing pixel-based images, and providing a preview of how your artwork looks when viewed in a
Web browser.

Thefollowing isalaundry list of Web-happy things you can do with lllustrator at no extracharge:

Createimages without resolution headaches. When you use a pixe-based graphics program, you must
continually worry whether your graphics have enough resolution to display with the quality you want. In
[llustrator, you can dways create Web graphics with optimum quality because you decide on the resolution
after you complete the image instead of when you start cregting it.

Optimize artwork as pixel-based images: Y ou can save your art as JPEG, GIF, or PNG images, using
the Save for Web command to preview how various color reductions and compressions affect the artwork.

Export artwork asFlash or SVG vector graphics: Flash and Scalable Vector Graphic format (SVG) are
new technol ogies that enable you to display vector (path-based) graphics on the Web. Before Flash and
SVG, only pixd-based artwork could be displayed. Vector graphics on the Web are smaler and ook better
than their pixe-based counterparts.

Preview artwork as pixel-based graphics. If you plan to save your artwork as GIF, JPEG, or PNG files,
you can turn on the Pixel Preview mode while you cresateit. This makes llustrator show you your artwork as
closeaspossbleto how it Il look after it son the Web. With this mode turned off, the artwork displays as
closeasposshbleto how it Il look in print.

Apply object-based dicing: Simply put, dices enable you to divide your image into pieces so that you can
later apply separate loading or optimization settings or other HTML features, such as animation. However,
rather than dicing an entire image based on a square grid, asin Photoshop or ImageReady, Illustrator enables
you to apply dicesto objects, groups of objects, or layers.

For more information on any of these topics, see Chapter 16.
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Saving the World

Wel, maybe saving theworld isalittle bit of an overstatement, but saving your work is arguably the most important
thing you can do in lllustrator. And you may fed asif you have saved the world when your client mentions 40 hours
into thejob that she needs the graphicsto work in AutoCAD, and you say, Sure, no problem! instead of breaking
down in tears. Or when your graphics ook every bit as good on the Web asthey do in print. Or when your
computer crashes and you laugh it off because you didn t lose any work. The key to al these heroic scenariosis
[llustrator s massive Save features, al found under the File menu: Save, Save As, Save a Copy, Savefor Web, and
Export.

Save

Choosing the Save command writes the document that you re working on to the hard drive, which isthe fastest way
to save afile.
Tip

Saving afilein lllugtrator cregtes afile
that not only Illustrator can read, but
that fileisaso abonafide PDFfileas
well, so anyone with Acrobat or the
Adobe Reader can read and print the
file

If you open an Illugtrator file from an older version of Illustrator and hit the Save button in Illustrator CS, thefile saves
asan lllugtrator CSfile. To save thefile to be compatible with a previous version of Illustrator, you need to use the
Export command.

Save As

Use the Save As command to save the open document to a different location from whereit was originaly, or to save
an SVG, EPS, or PDF version of thefile. Using the Save As command aso saves new documents that haven t been
saved before. When you cregte artwork for print, Save Asisthe command to use 90 percent of thetime; it allows
you to save in the EPS (Encapsul ated PostScript) format. The EPS format is supported by many other non-Adobe
gpplicationsfor both the PC and the Mac. When you save afilein thisformat, you re assured almost universa
compatibility in theworld of print.

Y ou aso have the option of saving your file as a PDF (Portable Document Format). PDF is great for exchanging files
for review and gpproval processes because it only requiresthat the recipient have Adobe Reader (a free download
from Adobe, www.adobe.com) installed. The recipients don t need Illustrator or any graphics program. They don't
even need to have any fonts you may have used in thefile. If you save your file asaPDF, sdect the Preserve
[llustrator Editing Capabilities option in the Adobe PDF Format Options diaog box. Then you can later open thefile
asan lllustrator file with accessto edit the elements, fonts, colors, patterns, and type blocks.
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Tip
Theonly difference between an
[llustrator file saved asaPDF file (with
[llustrator editing capabilities on) and
one saved asanative lllustrator fileis
the extension following thefilename,
and the gppearance of theiconin
Windows or the Finder. PDF creates
pdf files, while native lllugtrator creates
. files. Both can beread in either
[llustrator or Adobe Reader/Acrobat.

For more information on the Save As command and file formats, see Chapter 17.

Save a Copy

The Save a Copy command has dl the features of the Save As command but adds atwist: Y ou can dso useit to
savedl theinformation in your current document as adifferent file on your hard drive at adifferent location and
gporting adifferent fileformat  without changing anything in the current file. Y ou can save multiple versons of the
samefile (say, onefor printing and one for the Web). Moreover, if you need to restore the file to the way it wasthe
last time it was saved using Save or Save As, you have ahandy way to do so: the File Revert command. Revert
breezes right past the Save a Copy command, alowing you to make a completely different series of changes.

Savefor Web

The Save for Web command, as you probably guessed, enables you to save lllustrator graphicsfor display onthe
Web. Even better, you can usethis command to save your filesin any of the most commonly used Web graphicsfile
formats: JPEG, GIF, PNG, Flash (SWF), or SVG. Best of all, the Save for Web dialog box provides a preview of
what thefilewill ook like after you saveit, aswell aswhat thefile size and download timewill be, so that you can
manage the delicate balance between graphic quaity and short download time. Y ou can find awhole lot more
information on the Save for Web command in Chapter 16.

Export

The Export command could be called Savefor Everything Else. Useit to save llludtrator filesin an astonishing
variety of formats from the commonplace (Photoshop) to the obscure (Pixar). Use the Export command when you
need to save agraphic in aspecific format that you can t find under the Save As or Save for Web command. Here s
whereto find every other file format you can use when you save an llludtrator file.

New Feature
To save artwork so that you can openitina
previous version of Illustrator, choose the Legacy
[llustrator (.ai) option inthe Save as Type
drop-down menu in the Export dialog box.
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The most commonly used formats found here are Legacy Illugtrator (.ai), Flash (aformat for displaying vector
graphics on the Web), SV G, and Adobe Photoshop. Legacy Illustrator (.ai) allows users of older, lesser versions of
[llustrator to open files you created and edited in lllustrator CS. Flash (SWF) files can be opened and edited in
Flash-savvy applications, such as Macromedia Flash. The Photoshop format re-creates your Illustrator fileasa
Photoshop file, maintaining the features of the origina file (such as Layers and Transparency) as closdy as possible.
Chapters 16 and 17 provide further information on using lllustrator with these formets.

New Festure
[llustrator CS now hasthe ability to savein aformat
optimized for Microsoft Office gpplications.
Choose File Save for Microsoft Office and afileis
crested that s guaranteed to work well in al your
Office gpplications.
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Using lllustrator for What It Does Best

[llustrator isapowerful tool, but it slimited to certain types of tasks. Knowing what Illustrator does best iskey to
getting the most out of the software.

[llustrator does anything having to do with path-based artwork extremely well and performs beyond the basicswith
pixel-based artwork. Y ou can use lllugtrator for page layout, but it realy isn t designed for documentslonger than a
single page. Y ou can dso use lllustrator for some basic image adjustment, but that sort of thing iseasier with
Photoshop.

Any time you want to create art or graphics pieces that need to serve multiple purposes, use llludtrator. Illustrator s
flexibility in transforming artwork is second to none  with equal ease, you can create artwork to gppear on abusiness
card, abottle labdl, aposter, abillboard, televison or film, or on the Web.

[llugtrator isn t limited to portraying the way thingsarein thereal world. Y ou can useit to create things that may have
no real-world equivaents. Give light bulbs spikes. Create amongter out of eyeballs. Whatever you imagine,
[llustrator can help you create an image of it.
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Part |1: Drawing and Coloring
Your Artwork

Chapter List

Chapter 4: Shaping Up, Basicdly Chapter 5: Getting Y our Fill of Fillsand Strokes Chapter 6: Sdecting and Editing
Paths Chapter 7: Widding the Mighty Pen Tool Chapter 8: Creating Straight and Curved Lines without the Pen Tool
Chapter 9: Creating Magnificent Brushstrokes Chapter 10: Extreme Fillsand Strokes Chapter 11: Effectively

Keeping Up Appearances, with Style(s)

In thispart .. ..

Inthis section, | cover the essentials of creating new graphicsin lllustrator. Y ou meet the various toolsthat create
new graphics

The basic shape tools that you use to whomp up stars, rectangles, lipses, and so forth in ajiffy

The Pencil tool, your handy friend for drawing free-form lines (get it? hand-y?)

The Line and Arc tools, which enable you to create quick and easy linesand curves

The Pen tool, which gives you the power to create lines and shapes with astonishing precison

The Brush tool for painting complex objects on-screen with ease
Y ou aso discover how to add solid colors, patterns, and gradients to your graphics. Findly, | dide you the skinny
about some cool effects that you can createin Illustrator, such asfading out your artwork by using the Transparency

feature; coloring asingle piece of artwork with multiple colors, gradients, or patterns; and making your viewers eyes
bug out with 3D effectsthat || have them wearing red and blue glasses.
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Chapter 4. Shaping Up, Basically

Overview

In This Chapter

Cresgting objects the easy way
Customizing basic objects
Combining objects to create other objects

Spewing objects onto a page with the Symbolism tools

A regrettably large number of people avoid Illustrator because they find the whole point/path thing so intimidating.
This stuation is unfortunate but not surprising. When most people look at artwork, they see it as complete shapes,
not as the lines that form the shapes. Working with points and paths forces you to see your artwork in away that
many people have never thought of before, which creates enough of ahurdle to scare people away from Illustrator.

Fortunately, Illustrator offers the shape-crestion tools asaway to get arunning start to clear that hurdle. The six
shape-creation tools let you create basic shapes, such as rectangles, €lipses, sars, and polygons. With the shape-
cregtion tools, you can create graphics without even thinking about points and paths! (Dont befooled the points
and paths are dtill there, but the tools create them all for you with just asingle click-and-drag. Ah, progress.)

In this chapter, you discover how to use the shape-creation tools, which offers you agood foundation for
understanding and using the more complex features of Illustrator. Y ou aso find out how to combine Smple shapes.
Although the shape-crestion tool s create basic elements, they are by no meanslimited, especially when usedin
conjunction with the Pathfinder pa ette. Some people discover that they can create such an astonishing variety of
graphics with the shape-creation tools that they can bypass more complex tools, such as the Pen and Pencil tools,
atogether!
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Creating Basic Shapes

[llustrator has six toolsfor creating shapes. Although you could create al those shapes with the Pen toal, you d
torment yoursdlf if you did so. The specialized toolsin Illustrator make the shapes easy to create. The Six tools are
named for (and look like) the shapesthey create, asfollows:

Rectangle: Use thistool to make rectangles and squares. Hold down the Shift key when using thistool to
get aperfect square.

Rounded Rectangle: Asyou may expect, you get rounded corners on your rectangles and squares when
you usethistool. Of coursg, if you recal high school geometry, you know that around rectangleisa
contradiction in terms. By definition, arectangleis afour-sided polygon with each corner forming a 90°
angle. Oh, wdl. So much for Euclid.

Ellipse: Thistool makes dllipses and circles. Hold down the Shift key when using thistool to get a perfect
crce

Polygon: Thistool makes objects with any number of sdes from 3t0 1,000 with each Sdethe same
length. Y ou can use thistool for triangles, pentagons, hexagons, and so forth.

Star: Thistool makes starswith any number of points between 3 and 1,000.

Flare: Thistool creates effects, such aslensflares and reflections, which are photo redigtic, yet entirely
vector-based. See Chapter 3 for the complete lowdown on this exciting tool.

The shape-creation tools are located in asingle row in the Toolbox, as shown in Figure4-1.

Figure 4-1: The six shape-crestion tools.

Drawing rectangles and squares
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To draw arectangle, select the Rectangle tool in the Toolbox, and then click and drag where you want the rectangle
to go. After you release the mouse button, a rectangle appears. To draw asquare, you follow adightly different
procedure, as| describein the following steps:

1

Choose the Rectangle tool from the T oolbox.

Click and drag with thetool. (Don t release the mouse button yet.)

Pressthe Shift key.

The rectangle snapsinto asquare.

Release the mouse button (but don t release the Shift key until after you release the mouse button).

A square appears. (If you release the Shift key before you release the mouse button, the square snaps back
into arectangle.)

Y ou can draw arounded-corner rectangle by choosing the Rounded Rectangle tool (hidden in the tooldot with the
Rectangle tool) and draw with that instead of the regular Rectangle toal. Y ou can access any of the hidden tools by
clicking and holding on the visible tool; after a second the other toolsin that toold ot appesr.

If you want to create a rectangle with exact dimensions (for example, 28 points x 42 points), select the Rectangle tool
and click and release your mouse, but don t drag. A dialog box appears, as shown in Figure 4-2.

Rectangle

Options

Width:
Height: |42pl] Cancel I

Figure 4-2: The Rectangle didog box.
Typein height and width and then click OK. Illustrator draws arectangle to those exact specifications.

Tip
[llugtrator placestherectangle s
upper-left corner at the spot where you
click with the Rectangle toal. If you
hold down the Alt key (Optionon a
Mac) at the sametime, lllustrator
places the rectangle s center at the spot
whereyou click with the Rectangle toal.
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Drawing ellipses and circles

To draw an dlipse, choose the Ellipse tool and click and drag in the document window. After you rel ease the mouse
button, an dlipse appears. To draw aperfect circle, hold down the Shift key while you draw with the Ellipse toal.

Tip
If you hold down the Alt key (Option
onaMec) a the sametimethat you
click (but dont drag) with the Ellipse
tool, Illustrator placesthe dlipse (or
circle) fromits center ingtead of from its
upper-left edge.

Likewith the Rectangle tool, clicking (without dragging) causes the Ellipse didog box to appear, as shownin Figure
4-3. Hereyou can typein an exact height and width for the ellipse. These values represent the distance acrossthe
dlipse a itswidest and narrowest points.
=—————[lipse=—————

Options

Width:
Height: |1l]l] pt Cancel I

Figure 4-3: The Ellipse didog box.

Creating polygonsand stars

[llustrator has tools designed specifically for creating polygons and stars. Like rectangles and ovals, these shapes can
be drawn with the Pen tool, but having atool for creating them makes the process much easier, faster, and more
accurate. Using these toolsisfairly straightforward. Aswith the Rectangle and Ellipse toals, just click and drag and
then rel ease the mouse button when the shape isthe size you want. Also, like with the Rectangle and Ellipse tools,
just clicking (without dragging) with the Polygon or Star tool opens a dia og box, which you use to specify the shape
sexact Sze (and other attributes).

Tip
Need to create stars at various Sizes
with a certain number of points? Or
different 9zed polygonswith the same
number of Sdes? The dialog boxesfor
the Polygon and Star tools remember
the number of Sdes and pointsyou
enter and use those settings for each
subsequent shape you draw, even if
you click and drag.

Pulling polygons
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To create a polygon, click and drag with the Polygon tool. When the polygon is the size you want, rel ease the mouse
button. The new polygon appears. Because polygons are more complex than ellipses or rectangles, you can get al

sorts of specia capabilities by pressng certain keys as you draw. To customize the polygon as you createit, hold
down any of thefollowing keys asyou drag:

Shift: Congtrains one side of the polygon so that it s parallel to the bottom of the page.

Up/Down Arrow: Adds or deletes Sides of the polygon while you draw it.

Spacebar: Movesthe polygon around asyou draw it.

Tilde (~): Creates multiple polygonswhile you draw. At times you can have so many polygons that they look
like one solid figure, but each oneis a separate entity that you can separate and move wherever you want.
Thisfeature can creste quite astounding effects, as shown in Figure 4-4. To usethisfeature, you must release
the mouse button before you rel ease the key or al duplicates disappear. Thisworks when you draw any of
the other shapes, too! By the way, to get the swirly effect, move your mouse clockwise or counterclockwise
asyou draw.

Figure 4-4: Pressthetilde (~) key while you draw with the Polygon tool to produce a unique effect.

Clicking (without dragging) with the Polygon tool opens the Polygon dialog box, as shownin Figure 4-5. Polygons
use aRadius vaueingtead of height and width. All Sdes of the polygon are the same distance from the center; this
distanceisthe Radius value. To create a polygon of a specific width, typein haf the width you want in the Radius

field. Y ou can typein any number of sdes, from 3 to 1,000.
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Polygon

Options

Radius:
Sides:

Figure 4-5: The Polygon dialog box.

Seeing stars

To create adtar, click and drag with the Star tool. After you rel ease the mouse button, a star isborn. Stars are even
more complex than polygons. Fortunately, you aso have more keysfor customizing options. To customize agtar, use
the following keysasyou drag:

Shift: Constrains one side of the star so that the bottom two points of the Star are paralldl to the bottom of
the page.

Up/Down Arrow: Adds/deletes points of the star while you draw it.

Ctrl (0 on aMac): Condrainsthe middle points (theinner radius) of the star; the outer ones till move.

Spacebar: Movesthe star around as you draw it.

Tilde (~): Creastes multiple stars as you draw.

Clicking (without dragging) with the Star tool opensthe Star dialog box, as shown in Figure 4-6. Stars have two radii
that you can set in the Star dialog box. The firgt radius determines how far the inner points of the star are from the
center. The second radius determines how far the outer points are from the center. In the Star dialog box, you can
also0 st the number of pointsthe star has. After you make your settings, click OK to cregate the star you specified.
After you create a star using the Star dialog box, each star you create by clicking and dragging uses the same
specifications, more or less. Regardless of each star ssze, it has the same number of points (unless you change them
using the up and down arrows), and the first and second radii maintain the same proportions, if not the same size. If
you enter two inches for the first radius and one inch for the second, the second radiusis 50 percent smaler for every
Star you cregte after you establish the settings in the diadlog box, regardless of the star ssize.



This document is created with the unregistered version of CHM2PDF Pilot

Star

—Options

Radius 1: [25pt
Points: (<IN

Figure 4-6: Use the Star dialog box to set the quantity and length of its points.
Electronic graph paper

e

The Rectangular Grid tool, which shares atoold ot with the Linetool, alows you to create grids of any szeand
configuration. Double-click the Rectangular Grid tool or smply click the tool on your Artboard (the area.on which
you draw) to access the Rectangular Grid Tool Options dialog box. Enter values for the size of the grid and the
number of columns (called Horizonta Dividers) and rows (called Verticd Dividers). Y ou can dso enter askew value
that progressively increases or decreases the size of the rows and columns. The Fill Grid option when left unchecked
creates agrid without afill, and the Use Outside Rectangle as Frame option surrounds the grid lineswith arectangle.

The Polar Grid tool operatesin asimilar manner asthe Rectangular Grid toal. In the Polar Grid Tool Optionsdiaog
box, you find optionsfor Size and the number of Concentric Dividers (smdler circlesthat gppear within the largest
outer circle) and Radia Dividers (the lines that radiate from the center of the smalest circleto the edge of the largest
circle). Using both radia and concentric dividers gives the effect of aspider sweb, as shown in Figure 4-7 (right).

Y ou aso have the same Skew and Fill Grid options that you do with the Rectangular Grid tool. The Cregte
Compound Paths from Ellipses option creates apolar grid where every other concentric circleistransparent. The
effect creates abull s-eyetarget, as shown in Figure 4-7 (I€ft).

Figure4-7: A polar grid with and without the compound paths option selected.

In addition to the grids created by the Rectangular Grid and Polar Grid toals, Illustrator can transform your
background into eectronic graph paper. Choose View Show Grid. To change the settings for the grid, choose Edit
Preferences Guides and Grid. In the Guides and Grid Preferences dialog box, you find options for changing the color,
style, and increments of the grid. If you choose View Snap to Grid, your objects snap to the grid corners whenever
you move them or whenever you create new objects. When | say snap, | don t mean the objects automaticaly jump
to the grid corners. What happensisalot subtler: When you drag an object by using any sdlection toal, it sort of
sticks alittle when an edge of the object isover agrid corner. If you don t want the object to reside at that point, you
can keep dragging. The stickinessisjust enough to help you aign the object. Figure 4-8 shows adocument with a
grid behindit.
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Figure 4-8: A document (in this case, a cartoon) with agrid behind it.
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Putting Shapes Together

The basi ¢ shape-crestion tools are great sarting points for creating more complex illustrations because most complex
shapes are Smply many basic shapes put together. Y ou may be astonished at what you can create smply by
combining one basi ¢ shape with another. One of the quickest and easiest waysto do soin lllustrator is by using the
Pathfinder paette.

The Pathfinder pa ette has amideading name. All it redly doesis combine or separate two or more shapesin a
variety of ways. Y ou can use the Pathfinder palette to join two or more objects into one object, remove the shape of
one object from another, cut apart two shapes where they overlap, or combine objectsin many other ways.

To access the Pathfinder palette, choose Window Pethfinder. The Pathfinder palette appears, as shown in Figure 4-9.

The Pathfinder paetteisdivided into two sections  Shape Modes and Pathfinders. Using the Pathfinder paletteis
amplicity itself: Just overlgp two or more objects, select them dl by clicking them with any selection tool (to select
multiple objects, hold down the Shift key while clicking each object), and click the button that does the operation that

you desire.
Add 1o shape area

Subtract from shape area
Intersect shape areas

Exclude overlapping shape areas

frim Crop | Minus Back

Divide Merge Outline

Figure 4-9: Use the Pathfinder palette to work with complex shapesin avariety of ways.
Remember

Knowing which button to click isn t dways obvious,
but don t worry about that. Smply keep in mind that
when you want to combine or separate two or more
objects, you relikely to find a button to help you in
the Pathfinder paette. Click abutton; if it doesnt give
you what you want, choose Edit Undo and try a
different button.

The results of the Pathfinder pal ette depend heavily on which object isin front and which object is behind. To change
the stacking order of objects, select asingle object with the Selection tool and choose Object Arrange. Inthe
Arrange submenu, you can send the object to the back, bring it forward, or move it backward and forward one level
at atime. To get abetter ideaof how the Pathfinder paette functions, useit on two basic objects (inthiscase, a
circleand agtar), asshown in Figure 4-10.
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Figure 4-10: Two basic shapesoverlap from the Pathfinder paette.

Compound shapes

Not only does the Pathfinder pal ette enable you to create complex artwork from basic shapes, al the artwork you
create remainsfully editable. The Shape M odes portion of the paette is also easy to use. Overlap two or more
objects, select them dl, and click the button of the effect you want. The commands under the Shape Modes consist
of thefollowing:

Add to Shape Area: Groups multiple objects so they re selectable as a unit but can also be selected
individualy with the Direct Selection or Group Sdlection tools. The resulting objects use thefill and stroke of
the object that was on top before the objects were added together. By clicking the Expand button or by
choosing the Expand Compound Shape command from the Pathfinder pal ette pop-up menu (accessed by
clicking the triangle in the upper-right corner of the palette), the added objects arejoined into asingle
physica object.

Tip
In &l Shape Modes, the Expand
Compound Shape command flattens
the compound shape into asingle path.
Tip

Y ou can add additiona shapesina
compound shape at any time. Also, use
the Direct Sdection tool to edit any
path or anchor point on the compound

shape.

Subtract from Shape Area: Cutsaway al seected objectsin front of the backmost object, leaving ahole
in the backmost object in the shape of whatever wasin front of it. In Figure 4-11, Subtract from Shape Area
cuts away the gtar in front of the circle but aso leaves the portion of the path that makes up the star tips that
did not overlap the circle. By clicking the Expand button or choosing the Expand Compound Shape
command from the Pathfinder pal ette pop-up menu, those star tipswill be shaved off.

Figure 4-11: Theresults of using the Subtract from Shape Area command, and then with Expand.
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Intersect Shape Areas. Cutsaway all parts of the objectsthat don t overlap. The resulting object usesthe
fill and stroke color of the object that was on top before the objects were intersected. Here, Intersect Shape
Aressjoinsthe circle and star, using thefill and stroke color of the star (which was on top before the objects
were intersected). Intersect also works on more than two objects. Clicking the Expand button or choosing
the Expand Compound Shape command from the Pathfinder pal ette pop-up menu further smplifiesthe
objects and del etes the remaining nonintersected portions of the paths of the origina objects, as shown in

Figure4-12.

Figure 4-12: The results of using the Intersect Shape Areas command, and then with Expand.

Exclude Overlapping Shape Areas. Removesdl parts of the objects that overlap and uniteswhat sleft
into asingle object (the opposite of Intersect). The remaining object usesthefill and siroke of the object that
was on top before the objects were united. In Figure 4-13, the Exclude Overlapping Shape Areas command
cutsaway al partsof the circle and star that overlap, uniting what isleft into asingle object that uses thefill
and stroke color of the star (which was on top before the objects were united). Clicking the Expand button
or choosing the Expand Compound Shape command from the Pathfinder pal ette pop-up menu diminates any

unnecessary anchor points.

Figure 4-13: The results of using the Exclude Overlapping Shape Areas command, and then with Expand.

The Shape Modes effects can be combined, so knock yoursdlf out. Unlike the Pathfinders commands, if you want to
undo your compound shapes, Smply select the Release Compound Shapes command from the Pathfinder palette
pop-up menu. By clicking the Expand button or sdecting the Expand Compound Shape command from the
Pathfinder pal ette pop-up menu, you can further clean up or smplify your paths by eliminating unnecessary anchor
points. The compound shapes are flattened and condensed into anew simplified shape. But be warned: After you use
the Expand Compound Shape command, you can no longer release your compound shape by using the Release
Compound Shapes command. The Expand feature permanently fuses your effect, so there s no going back.

Pathfinders

The commands under the Pathfinders portion of the Pathfinder palette are amixed bag of effects. The Divide and
Minus Back commands achieve results by cutting away specific parts of theimage. Figure 4-14 demonstrates the
results of gpplying these two commands: Minus Back and Divide. The Trim, Merge, Crop, and Outline commands
provide the meansfor tidying up your artwork before sending your creation out into the world. In Figure 4-15, this
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cleanup crew takes abow.
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Figure 4-14: Theresults of using Minus Back (left ) and Divide (two images on theright).
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Figure 4-15: Cleaning up and checking the circle and star, using (left to right) the Trim, Merge, Crop, and Outline
commands.

Here saquick rundown of the Pathfinder commands found under the Pathfinder pal ette:

Divide: Breakstwo overlapping objects into separate objects. This operation may look asthough it hasnt
done anything after you first gpply it (middle, Figure 4-14). However, after you divide an object, you can
move or color each pieceindividudly (right, Figure 4-14). After the Divide button first bresksthe
overlapping star and circleinto distinct paths, they look asif you ve done nothing to them, even though the
gar and circle can beindividualy moved or colored (far right, Figure 4-14).

Trim: Removes any parts of objects hidden by other objects and also removes any strokes. Aswith Divide,
this command may not produce visible resultsimmediately (it affects only hidden items) asshownin Fgure
4-15. In Figure 4-15, the Trim command removes any parts of the circle hidden by the star and also removes
any strokes. At firdgt, the command sresultsaren t visible (Ieft) until you start changing the position of the pie
dicesof thecircle (right) and they move as separate objects.

Merge: Removes any parts of objects hidden by other objects, removes strokes, and merges overlapping
objectsthat have the samefill colors. This command functions dmost the same way asthe Trim command
does, with the key difference being that this commands merges objects of the same color together into a
single object while Trim leaves them as separate objects. In Figure 4-15, the Merge command removes any
parts of the circle hidden by the star, removes strokes, and merges overlgpping objects that have the samefill
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colors (which the star and the circle do not).

Crop: Dividestwo overlapping objects into separate objects where they overlap and then del etes everything
outside the boundaries of the topmost object. In Figure 4-15, the Crop command divides the star and circle
Into separate objects where they overlap and then deletes everything outside the boundaries of the star (the
topmost object).

Outline: Bresks objectsinto separate line ssgmentswith no fill colors. Of the two outlines shown in Figure
4-15, the one on the left shows the visible effects of the command; the one on the right showsthe
now-separate line segments moved apart.

Minus Back: Cutsaway from the frontmost object al selected objects that are behind the frontmost object.
The remaining object usesthefill and stroke color of the frontmost object. Here Minus Back cuts away the
circlefrom the star and uniteswhat s left (those four forlorn-looking points; refer to Figure 4-14) intoasingle
object that usesthe fill and stroke color of the star (which isthe frontmost object).

Remember
If you stumble upon the Pathfinder commands under
the Effects menu, don t confuse them with those found
under the Pathfinder palette. The commands under
the Effects menu change the appearance of an object
without changing the underlying object itsdf. The
Pethfinder commands found under the Effects menu
are designed to be applied to groups of objects,
layers, and type objects. They usualy have no effect
on afew overlapping shapes. For more on
appearances and effects, see Chapter 11.
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Creating Objects by Using the Pathfinder Palette

By combining basic shapes, you can create just about anything you can imagine. So, how do you actudly usethe
Shape Modes and Pathfinders commands to create such complex shapes? (Details, details.) Consider a couple of
examples acrescent moon and a sunrise.

Crescent moon

A crescent moon seemsfairly smpleto draw, but if you try to draw one accurately by hand, you get frustrated. The
Pathfinder pa ette, however, makes drawing a crescent moon amost as easy as smiling and saying, Green cheese.
Just follow these steps:

1
Choosethe Ellipsetool and draw a perfect circle by clickingand dragging the Ellipsetool while
holding down the Shift key.
Tip
L et go of the mouse button before you
let go of the Shift key, and a perfect
circle appears.
2.
Repeat Step 1, except make the second circle smaller than thefirst.
3.
Choose the Selection tool and useit to position the second circle over thefirst, as shown in Fgure
4-16.
Figure 4-16: Cresating a crescent moon.
4,
Select both circles. (Hold down the Shift key and click each circlewith the Selection tool to select
mor e than one object at atime.)
5.

Click the Subtract from Shape Area button in the Shape M odes portion of the Pathfinder palette.

Presto! A crescent moon appears!

Sunrise
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What better way to follow a crescent moon than with abeautiful sunrise? Just follow these steps:

1.

Click and drag with the Rectangle tool to create a box.

Click and drag with the Star tool to createa star. Asyou drag with the Star tool, repeatedly press
theup-arrow (?) key.

A many-pointed star appears.

Choose the Selection tool and useit to position the star over therectangle so the two objects
overlap, asshown in Figure 4-17.

Figure4-17: Credting asunrise

Select both the star and therectangle. (Hold down the Shift key and click each object with the
Selection tool so both objects are selected.)

Click the Minus Back button in the Pathfinder s portion of the Pathfinder palette.

Voila abeautiful sunrise! (Well, dmost. Still needs colors and a caffeinated beverage.)
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L egal Graffiti

The Symbol Sprayer and itsfamily of Symbolism tools, shown in Figure 4-18, is how Adobe makes your job of
producing repeating graphics easier and quicker. Fed like akid (okay, abad kid) and spray on-screen repegting
graphicsdl over the place to your heart s content. No clogged spray nozzles, no paint drips, no fumes. Who could
possibly resst that intriguing spray can Stting there in the Toolbox just begging to be picked up?

Symbol Sizer  Symbol Spinner

Symbol Scruncher Symbal Staines
Symbol Shifter Symbol Screener
Symbaol Sprayer Symbol Styler
1

4" ee . -
$ i[5
f{fﬁlrl.

Svmbols Palette

Figure 4-18: Hewho hasthe best toyswins. The Symbolism toals.
Technicd Stuff

Symbols are reusable and repestable el ements
that are used in animation. Although they can be
graphics, buttons, movie clips, sound files, and
even fonts, in lllustrator they can be comprised of
any lllustrator object vector- or pixel-based
images or text. Each individua symbol isreferred
to asan instance. The beauty of symbolsisthat
athough you may have multiple ingtances of a
symbal inyour file, each ingtance references a
sngle symbol in the Symbols palette, thereby
keeping thefile Sze extremdy smdl.

Symbols provide aquick and easy way to create alarge group of smilar objects and an easy meansto collectively

edit these objects. Symbols can be used for most anything, but are especially handy in creating navigation buttons,
borders, map icons, and masses of graphics, such asfoliage, snowflakes, and stars.

Using the Symbol Sprayer

I like it when tools, such asthe Symbol Sprayer, work theway that | think they should (unlike the tedious Pen toal).
Follow these steps to become the master of your persond digital spray can:

1.

Select the Symbol Sprayer.
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Note that the sprayer icon is surrounded by acircle, which represents the diameter of your sprayer. (Read
the upcoming section, Setting the Symbolism options, to discover how to change that size.)

2.
Choose Window Symbals.
The Symbols paette appears with adefault library of symbolsto choose from.
3.
Select a symbol from the Symbols palette, click the Symbolism tool on the Artboard, and drag it
around the page.
A trail of symbols (of the one you chose) appears, mirroring the movement of your cursor while you drag it
across your Artboard. (Check it out in Figure 4-19.) Unlessyou fedl the need to edit your symbols or creste
your own custom symbol, you re done!
.
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Figure 4-19: Psst: Greffiti never had it so good (or legd).

Creating a custom symbol

If you rethe cregtive type, create your own symbol. First create the artwork, which can include any Illustrator object
vector- or pixel-based images or text. Y ou can even use a combination of objects, as shown in Figure 4-20. Next,
select your artwork and do one of these three things: Click the New Symbol button (the little piece of paper at the
bottom of the Symbols palette); choose the New Symbol option from the Symbols pal ette pop-up menu (accessed
from the little triangle at the upper right of the Symbols palette); or drag and drop the art onto the Symbols palette.
Voila asymbol isborn.
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Figure 4-20: Combine object typesto create custom symbols. Just ducky.

Editing your symbols

The other Symbolism tools enable you to tweak your symbolsto graphic perfection. To edit your symbols, first select
the symbols with the Selection tool. Note how you select the bounding box (atemporary border surrounding objects)
of the symbols and not the individual instances. That s because symbols are aunique breed of graphic that requirea
unique kind of editing. After you sdlect the symbols, click and drag with the Symbolism tool of your choice:

Symbol Shifter: Click and drag your mouse to shift the position of the symbolsin relation to each other. The
symbols move around the cursor as you drag, creating a sort of ripple effect.

Symbol Scruncher: Click and hold down your mouse to move the symbols closer together. Hold down the
Alt (Windows)/Option (Mac) key while clicking and holding down your mouse to move the symbols gpart.

Symbol Sizer: Hold your mouse button down to size the symbolslarger. Hold down the Alt
(Windows)/Option (Mac) key while manipulating your mouse to reduce the Sze of the symbols.
Tip
Y ou can aso use the Rotate and Scale
toolsto rotate and size symbols.

Symbol Spinner: Click and drag your mouse in the desired direction to rotate the symbols.
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Symbol Stainer: Hold your mouse down to tint the symbols by using the current Fill color.

Symbol Screener: Hold your mouse down to increase the transparency of the symbols.

Symbol Styler: Appliesastyle from the Styles pal ette onto the symbol. With the Symbol Styler, select and
drag astyle from the Styles palette onto a symboal instance.

Setting the Symbolism options

Double-click any of the Symbolism toolsto bring up the Symbolism Tools Options dialog box, as shown in Figure

4-21. Here you adjust the behavior of each toal.
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Figure 4-21: The Symbolism Tools Options didog box: Grand Centra for controlling the look of your symbols.

Select your tool icon from the row and then adjust its Diameter (1 999 points), the Intensity (1 10), and the Symbol
Set Density (1 10). Most of the tools provide shortcut keys with which you adjust settings while you draw. |
recommend keeping the Show Brush Size, Intendty, and Preview Bounding Boxes of Symbol Instances options
selected (checked) so that you get agood idea of your tool coverage (and you get abox rather than abazillion
anchor points as your symbols spew forth).

In the Method option of the Symbolism Tools Options dialog box (refer to Figure 4-21), choose the User Defined
Setting to gpply the settings within your [llustrator gpplication to the Symbolism tools. For example, if you choose

User Defined for your Stain setting for the Symbol Sprayer, the symbols gppear with your current Fill color,
regardless of the origind color of the symbol.

Here are some other handy tips to keep in mind when working with symbols:

If you export your fileasa Flash (SWF) file, your symbols areincluded in the symboal library of your
Flash gpplication. (See Chapter 16.)

To place a singleinstance of a symbol, choose the Place Instance of Symbol option from the Symbols
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pal ette pop-up menu, or click the Place Symbol Instance button at the bottom of the pal ette.

Toconvert asymbol into aregular Illustrator editable graphic, sdect the symbol instance and click the
Break Link to Symbaol button at the bottom of the Symbols palette, or select the command from the Symbols
pal ette pop-up menu. Y ou can then modify the graphic, sdlect it, and click the origind symboal in the Symbols
paette. Then, choose the Redefine Symbol option from the Symbol s palette pop-up menu. Not only isthe
symbol revised, but any symbol instance on your Artboard is revised aswell. Imagine having to change 1,000
little leaves on atreeif they were regular graphics and not symbols!

Symbolism tools can take advantage of a pressure-sensitive tablet. Select the Use Pressure Pen
option in the Symbolism Tool Options diaog box.

Tonameor renameyour symbol, double-click the symboal in the Symbols palette or choose Symboal
Options from the Symbols pa ette pop-up menu.

To deletea symbol, sdect it in the Symbols paette and click the Delete Symbol at the bottom of the
Symbols palette, or choose the command from the Symbol s pal ette pop-up menu.

Toduplicate a symbol, sdect it in the Symbols palette and choose Duplicate Symbol from the Symbols
palette pop-up menu. Duplicating is handy for making variations of asymboal.
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Chapter 5: Getting Your Fill of
Fillsand Strokes

Overviaw

In This Chapter

Filling open paths

Discovering how to use strokes

Getting to know the Color and Swatches pal ettes
Using and creating patterns

Applying texturesto paths

Working with gradients

Fillsand strokes give lifeto your artwork. If Illustrator were a coloring book, the fills and strokes would be the
biggest, best box of crayons ever (only better because these colors always stay insde the lines). Better ill, they re
magic colors. You re not limited to asingle solid color within an area. Y ou can have gradients and patterns as well.
And not only can you color ingde the lines, you can color the lines themsalves, make them thinner or thicker, or hide
them atogether. Best of dl, unlike crayons, these don t make amess when your big Sster grinds them into the carpet
because you ran to show Mom your new artwork and forgot to clean up after yourself.

In this chapter, you discover the different boxes of crayons lllustrator has to offer, such as the Color and Swatches
palettes, and how to color your artwork with them by using the Fill and Stroke boxes. Y ou find out how to create
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your own colors. Rounding things out, you get to know the speciad colors, gradients, and patternsin Illustrator, which
dretch the meaning of what color redly is.

[rrvious e )
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Understanding Fill and Stroke

A fill isacolor enclosed by apath. A stroke isalineof color that precisely follows apath. To run the coloring book
metaphor into the ground (carpet?), the stroke istheline, and thefill isthe insde-the-line that you aren t supposed to
color outside of (but you did anyway because you weren t about to let your parents stifle your cretivity!). Color isa
loose term here; it can mean asolid color, apattern, or (in the case of fills) agradient. In Figure 5-1, you can seea
variety of pathswith different strokes and fills applied to them.

25-point Brick
Pattern strake, with
Rainbow Gradient a Fill value
?-ml‘l 0% black stroks fill, with a Stroke of MNone

around a 35% black (il value of Mo

) S

Figure 5-1: Paths with different fills and strokes applied to them.

2-point gray (22% black) stroko
around a 100% black fill

Although a stroke can be any thickness, it lways uses a path asits center. Y ou can stylize your strokes with solid
colorsor patterns but not with gradients. (Patterns and gradients are specid combinations of colors; read more
about them in the upcoming section, All the colorsin therainbow and then some. ) A path surroundsthe areawhere
you put the color. Thisareaisthe fill because, um, it sfilled (with color).

Tip
Fillsand strokes can obscure the
boundaries of your paths, especidly
when you have very thick sirokeson
your paths, such asthe S-shaped
bricksin Figure 5-1. To temporarily
hidedl fillsand strokes, choose View
Outline. This shows your artwork as
just the paths, with dl strokesand fills
hidden. Y ou can still edit the artwork as
you would any other time. Theonly
differenceisthat you cant seefillsand
strokes. To show dl the colorsagain,
choose View Preview.

Y ou have many waysto create and modify fill and stroke color in lllustrator, but the quickest and easiest way to
apply them isby using the Fill and Stroke boxes in the Toolbox, which looks remarkably like what you seein Figure
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Default Fill and Stroke
Fill

Swap Fill and Stroke

{ .
L —Stroke
e |

sl

None

Gradient

5.0 Color

Figure 5-2: Fill and Strokein the Toolbox.

Y ou can change afill or astroke, but not both at the same time. Y ou decide whether to change thefill or the stroke
by sdalecting an object and then clicking the Fill (solid) box or the Stroke (bordered) box. The box you click comesto
the front; after that, every color change you makeis applied to whichever oneyou chose. . . until you choose the
other one.

Some very useful features surround the Fill and Stroke boxes. Just to the upper right isalittle curved line with arrows
on both ends. Click thisthingamgjig (called the Swap Fill and Stroke button) to swap fill and stroke colors.

Tip
Press Shift+X on your keyboard and
you swap fill and stroke colors without
having to dlick anywhere!

To the lower left of the Fill and Stroke boxes are miniature white (Fill) and black bordered (Stroke) boxes. Click this
Default Fill and Stroke button to set the Fill and Stroke boxesto their default colors. white for Fill and black for
Stroke.

If you prefer fillsand strokesin festive colors, here sthe story: Benesth the Fill and Stroke boxeslive three square
buttons that handle colors. Click thefirst square (the Color button) to change the fill or stroke color to the last color
that you used. Click the second square (the Gradient button) to change the color of the stroke or fill so that it
matches the last-selected gradient you used. Click the third square (the None button) to use no fill or stroke color at
dl.
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Tip
Double-clicking the Stroke or Fill
boxes summons the Color Picker from
which you can specify colorsina
variety of ways. Y ou can choose a
color from aspectrum, using thetrue
color field and the color dider, or
define acolor numericdly. You can
also select colorsfrom the Color and
Swatches palettes, as| describe later in
this chapter.

Filling and stroking paths with color

Y ou can fill apath with one color and stroke it with another, as shown in Figure 5-3.
' L]“M ﬂi"

Figure 5-3: Filling and stroking a path with two different colors.
Tofill apath with one color and stroke it with another, just follow these steps:
1.

With any of the selection tools, select the path that you want to color.

In the Toolbox, click the Fill box (the solid one).

Doing so tdlsIllugtrator to apply the next color you choose to thefill (but not the stroke) of selected paths.

Choose Window Swatches.

The Swatches pa ette appears. The squares in this pa ette function in much the same way as do the three
squares beneath the Fill and Stroke boxes in the Toolbox. Click any square in the palette to apply that
swatch to the selected stroke or fill. (For more information, see The Swatches Palette later in this chapter.)

Click any solid-color swatch.

(Wdll, okay, any swatch in the palette works. The onesthat aren t solid colors are specia colors, such as
patterns and gradients but sticking to solid colorsisless confusing early on.)



This document is created with the unregistered version of CHM2PDF Pilot

Click the Stroke box (the thick-bor dered one) in the Toolbox.

[llustrator isready for you to pick astroke color.

In the Swatches palette, choose a solid color, just asyou did for thefill color in Step 4.
Tip

Y ou can aso drag and drop color onto
your path. Simply drag acolor swatch
from the Swatches paette and drop it
onto your path. Depending on whether
thefill or strokeissdectedinthe
Toolbox, ether thefill or srokeis
colored anew.

Making a bold stroke

When you follow the steps to color a stroke and don t see any change, you probably have too narrow of a stroke.
Stroke widths can range anywhere from 0 points (pts) to 1,000 points (18 inches, or about 46 centimeters). If the
stroke istoo narrow to be visible on-screen, you can change the stroke width by using the Stroke palette, as shown
inFigure 5-4

[# stroke

weight: (241 pt | =]

Figure 5-4: The Stroke palette.
To givethe path adifferent stroke width:
1.

Select the path with any selection tool.
2.

Choose Window Stroke.

The Stroke palette appears.

Enter anew value or choose one from the Weight drop-down menu.

Adding multiple strokesto a single path

This power-user tip will have your friends writhing in jealous agony. Choosing the Add New Stroke option in the
Appearance pal ette pop-up menu places a second stroke on your path. Y ou can make this stroke adifferent color,
width, and even gpply an effect directly toit. To avoid confusion, always check to see which stroke is highlighted in
the Appearance palette; that sthe one that will be changed when you fool around with settingsin the Stroke or Color
paette.
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Filling crossed and open paths

Sometimes a path crossesitsaf. For ingtance, apath in the shape of afigure eight crossesitsalf once. If you fill this
path, the two round aress of the eight arefull, as shown in Figure 5-5.

Figure5-5: A filled path in afigure eight shape.

Open paths, which have separate starting and ending points, can befilled but the results are alittle different from
what you may expect. When you fill an open path, an imaginary path connectsthefirst and last points of the origina
path. Thisimaginary path marksthe limits of thefill area. If you apply astroke to the figure, the stroke doesn t gpply
to theimaginary path. Figure 5-6 shows open paths with fillsin them. | use adotted line to show where Illustrator
createstheimaginary path between two end points.

———
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The Swatches Palette

[llustrator stores colorsin the Swatches palette for quick and easy access  and no matter how fast you grab a color,
you never have to worry about splattering paint. The Swatches pa ette comes with awhole set of colorsthat are
ready to use just by clicking them in the palette.

Additionaly, lllustrator comes with many swatch libraries setsof colors created for specid purposes o if your
first-grade crayon box never seemed to have enough colors, you rein luck. Y ou can even create your own custom
colors by using the Color palette (seethe later section, The Color Palette ) and adding them to the Swatches palette.

Using the Swatches palette (shown in Figure 5-7) isalmost as easy aslooking at it. Select an object with any
sdlection toal, click the Stroke or Fill box in the Toolbox, choose Window Swatches so that the Swatches palette
appears, and then click any square in the Swatches palette to choose that color. The selected fill or stroke updates

theinstant you click the new coI or. No fuss, no muss, no melted crayons.
| Swatches B} b

| O |0 [ &[5 ﬁ

Figure 5-7: Choose colors from the Swatches palette.

All the colorsin therainbow and then some

The Swatches pa ette contains severa different types of color swatches, each with its own range of purposes and
uses. Here sthelineup:

Process color: Thisisyour run-of-the-mill, straight-up color with no added bells or whistles. Y ou can make
acolor for use on-screen or for print by mixing varying amounts of red, green, and blue (RGB) or cyan,
magenta, yellow, and black (CMY K). For more information on using RGB versus CMYK colors, see
Chapter 1. These appear as solid color squares.

Spot colors: (Nope, not for creating polka dots or Dalmatians.) Spot colors are used exclusively in printing.
The four-color CMYK printing process can create only alimited range of colorsfrom itsfour basic color
ingredients. To compensate, the process can aso use spot colors of specified inks that comein aparticular
color. Many companies make spot colors, but most countries have one dominant company that setsthe
standards for spot-color printing in that country. (In the United States, it s Pantone; in Jgpan, it sTOYO.)
Therange of al colorsthat acompany producesisits library. Illugtrator includes swatch librariesfrom dl the
swatch-producing companies. Spot colors show up in the Swatches palette with little trianglesin their lower
right-hand corners; these triangles have atiny spot in their corners.
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Registration: Regigrationisaspecid Illustrator color that uses 100 percent of dl inks but athough it looks
like black on-screen, it snot for artwork. Registration (asacolor, at least) exists for avery specific technica
purpose: creeting the Regigtration marks used by commercia printersto get thingsin proper aignment on
press. If you arent acommercid printer or haven t been specificdly told to do so by acommercid printer,
you should never use Regidtration. Regigtration looks like acrosshair in the Swatches palette.
Warning
If you use Regisiration to color your
artwork, you get an unprintable sticky
messthat will probably stink
(chemicaly, at least), wasteink, and
never dry.

None: Thiscolor choicediffersfrom White (which telsaprinter to put no ink in a particular space, onthe
assumption that the paper itsalf suppliesthe white color). None, on the other hand, isthe complete absence
of color. Inapicture, awhite object is opaque; it blocks your view of any objectsbehind it. (You cant see
the eectric outlet behind awhite refrigerator.) An object with acolor of Noneistransparent invisible. If you
want to use astroke but also want other objectsto show through thefill (or let the fill show through the
objects), choose None for the specific on-screen area you want to see through. None appearsin the
Swatches pal ette as awhite square with adiagond red line throughiit.

Gradients, Gradients combine two or more colors in a smooth transition that shades from one color into the
other.

Patterns: If you redly love wallpaper, you can use one or more objects in atiled pattern to fill other objects.

Theicons at the bottom of your palette (refer to Figure 5-7) dlow for different swatch viewing options.

Swatch optionsfor super colors

Swatches are aquick way to retrieve colors, but they do more. Double-click any swatch in the palette to open the
Swatch Options diaog box, shown in dl itsuseful glory in Figure 5-8.

Swratch Options

Swratch Name:|Light Purple | ok
Color Type:| Process Color ] [_concen |
B4 Global
colorMode[RGE f) Gpriew
B E—
5 & E—
A B B =__|E|

Figure 5-8: The Swatch Options diaog box.



This document is created with the unregistered version of CHM2PDF Pilot

The Swatch Options dialog box keeps you busy with choices and gives you cregtive possibilities. Here sthelist:

Swatch Name: Here you can give the color adigtinctive name (such as Maine Blueberry) or change its name.

Coalor Type: You can change aspot color to itsclosest CMYK or RGB equivaent. Thisisahandy option
when your client provides you with alogo rendered in spot colors ( Metalic puce? Y ou re not kidding?) and
you have to produce animagein CMYK or RGB.

Remember
Unfortunately, you can t go the other way around.
Trying to change a process color into aspot color
doesn t give you the closest pot color equivaent
from the Pantone, TOY O, or any other color library.
(For more about color libraries, seethe following
section, Swatch libraries.)

Global: After you select (check) thisoption, Illustrator remembers everything you color with a particular
swatch. When you change the color of the swatch, everything with the old swatch s color updates to the new
color. (Mercifully, Adobedidnt call thisfeature The Old Swatcheroo.) Thisfeature sagreat timesaver when
you want to change a color scheme. Y ou don t have to go back, resdlect, and recolor everything very
handy, indeed.

Color Mode, gamut war nings, and color diders: Thesefeatures are especidly powerful when used with
Globa color. They al work just like the Color palette except that they apply your changes only to the
currently sdected swatch. See more on this paette in the section, The Color Palette, later in this chapter.

Swatch libraries

[llustrator comes loaded with color choicesin the form of swatch libraries  sets of color swatches created for pecific
purposes. (Pantone, for example, has severd libraries devoted just to spot colors.) Thelibraries you get with
[llustrator draw from all the mgor spot-color sourcesin the world. A Web library provides tried-and-true colors that
work best on the Internet. To peruse theselibraries, click Window Swatch Libraries. If you turn up a color that you
smply must have, add it to your Swatches paette: Open the specific library you need, find the color you want, and
click it. Ingtantly the color shows up in your Swatches palette, ready for you to use.
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Tip

Tip

Some libraries contain hundreds of
swatches, which can makefinding a
particular color difficult. Fortunately,
swatch librarieshave aFind fied at the
very top of the window. For example, if
aclient wants alogo done on areport
cover in Pantone 185, just open one of
the Pantone libraries (by choosing
Window Swatch Libraries Pantone
Coated). When the swatch library
appears, type 185 initsFind fidd (the
empty white rectangle at the top of the
paette) to highlight Pantone 185C (the
Cisfor coated) automaticaly you don
t haveto press any other key! Click
Pantone 185C to add it to your
Swatches palette and you re good to

go.

If you need to choose spot colorsfor a
project that will be offset printed, make
sureto select your color from aprinted
swatch book manufactured by your
chosen ink company. Never sdlect the
colors based on your on-screen view of
the swatchesin the library. Because of
many variables, your screen can give
you only its best match of the printed
color. It will never be exact and
frequently will be quite different.
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The Color Palette

The Color paetteisas close asllludtrator getsto ared-world artist s palette. Y ou useit to create new colors by
blending. Instead of mixing splotches of pigment and linseed oil with abrush (and getting haf of it on your jeans), you
move didersto adjust how much of each component color goesinto your new color.

Parts of the palette

The Color palette (see Figure 5-9) has severd cool festures, in addition to the color diders, that make creeating colors
ese.

|}
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Figure 5-9: The Color paetteisthe closest you can getto a red artist spaettein Illustrator.

Heresalist of Color paette features:

Fill and Stroke boxes: Thesefunction identicaly to the Fill and Stroke boxesin the Toolbox. They re
available herein the Color palette for your convenience.

Color didersand Color Value boxes. You can create anew color by dragging these didersto the left or
right. The color inthe Fill or Stroke box (whichever isin front) updates to reflect the change, as does any
selected artwork. To specify an exact amount of aparticular color, type anumber into the Color Vaue box
to theright of each color dider.

None: Click the None button to choose a Stroke or Fill value of None.

Black-and-white: You guessed it! Click Black to make the color black, and White to make it white. (Wait
aminute. Wasthat atrick question?)

Spectrum bar: Inthislittle rectangle are dl the colorsthat you can possibly create. Click anywhere on the
Spectrum bar to choose a color. Well, okay, the spectrum istiny; dmost nobody picks exactly the right color
onthefirst click. Use the spectrum to get acolor that sin the right ballpark. Then use the didersto makethe



This document is created with the unregistered version of CHM2PDF Pilot

color precisdly what you want.

Out-of-gamut color warnings. Asyou create colors, tiny color boxes appear, warning you whether the
color isoutside the color gamut for print or the Web. (The gamut isthetotal range of colorsthat a method
can create without having to dter any of the colors.) For the Web, the gamut is 216 colors; for print, it s
severa thousand. If you choose a color outside thisrange, that color can shift to another color. The
Out-of-Web Color Warning isasquare of color with alittle cube beside it; the Out-of-Gamut Warning for
Print is asquare with an exclamation point insde atriangle besideit. Click the square to choose acolor
within the gamut that s closest to the color you chose. If you re creating for the Web, you can ignore the print
gamut warning and vice versaif you re cregting for print.

To create anew color by using the Color paette, follow these steps:

1.

Choose Window Color.

The Color palette appears.

From the Color palette pop-up menu, choose a color model.

See the upcoming section, Modes and models, for more information.

Click theFill or Strokebox in the palette.

Movethe didersof each component color to theleft or to theright until the color you want
appearsin the Stroke or Fill box.

Of course, if you actualy want to use the colors that you create in the Color palette (what a concept), you can do so
inacouple of ways.

Usethe color while you usethe palette. Anything aready selected when you creste anew Fill or Stroke
color isfilled or stroked with that color. (For example, you can fill asdected pterodactyl with pted or
pturquoise.)

Savethenew color for later. After you create the new color, you can saveit to use again later. Here s how:
1.
Open the Swatches palette by choosng Window Swatches.

The Swatches palette appears.
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2.

Click the Fill or Stroke box (whichever you just created) in either the Toolbox or the Color
palette.

Drag theFill or Stroke box onto the Swatches palette.

Dont worry, you won t damage the Color palette when you drag away the Fill or Stroke box. Instead,
you get aghostly outline of the box whileyou drag it away. Release that outline on top of the Swatches
palette to add the Fill or Stroke to the palette.

After you release the mouse, the color shows up in the Swatches palette for you to use again and again!
(Pted pterodactyls ptravel in flocks? Who knew?)

With the new color in the Swatches pa ette, you can double-click it to open the Swatch Options dialog box. Here
you can give it aname, makeit agloba color, or use any of the options | describe in the earlier section, Swatch
options for super colors.

M odes and models

Mode and model arethe lllustrator termsto define color. Color mode isthe language of color your document
speaks ether CMYK or RGB. Color model isaway of describing how to form the colorsin the mode
(color-language) your document uses.

All the colors used in the document (except spot colors) exist in one particular color mode, no matter what color
mode you useto create them. When you open anew document, you must decide whether to work in RGB or

CMYK color. (See Chapter 1 for the tale of two color modes.) Choose a color model from the Color palette
pop-up menu (accessed by clicking thelittle triangle in the upper-right of the palette); see Figure 5-10 for amug shot.

[£ color Hide Options
%R.- __———1 Grayscale
op =0 1|
o= ] | ouvk
g —————
Invert
Complement

Figure 5-10: Different color modd s within the Color paette pop-up menu.

Suppose, for example, that you want ashade of gray while you re working in RGB mode. Shades of gray are hard to
createin RGB because you haveto drag al three red, green, and blue didersto get the color you want. To dodge
that complexity, switch the color model to Grayscaein the Color pa ette pop-up menu. Then you have just one dider
to deal with and you can quickly create the exact shade of gray you want.

The Color paletteiswhere you cregte the colors you need, using avariety of color models: Grayscae, RGB, HSB,
CMYK, and Web Safe RGB. Each has a specific purpose, but really these different colors exist only to help you
visudizethe color that you retrying to create. The Color palette enables you to mix colorsin any color modd, but as
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soon as you apply them, they convert to the color mode you re using.

Thefollowing list describes these color models and the best ways to use each:

Grayscale: Colors express everything as ashade of gray. Thismodel is handy when you re creating a
black-and-white printing or just want a quick way to specify ashade of gray. Grayscaeis measured in terms
of ink values, with black as 100 percent the most ink possible.

RGB: Colorsare based on the three colors (red, green, and blue) used by your monitor to generate all the
colorsthat you see on-screen. These colors are designed for on-screen use, such as graphicsfor the Web.
The amountsthat you see in the Color Vaue boxes range from 0 to 255. They correspond to the intensity of
thelight projected by your computer screen. Computer screens usetiny red, green, and blue phosphors that
glow with different intensties to create the colorsthat you see. The higher the value, the brighter the glow.
Specifying 255 for dl colors gives you pure white; a0 valuefor al colors gives you pitch black. These
numbers, however, arelessimportant than your practicd results. Pay attention to the Fill or Stroke boxes
when you drag the diders and see the color that results.

HSB: Colorsare seen interms of hue, saturation, and brightness. Think of an HSB color intermsof a
crayon. Hueisthe color of the crayon, such asred. Saturation ishow red that crayon is, such as brick red
versus cherry red. Brightnessis equivaent to how hard you press down when you use that crayon. Thisway
of thinking may seem weird, but many painters and traditiona artistsfind it very intuitive.

CMYK: Colorsare based on the four colors (cyan, magenta, yellow, and black) used in process printing.
(Cyanisalight, bright blue; magentais abright purple color that samost pink. Y ou re on your own for
yellow and black.) CMYK colors are designed to specify colorsfor print. Process printing enables people
to achieve awide variety of colors (including photographic-looking images) using only those four colors.
CMYK colorswork the opposite of the way RGB colorswork: The more of each individua color, the
darker thetota color becomes. For instance, O percent of cyan, magenta, yellow, and black resultsin white;
100 percent of cyan, magenta, yellow, and black resultsin black. But nobody who knows better would ever
create black for print by using 100 percent of al four colors that would put way too much ink on the paper,
resulting in asticky mess.
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Tip
Wéll, okay, in theory you could create
black by using 100 percent of cyan,
magenta, and yellow but printing inks
(for the mogt part) are designed to be
partidly trangparent, so they mix
together better. The result would be a
dark gray mess, not acrisp black. To
create ablack that really looks black,
you have to add black to cyan,
magenta, and yellow (fortunately, black
ink is cheaper than those colors). Try
using 100 percent black for black,
adding just alittle of the other three
colorsto makeit look redly black.
(Such complications of even abasic
concept may have driven somefolksto
make graphics only for the Web.)

Web Safe RGB: Mogt folks are probably used to working with the 16.7 million colors that most computer
monitors can display these days. Of those colors, however, only 216 of them display consstently on
Windows, Unix, and Macintosh computers. This reduced range of color isbecause of differencesin
operating systems, Web browsers, and color cards. Colors outside this range of 216 can dither when
displayed on asystem that can t realy show them properly. Dithering is the computer s attempt to create the
missing colors by using dots of two colorsit can display, creating an optical illusion that the missing color is
there. Dithering usudly looks awful. (See Chapter 16 for more on dithering.)

Tip
Use Web Safe RGB when you need
colorsthat look their best on as many
different computers and browsers as
possible. (A corporatelogoisaclassic
example)

Hide Options, Invert, and Complement: The remaining choicesarent color modelsat al. Hide Options
collapsesthe Color palette so that just the Spectrum, Black and White, and None show. Invert changes the
selected color into its opposite, asif you had taken a color photograph of it and werelooking at a negative.
To understand Complement, think back to art class and the color whed: Complementary colors arethe
colors on opposite sides of the color whedl. (Orange, for example, isthe complementary color to blue.
Roughly. Blue never looks bluer than when it s next to orange, and vice versa.) Put another way, choosing
Complement chooses the one color that will contrast the most with the currently selected artwork.
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Filling with Patternsand Textures

Y ou can fill and stroke any path with a pattern. Patternsfill areas with repeating artwork.

Applying patternsto paths

Tofill apath with a pattern, select the path, make sure the Fill box isactive by clicking it in the Toolbox, and then
click the pattern you want to use in the Swatches palette. The path fills with the pattern you selected. Figure 5-11

shows the same path filled with different patterns.
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Figure 5-11: The same path with severa different patternfills.

Y ou can gpply apattern to astroke aswell asto afill. Applying a pattern is exactly like applying asolid color. (See
the section, The Swatches Pl ette, earlier in this chapter.) Click the object, click the Fill or Stroke box to put the
pattern in the proper place, and then click the pattern swatch in the Swatches palette. When you apply a patternto a
stroke, you may need to make the stroke extrathick for the pattern to be visible. (See the section Making abold
stroke earlier in this chapter.)

Making patterns

Y ou can easily turn most path-based artwork into a pattern (which hotly pursuesthe steps required to create a
pattern out of paths).

To create a pattern out of paths, just follow these steps:
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Createtheartwork that you want to usefor a pattern.

For thisexample, ahammer.

Select the artwork by using any of the selection tools.

Drag the artwork from the Document window onto the Swatches palette and release the mouse

button.

A new swatch appearsin the Swatches paette containing avery tiny version of your artwork. Give the new
swatch anameto makeit easier to identify later.

To namethe new swatch, double-click it to open the Swatch Options dialog box.

In thisdialog box, enter the name of the pattern.

Click OK.

The custom pattern appears in the Swatches dia og box.

Apply your custom pattern to any path.

My pattern ingde the oval certainly hammers home the point (sorry about that). Check it out in Figure 5-12.
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Figure 5-12: Creating a pattern from vector art of a hammer.
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Tip

Occasionaly, you may want to space
out your pattern artwork so that the
repeated pieces of artwork are farther
away from each other. Y ou can easily
trick Illudtrator into doing this by
drawing aninvisblerectangle (a
rectangle with afill and stroke of None)
over your artwork. The bigger the
rectangle, the farther apart the repeated
pieces are. Select the artwork and the
rectangle before you make your

pattern. Illustrator isn t quite smart
enough to redlize that the rectangleis
invisble. The program seesonly the
paths that make the rectangle and
repeats the artwork based on those
edges.
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Using the Gradient Fill

Paths can befilled with colors that smoothly blend from one to another across a distance. These colors are gradients.
Gradients can have any number of colorsin them, with results that are nothing short of astonishing. Figure 5-13
shows severd pathswith gradlent fills.

<3

>

Figure 5-13: Path objects with gradient fills.

Filling apath with agradient involves two steps:. creeting the gradient and then gpplying it to a path. However, you
can dothisin any order. Often, it seasier to create agradient, apply it to apath, and then continue to tweak it by
changing, adding, or removing colors or by modifying the position or angle of the gradient. Y ou can see how the
gradient looks on an object instead of just inasmal box.

Tofill apath with agradient, select the path and then click a gradient in the Swatches palette. The object fillswith a
gradient that probably doesn t ook athing like what you want  but that s okay. By using the Gradient tool and the
Gradient paette, you can tweak this gradient to your heart s content.

The Gradient tool

[

The Gradient tool (shown in the margin) doesn t actualy create anything. Instead, it enables you to set the direction
and the duration (the distance across which the gradient makesits transition from the beginning color to the ending
color).

To usethe Gradient toal, first use any selection tool to select an object that sfilled with agradient. Then click and
drag across the gradient with the Gradient tool and release the mouse button when you get to the other side. The
direction that you drag setsthe direction of the blend. The place where you click gets 100 percent of the start color;
the place where you release gets 100 percent of the end color. The gradient happens asa smooth blend between

those two points (asyou can seein Figure 5-14). /

Figure 5-14: Left: The square shows adefault gradient gpplied. Center: Clicking and dragging with the Gradient tool.
Right: The result.

The Gradient palette
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If you don't like the colors of your gradient, you don t have to settle for the gradients that come in the Swatches
palette. Y ou can use the Gradient pdette (by choosing Window Gradient) to change colors, add colors, remove
colors, and change the way the colors behave. (See Figure 5-15.)

[+ Gradient [»

;H!E

Figure 5-15: Control color with the Gradient palette.
Tip

The Gradient palette lookssmple
compared with other palettes, but don t
be deceived. In spite of its humble
appearance, this paette lets you create
just about any gradient you could ever
want. The Gradient pa ette workswith
the Color palette and the Swatches

pal ette, s keep both those palettes
open whenever you edit agradient.

The gradient dliders dideleft and right. Y ou use them to change how gradudly (or not-so-gradualy) your colors
blend with each other. If you want the colors to blend without much nuance over ashort distance, drag the diders
closer together. If you want the colors to blend more gradualy across alonger distance, move the didersfarther

apart.
Gradient-mania: Color-tweaking made ssimple

When you change a gradient in the Gradient palette, selected objectsthat arefilled with that gradient update to reflect
that change. Y ou can see what s going on with the gradient more easly if you make an object and fill it with the
gradient before you start making changesin the palette.
To change gradient colors, here sthe highly artistic approach (no smock needed):

1.

Click one of the gradient didersbeneath the gradient bar.

The color of the dider appearsin the Color palette.

Createadifferent color in the Color palette.

Aslong asthe gradient dider is sdlected, the color updates in the Gradient pa ette automatically. Isthat dick
or what?
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Tip
Asan dternative, you can click any
solid color in the Swatches paette and
drag it to the Gradient dider inthe
Gradient palette. Y ou can dso press
the Alt (Option on the Mac) key and
samply click asolid color swatchinthe
Swatches palette. The gradient updates
with the new color.

Adding colorsto the gradient isalot easer than going to the paint store. Just follow these steps:
1
Click beneath the gradient bar wherethereisnt any gradient dider.

A new dider appears where you click.

Changethe color of the new dider in the Color palette or pressthe Alt (Option on the Mac) key
and click a solid color in the Swatches palette.

Adjust the position of your gradient didersif you desire.
Remember

Toremoveacolor, click the gradient dider and drag
it off the Gradient palette. To save the gradient, drag
the gradient swatch from the Gradient palette (or from
the Fill box in the Toolbox) to the Swatches paette.
Y ou can also smply click the New Swatch button (a
dog-eared page icon) in the Swatches palette.

Between every pair of gradient diders (on top of the gradient bar) isthe midpoint dider. This setsthe point a which
the two colors blend at 50 percent of each color. Y ou can also move this point by dragging it to the left or to the
right. Figure 5-16 give.ﬁ you alook at waysto change the gradient.
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Figure 5-16: Firgt, moving the diders closer together. Second, adding new color diders. Third, moving the gradient
midpoint.

The secret gradient

If you click the gradient swatches in the Swatches palette, you may notice that some gradients ook like spheres or
sunburdts. Y ou may havetried to recreste one of these gradients, but no amount of clicking and dragging with the
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Gradient tool and no amount of moving gradient diders enables you to do that.

Thetrick isin ahidden option in the Gradient palette. Click the little triangle in the upper-right corner of the Gradient
palette. The Gradient pa ette pop-up menu with only oneitem (Show Options) appears. Choose this option to make
several more options appear in the palette, as shown in Figure 5-17. The one you want isthe Type option, which
revealstwo choices: Linear and Radia. Choose Radial. The beginning color isthe center color. When you click and
drag, the spot where you cl i_(:l( sets the center of t_he gradient.

|8 Gradient *
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Figure 5-17: Choose Show Options from the Gradient pal ette pop-up menu to work with aradial gradient.
[« Frevious et o]
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Chapter 6. Selecting and Editing
Paths

Overview
In This Chapter
| Discovering different methods of selection
Sdlecting objects, points, and groups
Adding to and taking away from sdections
Using the Magic Wand tool
Sdecting without tools
Undergtanding the Sdlect menu
Fine-tuning points
To changeapath in Illustrator, you have to sdect it. In fact, 99 percent of the time you cant make any changesat all
to apath unlessit s selected. Some exceptions are when you change Document Color Mode (see Chapter 1) and

when you use the Pen toal to continue on an existing path (see Chapter 7). Everything else requiresthat you meke a
sdection.
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When you make asdectionin lllustrator, you re saying, From this moment forward, | want to change this part of the
artwork and nothing else. Y ou re targeting a point, path, object, or objectsfor change. By using Illustrator swide
variety of sdection tools and commands, you can target everything from asingle point to your entire document. And
the changesyou make the size, rotation, fill or stroke colors, and soon  smultaneoudly affect everything that you
SHect.
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Selecting with Different M ethods

Suppose you create amondo-cool logo. With Illustrator, you can select
Theentirelogo
Any group of pathswithin thelogo

Any single path within thelogo

Any portion of any path or paths

Two oddities of selecting in Illustrator

When sdlecting in lllustrator, you may find acouple of oddities. For example, if you sdect just apoint on apath, the
point isal that you ve selected. It shows up solid, but the rest of the points on the path remain unselected and show
up as hollow. Then things get weird. Even though only one point is selected, any change that you maketo thefill or
stroke affects the entire path. (For more information on fills and strokes, see Chapter 5.)

Another odd thing isthat you can select aline segment, but Illustrator never shows you that the line segment is
selected. If you click asegment, al the points on its path show as unsdlected (hollow). Nothing appears on-screen to
indicate that only the segment issdected but once again, changing thefill or stroke affects the entire path.

All these possibilities make sdecting in lllustrator seem arather daunting task. Asif that weren t enough, Illustrator

givesyou five different selection tools, as shown in Figure 6-1. In the following sections, you find out about these

tools and what happens when you use them.
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Selection

Direct Selection
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Group Selection
Lasso

Maaic Wand

Figure 6-1: Illustrator has more tools for making selectionsthan for any other single purpose.

Natural selection

Of thefive sdlection toalsin Illustrator  Selection, Direct Selection, Group Selection, Lasso, and Magic Wand  the
Sdection tool ismore-or-lessthe main sdection tool. It smply sdects whatever you click. (The names of the other
sdlection tools aren t quite as accurate in describing their functions, but hey  Sdlection tool was already taken.) To
keep the confusion to aminimum, | call the tools by their Adobe-given names in part so you know what the cute
label refersto when you pause the cursor over atool and see the namein the Tool Tip.

Q

Y ou use the Selection tool to select objects or groups of objects. When you click a path, you select the entire path.
If the path is part of agroup, you select that group aswell. A group istwo or more separate objects that are joined
together by choosing Objecti Group. Y ou join objectsinto agroup to get the advantage of selecting al of them at
once when you use the Selection tool to sdlect them which savesall that tedious clicking. (The Objecti Group
command isjust one of the fiendishly clever waysyou can organize thingsin Illustrator  explore em al in Chapter 13

)

Y ou can select on-screen items with the Selection tool intwo ways.

Click the object that you want to select. The object and any other object that s grouped with it are
selected.

Click and drag with the Selection tool. Asyou do, adotted rectangle called a marquee appears.
Anything insgde or touching the marquee is selected, enabling you to select more than one object or group at
atime, asshownin Figure 6-2.
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Marguee creatad by dragging with the Selaction tool

The resulting selection

Figure 6-2: The Sdlection tool sdlects objects that are within (or touched by) the marquee.
Tip
If you click another path when one path
isaready sdected, the path that you
clickissdected and the previoudy
selected path is desdlected. If you click
an empty area, everything is desdected.

Also, if you click ingde a path that sfilled with None, you can t select that path. To select a path that has nofill, click
the path itself. Smilarly, when you rein Outline view mode (away of looking at your pathswith al fill and stroke
colors hidden, accessed by sdlecting ViewiOutline), you click your paths to select them. (See Chapter 5 for more
info onfillsand strokes)

Direct selection

Rk

Usethe Direct Selection tool to select individua points, path segments, type objects, and placed images by clicking
them oneat atime. If you drag amarquee with the Direct Selection tool, everything that the marquee encloses gets
selected dl placed images, type objects, and portions of paths. Figure 6-3 showswhat s selected when you drag
the Direct Sdlection marquee around severa objects. (Note especially the star in the very center of the sdlected
objects a the right of the figure: Some of its points are included in the selection; othersarent.)

Marques created by dragging with the Direct Selection tool

The resulting selection (note that only
what was inside the marquee is solected)
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Figure6-3: A selection in progress with the Direct Selection tool.
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Tip
With the Direct Sdlection toal, if you
sdect theinterior of apath (if it sfilled)
rather than the edge or actud line of the
path, you select the entire path rather
than just theindividua anchor point and

path segments.

Group selection

%,
Illustrator provides aspecia tool (Group Selection) for selecting surprise!  groups. But the tool selectsgroupsina

way different from the plain old Sdection tool (which selects everything that s grouped to the object that you select).
The Group Sdlection tool sdlects only one subgroup at atime.

A subgroup isagroup within agroup. Remember Statistics 1017 (Don t make that face. What if it froze like that?)
Suppose you want to create agraphic of apencil. You start with the easy part the lead. Then you go on to create
something harder: that conical bit of wood that flares out around the lead and eventually becomesthe rest of the
pencil. After you get those two pieces positioned together the way you like, you want to keep them that way soyou
group them together. (That way, you haveto click only one of them with the Selection tool, and they move together.)
Next, you create the rest of the pencil separately. After you bring al the pieces together, you want to keep them that
way S0 Yyou group thelead and the cone with the rest of the pencil. All three objects are now agroup. Thelead and
the cone are a subgroup of that group. Y ou can continue grouping things, having as many subgroups as you warnt.
[llustrator remembers the order in which you group things from the first subgroup to the last big group. When you
click multiple times with the Group Sdlection tool, thefirst click selects the pencil lead, the second sdlects both the
lead and the wood, and the third click selects the lead, the wood, and the rest of the pencil.

The Group Sdlection tool selects only one subgroup at atime, such as an object within agroup, asingle group within
multiple groups, or aset of groups within the artwork. To find out how the Group Sdlection tool works, follow these

steps:
1.

Select the Group Selection tool from the Toolbox.
2.

Click apath that spart of a group.
The path is selected entirely (dl the points are solid; none are hollow), but the other objectsin the group are

not selected. (Thisresult isan oddity of thetodl. It first selects asingle object, even though an object isnt
redlly agroup.)

Click the same path again.
The next higher level of grouped objectsis selected, aswell as anything that has aready been selected. Each

timeyou click, you select the next higher leve of grouping, until findly the al-encompassing
group-of-al-groups is selected.

If you continue this crazed clicking, you wind up with groups of groups. For example, if you make severd on-screen
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drawings of pencils, you can group them so that you can move them al at once, draw a pencil box, and then group
the pencils with the box. The Group Sdlection tool letsyou select up from asingle object to the group that the
object belongs to, and so on. Figure 6-4 gppliesthis principle to the objects that form a pencil when grouped

together.
EEE —
EEE -
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Figure 6-4: The Group Selection tool selectsfirgt the path, then the group that the path isin, and then the group that
thefirst groupisin.

Selecting moreor less of what you have

Suppose you want to select apath on the left Side of your document, and you also want to select aplaced image on
theright side of your document, but lots of paths are in between. Y ou can t drag a marquee because you get dl those
unwanted pathsin the middle. So you sdlect the path on the | eft and then click the object ontheright and the path
on the left becomes deselected. Drat!

Usethe Shift key to select more than oneitem at atime. If you hold down the Shift key and click a path with the
Sdlection tool, you add that path to whatever is currently selected. If two paths are selected, pressing the Shift key
and clicking another path resultsin dl three paths being selected. Y ou can dso use the Shift key in conjunction with a
selection marquee. The processis called Shift-clicking, and you can aso useit to select fewer paths. For example, if
you Shift-click one of the three sdlected paths shown in Figure 6-5, you deselect that path, leaving only two sdlected

%
0O ©

Figure 6-5: On the left are three selected paths. Shift-clicking the middle path leaves only two paths selected, as
shown ontheright.
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Tip
Shift-clicking dso workswith the
Direct Selection tool, except thisaction
adds or subtracts sngle pointsinstead
of complete paths, unlessyou click the
interior of afilled path, in which case
you add or subtract complete paths.

Freeform salections

}+

The Lasso tool acts smilarly to dragging out a selection marquee, except this marquee can be any shape, not just

rectangular. To use thetool, click and drag around the area that you want to select. When you release the mouse

button, al pointsin that area are selected.

Tip

Pressing the Shift key with the Lasso
tool alowsyou to add sdectionsto
anything that saready selected . . . but
you probably guessed that already.
What you haven t guessed (unlessyou
re abonafide psychic) isthat you use
the Alt (Option on the Mec) key to
subtract from asdection. If you
accidentally select something, you don't
need to resdect. Pressthe Alt (Option
on the Mac) key and drag around the
points you don t want selected.
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Selecting Magically with the Magic Wand

52,
Use the Magic Wand tool to make selections based on similaritiesin various object attributes  exactly the same or
based on arange of settings.

To usethetool, click the object, which can be either an open or closed path (for example, asquare or aline).
[llustrator then goes out and selects al objectsthat are similar to the object you clicked. How similar do the objects
have to be? Excellent question! Read on to get the scoop.

Choose WindowiMagic Wand or smply double-click the Magic Wand tool to bring up the Magic Wand palette, as
shownin Figure 6-6. Here you find settings for Fill, Stroke, Stroke Weight, Opacity, and Blending Mode attributes.
Checking one or more of these attributes sel ects objects based on that particular attribute or attributes. The
Tolerance setting establishes the range within which the attribute must fal to be selected. For example, if you select a
stroke weight with a Tolerance setting of 2 points (pt) and click an object with astroke weight of 5 pt, dl objects
with a stroke weight between 3 and 7 pt will be seected (5pt minus 2pt, and 5pt plus 2 pt). Smilarly, if you check
the Opacity option and set the Tolerance setting to 10%, all objects with an opacity between 40% and 60% are
selected when you click an object with an opacity of 50%. The Tolerance settingsfor Fill and Stroke rangesfrom 0
to 255, which equates to the number of brightnesslevels. Rather than go into the techno-geek definition of brightness
levels, alower Tolerance setting selects only colorsthat are very smilar to the object you click, whereas ahigher
Tolerance setting selects awider range of colors. The only attribute that must be exactly the sameis Blending Mode.

(For more on blending modes, see Chapter 10.)
IF Fill Colar Tu:-lerance:l I

a2 3

IF Stroke Calor Talerance: |32 L4
3

S 4

IF Stroke Weight  Tolerance: |5 pt I
|7 Transparency Tulerance:l I

|- Elending Mode

Figure 6-6: The Magic Wand palette offers Tolerance settings for various object attributes.
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Selecting without Tools. The Select Menu

Sometimes sdecting objectsin Illustrator without using toolsis easier or more convenient than selecting with tools.
Because sdlecting is so important, Illustrator provides amenu entirely devoted to selection commands.

A giant vat of really sticky stuff

By far, the most common selection method in Illustrator is akeyboard command. By pressing Cirl+A (0 +A onthe
Mac), you select all the objects in the document. Y ou can also choose SdlectiAll, but the keyboard command is so
useful that you Il probably memorizeitinnotimeat dl.

The opposite of All is Desdlect, which desdlects anything selected in the document (but you knew that). You don't
have to select everything to use the command. If you have just one thing selected out of a hundred objects, Desdlect
desdectsit. The keyboard command is easy to remember: Ctrl+Shift+A (0 +Shift+A on the Mec).

The Resdlect command resdlects whatever was last selected using the Sdlection menu. The keyboard command is
Ctrl+6 (0 +6 on the Mac).

The Inverse command selects the art opposite of what s currently selected. In other words, everything that s
currently selected becomes unsdlected, and everything el se becomes selected. For example, if you select one of four
sguares, using the Inverse command selects the remaining three squares and desdects the origind square. Inverse
works only with entire paths. (The same goes for Resdect.) Using the same example, if you have only asingle anchor
point selected on the first square, the Inverse command till selectsthe other three squares and ignores the unsel ected
three anchor points on the first square.

The Next Object Above and Next Object Below commands select objects based on their stacking order. For
example, say you draw asguare, acircle, and then apolygon. If you then select the square and choose SelectI Next
Object Below, Illugtrator selectsthe circle. If you choose the command again, Illustrator selects the polygon, and so
forth.

The Save Sdlection command allows you to save selections. Select an object (or objects) and choose Selecti Save
Sdlection. In the Save Sdlection diaog box, name the selection and click OK. The saved selection now appears at

the bottom of the Select menu, just begging to be chosen. Y ou can del ete the saved sdlection or modify its name by
choosing Selecti Edit Selection and making the necessary changesin the Edit Selection dialog box.

The SdlectiObjecti All on Same Layer command sdlects everything that resides on the currently active layer (the one
that shighlighted in the Layers paette).

Specialized selection functions for important occasions
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The Sdlect menu contains alot of other selection functions besides those mentioned in the earlier section, A giant vat
of really sticky stuff. Located under the Same and Object submenus, these functions are designed to select objects

that are similar in someway (such asstyleor fill color) to the object(s) aready salected. Figure 6-7 shows the Select

menu.

Sulect
All Carl+A,
Dasstect Cral+Shifi+A,

brvmrge

Mext Object Above  Chrl+.Al+]
Maxt Obgect Below  Chil#AR+

Sama L

Direclion Handles I I

Save Selection .

Brush Strokes
Clipping Magks
Stray Ports
Temd Obpecis

Figure 6-7: The Sdlect menu provides awhole dew of sdlection goodies.

The four optionsthat fal under the Object submenu are abit less obvious:

Brush Strokes: Sdectsdl pathsin the document that have brush strokes assigned to them.

Clipping Masks. Selects paths used as masksin the document.

Direction Handles. Sdectsthe direction handles of the Bézier curves of sdected objects. (For more on
direction handles, see the next section, Editing and Adjusting Points. )

Stray Points. Sdects pathsin your document that contain only asingle point.

These commands can be vastly helpful in streamlining the editing process. For ingtance, if your client loves everything
about the image except for that certain shade of blue, you can select one object that hasthat blue color init, and then
choose Selecti Samel Stroke Color or Fill Color. With everything in that color selected, you can edit them dl at oncel
If you re having trouble printing lines of a certain stroke weight, choose Selecti Samel Stroke Weight and increase the
strokeweight of dl thelines. (See Chapter 5 for more information on fills and strokes.) Other commands select items
that have a history of problems printing on certain printers, such as stray points, brushstrokes, and masks. Selecting
such items|ets you modify them before printing. (See Chapter 15 for more about printing.)
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Editing and Adjusting Points

After you go through the trouble of selecting specific points, what do you do with them? Well, you can move them
and change the kinds of pointsthey are. Y ou can aso adjust their handles to change the shape of acurve.

A relocation bonusfor points

Y ou can move any selected point to any location. Because points (and not entire paths) are what you re moving, use
the Direct Selection tool. Click any point with the Direct Selection tool and then drag the point to moveit. Y ou can

do thisin one step (click and drag at once) or in two separate steps (click and release and then drag the point). Figure
6-8 shows apath with apoint initsorigina location after it was moved with the Direct Selection tool.

-
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Figure 6-8: Left: The origind path. Right: The path after you move the selected point with Direct Selection.
Tip

To move pointsjust atiny little bit at a
time but with precison usethearrow
keysto nudge selected pointsin the
direction of the arrow. One keystroke
moves the point by an exact,
smidgen-szed unit of measurement
(1/72 of aninch, or .3528 millimeters)
aunit of measure known inthe design
and publishing trades as a point.

Fine-tuning curveswith direction points

If apoint has direction points (thoselittle gearshiftlike line segments) sticking out of it, you can use the Direct
Sdlection tool to adjust the direction points, which adjusts the curves that shoot out from the points where the
direction points connect to the curves.
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Tip
Incidentally, the line that joinsthe
direction point to the curveis caled the
direction line. Don t worry, only you
can seethedirection lines. They don't
print or show up in the graphic when it
sontheWeb. Their only purposeisto
show which anchor point is currently
under the control of the direction point.
The combination of thedirection line
and direction point isaso commonly
referred to as direction handles or just
plain handles.

Y ou probably noticed aready that sometimes you see those gearshiftlike direction lines and direction points sticking
out of points and sometimes you don t. When you click apoint or asegment with the Direct Selection tool, you see
the handles associated with that point or segment. However, if you Shift+click additiond points, you lose those
handles. Figure 6-9 showswhat happens when you use the Direct Selection tool to click (or enclosein amarquee) a

variety of different aress.
Figure6-9: A sdected curverevedsitsdirection pointsand direction lines.

When you can see the handles that you want to move, click and drag them. Note that missing ahandleisvery easy if
you arent redly careful. (And making crude remarks when you do missthem is still considered bad form, evenif no
oneeseisaround.) Figure 6-10 shows the path from Figure 6-9 with the direction points moved to different

positions.

Figure 6-10: The curve from Figure 6-9 after the direction points are moved

Converting anchor points

[llustrator has four types of anchor points: corner points, smooth points, and direction-changing points.
Sraight-corner anchor points arein the corners of squares or triangles. Two path segmentsjoin in acorner point
when neither of the connecting ends has adirection point associated with it. Smooth anchor points are used when
two path segments continue smoothly, asin acircle or in acurving path. Both path segments have direction points
linked together so that when you move one point, the other point movesin an equa and opposite direction,
preserving the smooth curve. A curved-corner anchor point has two direction pointsthat move in different
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directions, enabling you to impose abrupt changesin direction. A combination-corner anchor point has one
direction point, allowing astraight line to join a curved line a an abrupt angle. (For more on anchor point types, see

Chapter 7.)

Usethe lllustrator Convert Anchor Point tool (which looks like an acute angle located in the same dot asthe Pen
tool) to change a point from one type into another. (For more about the types of anchor points and their usua
behaviors, see Chapters 2 and 7.) To use the Convert Anchor Point tool, put it on apoint and click. What you do
next determines the resulting point type:

To get agraight-corner anchor point: Click an anchor point and release to change it into astraight corner
point with no direction points.

Tip
Thisisaquick-retract method of point
converson.

To get a smooth anchor point: Click an anchor point and drag it to changeit into asmooth point with two
linked direction points.

To get acurved-corner anchor point: Click adirection point and drag. It movesindependently of the
opposite direction point.

To create a combination-corner anchor point from a smooth point or a curved-cor ner anchor point:
Click one of thedirection points and drag it into the anchor point (leaving one direction point for the curved
sde of the point).

Adding and subtracting points (path math)

[llustrator has two tools that are used specifically for adding pointsto a path or for removing them. The Add Anchor
Point tool adds points, and the Delete Anchor Point tool removes points. Both tools are located in the same dot as
the Pen tool.

When you add an anchor point (or even severa anchor points) with the Add Anchor Point tool, the path doesn t
change shape (as shown in Figure 6-11), but you can move the point or points with the Direct Selection tool or
convert them to other types of points by using the Convert Anchor Point tool.

-
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Figure 6-11: Left : Origind path. Right: Unchanged shape with new anchor pointsto added to three of the star's
ams.

When you remove a point with the Delete Anchor Point tool, the path can change shape  dightly or dramatically,
depending on the shape. Figure 6-12 showswhat happensin two different circumstances.

g\\r%

Figure 6-12: Left: Origina path. Right: Removing two anchor pointsto create two different shapes.

Okay, have asquint at Figure 6-12 for amoment. (Ow, that s gotta hurt. Not that hard.) Y ou can probably tell
immediately which anchor points were zgpped with the Delete Anchor Point tool to change the image on theleft into
the upper- and lower-right images. In each case, only one point was removed. Powerful creatures, those anchor
points.
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Chapter 7: Wielding the Mighty
Pen T ool

Overviaw

In This Chapter

Using the Pen tool to create four different anchor points
Drawing sraight lineswith the Pen tool

Exploring the differences between open and closed paths
Drawing smooth-curved lines with the Pen tool

Making a seamless transition between curved and straight lines

Drawing basi ¢ shapes with the Pen tool

Back in medieva times, circa1982, straight and smooth-curved lines were drawn with eegant handheld implements
such as a Rapidograph pen (an unwieldy, blotch-making tool), aruler, and a French Curve. If you never had to use
these torturous ingtruments, consider yoursalf lucky. With a Rapidograph pen, you got bumpy globs of ink and huge
splotches that goosh onto the page each time you paused or changed direction.

W)
Today, if you need agtraight line or acurved one or even if you want the gppearance of bumpy globsof ink you
want to use the lllustrator Pen tool. Thistool isabit intimidating at first, but after you grasp afew concepts, you Il be

drawing floor plans, customizing logos, and feding redlly sorry for people who don t have lllustrator.
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Unlikeits handheld, inky counterpart, the Pen tool is not intuitive. You cant just pick it up and doodle; its
functiondity isfar from obvious. Thistoal isunlike any drawing instrument in the world. But locked within the Pen
tool are secrets and powers beyond those of mere physical ink. The Pen tool isametaphysica doorway to the
heavens of artistic exdtation; after you master the path of the Pentool, al the riches of Illustrator can be yours. (You
may even be unfazed by such hokey metaphors.)
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Performing with the Pen, the Path, and the
Anchor Points

No, thissectionisnt aretro look at obscure rock bands; it s about telling Illusirator whereto go by cresting the
paths lllustrator relies on to create shapes and objects. Paths are ingtructionsthat tell your computer how to arrange
straight- and curved-line segments on-screen. Each path is made up of anchor points (dots that appear on-screen).
Between every two anchor pointsisthe portion of the path caled a line segment.

The Pentool is probably as close asyou ever get to caling up paths with the PostScript language unlessyou re an
Adobe programming geek (in which case, the thought that you might need thisbook isfrightening). For sanity ssake,
| assume otherwise and get right to the point. Make that points. Understanding the anchor points that make up paths
iscritica to usng the Pen tool. Anchor points have the following traits:

At least two anchor points are required for every path. ( One point maketh not a path, sayeth the sage.)

Any number of anchor points can appear on apath dozens, even hundreds, aslong as that number is not
one or zero. ( Zero points make not a path, either, O wiseacre, grouseth the sage.)

If an anchor point hasa direction point (ablack box you can grab and move with the mouse), theline
segment extending from the anchor point is curved.

If an anchor point has no direction point, the line segment extending from the anchor point is straight.

Y ou can use the Pen tool to create four types of anchor points (smooth, straight-corner, curved-corner, and
combination-corner) to tell the computer how to get from one line segment to another. Carefor acloser
look? Coming right up.

Smooth anchor points

Smooth anchor points create asmoothly curved transition from one line segment to another. When you want aline
that remindsyou of theletter S (or some S-words, such as sinuous and snaky), use smooth anchor points. Figure
7-1 shows two direction points creating a smooth anchor point on a path. The curve bends to follow the two
direction points.
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Direction point

Smooth point

Direction point —»
Figure 7-1: Smooth anchor points keep this path curving smoothly.

If you want to create circles or free-form shapes such as puddies or shapes like those nondip flower stickersfor
your bathtub floor smooth anchor points are the way to go. Use the Pen tool to create a smooth anchor point by
clicking and dragging with the mouse. Asyou drag, direction points, connected to the anchor point by direction lines,
appear on either side of the anchor point (one at thetip of the Pen, the other on the opposite side of the anchor
point). Think of those wacky direction points as magnets pulling the line segment toward them. The line segment
bendsto follow the direction point just that easy, just that smple. (Sofar.)

Straight-corner anchor points

Sraight-corner anchor points function as their name suggests and have both of the following characteridtics:

Oneor two straight lines sticking out of them. In Figure 7-2, for example, the anchor point iswhere you
find the hub if the two line segments were the hands of aclock.

Figure 7-2: Use gtraight-corner anchor points when you need straight paths.
No direction points sticking out of them. (Remember, direction points make curves.)

Think of these anchor points as the corner of an angle that you draw with apencil and aprotractor except that you
draw them on your computer (nobody bumps your arm so your nice sharp lead breaks off and . . . uh, never mind).
To create straight-corner anchor points with the Pen tooal, click and release; do not drag. Promptly releasethe
mouse button the second you hear it click.

Use straight-corner anchor pointsto draw objectswith hard angles  rectangles, triangles (note the whole angle

theme here) anything that consstsentirely of straight linesand no curves. Snakes, clouds, and country roads are
entirely out of the question.

Curved-corner anchor points
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Think of the curved-corner anchor point (also referred to as a cusp point) asthe m-curve anchor point, or the point
where the two bumps on alowercase m are joined. If you look at this nice lowercase m through amagnifying glass,
you can see acorner between the two bumps  with curves coming out of it. The curved-corner anchor point may
also remind you of adouble fishhook turned upside down. Y ou need these points to create not just lowercase m s,
but dso hearti (theVvd gnti nevariety, asshownin Figure 7-3).

Figure 7-3: This heart, though not anatomically correct, shows two curved corner anchor points.

Congder the possibilities  clovers, moons (old-fashioned crescents-with-little-noses), and other shapesyou may see
in acereal bowl (except for blue diamonds  those you draw with straight-corner anchor points). But beware that
curved-corner anchor pointsare alittleweird. To create one, you have to modify an existing anchor point by
following these teps.

1.
Create a smooth anchor point whileyou re creating a path.

Thisworks best after you draw at least one line segment.

Pressthe Alt (Option on a Mac) key and then click and drag the smooth anchor point.

A direction point appears totally independent of the anchor point  on the opposite side of the point. This
new handle controls where the double-fishhook corner goes. Y ou can drag the new handle nearer to the first
direction point (the one for the origind smooth anchor point) or anywhereelse without affecting that first
direction point.
Tip
Y ou can aso change a smooth anchor
point into a curved-corner anchor point
by pressing the Alt (Option on aMac)
key as you drag the smooth anchor
point.

Combination-corner anchor points
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If you want to use the Pen tool to draw rounded-corner rectangles such asclassic TV screens, archways, and
cylinders you need combination-corner anchor points. The combination that identifiesthistype of anchor pointisa
blending of two other types. smooth and straight-corner anchor points. Y ou can identify a combination-corner anchor
point by what you find sticking out of it: two line ssgments and only one direction point. This handle curves one of the
line segments and leaves the other segment straight. Keep in mind that the handle is controlling the curved segmernt,
not the straight segment, and these points are much easier to use.

Aswith curved-corner anchor points (mutant versions of their straight-corner cousins), you cant just say, | want one
of those and poof! have one appear on-screen. To create the exotic combination-corner anchor point, you must
modify an existing smooth or straight-corner anchor point. Which type you modify depends on where you want the
curveto go:

If you want the curve befor e the anchor point (the exigting line segment is curved), you modify asmooth
anchor point.

If you want the curve after the anchor point (the existing line segment is straight), you modify a
straight-corner anchor point.

Figure 7-4 shows how to create a combination-corner anchor point in either situation.

Starting with a Smooth Path Starting with a Siraight Path
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Figure 7-4: Two waysto create combination-corner anchor points. starting smooth(left) or straight(right).

Starting with a smooth path

To create a combination-corner anchor point from asmooth one (so that the curve precedes the anchor point),
follow these seps.

1.
Click and drag the Pen tool; then, at another location, click and drag again to createa curved line.
To get animage that resembles Figure 7-4, start in the upper-left quarter of ablank Illustrator document,

click and drag up and to theright for thefirst drag in Step 1. Start your second drag at a place roughly
pardld to your origind starting point and about an inch to the right, dragging down and to the right.
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Remember
To seewhat you re doing, you haveto draw at least
one line segment before you change the anchor point.
That stherule!

When you complete the two dragsin Step 1, the most recent line segment ends in asmooth anchor point.

Click the smooth anchor point that appear ed after you clicked and dragged the second timein Step
1

The direction point (handle) that extended out from the anchor point disappears.

Move the mouse pointer to a place about an inch to theright of the most recent anchor point and
click.

A gdtraight path segment (straight because it sfree from the influence of the direction point) appears. After you
click, the two direction points (handles) disappear from the curved line that you drew in Step 1. The anchor
point from which you drew your new straight segment is a combination-corner anchor point.

Starting with a straight path

To create a combination-corner anchor point from a straight-corner anchor point (so the curve comes after the
anchor point), follow these steps:

1.

Using the Pen toal, click once and (without dragging) click again in a nearby location in the
document.

To get an image that resemblesthe onein Figure 7-4, start in the upper-right quarter of ablank Illustrator
document, click once, and then  after moving the mouse pointer to theright and dightly higher click again.

A draight path segment appears. Y ou need this line segment so that you can see the differencein the path as
you change the straight-corner anchor point to a combination-corner anchor point.

Click the graight-corner anchor point you just created; hold down the mouse button and drag.

To get animage that resembles the onein Figure 7-4, drag down and dightly to theright.

A new, singledirection point (handl€) extends from the anchor point.
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Click in another location and drag away from the anchor point.
To get animage that resembles the onein Figure 7-4, click aspot in line with the previous anchor point, and
then drag up and dightly to the left.

A curved path segment appears. The anchor point between the straight and curved line sesgmentsisnow a
combination-corner anchor point.
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Creating Straight Lineswith the Pen T ool

Using logic asvaid as any followed by Holmes and Watson (not to mention Spock), you can deduce that you use
straight-corner anchor pointsto draw straight lines with the Pen tool. Elementary. . . .

Harrumph. Elementary or not, you should jolly well seethis marvel in action. To draw atriangle with the Pen tool
(‘see FH gure 7-5), just follow thess: steps.

Figure 7-5: Drawing triangle withthe Pen tool, using straight-corner anchor points.
1.

With the Pen toadl, click (do not drag) in the Document window.

An anchor point appears after you release the mouse button. (Cute, isntit? But lonely; it needsfriends.)

Click (don t drag) somewhere below and alittleto theright of the first anchor point.

After you rel ease the mouse button, aline appears between the first and second anchor points. They re
joined, open, and ready to rock. Y ou ve created a fine-looking path.

Click (don t drag!) somewhere a bit to the left of the second anchor point.

A stunning-looking angle appears. Maybe it s a skateboard ramp. Maybeit saless-than sign flopped over,
worn out from al those equations.

Put your cursor on thefirst anchor point and click that puppy.
Y ou created atriangle! Congratulations! Euclid would be proud.
Well, okay, you ve heard this tune before, but once more with feding: Do not drag if you want straight lines. If you

drag, you re going to get curves. In fact, not dragging to get straight linesis probably harder than dragging to get
curves. (If you want to take a break and go drag something, be my guest; you ve earned it.)
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Tip
Y ou can create right angles and 45°
angles with the Pen tool by holding
down the Shift key while you draw.

[Crrevious [nesr o
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Open and Closed Paths

Pathsin lllustrator are open or closed, one or the other, with nothing in between. Open and closed paths differ in the
following ways.

An open path has endpoints. It startsin one place and endsin another place clearly aline segment, and not
apolygon.

A closed path has no starting point and no endpoint. Like that psychotic bunny in the battery commercid, it

just keegps going and going in the same place clearly the boundary of asolid shape. (Think of complete

circles, Mobius gtrips, and so forth.)

Tip

Creating artwork with the Pentodl is
much eeser if you set your fill color to
None, regardless of thefind color you
re going to fill your artwork with. When
you use the Pen tool with afill color
selected, |llugtrator treats every lineyou
make as though it were a completed
object by drawing atemporary,
invisblelinegraight from thefirst
anchor point in the path to the last
anchor point, and then fills the enclosed
areawith the selected fill color. Thisis
confusing at best becauseit hides parts
of the path that you are creating and
creates an object that appearsto
change shape completely with every
click of the mouse. To avoid thismess,
set your fill color to Nonewhileyou
create your path and change thefill
color when the path is complete.



This document is created with the unregistered version of CHM2PDF Pilot

Creating Super-Precise Curveswith the Pen T ool

The lllugtrator Pen tool isamodel of precision and accuracy. With it, you can draw virtualy anything (or draw
anything virtualy). That is, of course, after you master drawing curves.

The Penisnt designed to be maddening (asfar as| know), but using it to draw successful curves does seem to
require apsychologica breskthrough. Illustrator users who struggle to figure out the Pen tool by themsalves, without
the handy guide you hold in your hands, may dog through months (or even years) of frustration before the
breakthrough occurs. They happen upon shapes and curvesthat work for them and then they findly get it.

Therefore, | vow to spare you the pain of al that tria and error. The following sections begin this noble quest, in
which you find theknight. . . .

Tamingthedraggin

(Sorry about the bad pun.) Where do you want your curve to go? Just drag in that direction. | know, | know, | told
you not to drag. But in that Situation, you were making straight lines. What s even less hel pful, dragging is perhapsthe
most anti-intuitive action imaginable for creating curves. Regardless, | chargeinto the fray.

If you click and drag with the intent to create acurve, you get what looks like astraight line, as shown in Figure 7-6.
(Weird, isnt it?) Oddly enough, the line you get istwice aslong as the distance you drag, extending in two
directions from the spot where you initialy click. After you release the mouse button, this line is till agraight line
and ill no curvein sght.

Figure 7-6. When creating a curve, drag out astraight line; the arrow shows the direction of the drag.

At this stage, what do you suppose is the most natura thing in the world to do? Sure it sto drag in another direction
(typicaly at a90° angle) from where you last released the mouse. And what are the most natural results? An ugly,
curvy bump; anew graight line extending in both directions from the second anchor point; and a sudden yearning to
direct afew choice expletives at Illugtrator.

The problem isthe second anchor point. Instead of clicking and dragging at a spot near where you first released the
mouse button (abig no-no), you aways click and drag (you don t have to drag, but | get to that later) away from
where you released the mouse button as shown in Figure 7-7. Y ou understood correctly  away. Weird, isnt it?
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Figure 7-7: Creating gentle, smooth curves. (Friendly arrows indicate the direction to drag.)

To create alovely, flowing curve for your own purposes, just follow these steps:

1
Click and drag with the Pen todl.
A line extends from the anchor point where you clicked. That sokay; it s supposed to happen that way.
Tip
Thelineyou seeisactualy aset of two
direction points (connected to the curve
by direction lines), cleverly disguised as
lineswith little control-handle boxes a
each end. Whether you call them
direction points or control handles,
lines, or boxes, they don t print out.
They rejust toolsfor controlling the
direction of the line ssgment that you re
drawing.
2.
Without clicking, place your cursor away from both theanchor point and the direction points. Then
click and dragin thedirection opposite the direction you dragged to createthefirst anchor point.
At this stage, the best approach isto place that second click perpendicular to the direction lines. Note that as
you drag, you can actualy see the curve between the two anchor points take shape and change. If you drag
the same distance that you dragged for the first anchor point, you create an even-looking curve.
3.

Finally, placeyour cursor away from the second point, still moving away from thefirst anchor
point, and click and drag back in the same direction you dragged for thefirst anchor point.

After you release the mouse button, you see an S shape (or a backward S depending on which way you firgt
dragged). Rgoice! If you dont seethe Sor reverse-S shape, breathe deeply, count to 10, and try again,

exercisng superhuman patience and care. Think Clark Kent.
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Tip
Remember that whole song and dance
about pressing the Shift key so that new
anchor points appear angled a a
multiple of 45° relativeto thelast
anchor point? Wdll, you can aso use
the Shift key to constrain the angle of
control-handle linesto 45°, if you
prefer. Thisaction lets you make much
more accurate curves than by drawing
freestyle. Just dont press and hold the
Shift key until after you begin dragging
with the Pen toal. If you pressthe Shift
key beforeyou drag and releasethe
key whileyou redragging you get the
45° anchor point. If you continueto
hold down the Shift key, you get the
whole shebang: 45° control-handlelines
aswdl asthe anchor point.

Following the one-third rule

The optimal distance to drag adirection point from an anchor point is aout one-third the distance you expect that
line segment to be. So, for ingtance, if you plan to draw a curve that s about three incheslong, drag the direction
point out about one inch from the anchor point.

The one-third ruleis perfect for creating the most natura, organic-looking curves possible. Breaking the rule can have
thefollowing dismd results

If you drag too little, you get curvesthat are too shdlow around the middie of the line segment and too sharp
at the anchor points.

If you drag too much, you get curvesthat are quite sharp (like Dead Man s Curve) around the middle of the

line segment and too straight around the anchor points (like thet curve on theright in Figure 7-8).
{ \ { .

\ \

Figure 7-8: Left: Anchor pointswith direction point lines one-third the distance dong the path. Right: Dragging too
much.

Fortunately, on theleft, Figure 7-8 shows a perfect curve crested with the proper use of direction point lines set to
one-third the length of the path. Because you can use the Direct Selection toal (the hollow arrow) to adjust the
position of the direction points after they re drawn, try to follow the one-third rule whenever possible. Doing so may
keep you out of trouble and your vocabulary fit for sendtive listeners.
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Following rulesfor the other two-thirds

The one-third rule is the most important rule when you re using the Pen tool to draw curves. Of course, you still have
to ded with the other two-thirds of the line segment; that swhere afew humble rules can serve you well. Eveniif you
dont planto follow themright away becauseyou re ill at that awkward, rebelliousage you at least want to be
familiar with theserules

Dragin thedirection of the path. Dragging back toward the line segment you just drew resultsin
hard-to-control curves and awkward-appearing line segments between the previous anchor point and the
anchor point you re working with. If you need to go back toward the line segment, place an anchor point
closer to the previous anchor point you crested.

Focus on the upcoming segment aswell asthe current one. Y ou may notice that the line segment
between the prior anchor point and the current anchor point can distract you because it changes asyou drag.
If you concentrate only on thisline segment, the direction point you re dragging out for the next line ssgment
probably won t be the right length or angle. Y ou must master the past, present, and future when you use the
Pentool. (Asdefromthat, itisnthard a all.)

Don t over compensate for a misdrawn curve. If you mess up on that last outgoing direction point, don t
try to fix theline segment with the anchor point you re currently dragging. Instead, focus on the next
segment; try to ignore the goof-up for now. Y ou can dways use the Direct Selection tool to fix the poor thing
after you finish the path. Chapter 6 has the lowdown on how you can adjust your path after you draw it.

Use different lengthsfor each direction point, as necessary. Thisruleisthe exception to the previous
two rules. (You knew there had to be an exception.) If you click and drag and get a segment just right  only
to redize that the next segment requires alonger or shorter control-handle line but the same angle release
the mouse button when the segment is just right. Then click the same anchor point again (not the
direction point) and drag in the same direction as you previoudy dragged. Note that as you change the angle
of the direction point on the other side (where the previous segment is), you aren t changing the length of
that direction point line. And you can match the angle pretty easily because you can see both before and
after versonsof the previous line segment.

Place anchor pointsat curvetranstions. A curve transition isaplace where the curve changes. Maybe
it changes direction (going from clockwise to counterclockwise or vice versa). Maybe the curve gets smdler
or larger. Figure 7-9 shows anice curvy path with anchor points placed properly at the transitions.
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Figure 7-9: This path has points placed at the"correct” locations for the best possible curve.

Be environmentally consciousin your anchor point usage. Don t place anchor points where they re not
needed. Thisrule goesfor al types of anchor points. The fewer you have makes editing sections of the path
easer (kegping in mind the previousrule, of course). Fewer anchor points aso alow for quicker and
trouble-free printing.

Tip
Holding down the Ctrl key (0 onthe
Mac) changesthe currently selected
tool into whatever selection tool you
used last. Thisisvery handy when you
re drawing with the Pen tool becauseit
enables you to move pointswhile
keeping the Pen tool selected. Click the
Direct Sdlection tool before you choose
the Pen todl. If you click, start to drag,
and thenredlize that you clickedina
spot that just isn t going to work, just
pressthe Ctrl key (0 onthe Mac).
Thistemporarily changes the Pen tool
into the Direct Selection tool. Move
your anchor point to anew location.
Releasethe Cirl key (0 on the Mac)
and your anchor point movesto the
new location, just like thet!

Drawing thetricky anchor pointswith the Pen tool

A bit of practice with curves and smooth anchor points may get you used to smooth trangtions from one line segment
to another. Those anchor points arefairly easy to create just click and drag anew point, and whammo! you havea
smooth anchor point. But both the curved-corner anchor point and the combination-corner anchor point are alittle
trickier they dwaysrequiretwo steps. Still, they can t scare aveteran of the draggin wars. Not a bit.

Curved-corner anchor pointsrevisited

Because curved-corner anchor points have two curves sticking out of them (one on each side), they need two
direction points (one for each curve). But because these points are anchoring independent curves, you have to make
those direction pointsindependent of each other. Here sthe move: Asyou re dragging out a smooth anchor point,
you can quickly changeit into a curved-corner anchor point by pressing and releasing the Alt key (Option on the
Mac). Doing so breaks the control-handle linesinto independent lines.

Be sureto make your origina line segment the proper length and angle before you pressthe Alt key (Optionon a
Mac). After you pressthe key, the only way to edit the lineisto stop drawing and modify it with the Direct Selection
tool. See Chapter 6 for al sorts of grest tips on how to get the most out of point adjustment by using the Direct
Sdection tool.
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Combination-corner anchor pointsrevisited

Using asimilar fancy move, you can create combination-corner points from smooth or straight-corner anchor points
whileyou re drawing. Here s how:

Togofrom astraight lineinto a curved line, asyou re drawing asmooth anchor point, pressthe Alt key
(Option on aMac) after you click but before you release the mouse button. This action letsyou drag the
direction point for the next line ssgment without affecting the previous segment as I llustrator normally does.
To create the curve, drag the direction point to wherever you need it.

Togo from one curved lineinto another (with acurved-corner point instead of a smooth point), click and
drag as though you were cregting asmooth point. After you have thefirst curve the way you want it, but
before you release the mouse button, pressthe Alt key (Option on aMac). As soon asyou press Alt
(Option on aMac), the second direction point movesindependently of thefirst. Usethis Alt (Optionon a
Mac) technique to move the direction point to wherever you need it.

These two techniques take alittle practice because so much depends on the timing of when you press Alt (Option on

aMac). Dont worry, though. If you dont get it right thefirst time, you aways have the Convert Anchor Point tool to
fal back on.
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Drawing Shapes with the Pen Tool

This section walks you through drawing some other basic shapes  because knowing the best waysto do that can
make the more complex shapes much easier to draw. Take, for example, agarden-variety circle shapesdont get
any smpler thanthat . . . or do they? When you draw onein Illustrator, you can get widely differing results with the
Pen toal.

Drawing a sad, lumpy circle with the Pen tool

Y ou re probably saying to yourself, Why would anyone be foolish enough to draw acircle by using the Pen tool
when you can draw a perfect circlein asingle step by using the Ellipsetool ? (which | cover in Chapter 4). A couple
of reasons are

Practice makes perfect. A circleisan object made entirely of smooth anchor points. Master the circle and
you re the master of smooth curves!

The Ellipse tool makes perfect circles every time. Sometimes you may want to be alittle more cregtive
than that, and drawing the imperfect circle you want with the Pen tool can be alot faster than modifying a
perfect circle created with the Ellipse toal.

So, without further ado, follow these steps, as sh%n in Figure 7-10:
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Figure 7-10: Drawing acircle (sort of) by using the Pen tool.
1.

Hold down the Shift key and click and drag to theright with the Pen tool; extend the direction point
line about 1/4 inch.
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Keep pressing the Shift key, click about 1/2 inch above and to theright of thefirst anchor point,
and drag up about 1/4inch.

You vedrawn an eye-pleasing arc  kind of a skateboard-ramp sortathing.

Keep pressing the Shift key, click about 1/2 inch above the second anchor point (directly abovethe
first anchor point), and drag left about 1/4 inch.

Y ou vedrawn alovely hdf circle. Y ou re actualy more than hafway there.

With your left hand developing a cramp from holding down the Shift key, click about 1/2 inch to the
left of thefirst anchor point and directly opposite the second anchor point, and then drag down
about /4 inch.

(You can probably guesswhere | m going with thislast click. . . .)

Click thefirst anchor point, dragto theright about 1/4 inch, and then (finally) release the Shift key.

Y our cregtion isaperfectly lumpy circlel If your circleisnt asround as you want, select the Direct Selection
tool (the hollow arrow) and tweak the points and direction points until the circle looks less lumpy.
Tip

Congratulations you just drew a
circle! Try drawing asecond circle by
using the same steps. And another. You
Il find that not only does each circle get
easer and better, but you Il have much
more control whenever you create a
smooth curve anywhere.

Drawing a heart

Ah, ared chalenge. None of this circle stuff for you! Still, smilaritiesto the circle abound. Y ou do need four anchor
points two of them smooth points. And most of the anchor points need to bein smilar positions to the anchor points
you drew for the circle. Hmmm. Figure 7-11 shows the procedurein dl its glory. Just complete the following steps:

1.

Click and drag up about 1/4 inch; usethe Shift key to congtrain the angle of the direction point line
to a perfectly vertical line.

Moveyour cursor about 3/4 inch above and 1/2 inch to theright of thefirst anchor point and click
and drag up about 1/4 inch. Use the Shift key to constrain the angle of the direction point.

Moveyour cursor about 1/2 inch to theleft and abovethefirst anchor point, and then click and
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drag down about 1/4 inch.

This procedure is dmost too easy, isnt it? Well, take heart (so to speak). The next step tests your mettle.

4,
Pressthe Alt key (Option on a Mac), click theanchor point you just created, and drag up about 1/4
inch.
This action breaks the two control-handle lines and sets you up for anice, curved-corner point at the top of
the heart.
5.
Moveyour cursor about 1/2 inch to theleft of thelast anchor point and then click and drag down
about 1/4inch.
Tip
Again, you can pressthe Shift key to
make sure you re dragging a perfectly
verticd line.
6.
Moveyour cursor onto thefirst point, pressthe Alt key (Option on aMac) and click and drag
down about 1/4 inch.
This completes the heart. With al the practice you have, this shape probably looks alot better than that circle
you drew in the previous exercise.
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Figure 7-11: Drawing a heart with the Pen tool
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Chapter 8: Creating Straight and
Curved Lineswithout the Pen
Tool

Overview
In This Chapter
| Discovering why the world lovesto draw with the Pencil tool

Generating paths with the Pencil tool
Editing existing paths
Using the Pencil tool preferences settings
Smoothing out bumpy paths easily
Deciding when to use the Pen or Pencil tool

Using the Line Segment tool

Creating and editing an arc



This document is created with the unregistered version of CHM2PDF Pilot

Drawing amazing spirds

In the beginning, there was the Pen tool. And users said that the Pen tool was good. But the users also said that the
Pen tool wastoo hard. And too frustrating. And inefficient for quickly creating paths. And the users griped. And
behold! Adobe gave them the Pencil tool the wondrous, magica Pencil tool that makes creating paths as easy as
drawing with a, well, pencil. And there was gresat rejoicing. But Adobe wasn t content to stop there, asyou re also
blessed with three other tools the Line Segment, Arc, and Spird tools.

In this chapter, you find out al about the Pencil tool and its buddies, the Line Segment, Arc, and Spird tools. You
discover how to create and modify paths, and customize these tools to match your persona drawing style. And then
you canjoininthergoicing!
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Using the Pencil Tool as a Pencil

&,

Computer mice (mouses?) have never been good drawing tools; often you need a steady hand and more patience
than the guy at the mal in the Santa suit needs. That was then. These days, the lllustrator Pencil tool makes even the
most hopped-up-on-caffeine, impatient Picasso-wannabe into acomputer artist. (Just looking at it makes you fed
better about drawing, doesnt it?)

Minimal effort and hefty stressreduction

The whole idea behind the Pencil tool isto let you draw exactly what you want  as quickly or dowly asyou want.
Regardless of the speed at which you draw, the resulting path appears the same (a nice thought for those of uson a
deadline).

The Pencil tool can create smooth lines even when you rejittering around. (Unlessyou dont wantitto inwhich
case it makesfunky jittery lines.) The Pencil tool isadso intuitive. It lookslike apencil, and when you click and drag
with it, it creates aline that more or lessfollows where you dragged, pretty much asarea pencil would do. (For
contrast, look at the Pentool. It looks like apen, and yet it does nothing even remotely penlike!) And it allowsyou to
fix your mistakes without ever having to push or pull apoint or ahandle.

Thefollowing steps (deftly illustrated in Figure 8-1) show you how to use the Pencil tool:
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Figure 8-1: Drawing with the Pencil tool.
1.

Choose the Pencil tool from itsdot in the Toolbox.

Y our cursor changesinto (surprisel) apencil.

Click and drag in the Document window. Asyou drag, a dotted line appears.

Think of these dots as breadcrumbs that show you where you ve been.



This document is created with the unregistered version of CHM2PDF Pilot

.

Release the mouse button after you amass a nicelittletrail of breadcrumbs (dots).

A path forms where the breadcrumbs were. (If Hansel and Gretel had used the Pencil tool, that poor witch
would bedivetoday.)

2 If you stop drawing with the Pencil tool, you can just start up where you left off  smply by clicking at theend
of the path and continuing. Be careful, though. If you don t click close enough to the end of the path, you start a
whole new path. Fortunatdly, the Pencil tool tells you when you rein the right place. When you re cregting anew
path, alittle X appearsto theright of thetip of the Pencil (shown at the bottom in the margin). When you re close
enough to aselected path to add to it, the X disappears (shown at the top in the margin).

A few unexpected exceptionsto all thisbliss

Y ou reright. Using the Pencil tool does sound too easy. Although the Pencil tool is undeniably wonderful, it can
cause frudtration (or at least uncertainty) in the unwary. Here are instances to watch out for (and avoid if possible):

You cant continueyour path. You need to select apath in order to add to it. For example, if you stop
drawing, do something that desdlects the path, and then return to drawing your path, you create a second
path instead of extending thefirst one. To continue the path you were originally working on, you must select it
before you start drawing again with the Pencil toal. Click the path, let go of the Cirl key (0 onaMac), and
dart drawing, starting at either end of the newly selected path.

Remember
To get to the selection cursor right away, hold down
the Ctrl key (0 onaMaeac).

Y ou accidentally edit an existing path. If you start anew Pencil path near a selected path, you can edit
the sdlected path instead of creating anew one. In fact, you can do so with any path that was created with
the Pen, Pencil, Line Segment, Arc, Spird, Star, or any other tool in [llustrator. Y ou can edit any of them
with the Pencil tool. (So isthe Pencil versatile or overzealous? Your cal.)

You createa path that stoo lumpy or too smooth. You can set up the Pencil tool to be very smooth or
very accurate. (In this case, accurate redly meansthat it followsal the skittles and bumps you make asyou
draw). If someone you love changes the Pencil tool preferences (which you can access by double-clicking
the Pencil toal), the Pencil retains those settings. Pencil tool preferences are loyd to the most recent user;
they never returnto their original settings.

You get awacky fill or stroke asyou draw. Thisstuation redly isnt the Pencil tool sfault, but it snot
exactly unknown to habitual Pencil tool users. If, before you start to draw, anameless somebody satsthefill
or stroke to something alittle odd, boom! you get amess. Fortunately, you can change thefill or stroke back
to the default settings by pressing D. Before you know it, you re back to normal. (Well, at least the path is. .

)
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You can t close a path. Often when you use the Pencil tool in an attempt to create a closed path (by ending
the path where you started), you wind up with two pointsthat are very close to one another without actually
being joined. For some reason, the Pencil tool has ahard time making a closed path if you draw the entire
path with one continuous stroke. When you near the end of the path, hold down the Alt key (Optionon a
Mac) and release the mouse with Alt (Option on aMac) still pressed when the end of the line that you are
drawing is near the beginning. The two ends of your path will be joined together.

You cant draw a straight line. In lllustrator, pressing the Shift key doesn t keegp the Pencil tool on a
horizonta or vertical plane. Just about every other tool in Illustrator draws or movesin straight lines at 45°
angles. Infact, just about every other tool in every Adobe product moves or drawsin straight lines when you
hold the Shift key down! But the Pencil tool cant even think straight! Fortunately, you can switch over to the
Pen tool to draw straight lines and then switch back to the Pencil tool to creste the rest of the drawing.
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Cherishing the Multipur pose Pencil Tool

If you ever had one of those pocketknives with enough bladesto do or fix anything, you can appreciate how much
more the Pencil tool does than amere pencil! Use the amazing Pencil tool to edit existing paths, creste new paths,
append one path to another, and close existing paths.

5|

way you want to draw, by setting its preferences. Y ou can a so use variations on the Pencil tool: the Smooth tool and
the Eraser tool. The Pencil toold ot contains these two other pencillike tools. Use the Smooth tool (which lookslikea
striped pencil) to make paths less bumpy, with nary asmear. Use the Eraser tool (an upside-down pencil) to zap
away portions of paths, leaving no rubber crumbsto get into your keyboard.

M aking the Pencil tool work just for you

Y ou can st preferences for the Pencil tool by double-clicking the Pencil tool in the Toolbox. Figure 8-2 showsthe
Pencil Tool Preferences dialog box. Straight out of the box, the Pencil tool works pretty well. But to be honest, it s
redlly set up to work reasonably well for everyone and not set up to work aswell asit possibly can for you. Usethe
Pencil tool preferences to make the tool work just for you, and don t settle for less than the best!

Pencil Taol Preferences

Talerances [
Fidelity: pixels E
= nce
Smoothness: [0 | % [ Reser |

=

options
[ Keep selected
A Edit selected paths

Withinz !lz pikels

Figure 8-2: With the Pencil Tool Preferences didog box, you can change the attributes of the Pencil tool.

Hi-fi and lo-fi paths

Thefirst dider under Tolerances (at the top of the didog box; refer to Figure 8-2) islabeled Fidelity. Nope, nothing
to do with divorce courts thiskind of fiddlity affects how closdly the path follows where you drag the Pencil tool. A
high setting (toward the left of the didog box) meansthat the path matches precisely what you drew with the Pencil,
adding as many points and corners as necessary. A low setting (toward the right of the dialog box) meansthat the
path loosdly followswhat you drew, making asmoother line with fewer points. Paths created with the Fiddlity dider
al theway to the left gppear more naturd and bumpy; paths drawn with the dider al the way to the right appear
smoother and more computerlike. Compare the images shown in Figure 8-3. ThisFiddlity settingisnt just an
arbitrary specid effect; it saway to make the Pencil tool match your persona drawing style.
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High Fidedlity Low Fidelity

Figure 8-3: The path on the left was drawn with aFidelity setting of .5 pixels; the path on the right was drawn with a
Fddity setting of 20 pixes.

Fidelity ismeasured in pixels. A pixel can mean many things asaunit of measurement. Inthiscase, apixel referstoa
distance on your screen. (For more information, see the sdebar Just how big IS apixe ?)

Drawing with the mouse is about as easy as drawing with abrick; the lines you make tend to be pretty shaky. The
Fiddlity dider determines how shaky your hand can be and still produce asmooth line. Asyou use the Pencil todl,
you cregte a breadcrumb trail (adotted line). After you release the mouse button, your computer pauses for asplit
second to create an imaginary linethat sthe average of al the movement you just made with the mouse. Then
[llustrator compares that imaginary line with your breadcrumb trail and createsthe actual path based on the Fiddlity
dider sstting.

Suppose that your Fiddlity setting is 20 pixdls the lowest Fiddlity setting possible. Asyou draw your naturaly shaky
line, you move away from theimaginary average line. With asetting of 20 pixels, Illustrator assumesthat everything
lessthan 20 pixels away from that imaginary lineis unintentiona shaking, induced by the unwieldy nature of the mouse
(or by too much caffeine), so lllustrator just ignoresthat stuff when it creates the path. Every-thing more than 20
pixelsaway isconsdered intentiona, which prompts Illustrator to put in acurve or acorner point.

All thisisjust an extended way of saying that if you re at one with yourself and the Universe and are aZen master of
mouse movement, you want to keep your Fiddlity settings high. That way, you only move the mouse to exactly where
you want the path, and you don t have Illustrator second-guessing what you really intended. However, if you have
redlly shaky hands (as most of us do when we get too much caffeine and not enough segp), you probably want to
usealow Fiddity setting. More than likely, you fal somewhere between these two extremes. So just double-click the
Pencil tool and set the Fiddlity dider to match your stylel

Now, that is smooth!

The second dider (refer to Figure 8-2) isalittle harder for most people to figure out. The dlider reads Smoothness
but didn t thefirst dider smooth out the image? Drawing with the mouse can be pretty shaky, o this setting helps
compensate for the shakinessin adightly different way from the Fiddity setting. The Fiddlity setting helps I llustrator
determine whether you drew the path because you meant to or if it was just because of the shaky mouse.

The Smoothness setting hel ps [ lustrator figure out what kind of corner you meant to create when you ddliberately
changed the direction of the path. When you change the direction of apath, you can do it with asharp corner point
or with asmooth, curving point. When [llustrator converts your breadcrumb trail into a path, it must determine which
of these points you truly intended to use. A Smoothness setting of 0% makes the Pencil tool use a corner point
amost everywhere that the path changes direction. A Smoothness setting of 100% makes the Pencil tool usea
smooth point in dl but the most extreme path direction changes.
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Again, the setting that works best for you isamatter of your persona style. If your lines are as shaky asaballoon
vendor at a porcupine convention, set your Smoothness setting to 100%. If your hands are as steady as agundinger
inaWestern movie, leaveit set to 0%. Otherwise, experiment until you find the right setting for you. Figure 8-4
shows the same image created with different Smooth- ness settings. Note how the settings change the way the
drawings|ook.

Technicd Stuff
At first glance, the differences between the
drawingsontheright in Figures 8-3 (low
Fiddity) and 8-4 (high Smoothness) appear
minimal. However, |looks can be deceiving. The
Smoothness and Fiddlity settings are actualy two
distinct gpproaches to making a path: A low
Fiddlity setting crestesasmplified curve by
following the path you draw more loosely and
using fewer points, ahigh Smoothness setting
creates asmoother curve by using different types
of points (smooth points as opposed to corner
points) to create the path. Which is better? It
really depends on your drawing style and some
experimenting!

Low Smoothness High Smoothness

Figure 8-4: At left, a Smoothness setting of 0%; at right, a Smooth-ness setting of 100%.
Tweaking the Pencil tool: It syour option
Under Optionsin the Pencil Tool Preferences dialog box, you find two options. Keep Selected and Edit Selected

Paths. These settings determine what happens to the path after you draw it and how the Pencil tool interacts with that
path (or with other selected paths).

With Keep Selected checked: The path you just created with the Pencil tool stays selected after you finish
drawing and release the mouse button.

With Keep Selected unchecked: The path you just created doesn t stay selected. (But you knew that.)
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The Keep Selected option aso determines how the Pencil tool affects selected paths, asfollows:

Edit Selected Paths: When you use the Pencil tool near any selected path (with the Keep Selected option
checked), the path you just drew with the Pencil tool replaces the previous path. Y ou can even adjust how
close you need to beto that path to edit it; just tweak the Within setting, located just beneath the Edit
Sdlected Paths option.
Remember
When the Edit Selected Paths option is not checked,
the Pencil tool works the same regardiess of whether
Keep Selected is checked or unchecked. When the
Edit Selected Paths option is checked, it changesthe
way the Pencil tool works. Instead of moving on to
create anew path when you draw near a selected
path, you linger over the old oneto modify it.

With Keep Selected checked: You can start drawing apath, stop, and then continue where you left off. If
you decide to replace the path, you can place the Pencil tool near the path you just drew and start drawing a
new one. (Poof. The old one disappears.) But beware: Y ou have forbidden the Pencil tool to draw multiple
paths that are close together.

With Keep Selected and Edit Selected Paths checked: Every stroke you make that s close to another
selected stroke replaces the old stroke with the new stroke.

With Keep Selected unchecked: The Pencil tool can change only the paths you tdll it to change (by first
using asdlection tool). By removing the check mark from Keep Selected, you enable the Pencil to draw hair
or grass (for instance) with utter abandon. With Keep Selected unchecked you can aso edit hair or grass,
but don t forget to select the part you want to edit (by first using a sdection toal).

Changing the path not penciled

A redlly amazing attribute of the Pencil tool isthat you can useit to edit any path, and not just the paths created with
it. For example, you can edit acircle, gar, or path drawn with the Pen tool. Y ou can replace any portion of any path
with the Pencil tool, provided that the path is selected and the Edit Selected Path option is checked in the Pencil Tool
Preferences dialog box. (See the section, Making the Pencil tool work just for you, earlier in this chapter.) Just
make sure that the path isselected and then click and drag near the path to reshapeit. The following stepswalk you
through the process of editing an existing path:

1.

Using any selection tool, select the path you want to modify.

The path need not have been created with the Pencil tool.
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Sdlect the Pencil tool.

3.
Click near thepart of the path you want to modify.
Tip
When thelittle X at the bottom right of
the Pencil tool disappears, you know
that you re close enough to click.
4,
Click and drag a new shapefor the part of the path.
Y ou can create any shape you want, but it must start and end near the existing path; otherwise, the new path
won t reconnect with the old path.
5.
Release the mouse button.

The path reshapesitsdf into the new path you just drew.
Working with the all-natural Smoothie tool

Usethelllustrator Smooth tool to make your paths, well, smoother. (Not that you need meto tell you that, huh?)
The Smooth tool lets you change the way a path looks after it sdrawn, in the same way that the Pencil tool letsyou
change the way apath looks asit sbeing drawn.

Drag the Smooth tool over any sdlected path to smooth it. Y ou aren t limited to smoothing paths drawn with the
Pencil toal; you can smooth any path in Illustrator. Y our results, however, depend on the path that you re smoothing
(if you try smoothing a path that s already smooth, you aren t going to see much difference) and on the Smooth tool
preferences.

Y ou access the Smooth tool preferences by double-clicking the Smooth tool. The only two settings are Fiddlity and
Smoothness. These settings function identicaly to the settingsin the Pencil Tool Preferences dialog box. (Seethe
section, Making the Pencil tool work just for you, earlier in thischapter.) The only differenceisthat you apply them
to linesthat have dready been drawn. Just sweep over them with the Smooth tool, and the result isasiif you drew

those paths by using different Pencil tool preferences settings.
.pa Just how big ISa pixe?
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Technical Stuff

That question has no easy answer, my friend. In
the olden days, a pixd was 1/72 of aninch
becalise computer screens used afixed grid of
72 pixelsx 72 pixelsfor every inch of screen.
Nowadays, we use multisync monitorsthet let us
change the number of pixels on the screen. How
big isapixe? Take the current resolution of your
monitor, divide by itssize, and then. . . . Better
yet, forget dl that and just pay attention to how
the Pencil tool workswith different Fiddlity
settings. Choose the one that works best for you,
and don t worry about the numbers!

Asyou may expect, using the Smooth tool is pretty smooth. Here sthedrill (or isit asander?), as shown in Figure

8-5:

Figure 8-5: The Smooth toal in action.
1.

Using any selection tool, select the path that you want to smooth.

2.

Drag the Smooth tool on or near the path that you want to smooth.

Et voilal The path is smooth.

Tip

The Eraser tool isso basic that it doesn
t even warrant its own section. To use
thetool, smply click and drag the tool
over the portion of the path you want to
remove. It may take a couple of swipes
to eliminate what you want, so be
patient. The Eraser tool also works
with any path not just those created
with the Pencil tool. Also, with the
Eraser tool, you dont haveto set
preferences.
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Using the Pen with the Pencil

The Pen and Pencil tools are the primary toolsfor drawing in lllustrator, and they work really well together. Asyou
gain aknack for knowing which tool to use when, your work flows more smoothly and your illustrations look more
and more the way you want them to.

Swapping onetool for another

A common technique that s useful for combining the Pen and Pencil toolsisto switch between them while drawing.
Y ou can click each tool whenever you decide to change from one to the other, but the redly zippy way to do thisis
to press the key that corresponds to each tool. Pressthe P key (on your keyboard) to switch to the Pen tool and
pressthe N key to switch to the Pencil tool.

Asyour drawing changes from free-flowing curvesto precise straight lines and back, you want to change between
thetwo tools: Just click the endpoint of the path you were previoudy drawing with the other tool and then continue
drawing.

Tip
Weatch thoseicons! Working with the
Pen and Pencil tools together is much
eader if you pay atention to what the
icons are doing. When the Pentool is
over an endpoint, alittledash (/)
appearsto the lower right of the pen
icon. When you re about to close a
path, ahollow circle appears besde the
tool. When you have the Pencil toal in
pogition to edit a path, itsicon doesnt
have anything besideit. Both tools,
however, get Xs beside them when
they re about to create anew path.

Precision versus speed: You makethe call

Keep in mind the types of shapes and paths that are best drawn with each tool. Here s abreakdown of the shapes
and paths each tool draws best.

Shapes and paths best drawn with the Pen tool

To draw anything with straight lines, choose the Pen tool because the Pencil tool redlly cant draw astraight line. To
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create a path or shape that has a smooth curve, you choose the Pen tool because the line the Pencil tool createsis
just an average of thetota strokes you make, which means absolute precision isimpossible. Findly, to trace alogo
or other scanned art that requires precision and accuracy, you re better off choosing the Pen tool because it offers
you precision down to the thousandth of amillimeter.

Shapes and paths best drawn with the Pencil tool

When speed is more important than accuracy in your drawing; for example, when you need to put alot of hairs onto
your lovely kiwi-fruit illustration, and the precise length and position of each and every hair doesn t matter, choose the
Pencil tool. For quick sketching, such as doodling an insulting picture of your favorite co-worker, choose the Pencil
tool because you don t have to worry about each and every point and handle the way you do with the Pen tool. The
Pencil tool lets you focus on cregting the lines where they should be and lets Illustrator do the rest of the work for
you. (Ah, progress.)
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Lines Made Quick and Easy

Y ou know you can t draw astraight line with the Pencil tool, and you ve seen how tedious the Pen tool can be. So,
you re probably thinking that drawing aline would be easier with that gloppy rapidograph pen and ametd ruler. Don
t fret! The powers at Adobe have bestowed yet another tool for pen-phobic users: the Line Segment tool. With the
Line Segment tool, you can make lines quickly and easlly.

Working with the Line Segment tool

N

To create aline with the Line Segment tool, simply click at your desired starting point, drag, and release at your
desired ending point. Y ou can aso click your Artboard with the Line Segment tool selected, enter adesired angle
and length in the Line Segment Tool Options dialog box and click OK. Like most thingsthet are super easy, the Line
Segment tool hasits drawbacks. For example, you re limited to creating asingleline, as shownin Figure 8-6. Y ou
cant create connecting lines like you can with the Pen or Pencil tools. Y ou can, however, create linesthat are
perfectly vertica, horizontal, or at 45° angles. Just press the Shift key asyou draw. You |l discover that asyou drag
your cursor, your line condtrainsto a45° angle. After you create your line, you can edit it by selecting and moving
either endpoint with the Direct Sdlection toal.

//\

\fﬂf

Figure 8-6: Line Segment tool lines are easy, but limited to single strokes.

Setting the tool options

Double-clicking the Line Segment tool in the Toolbox brings up the Line Segment Tool Optionsdiaog box, in which
you find only afew options: Length, Angle, and Fill Line. By desdlecting the Fill Line option, theline appearswith
only astroke, regardless of whether you have afill selected in the Toolbox or Color paette. After you complete the
drawing of your line, the Fill swatch in both the Toolbox and Color palette automaticaly revertsto None.
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Curvy with the Arc Tool

In Chapter 7, | tell you how to create a curve with the Pentool  a sometimes painful two-step click-and-drag
process. With the Arc tool, however, dl you doisjust click and drag. The longer you drag, the larger the arc. The
angleyou drag affectsthe angle of the arc. That sit. If only everything in life were so smple. To edit your arc, tregt it
isasyou would any other curve. Usethe Direct Selection tool to select and move ether of the anchor points or
direction points on the curve. See Chapter 6 for the complete editing lowdown.

Getting the arc you want

Maybe you re the finicky type and not completely satisfied with the arc crested by using the default settings.
Fortunately, the optionsin the Arc Segment Tool Options dialog box are numerous. Double-click the Arc tool to
bring up the diaog box shown in Figure 8-7. The best thing about this dialog box isthat it gives you a preview of the
seitings as you adjust them.

Arc Segment Tool Options

Lenigth X-Axis 148 pt n r’ oK !

Length Y-Axis 100 i 7 Cames

Type Pprn _:]

Base Along X Axis 5 Fad
F.
/

Concave  Shope: |50 Convex

TIFill Are

Figure 8-7: Design your arc here.

The preview thumbnail givesanice visud representation of what hgppensto the arc as you change the lengths of the
X (horizontd) and Y (vertical) axes. Y ou have the choice of thetype of arc  open or closed (think adice of pizza).

Y ou can a'so choose where the base of your arc isanchored ether the X or Y axis. The dope dider dlowsyou to
adjust how concave (pushed in) or convex (pushed out) your curve appears. Figure 8-8 shows examples of both
concave and convex closed arcs. Desdlect the Fill Arc option to create arcs with no fill, regardless of whether afill is
selected or not. The small square to the left of the OK button isa proxy box, which alows you to specify the point of
origin for thearc.

Cornvex closad arc LConcave closed anc

Figure 8-8: Two types of closed arcs.
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Tip
When you sdlect the Arc tool and click
your Artboard, the Arc Segment Tool
Options didog box appears (just likeit
did when you double-clicked the Arc
toal). Whenyou click OK, anarcis
drawn with the settings established in
thediaog box . . . no dragging required!

Spiraling out of control

Spirasare notorioudy hard to draw (without the Spiral tool). Using the Pen tool, you d have to set up acomplex grid
and dign points and direction points until the cows came home, had agood night srest, went to work for the day,
and then came home yet again. It sredlly, redly hard. But the Spiral tool alowsyou to quickly creete dl sorts of
snazzy-looking spirds from aloose-looking gaaxy or whirlpool to the super-tight grooves on a45 rpm record (ask
your grandparents, kids). Figure 8-9 shows some spiraly artwork created primarily with the Spira toal.

Figure 8-9: Spiras created with the Spiral tool.

To customize aspird, you hold down one of the following keys as you drag:

Up/Down Arrow: Adds or deletesthe winds of the spira asyou re drawing it.

Ctrl (00 on aMac): Windsor unwindsthe spird (the outside moves, but the center stayswhereit is, making
the spird tighter or looser), which changes the number of winds.

Spacebar: Allowsyou to move the spird around with the mouse asyou draw it.
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Tilde (~): Creates multiple spirals asyou draw.

Click the Artboard with the Spird tool sdected (instead of clicking and dragging) to open the Spira didog box, as
shownin Figure 8-10. In the Spira diaog box, the Radius option is the distance from the center of the spiral toits
outermost point. The Decay option determines how much larger or smaler each coil of the spiral isfrom the previous
coil. Vaues closeto 100% result in atight spiral, and 100% resultsin a perfect circle. The Segments option
determines how many coils make up the spird. Each wind of the spiral is made of 4 segments; if you want 5 coilsin
the spird, type 20 in the Segmentsfield.
E Spiral

-

— Options E ’
Radius: |66.502 pt

f LY

Cancel
Decay: |91.38 % B ——

Segments: [2113

Style: (#) @'}
SHG)

Figure 8-10: Use optionsin the Spira dialog box to set the spird'stightness.
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Chapter 9: Creating M agnificent
Brushstrokes

Overviaw

In This Chapter

Understanding why the Paintbrush is unlike the Pen and Pencil tools
Creating brushes from Illustrator artwork

Looking at the four brush types

Hardcore users of Illustrator would never call it a painting program. So what if you can mix colorsand usea
paintbrush tool: To hardcore users, painting programs are what you d call 1980 s pixel-based crudlike SuperPaint
and MacPaint. Only drawing and illustration programs are vector-based. Regardless of what the hardcore users
think, lllustrator has some of the most powerful painting capabilities of any graphics program, vector- or pixe-based.

&

What, for example, would you cdl thistool inthe margin? In Illustrator, its name is the Paintbrush tool, but it salso a
least one-third magic wand (the kind magicians use, not the lllustrator Magic Wand tool). In this chapter, you
discover the magic of the Paintbrush tool and the wonders of vector-based brush strokes. Y ou get to push the
definitionsof brush by creating brushstrokes of every conceivable size and shape, from brushes that make smple
caligraphic strokes to brushes that make strokes using other Illustrator artwork.
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Brushing Where No Stroke Has Gone Before

Brushes are wildly crestive strokes that you can apply to paths. If you think of them thisway, brushes become much
eader to get ahandle on (especidly if they makeyou, er, bristle with frustration).

Brushes, asshown in Figure 9-1, can be any of four different types: Art brushes, Scatter brushes, Calligraphic
brushes, and Pattern brushes.

Figure 9-1: From |€ft to right, examples of painting with an Art brush, a Scatter brush, aCaligraphic brush, and a
Pattern brush.

Art brushes. Stretch asingle piece of artwork adong an entire path.

Scatter brushes. Scatter artwork around a path. The artwork is repeated, scaled, and rotated randomly.
The Scatter brush isoddly smilar to the Symbol Sprayer, but you find digtinct differences, which | point out
later in this chapter.

Calligraphic brushes: Emulate drawing or writing with acaligraphy pen.

Pattern brushes. Repesat artwork adong a path that you draw with the Paintbrush tool. Unlike the random
Scatter brush, the Pattern brush repeats the artwork in a precise pattern.

Thelllustrator Brushes palette, shown in Figure 9-2, contains samples of each of the four brush types. (Choose
Window Brushesto display the Brushes palette.) In addition, seethe Creating a New Brush section, later inthis
chapter, for help on taking virtualy anything that you create in Illustrator and turning it into abrush.
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Figure 9-2: The default Brushes pdettein lllustrator contains a smattering of the four different types of brushes.

Embracing your inner artist

Regardless of your artistic background or intentions, you can make astounding artwork by using the Paintbrush tool
in combination with the different types of brushes. Of course, someone with an utter vacuum of talent (or more than
the legdly alowed measure of bad taste) may have an uphill battle to create something that looks good. Even so, you
may be surprised at how quickly you can tool up some snazzy images, as shown in Figure 9-3, by usng the
Paintbrush evenif you re new to computer graphics. (Y our secret is safe with us.) Just follow these steps:
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Figure 9-3: Creating wild and wacky strokes
1.
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Choose the Paintbrush tool from the Toolbox.

Y our cursor changesinto alittle paintbrush.

Choose Window Brush Libraries Artistic Sample.

After you rel ease the mouse button, the Artistic Sample brush pal ette appears quicker than you can say
Jackson Pollock.

Click theChalk Art brush.

Topmost in the palette, this brush looks like what you get by rubbing agtick of black pastdl sideways againgt
rough construction paper.

Click and drag with the Paintbrush tool to draw a path where you want your new stroketo be.

Release the mouse button.

The path you drew becomes the stroke of the brush that you chose. In this case, the Chalk Art brush srough

pastel stroke stretches aong the entire length of the path. With the path <till selected, try clicking the other

brushesto get afed for how these brushes|ook.

Tip

Because brushes resde on paths, you
can change the position and dimensions
of any brushstroke just as you modify
any path. Y ou can use the Pencil tool to
reshape an exigting path, or if you re
redlly brave, you can use the Direct
Sdlection tool to push and pull points
and handles around until the
brushstroke looks the way you warnt.

The Paintbrush tool options

The Paintbrush tool offers severa optionsthat you can use to customize theway it draws. All these options are found
in the Paintbrush Tool Preferences dialog box, shown in Figure 9-4, which appears after you double-click the
Paintbrush tool. These preferences function amost identically to the Pencil tool preferences, with one exception: the
Fill New Brush Strokes option. When you leave the check box for this option unchecked (which I recommend),
[llustrator automaticaly setsthe Fill color option to None. For amore exhaugtive and exhausting explanation of the
other settings, refer to Chapter 8 where | discuss the Pencil tool preferences the options are exactly the samein
both name and function.
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Painthrush Taol Preferences

__ Rdeiy: [ rixeis
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=

Options

= Fill new brush strokes
= Keep Selected

& Edit Selected Paths

within; [12_ | pleets

F-7

Figure 9-4: The Paint-brush Tool Preferences dialog box.
Tip

Why set the Fill color option to None?
The path you make with the Paintbrush
tool can contain afill color, but
brushstrokes can aso be randomly
placed pieces of artwork or have
unigue shapes. The stroke can appear
partly insde and partly outside thefill
color, which makesthefill seem
random and unrelated to your stroke.
Brusheswork better when you don t
useafill color with them.
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Creating a New Brush

Although Illustrator shipswith several hundred brushes, obsessively cresative folks can t stand to be limited to so few.
To create your own brushes, go right ahead by using darn near any set of pathsin Illustrator, as shown in Figure 9-5.
Furthermore, the process worksto create anew Art, Pattern, or Scatter brush (but not a Calligraphic brush, which

doesnt require externdl artworl<).

= 5] [ New Drash

- Sedect a bruvh type:
j Owvammcor )
4

) Merw Seatier Brusk E
e At Bl

) e Pattern Bruth

ame: T 0
[ Cantwl
Direckion
EEE)

Sirw
Wiathc | 100

[ Propartissal

Tlip
[ Mip Alang 9
ChripAcross T

Cadarization L

sethod: | mone i Srwibers .:
5, ] [T Talsls

Figure 9-5: Creating anew brush
1.

Create (or open a document with) artwork that you want to use asa brush.

Use any selection tool to select all the pathsin the artwork.

Click the New Brush button (it lookslike a piece of paper) at the bottom of the Brushes palette (or
choose New Brush from the Brushes palette pop-up menu).

The New Brush dialog box appears and asks what type of brush you want to cregate.

Select New Art Brush, New Scatter Brush, or New Pattern Brush; then click OK.
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(For the purpose of thisexample, | select the New Art Brush option.) The Art Brush Options dialog box
appears.

Click OK to accept the default settings.

If you re concerned about accepting the default settingsin the Art Brush Options didog box, keep in mind
that you can aways make changes to the Art Brush options by double-clicking the Art brush itsdlf in the
Brushes pdette. | talk about al those different optionsin the section, Working with the Different Brush
Types, later in this chapter. These options have the same effect whether you re creating anew brush or
modifying an existing one.

The new Art brush appearsin the Brushes palette, ready for you to use.

Tip
Create dl sorts of interesting effects by
using text as Art brushes. Because
brushes can contain only paths (not text
objects), you must first change the text
into paths before you can makeit into a
brush. Select the text object with a
selection tool and then choose Type
Creste Outlines.
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Working with the Different Brush Types

Here are the four brush types and some options that you can use when painting with them.

Art brushesfor timeswhen you re a bit wacky

Art brushes take any Illustrator paths and stretch them along a path. Figure 9-6 shows severa examples of Art
brushes.

Figure 9-6: All these objects are (believeit or not) Art brushes.

Y ou can use severd Art Brush optionsto make Art brushes look exactly the way you want. Figure 9-7 showsthe
Art Brush Options dialog box, accessed by double-clicking any Art brush in the Brushes pa ette.

Art Brush Options

Name:
Preview
Direction
i
Size
Width;

] Proportional

Fip
[ Fip Mang q

[ Fip Acrass

Colorization

Method: (Nome 3]
Koy cotr

Figure 9-7: The Art Brush Options box.

Inthe Art Brush Options dialog box are avariety of optionsto affect the way the brush makes astroke. The
following list describes how to use some of those options:

Name: Give the brush a descriptive name here. This name appears when you choose View By Name from
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the Brushes pal ette pop-up menu.

Preview: Select the Preview option to see any stroke in your artwork that uses the brush stroke you re
changing. What you seeiswhat you get the stroke asit will look if you apply the new changes. Thisdoesnt
dter your actud artwork. Thisfeature is extremely handy because you don t have to remember what dl the
different settingsdo  you can just watch what happens after you change them!

Direction: Thisoption determines whether the graphic rotates clockwise or counterclockwise (relative to the
path) asyou sretchiit.

Size: With the Proportiona option selected, the artwork grows wider asthe path getslonger. With
Proportional option desdlected, the artwork stretches. Y ou can enter a scaling percentage in the Width box.

Flip: This option resembles the Direction option, except that it flips the artwork upside down instead of
roteting it.

Coalorization: Brushes havefill and stroke colors of their own. They are ordinary Illustrator artwork
endowed with the power to be brushes, meaning that distinct fill and stroke values are part of the dedl. The
Colorization setting determines whether the brush keeps the colors of the origind artwork or replacesthem
with Fill and Stroke colors from the Toolbox. A Method setting of None preservesthe origina artwork s
colors. Other settings blend the fill and stroke colors with the artwork. How they perform thismiracle
depends on the colorsin the origina artwork for the brush and on the specific options you choose.

Tip
Click the Tips button for avisud
illustration of the various colorization

stings.

Figure 9-8 shows the same brush with three different sets of options gpplied toit.
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Figure 9-8: The same brush changed by only one setting produces variationslike these.

Scatter brushesfor timeswhen you re a bit wacky
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Scatter brushes are smilar to Art brushes, they re made up of Illustrator paths. However, the smilarities end there.
Instead of stretching art along a path, Scatter brushestoss, fling, and scatter art along apath. Figure 9-9 showsthe

result of using a Scatter brush.
' 3
& ¥
> ¥ £
* e W\ o
*» ¥ <% ¥
» <
Figure 9-9: Thisartwork isactualy asingle path used as a Scatter brush.
Technicd Stuff

Scatter brushes have even more options than Art
brushes, but Scatter brushes need more options.
Imagine abrush of randomly scattered ladybugs
becoming abrush of organized |ladybugs that
follow the path you create with the brush. To
access the options of a Scatter brush,
double-click any existing Scatter brush to view
the Scatter Brush options dialog box (you seethe
same options when you create a new Scatter
brugh).

The Scatter brushes repeat and randomize artwork based on four variables: Size, Spacing, Scatter, and Rotation.

Y ou st the specific amounts for these options by dragging their respective didersto the left or right. How the brush
uses these values is determined by the method (Fixed, Random, or Pressure) that you sdlect in the drop-down list
boxesto the right of each dider. Thefollowing list describes how each method works:

Fixed: This method usesthe exact vaue in the associated text box, which you previoudy specified by using
the dider.

Random: Thismethod givesyou two didersinstead of one so that you can specify Minimum and Maximum
amounts of variance in the associated option. For example, after you set the Size to a Minimum vaue of 50%
and aMaximum vaue to 200%, the Scatter brush varies the artwork randomly between hdf itsorigind size
andtwiceitsorigind sze.

Pressure: Likewith Random, Pressure uses Minimum and Maximum amounts of variance in the associated
option. This method works only when you have a pressure-sengitive tablet hooked to your computer. This
featureis so coal that you may want to run out and buy one of these tablets, which is sort of usng amouse
except that you draw with a pen-like stylus. Instead of just painting or not painting (your only optionswith a
mouse), the stylus recognizes just how hard you press. The Minimum and Maximum settings correspond to
the amount of pressure. The lightest pressure uses the minimum vaue; the hardest pressure usesthe
Maximum vaue. The values you get vary according to just how hard you press.
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Two versions of the Scatter Brush Options dialog box appear in Figure 9-10. Next to each version is a brushstroke
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Figure 9-10: Two versions of the Scatter Brush Options dialog box and the artwork resulting from those options.

After you determine which method to use, set the diders on the left Sde of the dialog box to specify how you want
the artwork repeated along the path. Here are the options:

Size: Thisoption controlsthe size of the scattered objects relative to the origind.

Spacing: This option controls the amount of space that appears between the scattered objects.

Scatter: Thisoption controls how far away objects can scatter on either side of the path.

Rotation: Thisoption controls how the objects are rotated and whether they rerotated in relation to the
path or to the document. Figure 9-11 shows the difference between a Scatter brush rotation based on the
path (left) and one based on the page (right).
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Figure 9-11: The Scatter brush on the left is set to rotate at 90 relative to the path; the one on theright is set
to rotate at 90 relative to the page.

Y ou probably noticed the glaring smilarities between the Symbol Sprayer (discussed in detail in Chapter 4) and
Scatter brushes. Theresults are often visually identical, and the process of making Scatter brushesis much like
creating asymbol. Table 9-1 ligsthe differences between the two.

Table 9-1: Differences Between Scatter Brushes and the Symbol Sprayer

Thing

Components

Editability

Control

Examples

Good for

Symbolism Tools Scatter Brushes

Peths, type, pixel-based images Peths

ViaSymbolismtools ViaPencil or Direct Selection tools

Nonexact manipulation Eroecision changesviaOptionsdidog
X

Leaveson atree, grass blades, hair, wisps of smoke | Footprints, marching ants,

Flls Strokes

Pattern brushes too cool and utterly wacko

Pettern brushes (see Figure 9-12) are too cool for words, so | can just move on. Okay, no weasdling. For openers,
you can usefive different pieces of art for Pattern brushes rather than just one! Of course, that fact can also make
them difficult to create. Y ou need agraphic for straight lines and curves, onefor insgde corners, onefor outsde
corners, onefor the start of aline, and one for the end of aline. The results are worth the time and effort to make
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sure that these five graphics work together.

Figure 9-12: A sampling of the Pattern brushes.
Tip

Well, okay, if making five pieces of art
istoo timeintensive, you can get awvay
with using just one. The Side petternis
the key pattern. If you don't createfive
different graphics, the Pattern brush just
repests the Side pattern for any missing
pattern. But come on, now, that s
cheating. If you want eye-popping
results, make those five graphicsand
take full advantage of what this
wonderful brush can do.

Making the artwork for a Pattern brush

If you find that creating a Pattern brush is pretty tricky and counterintuitive, you re not done; alot of trid and error is
par for the course, especidly at firdt. Thefirst step in building a Pattern brush isto create the five pieces of artwork.
Before you can do that, however, you need to know just what these pieces of artwork are for. Double-click a
pattern brush in the Brushes pa ette to open the Pattern Brush Options dialog box for a peek at the possibilities.
Figure 9-13 shows the Pettern Brush Options dialog box, in which you tell Illustrator just where to put the artwork
on a path. Pattern brushes are context-sensitive: They know what the specific part of the path they areoniis
supposed to look like so they use the graphic that corresponds to that part of the path.
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Figure 9-13: Each Pattern brush title knows where it is on a path and uses the corresponding artwork.
Tip
Y oumay find it hepful to examine
exigting Pattern brushes. The Tile
Optionsligt in the Pattern Brush
Options didog box offersasampling.

Setting Pattern Brush options

The Pattern Brush Options didog box looks more complicated than it redlly is. Double-click any Pattern brushin the
Brushes paette, and the Pattern Brush Options diad og box appears, displaying the following features.

Tiles: These squares are thumbnail representations of each piece of artwork. Beneath each tile, agraphic
shows the artwork s position on the path. Click athumbnail to modify it by using the Tile Optionslis.

Tile Options. Click these optionsto change your pattern tiles. Click None to remove the selected tile s
graphic. (The Origind option isaready sdlected if you added your own graphics.) The remaining options
correspond to the Pattern swatchesin the Swatches palette. This arrangement enables you to use Pattern
swatches as an dternative to creating your own tiles.

Colorization and Flip: Seethe earlier section, Art brushesfor timeswhen you re abit wacky, for details
on these options.

Size: Usethe Scde option to enlarge or shrink thetiles as they run along the path. If they get too big, the
Spacing option enables you to increase the distance between tiles.
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Fit: Thisoption determines how thetiles get distorted to fit around spaces that don t quite match the five
different Tile types. The Stretch to Fit option distorts artwork the most, mashing it into whatever shapeiit
needsto be to fit the path. The Add Space to Fit option adds space between tiles to distort them aslittle as
possible. The Approximate Path option only works when the path is rectangular.

Positioning the artwork in the Pattern brush
After you create your graphics, think about what position each graphic isgoing to play. Y ou may find it helpful to

create asingle guidethat actually contains dl five positions, as shown in Figure 9-14. Use this graphic asaway of
visualizing how each graphic eement is going to work at the different points.

Figure 9-14: Cresting aguideline with al five pattern positions can be abig help when you creste the artwork for the
Pettern brush.

Using the guideline, create five pieces of artwork to correspond to the positions on the path. Knowing exactly how
each piece of the artwork needsto change in response to its position takes practice. Some differences can be subtle

(such as between the starting art and ending art) or obvious (such as between the side piece and corner pieces), as
shownin Figure 9-15.

I B T I N
K ek o %‘,5 ._Tﬁf:

Figure 9-15: Left to right; The tart, Side, outside corner, inside corner, and end pieces.

After you have dl the artwork, you re ready to create the Pattern brush. Forward, intrepid artist! Just follow these
steps:

1.

Select the Sidetile and click the New Brush button (it looks like a little piece of paper) in the
Brushes palette.

The New Brush dialog box appears.

Click the New Pattern Brush option and then click OK.
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The Pattern Brush Options dialog box appears, with the Sidetile in the proper position. (For arefresher on
how that looks, refer to Figure 9-13.)
3.

In thedialog box, give the new brush a name by typing it directly into the name box and click OK.

The new Pattern brush shows up in the Brushes palette. (Don t worry about the other options right now. |
come back to those!)

Technicaly, the new brush isready to useright now. (The side artwork fillsin the other pogitions.) But true artists (no
dackers herel) want to add the rest of the artwork to the brush. Naturaly, this part of the process getstricky. Notice

that the brush, asit currently gppearsin Figure 9-16, has Six dots, two of which arefilled by the sde artwork. The
remaining four dotsare for the remaining four pieces. The next set of steps creates them.
H T H

Brushes »
[ Brushes ™
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Figure 9-16: The new Pettern brush, awaiting the four remaining pieces.

Here show true artists (the aesthetically dedicated) add the rest of the artwork to the brush, one piece a atime:

1.

Sdlect theartwork and pressand hold down the Alt key (Option on a Mac).
2.

While holding down the Alt key (Option on a Mac), drag the artwork onto the Pattern brush, over
the appropriate dot, and then release the mouse button.
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Tip
You re over asot when abold, dark
line appears around the dot. Ah, but
how do you know what the appropriate
dotis? Thebrush hasno labd to tell
you what swhat. The Pattern Brush
Optionsdidog box obligingly labesthe
dots, but tragicaly the order of the
Pattern bushesin that dialog box does
not correspond to the order in the
Brushes paette. The only way to add a
new brush to the Pattern brushisto
hold down the Alt key (Optionon a
Mac) and drag it (kicking and
screaming) onto the dot in the Brushes
paette. But you reinluck! | labeled the
dotsin the brush for you in Figure 9-17.
So fed freeto usethe figure asamap.

Brushes 3

I “ -

4
2| Y% +Q

Cufed Cormes ik Sicke liles Irrar Cornes lile Stan tile Ered tile

Figure 9-17: The Pattern Brush with its dots labeled.
Warning

Nothing stops you from putting a
corner piece into the straight section or
vice versa. Pay careful atentionto
where you drop your artwork when
creating a pattern brush, or you can get
some nasty-looking art as aresult!

The Pattern Brush Options dialog box appears, displaying the artwork in its appropriate place.
Click OK.

Don t worry about the other options for now.

Drag all theremaining graphicsto their appointed places.
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Tip
Each timeyou add agraphic, the
Pattern Brush Options dia og box
appears again. Just click OK and keep

going.
Testing your new Pattern brush

When you findly have dl your graphicsin place, you can test the new brush by applying it to open and closed paths:
After making sure that the new brush is salected in the Brushes palette, you create two smple graphics. Anything you
create when abrush is selected uses that brush asits stroke, even when you aren t using the Paintbrush tool. Any
path will work, but because the Pattern brush uses different artwork at corners, testing the shape on an object that
has corners (such as arectangle) is helpful. In thisexample, | use the Rectangle tool to create a square. With the new
brush gtill selected, | choose the Paintbrush tool and paint asquiggly line. This procedure shows how the corner, side,
and end tileslook on both curved and straight lines. Testing thisway (as| did in Figure 9-18) gives you agood idea
of whether dl your artwork isworking well in the new brush.

Figure 9-18: The new Pattern brush tested on a square and asquiggle.
Tip
If any of your tilesaren t working,
tweak the originad artwork, select i,
and drag it back to the appropriate dot.

If you re suddenly inspired to create more Pattern brushes, agood way to start is by examining the Pattern brushes
(nearly ahundred of them) that come with Illustrator. Tinker with them to figure out how they work and how to
cregte them.

Calligraphic brushesfor formal occasions

Calligraphic brushes create strokes that emulate the kind of strokes you make with real caligraphic pens; the
strokes they make vary in width depending on the direction of the stroke. Asthe only brushesthat arent crested by
paths that you can drag into the Brushes paette, Calligraphic brushes are the nonconformist brushesin Illugtrator.

Y ou set them up by using controlsin the Calligraphic Brush Options dialog box (accessed by elther creating anew
brush or by double-clicking on an existing Calligraphic brush), as shownin Figure 9-19.
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Calligraphic Brush Options
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Figure 9-19: The Caligraphic Brush Options diaog box.

Caligraphic brushes are deceptively smple. Don t et the name fool you; you can use them to creete any type of
artwork, not just caligraphy. (Although they re especidly good for emulating traditiond pen-and-ink type drawings.)

Technica Stuff
Y ep, the Caligraphic Brush tool seemsalot
morelikeared pen than the powerful-but-weird
Pentoal. It may help to think of it thisway:
Cdligraphy isan art practiced with brushes.
To create a Cdligraphic brush, just follow these steps:
1.
Click the New Brush icon (it lookslike a tiny piece of paper) in the Brushes palette.

The New Brush dialog box appears.

Select the New Calligraphic Brush option and click OK.

The Caligraphic Brush Options diadog box appears and though it may look intimidating, you have only the
following three optionsto set (after you name the brush):

0

Angle: If you were using areal-world brush (or pen, asthe case may be), this setting would be the angle
a which you retilting the brush.

Roundness: This setting enables you to change just how round the brushiis from anarrow dlipseto a
crde.

Diameter: This setting determines how large the brushiis.

The boxesin the middle column determine how (and by how much) those first three options may vary, if at
all. Sdect one of three optionsin these drop-down list boxes to determine whether the preceding three
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optionsmay vary not at al (Fixed), randomly (Random), or according to the amount of pressure you apply
by using a pressure-sengtive stylus (Pressure).

Tip
The boxesin thethird column engble
you to set the amount by which those
firgt three options may vary (if the
method by which they may vary is
either Random or Pressure). The higher
the numbers, the greater the range of
szesthe brush will produce. Figure
9-20 offersahint of whet the
Cdligraphic Brush tool can dowith a
pressure-sensitive tablet. Thevariable
width of the stroke adds sophistication
to the cartoon.

Figure 9-20: Artwork created on a pressure-sengitive tablet using Caligraphic brushes.

3.

After you set your options, click OK.

The new Cdligraphic brush appearsin the Brushes palette for you to use.
Asyou begin cresting artwork with brushes, you discover that it sjust like painting with redl paintbrushes the best
artwork requires acombination of severa different brushes. Fortunately, you have an astonishing variety of brushes

to choose from! The most well-stocked art supply store paesin comparison to the Brushes paette. Best of dl, you
dont have to pay extrawhenever you need anew brush. Y ou can just build your own!
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Chapter 10: Extreme Fillsand
Strokes

Overviaw

In This Chapter

Cresting tone using the Mesh tool

Making artwork partiadly transparent
Blending artwork together

Stroking your way to victory over drab art
Cresting custom strokes

Hiding objects with other objects by using masks

To say that in lllustrator you can create just about anything you can imagineisnt an overstatement. Thetrick isto
know which buttons to push to make your artistic vison become an Illusirator document. This chapter pushesfills
and strokesto their limits, so you can create cool stuff. You know the stuff that, when you look at it, it makesyou
scratch your head and say, How did they do that? And then you wonder whether you Il ever be ableto create
anything asartidic.

W, itisnt so hard. Y ou just need to use some of the more arcane Illustrator tools (the Mesh toal, for example) and
afew cantankerous menu commands that don t want to do anything unless you apply them just right. This chapter
shows you how to use them to get good results with the tools and commands that take center stage. Like



This document is created with the unregistered version of CHM2PDF Pilot

temperamental sports cars, they re alittle tricky to use but worth the effort!
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Messing Around with M eshes

[llustrator isredlly great at filling areas with solid colors, continuous patterns, or gradients. lllustrator getstesty,
though, when you try to create a continuoustone  such as the many skin tones that define ahuman face or the way
colorsfade into one another in a piece of folded fabric. However, the lllustrator Mesh todl islike a crotchety
magician: If you tak nicdly toit, it can help you bend the rules a bit. By usng the Mesh tool, you can create amazing
shading and tona effects. Gradient Meshes overcome the limitations of gradients, the other Illustrator feature that
enables you to blend colors. (For more on Gradients, see Chapter 5.) Smple gradientsfill areaswith linear and radia
color blends. Period. Gradient Meshes have no such limitation. Y ou can use them to assign colors to the specific
points and paths that make up an object. Where the mesh lines cross, you can assign adifferent color to every line
and every point. These colors blend with the colors of the other points. Takealook at Figure 10-1 for asample of
what you can do with a Gradient Mesh.

Figure 10-1: The artwork that made up the Illustrator Venus (left) was colored entirely by using the Mesh tool; the
right side shows the paths and meshes that created tit.

Figure 10-1 may seem complex, but the difficulty lies much morein the artistry than in the technical aspects. The tool
seemsdaunting at first, but you can tackleit if you begin by adding a highlight to asmple shape, as shown in Figure
10-2.

Figure 10-2: Usethe Mesh tool to create ahighlight in a path.

Adding a Gradient Mesh

To add a Gradient Mesh to asimple shape, just follow these steps:
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Create a shape by clicking and dragging with any of the basic object tools (see Chapter 4 for more
on basic objects) and fill the shapewith adark color. You can use any shape.

For thisexample, | create acircle and color it black.

Desdlect the path. (You can deselect everything by choosing Select Deselect.)

Desdlecting the path enables you to pick adifferent color for the Mesh toal. If you choose a different color
with the path selected, you change the color of the object.

Set thefill color to any light color.

Choose Window Color to open the Color paette. Click the Fill box and choose alight color to useasa
highlight. (Gradient Meshes use only fill colors and ignore siroke colors.)

Choosethe Mesh tool from the Toolbox and click the object to which you want to add a highlight.

Asif by magic, two intersecting paths appear on the object, crossing at the spot where you clicked. This
intersection is called the mesh point. These paths are the Gradient Mesh. The highlight appears where the
paths intersect.

Click other areaswithin the path to add more highlights asmany asyou want.

The paths that make up the Gradient Mesh can be edited the same as any other path. Click the mesh pointsin the
path with the Direct Selection tool and move them to create different effects. Mesh points aso have direction points,
just like curved paths. (See Chapter 6 for more on paths.) These direction points can be moved to change the shape
of the gradient mesh. Y ou can a so change the color of any point or path segment by clicking it and choosing a
different color in the Color or Swatches paettes. Figure 10-3 shows different effects made by mashing the gradient

mesh around.

Figure 10-3: These objects use the same Gradient Mesh, but the mesh points have been moved by using the Direct
Sdlection toal.
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That sredly dl thereisto thistool! | moved those points by using the Direct Selection tool and then tweaked the
colors by selecting apoint or a path and choosing anew color in the Color or Swatches palettes.

Y ou can automate the process by clicking the object you want and choosing Object Create Gradient Mesh. This
method adds a Gradient Mesh to the object automaticaly. lllustrator doesits best to estimate where the mesh paths
should go by looking at the shape of the object and figuring out where the mesh paths should go to shade the object
so that it looks three dimensiona. Y ou can even have the Gradient Mesh create the shading for you.

After you sdlect the Gradient Mesh command, the Create Gradient Mesh dialog box opens (shown in Figure 10-4).

Set your options, click OK, and the command does the mesh-y work for you. Here sthe al-star lineup of options:
Create Gradient Mesh

Rows: [+ | =
Ap peurnm:e: [ Preview
Highlight: %

Figure 10-4: Set Gradient Mesh here.

Rows and Columns. These options set the number of mesh paths that the command creates. The higher the
number, the more control you have over the colorsin your object (but the more complicated the graphicisto
work with).

Appearance: Select one of three Appearance options. To Center, To Edge, and Flat. The To Center option
lightens colorsto place ahighlight in the center of the object, creeting the appearance that the graphic isbeing
pulled outward. The To Edge option places a highlight at the edges of the object, creating the appearance
that the graphicisbeing pulled inward. The Flat option doesn t change any colors but gtill creates the mesh,
S0 you can change colors on your own. See Figure 10-5 for the differences between options.

@O

Figure 10-5: The same Gradient Mesh, with Appearance settings of Flat, To Center, and To Edge.

Highlight: When you select an Appearance option of To Edge or To Center, the Highlight setting isthe
maximum amount that the colors lighten to create the 3D effect.

Figure 10-5 shows an object with ahighlight gpplied to it using the Illustrator automatic highlighting process.

Creating soft bevelswith Gradient Mesh
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Y ou can use the Mesh tool to create a smooth beveled object. Follow these stepsfor avery basic, yet quite handy,
method:
1.

Create a square by choosing the Rectangletool and clicking the Artboard and dragging. Fill the
squarewith a nice strong solid color, such asgrassgreen or fireenginered.

Other shapeswork with this, but asquareisthe smplest.

2.
Choosethe Mesh toal, click just inside the upper-left corner, and again just insde the lower -right
corner.
This creates atotal of nine mesh patches on the square, as shown in Figure 10-6.
Figure 10-6: A square after two clicks with the Mesh todl.

3.
Choosethe Direct Sdlection tool, drag a marquee around the four pointsalong thetop edge of the
square. Then pressthe Shift key and drag a mar quee around the unselected three points on the
left edge of the square.
Y ou have seven points selected now, around the top-left corner, al on the outside edge of the square.

4,
Choose Window Color.
The Color palette appears.

5.
Switch to CM YK mode (if you re not there already). Holding down the Shift key, drag the
right-most triangle to the left about halfway.
Y ou can changeto CMY K mode (which shows CMYK dliders) inthe Color paette by choosing it from the
Color paette pop-up menu. The Shift key tints whatever color you selected in Step 1 when you drag a
dider in the Color palette.

6.

Choosethe Direct Selection tool, drag a marquee around thethreerightmost pointsalong the
bottom edge of the square. Then pressthe Shift key, and drag a mar quee around the middle two
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pointson theright edge of the square.

With the lower-right points selected, you re now ready to darken this corner of the square.

DragtheK dider on the Color paletteto theright until you ve darkened the lower-right edgeto
your liking.

The result looks something like Figure 10-7.

Figure 10-7: The resulting beveled square.
[« rrevious [nexn s |
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Making Objects Partially Transparent and
Blending Colors

By default, Illustrator creates objects that hide whatever is behind them. However, the Transparency palette enables
you to change this Situation. By using the Opacity option, you can fade objects so that the underlying objects show
through them. Y ou can dso blend the colorsin the top graphics with the underlying graphics (in an astonishing variety
of ways) by using blend modes.

One of the powerful features of the Transparency paetteisthat everythingyoudoinitislive your paths suffer no
permanent changes after you make them transparent. Y ou can change opacity again and again  or removeit
atogether if you want without changing your path data. This capability gives you tremendous room to play and
experiment with different opacities.

Fade away with opacity

In Figure 10-8, asolid black oval faded-out to 40% opacity partly reveas an image behind it.

Figure 10-8: Theovdl at itsorigina opacity (Ieft) and faded to 40% (right) to reved an image beneath.
To make something partidly transparent, follow these steps:
1.
Select the object (or objects) that you want to fade.

When you select multiple objects, they al get the same opacity setting.

Choose Window Transparency.

The Transparency palette appears, as shown in Figure 10-9.
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Figure 10-9: The Transparency palette.

In the Transparency palette, drag the Opacity dider until it showsthe per centage of opacity you
want to give to the selected object(s).

After you rel ease the mouse button, the selected objects become partialy transparent.

Tip
By default, transparency applies evenly
to both thefill and stroke. To assgn the
fill and the stroke independent Opacity
values, use the Appearance paette.
See Chapter 11 for details.

Big fun with math! Blending graphics with blend modes

Pssst! Listen very, very carefully whilel tell you what sredly going on with blend modes. Here sthe scoop: Forget
the math and pay attention to what the resulting artwork looks like.

Technicd Stuff
[llugtrator defines every color mathematicdly.

Y ou see that math when you drag didersin the
Color palette. A bright red color may be defined
asR:216, G:20, and B:7 (in RGB) or C:20%,
M:95%, Y :95%, and K:5% (in CMYK). Each
of these numbersreflects a different amount of a
component color; every different color hasits
own color vaue.

Blend modes take the colorsin an object and mix them with the colorsin underlying objects, performing a
mathematica cal culation using numbersthat identify the colors of the objects. Therefore, if the top object isred, the
underlying object is blue, and you have the blend mode set to Multiply, red s number gets multiplied by blue s
number. The resulting color iswhat you see. Other modes do more complex cal culations. What does that mean?
What s blue timesred? What sthe difference between yellow and mauve? What s the sound of one hand clapping?

In short, it doesn t matter. What the result looks like iswhat matters! Try this approach for yourself: Select thetop
object and choose a different blend mode. Blend modes hang out in the Transparency palette s Blend Mode menu,
asshownin Figure 10-10.
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Figure 10-10: The Blend Mode pop-up menu in the Transparency palette.

Figure 10-11 showsthree different blend modes at work on the sameimage and they re completely changegble. If
you try one and don t likeit, just choose another from the menu.

ol

MNormal I'u'lul'llnll.r Screan

Figure 10-11: Three of the 16 possible blend modesin Illustrator.
[« rrevious [ wex o]
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Discovering How Strokes \Work

Any path in Illustrator can pick up astroke(. . . stroke. . . stroke! Sorry. Just daydreaming about going for anice
row on alake). In Illustrator, a stroke isaline placed on apath. A stroke can be of any thickness, which Illustrator
cdlsits weight. Strokes can be any color or pattern.

In Chapter 9, | discuss the specialized strokes that you can make with the Paintbrush tool. The Pen and Pencil tools
aso provide distinctive strokes of their own (Chapters 7 and 8, respectively).

In addition to color and weight, you can give strokes specid attributes. These attributes include the specific look of
corners (caled joins) and endings (caled caps), aswell as whether the stroke has a pattern of dashes applied toit.
Toinvestigate al the advanced ways you can modify strokes, ook at the Stroke palette shown in Figure 10-12.
(Choose Window Stroke and select Show Options from the Stroke pal ette pop-up menu.) To changethe way a
stroke appears, select apath and play around in the Stroke palette to see what happens. | won t tell asoul.

Rourd

Butt | Projecting

] |
| % Stroke ™, »

weight: 205 pt [+] cop: PEE[E]
miter Limit:[s | x  Join: ] FE[ 5]
[ Dashed Line .

|
L'zpt |le pt |10kt |[4pt [[spt |[zpt |
dash  gap dash gap dash |gap

Miter | Bevel
Round

Figure 10-12: The Stroke palette displaying afull set of options.
Strokes are always applied to the center of a path, which meansthat the strokes, especially those of larger weight,

can ooze beyond the path. The path runs aong the exact middle of the stroke. For more information on the
relationship between strokes and paths, see Chapter 5.
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Caps, Joins, and Dashes

A gtroke can be (and often is) a continuous line of color that follows a path, even if the path is as convoluted asa
strand of cooked spaghetti. But paths can aso appear chopped up into dashes. Y ou can tweak the shape of the
dashes dl at once, without having to fuss over every single one. Y ou can st the shape that an individua dash (the
basc unit of an open path) begins or ends with (its cap) and the shape of its corner points (itsjoin).

Strokes can have any of three different caps and any of three different joins gpplied to them. Combine these with the
amogt-limitless combinations possible for dash patterns and weights, and you can see the incredible versatility of
strokes. To access these additional options, choose Window Show Stroke. In the Stroke pal ette that appears, select
Show Options from the palette pop-up menu; refer to Figure 10-12.

Caps

Shaping the ends of the dashes that make up an open path can change the entire look of the path. For example,
imagine adashed line that s 500 dasheslong. Then imagine that al 500 dashes have identical ends, shaped like one of
the three shapesin Figure 10-13.
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Figure 10-13: Three different caps on three paths.

Depending on which Cap setting you choose, you get three noticeably different capped lines. Here are the options:
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Butt Cap: Chops off the stroke at the ends.

Round Cap: Extendsthe stroke past the ends (or around the dash location) with semicircular ends. (The
radius of each semicircle equds haf the stroke weight.)

Projecting Cap: Extendsthe stroke past the ends (or around the dash |ocation) with squared ends. (The
amount of each extension equals haf the stroke weight.)

To changethe way alineis capped, select it with any sdection tool, and then click the desired cap in the Stroke
palette.

Joins

The Stroke palette offers three different joins. Figure 10-14 shows how they appear on paths. Joins affect only
corner points, not smooth points. (See Chapter 6 for moreinfo on corner points.) They make corners appear sharp

NININ

and pointy, blunt and rounded, or squared off. Miter Round Bavel
Figure 10-14: Three different joins on a path (l€ft to right): Miter, Round, and Bevel.

Depending on which Join setting you choose, you get three noticegbly different corners. Here are the options:

Miter Join: Causesthe outside corner of the stroke to come to a sharp point.
Round Join: Causes the outside corner of astroke to come to arounded or smooth curve.

Bevel Join: Cuts off the corner so that the width of the strokeis the same at the bevel as on the rest of the
stroke.

If these termslook familiar, then you re probably familiar with woodworking or you actually paid attention in
industrid artsclass.
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Dashes

Dashes break up the stroke into repeating segments of any length, with gaps between them, dso of any length. You
can st up to three different dash sizes  and three different gap Sizes in any stroke, as shown in Figure 10-15.

Dashes work with the Cap settings. (What the heck, call it alabor-saving device.) Whichever Cap setting you use
appliesto the ends of al the dashes, not just to the ends of the path.

To create adashed line, follow these steps:
1

Select the Dashed Line option in the Stroke palette.

Set adash sizein thefirst dash box.

Remember that the Round and Projecting Cap settings extend the dash from its center by half the width of
the stroke. Therefore, if you use the Projecting Cap setting and your dash setting is 10 points, on alinewith a
20-point stroke, the dash will be 30 points long.

Figure 10-15: Three different dash patterns and the settings used to create them.
Tip

Choose a Butt Cap setting when you
want your dashesto be an exact length
that doesnt vary with the width of the
stroke. If you want an exact circlefor a
dash (or adot), use a0-point dash.
That creates adot the width of the
stroke.

Set the gap sizein thefirst gap box (the distance between the ends of the dashes).
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Warning
Thissetting can bealittle confusing if
you re using the Round or Projecting
Cap settings because these extend the
length of the dash past the end of the
dash and into the gap, based on the
width of the stroke, creating agap that
looks smdller than what you specified.
Thewidth of the stroke also affectsthe
gap Sze. If you want agap of 20 points
and you re using a 10-point stroke, set
the gap sze to 30 points.
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Clipping Masks

No, they re not specia headgear that the barber wears to entertain young customers. Clipping masks are Smple, yet
incredibly handy, lllustrator festures. Smply put, they hide things. Like Effects and Trangparency settings, Clipping
Masks are live functions that make no permanent change to path data. They make thingslook different, but you can
take them away with a sngle command, and your paths remain exactly asthey were before.

Clipping masks use objects to hide other objects, as shown in Figure 10-16. The top object (the masking object)
becomes completely transparent. The underlying objects become invisible except for where the mask object is. The
number of objects beneath the mask doesn t matter. Only the topmost object functions as the masking object. The
top ‘gb'ect sfill and strok‘e aso don t matter, because the top object becomesinvisible.

Figure 10-16: The origind artwork, the masking object in front of the artwork, and the masked artwork.
To create aclipping mask, here sthe drill:
1.
Create an object to be used asa mask.

Masks can be any shape or color. Y ou can even use text as amask.

Position the object in front of whatever you want to mask out.

Select the object and all the objectsbehind it that you want to mask out.

Shift-click with the Sdlection tool to select multiple objects.

Choose Object Clipping Mask Make.

The masking object and anything outside the mask disappear, leaving just what sinsgde and behind the
masking object.
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Remember
The things that seem to disappear after you apply the
mask arent really gone. They rejust hidden. You can
bring them back by choosing Object Clipping Mask
Release. Sometimes that s more impressive than
pulling arabbit out of your hat.
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Chapter 11: Effectively Keeping
Up Appearances, with Style(s)

Overviaw

In This Chapter

Way-cool specid effectswith the Effect menu
Looking at the Appearance paette

Adding additiond fillsand strokes

Combining Effect settingsto create different effects
Cregting astyle

Manipulating exising Syles

Back in the twentieth century, Illustrator was astraightforward program thet offered reatively few (and rdatively
obvious) choices. Y ou knew when you looked &t a pink rectangle that it was made with four corner points joined by
four paths and wasfilled with asingle, solid pink color. But those days of blissful innocence are past. Now that pink
rectangle may redly be ared rectangle that some fiend faded to 50% Opacity by using the Transparency palette.
And that rectangle may not be arectangle at dl, but agraphic of an old shoe that has been disguised as arectangle
using the Effect Convert to Shape Rectangle command. In thisworld of illusions, where anything can appear to be
anything ese and nothing isasit seems, what san artist to do?

Thetruthis, the gbility of Illustrator to make objects |ook different without changing the origind object isamazing.
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[llustrator lets you do incredibly powerful stuff that would be impossible otherwise, and more importantly, givesyou
incredible editability. Editability, you ask? That sone of the primary reasonsto use lllustrator in the first place. The
ability to go back at any timeto change asmall aspect of your artwork without having to redo al the work you
initidly putinisincredibly vauable.

Effects (and trangparency) let you change the appearance of your artwork easily (again, without changing the
underlying object). Illustrator has dozens of them, giving you power and flexibility beyond anything you can dream of.

In this chapter, you also discover awonderful tool for cutting through (and taking control of) theillusions of Illugtrator:
the Appearance paette. The Appearance palette enables you to see exactly what secrets your artwork ishiding. If
that weredl it did, it d beworth itsweight in gold. But it does so much more! Beyond just seeing what s been done
to anillustration, you aso find out how to change the attributes of theillusiration. For example, you can dter gpplied
effects or delete them atogether.

Y ou aso discover how to use the Appearance pal ette to target only the fill of an object (or just the stroke) when you
apply Trangparency or Effects settings. Y ou aso use the Appearance palette to perform casua miraclesthat were
impossiblein any previousversion of Illudtrator, such as assgning multiplefills and strokesto asingle object.

To make matters even better, you find out how to save al the Appearance settings asa style. Styles are saved in the
Styles palette. Y ou can apply a style to any object. In addition to being aquick way to apply al these attributesto
objects, styles can be updated in away that aso updates all objects with those styles applied.



This document is created with the unregistered version of CHM2PDF Pilot

The Effect M enu

The Effect menu contains more amazing things than you see on a government-sponsored tour of Area 51 (okay, bad
anadogy . .. but theresalot of stuff there, redly). Everything that you apply remains live that is, changesble until
you tell it to stop changing. Effects change the way an object looks but not the object itsdf. Applying effectsislike
telling the object to put on a specific costume, or changing the gppearance of the world when you look through
rose-colored glasses. No permanent change to the underlying object takes place.

Technicd Stuff
Instead of rewriting the code for an object
(whichiswhat you tel lllustrator to do when you
move a point), effects tack on extra code, leaving
the origind code untouched. Y ou can change or
remove the extra code, without affecting the
origind. It ssort of like when you put on anice
outfit you re till the same person undernegth,
but you have snazzy duds on that make you |ook
different.

Ah, yes, dl thingsmust change and sometimes you get to change them. Contemplate the concept of infinite
editability for amoment. An object in lllugtrator issaying, Turn meinto anything. Although Illustrator dways
provided the capability of manipulating points, the current version isthe first to make such extreme changes possible
but not permanent. Y ou can smply get rid of them at any time, without putting a scratch on your origina artwork,
without having to redo it, without having to resort to Edit Undo, and without having to growl at the dog. Now that s

progress.
Applying live effects to objects

Figure 11-1 shows the difference between gpplying the Roughen command (gives adistressed look) as a permanent
change as opposed to alive effect. The biggest difference isthat the path on the non-live (dead?) object showsthe
additional points generated by the permanent Roughen command, found under the Filter menu. The live Roughen
command, found under the Effects menu, leaves the path untouched.

Figure 11-1: Filtersversus effects: a path (lft) roughened with the Roughen filter and the same path (right) roughened
with the Roughen effect.
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Warning
Thetrickiest part of the Effect menuis
that many of its commands share names
with commands found under the Filter
menu. The didog boxes are even
identica! Theresultslook the same, but
the way the commands produce those
resultsisdifferent. Kegpin mind that if
you don t select the command from the
Effect menu, you re probably
permanently changing the artwork in
some way. Pay attention to whether
your paths change. If you seea
difference, you can use Edit Undo and
select the same command from the
Effect menu. My recommendation isto
avoid the Filter menu at al costs. You
reglly don t need most of what sin
there, and you re giving up editability by
usngit.

To apply an effect to apath, follow these steps:

1.

2.

Select a path.

Choose an effect from the Effect menu.

For example, you can choose Effect Distort & Transform Pucker & Bloat. A dialog box opensfor that
effect, and you can enter the specific settings.
Remember
Y ou can always go back and change the settings if
you dont likethe result. (If only | could do that inred
life)

Click OK to apply the effect to the path.
Warning

Some effects (many of theseareinthe
second section of effectsthat startswith
the Artistic effect) only work when the
document isin RGB Document Color
mode (see Chapter 1). If an effectis
grayed-out (unavailable) after you
select an object, your document is
probably in CMYK (cyan, magenta,
yellow, and black) mode. Y ou can,
however, work on artwork initidly in
RGB Document Color mode and
changeitto CMYK later.
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Removing and changing effects

To change or remove effects, use the Appearance palette, as shown in Figure 11-2. The Appearance paletteis such
an amazing palette that the mgority of this chapter is devoted to it. For now, though, use the Appearance palette to

| Appearance »
(@] object
Stroke: D 1 pt
I |
.
Default Transparency - |
EENEEE I E

Figure 11-2: The Gaussian Blur Effect in the Appearance palette.
Appearances aside (S0 to spesk), removing an effect is as smple as following these steps:
1.

Select the object that hasthe effect that you want to remove.
2.

If the Appearance paletteisn t visible (it is by default), choose Window Appearance.

In the Appearance paette, the selected object islisted as Object or Path. Beneath the object isalist that
includes the stroke and fill of the object and al the effects applied to it.

Intheligt, click the effect that you want to discard.

Click thetrashcan at the lower-right corner of the Appearance palette.

The effect disappears, and the object returnsto its former gppearance (before you applied the effect).
Tip

To change an effect, follow the
preceding steps, except instead of
clicking the trashcan, double-click the
effect in the Appearance paette. The
particular effect sdiaog box opens,
where you can enter new settings. Click
OK to apply the effect with the new

sdttings.



This document is created with the unregistered version of CHM2PDF Pilot

Warning
Do not go back to the Effect menu to
change the settings of an effect that has
been applied to an object, even if
adding the effect isthe last thing you ve
done. Ingtead of changing the settings
on the existing effect, you actudly apply
another effect to the object on top of
the exiging one. While gpplying multiple
effectsto objectsis often desired, it isn
tif you retrying to edit the exigting
effect.

Find more details on theindividua effectsin Bonus Chapter 1 online a www.dummies.comv/go/illugtratorcs fd.

Rasterization effects

Not al effects can be generated from path-based artwork. That swhere the Rasterization effects comein. These
effects either change the origina artwork into pixels or add new pixe-based imagesto achieve the desired effect. The
effectsin the second section of the Effect menu (from the Artistic effect down), aswell as Drop Shadow, Feather,
Inner Glow, Outer Glow, and Rasterize use pixelsto achieve the change in appearance.

Y ou control various attributes of these rasterization-based effects by choosing Effect Document Raster Effects
Settings. The Raster Effects Settings dialog box appears, as shown in Figure 11-3.
=——— Raster Effects settings "o""—=

Color Model: [RGB B

—Resolution _ —
W Screen (72 ppi) [—]
i Medium {150 ppi)
i) High (300 ppi)

i) Other: ‘:l ppi

—Background
i) White
@ Transparent

—Options
A Anti=Alias

Create Clipping Mask
Add: Around Object

Mote = Changing these settings
may affectthe appearance of
currently applied raster effects.

Figure 11-3: The Ragter Effects Settings dialog box takes abow.

In the Raster Effects Settings dialog box, you can set the following options.


http://www.dummies.com/go/illustratorcs_fd
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Color Model: This setting determines the color model used by the resulting graphic. Try to use the color
model of your target output as much as possible. If you re creating agraphic print in grayscale, choose
Grayscde. If you re bound for the Web, choose RGB. Bitmap turnsyour art into harsh black and white
tones, if you reinto that sort of thing.

Resolution: This setting determines how much information the resulting image contains. Try to match this
setting with the graphic s purpose. For the Web, select 72 ppi (pixels per inch). For most ink jet printers,
150 ppi is sufficient. For high-resolution printing, 300 ppi isagood, al-purpose size.

Background: Pixel-based images are dways rectangular. If the graphic you re rasterizing is anything but
rectangular, you have to add a background to make the graphic rectangular. The background can be white or
trangparent. White isfine for astand-alone graphic, but if that graphic isin front of other objects, the white
background obscures them. When that is the case, choose the Transparent setting.

Options. The Anti-Alias option addsadight blurring wherever different colors meet. Believeit or not, this
setting usualy makes the resulting graphic look better. Results vary from graphic to graphic, of course, so try
ragterizing with and without the Anti-Alias option sdected. The Create Clipping Mask option mattersonly if
you selected white for the Background setting. In lllustrator, a clipping mask isaspecid graphic that hides
parts of other graphics. If you select the Create Clipping Mask option, aclipping mask is added to hide the
white parts added to make the graphic rectangular.

Add: Typing anumeric vauein thisoption box adds extra pixels around the graphic, just in case you need
them. Hey, you never know! Nobody wantsto run short of pixels, and this option actualy helps prevent
objects, such as drop shadows and other offset pixels, from getting clipped on the edges.

After you choose your settings, click OK and any exigting (or future) effectsthat use pixelswill use these settings.
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The Appear ance Palette

The Appearance palette, shown in Figure 11-4, iswhere you go to see why your artwork looks the way it does.
(Although, the paette can t explain why anybody would put neon-pink paideysdl over the place.) Y ou can view the
Appearance paette by choosing Window A ppearance. When the A ppearance pal ette waftsinto view, it bearsavast
treasure of option information. In its basic state, the paette displays Fill, Stroke, and Transparency settings. Inits
more complex state, the palette displays additiona fills and strokes, and effects applied to those fills and strokes (as
well asto the object itsdlf).

| Appearance b
[ ] object
Stroke: |:| 1pt
F O —
Default Transparency [ |
EEN = [o0[ B [T &

Figure 11-4: The Appearance paleite.

Not to worry: Thisweter of information isnt nearly as confusing as your income tax form. Here swhy: All dong, in
the course of creating your artwork, you ve been putting al these information tidbits into the Appearance palette.
You tdl Illugtrator to add info to this palette every time you set an option that changes the way your object looks
(such as gtroke, fill, and trangparency).

Technicd Stuff
The Appearance pdette faithfully recordsal this
information dl thetime, evenif you dont look at
it. (Good thing it doesn t record everything
appearance related, like that big-bangs shag
hairdo you were so proud of in 1976.)

Reading the Appear ance palette

The Appearance palette, shown in Figure 11-5, displays accumulated information about a particular object. What
doesit dl mean?Isit important? Why oh why did Natalie ever leave the Maniacs? | Il answer the first questions, and
leave the last one for a Behind the Music specidl.
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Figure 11-5: The Appearance palette displays an array of information about the object, such asthe stroke and fill
data shown here.

To make sense of al the Appearance paette sinformation, peruse thefollowing list of itsfeatures:

Target: Thisfeatureidentifiesthe type of graphic that the information in the Appearance paette refersto.
Typicaly thisfeature reads Object or Path, meaning the information in the palette refersto (or will be applied
to) an appearance that is or will be applied to a single selected object. When you salect agroup or alayer,
thetarget reads Group or Layer. If text is selected, the target reads Type. The target section isaways at the
top. A tiny thumbnail image emulates the gppearance of the graphic.

Global effects. These effects gpply equdly to, and affect al aspects of, the entire object. Whenever you
apply Effects or Transparency settings (as| described earlier in this chapter) without using the Appearance
palette, you apply the effects as globa effects. Although they re usualy thefirg attribute you apply, they
always appear near the bottom of thelist in the Appearance palette.

Tip
Another way to differentiate globa
effectsfrom other effectsistheway
they line up with other itemsligted inthe
palette. Globa effects appear in
aignment with the Stroke and the Fill
listings. Effects applied to aspecific
stroke are indented beneath thelisting
for that specific stroke. In Figure 11-5,
Radia Blur isthe globa effect.

Strokes: Objects can have more than one stroke only when you add them through the A ppearance palette
(seethe section, Adding fillsand strokes, later in this chapter). Therefore, thefirst one (listed at the top) is
typically the one aso shown in the Toolbox. The target may have additiona strokeslisted here aswell.
Strokes can have effects gpplied to them specifically. In Figure 11-5, you see asingle stroke with aweight of
6 points. See Chapter 5 for more information on strokes.
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Stroke and Fill effects: Effects can be applied directly to strokes and fills, instead of to the entire object,
group, or layer. Inthisfigure, the stroke has both a Crystdlize and aMezzotint effect applied to it.

Stroke and Fill transparency: Each stroke and fill can have various Transparency settings applied to it.
Here, thefirg fill has an Opacity setting of 55%.

Fill: Each object (group or layer) can have multiplefills (asit can have multiple strokes). Each fill can aso
have any number of effects applied to it. This object has both asolid color fill and a pattern fill applied to it.

Trangparency: Thisfeatureisthe transparency appearance for the entire object, group, or layer. In Figure
11-5, the transparency is set to Object Opacity: 64%, meaning the entire object has been faded to 64%. If
no specia Transparency settings were gpplied, thiswould Ssmply read Default Trangparency. See Chapter 10
for more information on the Transparency paette.

The top-to-bottom order of thefills and strokesin the A ppearance pa ette reflect a front-to-back order in the
graphic. Strokes and fills on top in the pal ette appear in front of the strokes and fillsthat are lower in the palette.
Effects run from top to bottom in terms of which effect is applied to the graphic firs.

Mogt of theitemsin the Appearance paette can be moved up and down through the list into different positions, and
this change isreflected in the actua graphic. For instance, you can move the Festher effect gpplied to a stroke so that
it sapplied to afill. Y ou can also move the Feather effect so that it appliesto the entire object. To move something in
the Appearance paette, drag it up and down through the palette, just as you move thingsin the Layers pa ette.

If afill or stroke has an effect gpplied to it, the little disclosure triangle automatically appears on the left and points
down, listing the attributes of that fill or stroke. When you have awhole lot of different effects applied to afill or
stroke, the pa ette can get cumbersome. Clicking the disclosure triangle hidesthe list of effects. Y ou can accessthe
list a any time by clicking the disclosure triangle again.

Addingfillsand strokes

Chapter 5 exploresfillsand strokesin greater detail (and if you want to nip back there for more information, | can
wait). When you apply adifferent stroke or fill to an object without using the A ppearance paette, thefill or stroke
replaces any exigting fill or stroke. Y ou don t have to settle for just one of each, though! By using the Appearance
palette, as shown in Figure 11-6, you can add as many fills and strokes as you want. This feature offers some
interesting possibilities. For example, you can give a path three different colored strokes of different Sizes, to create a
striped path. Or you can apply a pattern fill over asolid-color fill.
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Figure 11-6: Adding fillsand strokesto an object.

Just follow these steps to gpply an additiond fill and stroke to an object:

1.

Create an object with afill color and a thick stroke.

In thisexample, | made arectangle by clicking and dragging with the Rectangle tool. (See Chapter 4 for
more information on therectangletoal.) | filled it with agradient by clicking the Fill box in the Toolbox, and
then by clicking a gradient swatch in the Swatches palette. | next added a 20-point black stroke to the
sguare by clicking the Stroke box in the Toolbox, and then by clicking ablack swatch in the Swatches
paette, and finaly by choosing 20 points from the Stroke pal ette. For moreinfo on fills and strokes, see

Chapter 5.

Choosethe Add New Fill command from the Appear ance palette pop-up menu.
Tip

[llustrator adds afill, but you dont see
any difference becausethe new fill is
identical to thefill ready there. The
new fill is highlighted in the Appearance
pal ette, however, and as soon asyou
sdect anew fill color from the Color
palette or the Swatches palette, you see
the new fill over the old one.

With the new fill gill highlighted in the Appear ance palette, change thefill to a pattern fill from the
Swatches palette.
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For this example, change thefill to the pattern called Jaguar by clicking it in the Swatches paette.

If you don t know which pattern isthe Jaguar pattern, pause your cursor for amoment above each swatch.
[ts name pops up.

Choosethe Add New Stroke command from the Appear ance palette pop-up menu.

A stroke appears on top of the origina stroke. Aswith the added fill color, the new stroke uses the same
Settings as the previous stroke, so you don t see an immediate difference.

In the Color palette, changethe color of the stroketo white and changeits stroke width to 10
points.

After you add strokes and fills, you can move them around. Simply click them in the Appearance paette and drag up
or down. Asyou drag, ablack line gppearsin the palette, indicating where that fill or stroke will go after you release
it.

Tip
Multiplefillsand strokeswork gresat
with the Trangparency paette. Eachfill
and stroke can haveitsown
Transparency settings. Thisapproachis
agreat way to blend fills and strokes
together to achieve unique
appearances. For example, if you apply
asolid color fill over apatternfill and
then change the blend mode of the
color fill to hue, you replacethe
color(s) in the pattern with the color of
the solid color but still maintain al the
detail of the pattern. See Chapter 10
for moreinformation on the
Transparency palette and blend modes.

Changing the appearance of groupsand layers

Y ou can change the appearance of groups or layers aswell as objects. Groups are collections of separate objects
that have been grouped together (using the Object Group command) so that they act like a single object when you
select them with the Sdlection tool (see Chapter 3 for more information on the Group command). Similar to grouping,
layers are amethod of organizing multiple elements of your graphic into separate areas. Chapter 13 discusseslayers

in depth.

To change the gppearance, you need to target those groups or layersfirst. Targeting isamethod of sdlecting agroup
or layer so that any changes made to the appearance affect all the objectsin the group or layer. Changing the
appearance of groups or layers creates agloba appearance for dl objectsin the group or on the layer. Objects il
maintain their individua appearance settings, but any group or layer changes are added to al the objects.
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To change the appearance of agroup by adding an effect, just follow these steps:

1.

Select agroup by clicking it with theregular Selection tool.
2.

Add an effect to the group.
For thisexample, add a Gaussan Blur by choosing Effect Blur Gaussian Blur. Inthe Gaussan Blur dialog
box that opens when you choose the effect, set the Radiusto 5 and click OK.

All the objectsin the group become blurred. Just like that. Wow.

On the other hand, targeting alayer to gpply an effect isalittle more unusud, as shownin Figure 11-7.
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Figure 11-7: Targeting alayer to apply an effect.
Layersare away to organize and arrange objects in your document. (Chapter 13 talks about layersin depth.) Every
time you add an object to alayer, the appearance of that object changes to match the settings of the layer. When that
object goes to another layer, with different Layer Appearance settings, the object s appearance changes again.
To target and apply an effect to alayer, just follow these steps:

1.

ChooseWindow Layers.

The Layers palette opens (refer to Figure 11-7).

In the Layer s palette, click the Target Layer Appearance button besidethe layer that hasthe
appear ance you want to change.

The Target Layer Appearance button isthe circleto theright of the name of the layer in the Layers palette.
Clicking thiscircletargetsthe layer, so your changes affect that layer.

Add an effect tothe layer.

For this example, choose Effect Stylize Feather. The Feather dialog box opens. Set the Feather Radiusto 5
and click OK. All the objectsin the layer are feathered. (Lay in alarge supply of birdseed. Just kidding.)
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Applying effectsto strokes and fills

Normally, whenever you apply an effect, it s applied to the entire object. However, to keep mattersinteresting (or
confusing), you can aso apply any effect to either astiroke or afill. Whichever one you change, the other remains
unaffected, as shownin Figure 11-8.

Stroke

",

Figure 11-8: The Pucker & Bloat effect applied to the stroke, but not thefill.
To gpply an effect to astroke only or to afill only, just follow these steps:
1.

Select an object by clicking it with the Selection tool.
2.

Choose Window Appear ance to open the Appear ance palette.

In the Appear ance palette, select the stroke or thefill to which you want to apply the effect.

For this example, select the stroke.

Choose an effect from the Effect menu.

For this example, choose Effect Distort & Transform Pucker & Bloat. The Pucker & Bloat dialog box
opens. Drag the dider towards Pucker (to the left) or towards Bloat (to the right). The effect appliesto the
path and takes an appropriate place in the Appearance palette.

When you look at your artwork, you see that only the stroke has been puckered (or bloated, depending on what you
chose). If you want to apply an effect just to afill, follow the preceding steps, but select afill instead of astroke.

Going back to adjust settings

Any effect previoudy applied to an object, group, or layer can be modified. Y ou can edit the effect by
double-clicking it in the Appearance palette. After you do, the effect sdiaog box appears, enabling you to edit the
current valuesfor that effect. If the effect diadlog box has a Preview check box, place acheck in it and watch your
changesin red time!
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Warning
Dont try to edit an effect you just
gpplied by sdlecting that effect againin
the Effect menu. Doing so appliesthe
same effect a second time over the
same path. Ingtead, double-click the
effect in the Appearance paette.

Removing appear ances

If you retired of keeping up appearances (for example, you fed your artwork istoo complex and want it to be
cleaner and smpler, or you ve added so many effectsthat printing or drawing on-screen takestoo long), Illustrator
givesyou three ways to remove them (from on-screen artwork, that is). Y ou can take an appearance apart (one
atribute at atime), trash the whole appearance except the basics, or zap everything a once. Here s how you
accomplish each of thesetasks:

To get rid of a single effect, transpar ency setting, stroke, or fill: Select what you want to removein
the Appearance palette and then click the little trashcan icon at the bottom right of the palette.

Toget rid of all effects, extrafillsand strokes, and transparencies. Click the Reduceto Basic
Appearance button (the button with two circles at the bottom center of the palette). This action strips away
everything except one stroke and onefill color and resets the Default Trangparency setting to ablend mode
of normal and an Opacity setting of 100%. (See Chapter 10 for more details on blend modes and Opacity

settings)

Toclear everything away: If you redlly want to clear the decks, leaving a path with no strokes or fills
whatsoever, click the Clear Appearance button (the circle with aline through it at the bottom Ieft of the

palette).

Technicd Stuff
Note that the Appearance palette aways shows
aFill color, Stroke color, and Default
Trangparency setting for an object, even after
you throw them away. Throwing away afill or
stroke automaticaly setsit to None; throwing
away atransparency setsit to the Default
Trangparency setting, which isablend mode of
Normal and an Opacity setting of 100%.
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Tip
If you re wondering what the last two
buttonsin the Appearance palette do,
here sthe skinny. Theicon with the
three overlapping circles enablesyou to
specify whether appearance effects are
applied to new objects. Click the
button so that it becomes highlighted to
apply just asinglefill or stroketo new
objects. Y ou can aso choose the New
Art Has Basic Appearance option from
the Appearance paette pop-up menu.
Click thebutton so that it isn t
highlighted to apply al the appearance
effectsto new objects. You can dso
desdlect the New Art Has Basic
Appearance option from the paette

POP-Up Menu.

The dog-eared page icon is the Duplicate button. Select the appearance effect or attribute (stroke or fill) you want
and click this button to creste a duplicate.

Killing live effects until they re dead

Sometimes, you want to preserve the way an object looks, but get rid of al the things in the Appearance paette. One
reason to do thisisthat al these multiplefills, strokes, and effects can take tremendous processing power when they
arelive. Thisgtuation can result in long print times, or long times redrawing whenever you make a change to your
graphic. The drawback to live effectsis that they are previews and need to be recalculated every time you make a
change. Y ou can kill these live effects so that they permanently change your graphic. Y ou can no longer make
individua adjustments to them or remove them, but al the ca cul ations have been made and the graphic has been
permanently changed. Thisresultsin amuch smpler, if limited, graphic.

To permanently set dl the live effects, choose Object Expand Appearance. The object expands, whichisa
completely counterintuitive way of saying the object getssmpler. All the settings made in the Appearance palette are
redlly just previews. They haven t been gpplied to the graphic. Every time you make achange, that appearance needs
to be completely reca culated. Expanding the object applies dl those changesto it permanently, so the caculations
don t have to be made again. The graphicissimpler, if less editable. Figure 11-9 showsthe difference between live
and, um, dead objects.

Figure 11-9: A live effect (left) and after Expand Appearanceis applied.
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Figuring Out Styles

Syles are collections of colors, trangparency settings, effects, and additiona fills and strokes that can be applied to
any path, group, or layer. Think of al that information in the Appearance paette. Saving it and gpplying it to different
objects (without having to re-create dl those settings) can significantly reduce the time and effort you spend. That s
the advantage of usng styles.

Another advantage isthat any update in the style changes al the objects to which you apply that style. For instance, if

you apply astylewith ared fill and black stroke to apath, and later you update the style to an orangefill, the object
you previoudy applied that style to changesto an orangefill and black stroke.

Applying stylesto objects

[llustrator comes with awhole dew of premade styles that are stored in the Styles palette (see Figure 11-10), ready
for you to usewith just aclick.

<7, |HCHa|
A moeeDE:
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Figure 11-10: Applying astyleto a path.
To apply astyle to an object, follow these steps:
1.

Select an object.

Open the Styles palette by choosing Window Styles.

The Styles palette appears.

Click athumbnail stylein the Styles palette.

Doing so automatically appliesdl the settings to the selected object.

Creating and editing styles
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Y ou can create astyle from any selected object in the document, as shownin Figure 11-11. Y ou can also create a
style based on the current Appearance pa ette settings. (The Appearance pal ette contains the settings for the last
object sdlected, even if that object isnt currently selected.)

1.
Select an object (or not, asthe case may be).

If you don t select apath, the style you create adopts the current settings in the Appearance palette.

Open the Styles palette by choosing Window Styles.

The Styles palette appears.

Click the New Style button (the middle button at the bottom right of the Styles palette) or smply
drag your object onto an empty spacein the Styles palette.

A thumbnail representation of the new style appearsin the Styles palette.

|| |
o=
5‘ =]
Shyles ™
Stybe Optiens o E_j D “- ..
Sty S |Imr|\h:r.‘||r|.' ILI ! E\' l ‘ i E
| Camewt \—[ - : 1=
J ¥|
| (@& & [ & [&|

Figure 11-11: Creating anew style.

Y ou have more than one method available to edit an existing style. Regardless of the method you use, [llustrator
automaticaly updates dl the objects that have that style gpplied to them to match the new style. The basic way to edit

an exiding syleisto redefineit.

Tip
After you apply astyleto an object,
you can click the Bregk Link to Style
button on the Styles pal ette to prevent
[llustrator from updating the object to a
new yleif you redefinethe existing
one.

To redefine an existing style, asshown in Figure 11-12, just follow these steps:



This document is created with the unregistered version of CHM2PDF Pilot

AN

WOl

aaaaa > Add New Fill

| mgect: Graphic Styte Add New Stroke
Duplicate Item

e D
Ereie Mo Rermovs
eke: [l =
— | R S O T
Roduce to Basic Appearance
Fa
b-.lr = 'm = MNeowr At Has Basic Appearance
e B i L —~ Layer/Group Overrides Color
= =] =] (£
I i Hide Thumbmail
= -
| Stybes »
e R | S
= BRI CE | S
R wm| @ )=
I ICEAarGEIE
== I & = =)

Figure 11-12: Redefining an existing style.

1.

Createabasic shape and apply a styletoiit.

Inthisingtance, | created atriangle by using the Basic Shapestool. Then | chose Window Styles and applied
the style Bermudarto the triangle by clicking that stylein the Styles palette.

Edit the selected object as you normally would to create the new appear ance that you want.

Change thefill and stroke, and/or add effects. In thiscase, | chose adarker fill color and added two strokes
of different colorsto the triangle by using the Add New Stroke command in the A ppearance pal ette pop-up
menu (which | describeinthe Adding fillsand strokes section of this chapter).

After you re satisfied with the changes, open the Appear ance palette by choosing Window
Appearance. With the altered object still selected, choose Redefine Style Style Name from the
Appear ance palette pop-up menu, accessed by clicking thetriangle in the upper-right corner of the
Appearance palette.

Y ou rereplacing astyle, but you have to do it through the Appearance paette. Go figure! Because the name
of thestyle| edited in this example was Bermuda, the menu reads Redefine Style Bermuda. Themenu
changesto whatever name the style has been given.

[llustrator updates the style in the Styles pal ette with the changes  and updates any object in the document
that has that same style gpplied toit.

Another way to edit an existing styleisto replace it with another set of Appearance settings. Set thefill, stroke, and
effects for an object to make it look the way you want. Then hold down the Alt key (Option on aMac) and drag the
object over the thumbnail of the style that you want to replace in the Styles paette. It may look asif you re dragging
that entire object into the Styles palette, but you rejust dragging itsfill, stroke, and effects settings (in other words, its
appearance). To let you know that the object isin the proper position to replace the existing style, ablack border
appears around the style. Release the mouse to update the style to the Appearance settings of the selected object.
[llustrator also updates al objectsthat share the style.



This document is created with the unregistered version of CHM2PDF Pilot

Spotting the difference between graphic and text styles

Thelllustrator graphic styles are different fromitstext styles (text stylesare discussed in Chapter 14). Graphic styles
specify graphic attributes, such asfill color, stroke color, transparency, additiona strokes and fills, and any applied
effects. Text styles (Illustrator hastwo types. Character and Paragraph) specify text attributes, such asfont, size,
leading, dignment, and other Character palette and Paragraph palette settings.

Thelllustrator graphic stylesdon t dlow you to save text attributes, such asfont and dignment, with them. However,
you can apply graphic stylesto text and text objects; the graphic stylesjust don t apply any text-specific attributes.

Applying graphic stylesto text

[llustrator looks at text as a picture of letters and numbers not asletters and numbers  and then appliesagraphic
styleto that picture, asshownin Figure 11-13.
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Figure 11-13: Applying agraphic styleto text.

To apply agraphic syleto text, just follow these steps:

1.

Select text by using the Selection tool.

2.

Display the Styles palette by choosing Window Styles.

3.

Click athumbnail in the Styles palette to apply that styleto thetext.

[llustrator applies the graphic style you select to the text object.

Y ou can quickly apply astyleto text or other objects by salecting the style you want and then clicking with the Paint
Bucket (whichislocated in the same dot as the Eyedropper tool) on anything you want to changeto that style. (It s
so much easier than dragging areal paint bucket. And you don t have to worry about the carpet. Is lllustrator greet,

or what?)
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Part I11: Taking Your Pathsto
Obedience School

Chapter List
Chapter 12: Pushing, Pulling, Poking, and Prodding Chapter 13: Organizing Efficiently

In thispart .. ..

Half the battlein llludrator is creating suff. The other haf ismodifying and organizing the stuff you creete. This part
focuses on manipulating your creationsinto exactly what you want them to be. Y ou start by sdlecting and moving
pieces of artwork and the individua parts that make up the artwork. Then you can rotate, scale, skew, or mash your
art around in avariety of ways. For aredly exciting time (adventuresin unbridled mutation), you transform one piece
of artwork into another by using the Blend tool. Findly, Illustrator revedls a secret of the ages: Organizing isafun and
exciting activity (instead of atedious chore that devourstime like ado-mo shark) when you use delightful innovations,
such aslayers, the Align palette, grid tools, and guides.

Color Plate 1
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Thisartwork is created in Illustrator by using the Transform effect set to copy certain sections of artwork
and reflect them at the same time. In thisway, an object in a corner is modified, and the art in the other three
corners changesin real time. The artwork was created for several decks of cards given out as gifts to the
[llustrator team at Adobe.

oIor Plate 2
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The evolution of game card design. While the actual design went through several iterations, these images

capture the major shiftsin both design and game play. A variety of fairly complex techniques are used,
including the Convert to Shape effect for the circles/squares behind the numbers.

Color Plate 3

The Game of Wild Speculation

3 GUESSES

The background is made up of question marks turned into symbols and sprayed in a dense pattern, while the
colored circular spaces areindividual styles (one style per color). The colors can be changed quickly without
affecting the number of each color (which isimportant to game play).

Color Plate4
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Packaging for boxesis often designed in thisway: A flat version is printed and then glued onto the actual
box. In other cases, the box artwork is printed directly on the packaging material.

Color Plate 5
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This pencil is created out of a few very basic mesh objects. The pencils at the bottom are slight variations of
the original pencil.

Color Plate 6
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This eye-catching image is created by scanning a close-up cat photo and then posterizing the image in
Photoshop. In Illustrator, the Pencil tool is set to a loose setting, and shapes are drawn around the posterized
areas. The colors are changed to pastels, and the result is rather stunning.

Color Plate 7

This logo has one aspect that isincredibly difficult to figure out for most Illustrator users. How does the ring
go around the planet? You can't create it with 3D, and you can't createit normally. Thetrick isto cheat:
Create two gradient rings, putting one in front of the planet and one behind. The one in front is masked in
half, and the result is a ring that appears to go around the planet!

Color Plate 8
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UFORNIA ZM

The notable characteristic of thislicense plate is the sense of depth you get fromit. By using subtle beveling
(copies of objects offset dlightly and darkened and/or lightened), the image gains a tremendous amount of
depth and realism.

Color Plate 9
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The light on the text is created by using the text as a mask on a glowing background. The detail in the light
bulbsis created by using shape blends.

Color Plate 10
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These clouds are created entirely with a single mesh object. Each point on the object is pulled, pushed, and
colorized to achieve the final effect.

Color Plate 11

Do not try and bend the spoon

Ihat’s impossible.
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There is no spodn.

Thefirst spoon is made of basic vector shapes with a masked image of Botticelli s Venus. The next two
spoons are the same object with an Arc warp applied and the Warp Liquify tool applied, respectively.
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Color Plate 12

38 Y

This poster isdonein two up mode for a large format (36 wide) printer. In order to give a finished look to a
simpligtic illustration, drop shadows are liberally used on the symbols and the names.

Color Plate 13
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These posters displayed over the course of four weeks, starting at the upper left and working down to the
lower right. They unveiled Illustrator 10 to Adobe employees.

CoI or Plate 14
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The background for thisimage is created by roughening strips of color in several rows and then placing them
on top of each other at different angles with different transparency blend mode settings. A drop shadow used
on the white text area makes the type pop more.

Color Plate 15
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The base and shade of the lamp are created with the Illustrator 3D feature, but each is created separately in
order to get the surface qualitiesright.

Color Plate 16
U.S. Senators

[llustrator is often used for graphical representation of data, such as this map showing the senators from
each state and a colored representation of each state s senatorial alignment.
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Chapter 12: Pushing, Pulling,
Poking, and Prodding

Overviaw

In This Chapter

Understanding how transformations work
Using the Scale, Rotate, Reflect, and Shear tools
Moving and shaking (even gtirring) objects and portions of objects

Blending paths until they re confused and happy

Art that you create in lllustrator can be modified in a number of ways. Perhaps the most powerful of theseways are
transformations and distortions. These enable you to bend, move, and manipulate paths and other Illustrator objects
likeslly putty, shaping them to your every whim. (Power mongers, regjoice!)

In this chapter, you find out how to use the many Illustrator transformation toolsto ater the shape of your artwork in
any way you desire. In Bonus Chapter 1, you dive into distortions. Go to www.dummies.com/go/illusiratorcs fd to
find the bonus content.



http://www.dummies.com/go/
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Under standing the Five Transformation Sisters

Y ou can do five fundamental thingsto paths: move, scae, rotate, reflect, and shear. Each of these transformations has
both atool and adialog box associated with it. Move actualy hasthreetools, if you count all the arrow tools (each of
which are used to move selections).

The key to using al thesetools (and their control-fresk diaog boxes) isto salect what you want to change first and
then to apply the transformation. Use the Selection tool when you want to transform an entire object (shift-click with
the Sdlection toal to transform multiple objects smultaneoudy) or use the Direct Sdection tool to transform just afew
pointsat atime.

Move

[llustrator enables you to move objects smply by clicking and dragging them with any of the selection arrows. Figure
12-1, for example, shows an elaborate object moved from one spot to another.

Figure 12-1: Theorigind illugtration (Ieft) ismodified (right) by using the Selection tool to move the bird. (Suddenly
the parrot seemsto defy gravity.)

Sometimes, you need to move a selection a specific amount. Suppose you draw aflower (or aweed, if your drawing
skillsaren t quite up to par yet), and you want to move this flower exactly oneinch to the right.
To specify how much you want to move your object, follow these steps:
1
Select your artwork and choose Object Transform Move.

The Move dialog box appears (see Figure 12-2).
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Figure 12-2: The Move didog box.

Y ou can a'so double-click any of the three arrow tool s to access the Move dialog box.
In the Distance field, type how far you want the object to move; in this case, type 1in.

Type 0in the Anglefield.

Setting the Anglefield at 0 ensures that the object moves directly to the right without shifting up or down.
Leavethe other fiddsat their default settings.

Click OK to exit the M ove dialog box.
Tip

Okay, so you may wonder how
[llugtrator knows to move the flower
just aninchtotheright, instead of to
the left. Wdll, lllustrator knows because
the number you entered in the text field
Isapogtive number. If you enter a
negative number, the object movesto
theleft. In fact, the only way to move
something to theleft in the Move didog
box isto enter anegative number in the
Horizontd text field. If you do that, the
Anglefield automaticaly changesto
180 degrees, whichisto theleft (O
degreesisto theright).

Remember
Tdl Illustrator the appropriate measurement unit with
these symbols. in for inches, p for picas, pt for points,
am for centimeters, mm for millimeters, or px for
pixes.

Scale
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To make something bigger or smdler in lllugirator, you scale it. lllustrator has a Scale tool, a Scale dialog box, and a
Scale function as part of the bounding box that surrounds an object after you select it with the Selection tool. Not
only can you make an object bigger or smaller, but you can aso squish an item to change its size. For instance, you
can make an item twice as high but the same width asit was originadly. Figure 12-3 shows what happens when you

scale an object. ‘ ‘ ‘

Figure 12-3: The original artwork (left) scaled smaller (center) and larger (right).
Tip

The easiest way to scaeartisnot to
use the Scaletool but to use the
bounding box that appears around
objects after you select them with the
Sdlection tool. The bounding box
enables you to scae and rotate
artwork. To scade artwork, click and
drag the handles (big, black squares)
around the outside of the artwork.

If you hold down the Shift key asyou drag the bounding box handles, you constrain the sizing of the bounding box
(and the artwork) so that the width and height are scaled proportionately. Thisistypicaly agood thing it prevents
your artwork from getting redly, redly fat or redly, redly skinny asyou scdeit.

Tip
Holding down the Shift key asyou use
any of avariety of tools keegpsthe
object congtrained. For instance, with
the Rotate tool, holding down the Shift
key congtrains rotation to 45°
increments (anice angle Sdeways,
another nice angle upside down,
another nice angle sideways the other
way, and findly onemorelovely angle
draight up).

The bounding box isnice and dl, but you don t find lllustrator Knights of the Galaxy using it because they like doing
things the hard way (you know, greater evidence of artistic prowess, more prestige). The Scaetoal is definitely more
difficult to use than the bounding box for resizing artwork, but the Scale tool also has all sorts of cagpabilitiesthat the
bounding box doesn t have, such as scaling from a specific origin, using specific vaues, and copying asyou scae.

L ocate these buried treasures by double-clicking the Scale toal in the Toolbox.

Asacertain short, green, levitating philosopher once said, Try not. Do. Or do not. . .. Well, okay, you can just try
the technique, as shown in Figure 12-4, if you want to. The galaxy isnt at stake here.
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Figure 12-4: Origind artwork sdlected (I€eft); the hairline preview that gppears when you drag with the Scale tool
(center); thefina scaled artwork (right).

To scaleyour artwork by using the Scaletool, just follow these steps:

1.

Select your artwork using theregular Selection tool.

Choosethe Scale tool.

The Scaletool icon is supposed to look like asmall box being resized into abigger box. Redly. (Call it
atidiclicense)

Click at the corner of theartwork and drag.

By default, the Scale tool scalesfrom the center of the sdection. When you drag, ahairline preview of your
artwork appears, indicating the size and shape that your graphic will be after you release the mouse.

Drag away from the graphic to enlarge it; drag toward the center of the graphic to shrink it.

Release the mouse button when the art isthe size you want.
The artwork scalesto that size.

Tip
All you accuracy addicts out there (you
know who you are) can double-click
the Scaetoal in the Toolbox to indulge
your habit: The Scale dialog box
appears and offers a nice blank space
in which you can type an exact scae
percentage. (Some folksjust have a
hankering to know what an object
looks like at 183 percent or 0.5597
percent of itscurrent Size)) You can
aso access this dialog box by choosing
Object Transform and choosing your
desred transformation.
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But wait, there smore! Y ou aso have an option for choosing a Uniform or Non-Uniform scale change. Well, no,
choosing Uniform won t dress up the object in khakis. Instead, the object acts asif you pressed some super Shift key
and ends up looking like abigger or smdler verson of the origind, identically proportioned (nary a squish anywhere).
A Non-Uniform scale change enables you to enter separate scale percentages for horizonta or vertica
measurements. In addition to scaling objects themsalves, you can also scale patterns and/or strokes and effects, if
your object(s) contains any of these attributes. See Chapter 5 for more on patterns and strokes and Chapter 11 for
more on effects.

Tip
Not content with scaling from the
center? The two-click method of using
the Scale tool may soothe your
yearning for aternatives. It enablesyou
to movethe origin point around the
screen before scaling. The origin point
is aplace tacked to the Artboard
around which therest of the artwork
scdes. Normdly, the origin pointisin
the middle of the sdlection, but you can
put the origin point anywhere, even
outside the selection! Just select the
Scaletool from the Toolbox and click
once before you do the click-and-drag
routine to scale the object. Illustrator
resetsthe origin point to thelocation
where you single-clicked.

Tip
If you drag back across the origin point
(or themiddleif you didn t set one)
while using the Scaetoal, you may well
flip the artwork over. That salittle
disconcerting, but aslong asyou don t
rel ease the mouse button, you can
awaysdrag back and fix it. If you do
rel ease the mouse button, you can undo
(choose Edit Undo).

Rotate

Spinning your artwork around in circlesisagood way to whittle away an afternoon. Sometimes, | just sit, click, and
spin, watching the artwork rotate on-screen. It smesmerizing. Then again, | dont redly get out al that much.

Y ou can use the funky corner arrowsin the bounding box (which shows up when you have something selected with
the regular Selection tool) or by using the Rotate tool. The Rotate todl (like the Scale tool) enablesyou to set the
origin point, which is the location the artwork rotates around. Double-clicking the Rotate tool aso enablesyou to set
aspecific angle of rotation. Figure 12-5 shows artwork before and after it s rotated with the Rotate tool.
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Figure 12-5: The origid artwork (left) and after it's rotated (right).

Reflect

Using the Reflect command, you can flip asdection over any axis, making amirror image. Figure 12-6 showsorigind

artwork before and after it sflipped over a90° axis. o
Figure 12-6: Reflecting the artwork by using the Reflect toal.

To usethe Reflect tool to creste amirror image, just follow these steps:

1.
Select the artwork to bereflected.
2.
Choose the Reflect tool from the Toolbox.
3.
Pressand hold the Shift key. (Releaseit after you release the mouse button in Step 5.)
The Shift key congtrainsthe reflection to a45° angle, which makes ahorizonta reflection easier to
accomplish. (Who knew it took so much work to be abeam of light? Other than Eingtein. .. .)
4.
Click thefar-right edge of the selected artwork and drag to the left.
5.

Release the mouse button (and then the Shift key) after theartwork flips over.

But that snot al! If you act now and double-click the Reflect tool, you get the Reflect dialog box (shownin Figure
12-7) absolutely free! Here areits exciting capabilities:
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Figure 12-7: The Reflect diaog box.

Horizontal: Select thisradio button to flip the image upside down while you reflect it.

Vertical: Sdect thisradio button to flip theimage over while you reflect it.

Angle: Sdect thisradio button to rotate the image to a specified, um, angle while you reflect theimage.

Shear

Most programscal this skew, but Illustrator takes the high road and uses alofty aviation term. It scommonly used
for creating cast shadows (the kind that fall away from an object, like your own shadow does on asidewalk ona
sunny afternoon, aso known as perspective shadows) or cast reflection (like atill 1ake reflecting autumn trees).

The Shear tool can betricky to use because it can quickly zip out of control and turn your artwork from a
mild-mannered logo into something resembling Timothy Lear s nightmares. When you click and drag with the Shear
tool, everything on the sde of the origin point movesto where you drag it while everything on the other sde of the
origin point moves an equa distance in the opposite direction. The artwork in between distorts accordingly, and you
get adanted version of your artwork. If you drag too far or in the wrong direction, it s back to the land of funky
gpadtic visonsof inkblots.

Tip
To make the Shear tool easier to use,
aways use the two-click method.
Before you drag with the Shear tool,
click at the edge of the selected
artwork to set the origin point. When
you do this, you only haveto pay
attention to your artwork shearingin
onedirection. Theoveral effectsare
the same, but you don t have to worry
about the artwork shearing in both
directions.

To usethe Shear tool:
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Sdlect theartwork to be sheared.

Choose the Shear tool from the Toolbox.

The Shear tool hides behind the Scale tool in the Toolbox. Click and hold on the Scale tool, and the Shear
tool pops out from behind it.

Click once at the edge of the artwork to be sheared.

This setsthe origin point, making the Shear tool easier to control.

Drag with the Shear tool.

Theartwork shears, or distorts, to ook danted, as shown in Figure 12-8.

Figure 12-8: Origind artwork (left) and after shearing (right). Y eah, thet sattractive.
[ Frevious [nexr o
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Additional Transformation Tidbits

All thistrandforming may seem like some pretty amazing stuff. What sredly amazing isthe bevy of little extrasthat
[llustrator has thoughtfully provided to make transforming easier and faster. The following sectionsin this chapter
show you how to use these extras. Here salist of what you can do:

Usethe Transform palette: This paette keepsdl the transformationsin one handy place, where you can
apply them by typing in numerical values.

Copy whileyou transform: Rotate acopy of your artwork.

Transform each piece of artwork separately: The Transform Each diaog box enables you to apply
transformationsto individual objects, instead of to everything at once. Thisfeatureisuseful, believeit or not.

Repeat thelast transformation: Doitagan...andagan. .. dl withasmple menu command (or
keystroke).

Transform a portion of a path: That sright, you can select just afew points and move, scae, rotate,
reflect, or shear them. (This capability is especidly useful if you want to givethat virtua caterpillar a
Mohawk.)

The Transform palette

The Transform palette, shown in Figure 12-9, is aone-stop shopping location for al your transformation needs.
Accessthe pdette by choosing Window Transform. The paette s quite powerful, aslong as you don t mind the math.
HoEE

[ Transform | 4

EE #: 143595 pt | weizoavap |
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N G ] G

Figure 12-9: The Transform paettein al itsglory.

By entering valuesin the Transform paette sfields, artwork can be moved, scaed, rotated, and sheared. The paette
pop-up menu has optionsfor reflecting (Flip Horizonta and Flip Verticd). Thismenu aso contains options for scaling
strokes and effects and transforming the object, the pattern, or both. The W and H (width and height) fields can take
both absolute measurements (sizes specified in inches, centimeters, and so on) or relative measurements defined
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by percentages. Just type thelittle extrabit after the number that specifieswhat kind of measurement the number
represents in for inches, an for centimeters, or % for a percentage.

Tip
If you hate to crunch numbers, rgjoice!
The Transform palette does the math
for you! For ingtance, if you want an
object to be one-third aswide asit
currently is, just type/3 after the current
valuein thetext box for width, and the
artwork will shrink to 1/3 of itsorigina
width.

Copying while transfor ming

All five of Illugtrator stransformation functions enable you to copy objectsaswell as transform them. To accomplish
thisdazzler, Illustrator applies the transformation to acopy of the original sdection, just asif you used cut-and-paste
to copy the object, pasted it directly on top of the original, and applied the transformation. In Illustrator, you can do
dl that in one step.

When using the transformation tools, you can pressthe Alt key (Option on aMac) to make a copy of your selection
while transforming. Just press the Alt key (Option on aMac) after you start dragging (not before) and hold it down
until after you rel ease the mouse button. Illustrator creates a duplicate of the selection.

Technica Stuff
[llustrator users do this sort of thing so often that
they invented acouple of terms (Alt-drag for
PCs, Option-drag for Macs), to mean copy an
object. (Ninetimesout of ten, it means move a

copy.)

Figure 12-10 shows the way asample of type |ooks after you transform it with the Shear tool while holding down the
Alt key (Option on aMeac). Theresult isacast shadow that gppearsin front of the origina type (which Illustrator

=0ladQy

treats as an object).

Figure 12-10: To get this cool cast shadow with the Shear toal, | copied the text object and filled with agradient.
Tip

If you reusing adiaog box to
accomplish atrandformation, click the
Copy button instead of OK to cregte a
transformed duplicate of the object.
Theorigind artwork stays
untransformed.
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Transform Each

The Transform Each didog box (see Figure 12-11), accessed by choosing Object Transform Transform Each, does
two things: Firg, it brings most of the transformations together into one dialog box. Second, it applies transformations
to each of the selected objects separately, instead of all at once.

Transform Each
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Figure 12-11: The Transform Each dia og box.

Oddly enough, this gpproach resultsin an effect that bears almost no resemblance to transforming everything at once.
Figure 12-12 showsthe results of regular rotation versus the results of rotation using the Transform Each dialog box.
(Justdontsay | didnt warnyou.)

Figure 12-12: Origina artwork (left) after it srotated with the Rotate tool (middle) and using the Transform Each
diadog box (right).

Transform Again

After you transform something, you can repest the transformation quickly by choosing Object Transform Transform
Again; the keyboard shortcut is Ctrl+D (0 +D onaMac). Thisaction smply repeats the previous transformation
whether by tool or diadog box or paette and appliesthat transformation to the current selection. Y ou can even
desdlect something, select something else, and apply the same transformation to the new selection.

The Transform Again command also works with copying selections, as shown in Figure 12-13.
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Figure 12-13: Thetick marks on this clock were made with the Transform Again function by rotating a copy around
the center in 6° increments.

Partial transformations

If you select just a section of apath, you can gpply the five basic transformationsto it, just asyou do with an entire
object. The result can be quite ordinary (as when you move afew points around) or rather unexpected (as when you
scale, shear, or reflect just afew points), as shown in Figure 12-14.

Figure 12-14: Moving and scdling aportion of a path.
The following steps select, move, and scaejust afew points on apath (with some interesting results):
1.
Using the Direct Selection toal, click and drag over a portion of a path.

Asyou click and drag with the Direct Selection tool, arectangular marquee gppears. Only the pointsinsde
thismarquee are selected.

With the Direct Selection tool still selected, click a selected (solid) point and drag.

All the sdlected points move aong with the one you click and drag. Be sureto click directly on apoint that
you ve selected (indicated by a solid square); otherwise, you |l accidentally drop the selection and select

something else.
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Release your mouse, choose the Scale tool, and then click the same point as Step 2 and drag.

Dragging toward the middle of the selected points brings them closer together. Dragging away moves them
farther gpart.

Tip
Dont click too near the middle of the

points, or they get dl cantankerous and
hard to control.
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Blending: The Magic Transformation

This section coverswhat may well be the oddest featurein Illustrator. Illustrator can blend one path into another. For
Instance, you can blend the shape of afish into alowercase letter f. Theresult isaseries of pathsthat dowly
transform from one path into another. In addition to the shape changing from one path to another, the color (and

dyle, if oneexists) changesaswell.

Technical Stuff

Sound familiar? No surprise. Theresultslook a
lot like the morphing effect you seein every
werewolf-vampire-dien-shapeshifter movie
madein thelast ten years.

Only paths can be blended together. The paths can be open (lines, curves) or closed (shapes such ascirclesand
sguares). They can aso contain either solid colors or gradients. Y ou can select any number of paths (no more than
three, though, for the best results) and blend them together, as shown in Figure 12-15.

| i
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Figure 12-15: Creating a blend between two paths.

To create ablend that takes the artwork from one path to another, just follow these steps:

1.
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Createtwo paths on opposite sides of the document.
2.

Choose the Blend tool from the T oolbox.

Click onepath, click the other path, and watch the blend appear.

The number of objects between the two origina paths depends on how different the colors are.

(Optional) To specify the number of steps between the paths, double-click the Blend toal.

In the Blend Optionsdialog box that appears, select Specified Steps from the Spacing drop-down
menu and enter the number of steps you want between the two paths. Click OK.

[llustrator creates the number of objects you specify between the two origind paths.

Other options are available in the Blend Options dialog box besides the Specified Steps option. The Smooth Color
option lets I llugtrator automeaticaly ca culate the number of stepsfor the blend, which adlowsfor a smooth trangtion of
color and shapes. The Specified Distance option specifies the distance between stepsin the blend based on the edge
of one object to the edge of the next object. Y ou can dso specify the orientation of your blend either with the Align
to Page orientation or the Align to Path orientation. Theiconsfor each give you avisud of each orientation.

Tip
Y ou can aso edit your blendswith
selection tools, such asthe Arrow or
Lasso tools, or with the Rotate or Scale
tools. If the blend still doesnt meet
your expectations as you make your
edits, you can undo ablend by
choosing Object Blend Release.
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Chapter 13: Organizing
Efficiently

Overview
In This Chapter
| Arranging and stacking images

Using the Layers palette
Changing the stacking order of objects with the Layers palette
Naming objects, groups, and layers
Organizing artwork with groups
Letting Smart Guides do thework for you
Working with guides
Aligning objects

A good way to think about how Illustrator objects relate to one another isto consider Illustrator objects like
construction paper cutouts. Y ou can arrange them any way you want, but in al likelihood, some will overlap. Each
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piece of paper can then be tucked behind another piece or pulled out in front of another piece. Doing so resultsin
totally different results, even though the paper cutouts never redly change.

In this chapter, | focus primarily on stacking objects  tucking them behind each other or bringing them forward to
upstage each other and show you how to deal with stacking as easily as possible. In addition, alater section
scrutinizes precison placement and aigning of objects.
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Stacking lllustrator Artwork

[llustrator automatically accomplishes front-to-back positioning for you in astraightforward, logica way. Each new
object that you draw, place, or pasteis positioned in front of the last object that you drew, placed, or pasted,
resulting in astack of artwork.

Unlessyou apply transparency (as| detail in Chapter 10), objects positioned in front of other objects tend to knock
out the portions of the objects that they overlap. Figure 13-1 shows Illustrator objects stacked in three different
arrangements. The objects are in the same locations, but their stacking order is different. The result iscompletely
different artwork in each example.

F TS 5-
'Stacm\ng) 'smo

Figure 13-1: These arrangements of artwork are aresult of changing the stacking order of the objects.

Stacking order

[llustrator treats on-screen objects asif they were playing cards stacked neetly on atable. (Think of yourself as
standing next to the table and looking straight down on them. All theindividua cards cannot be seen. You only see
the topmost card.) Stacking order isthe order of objectsin the stack. The order of the objectsin the stack is
typically determined by when they re created or placed in the document, athough you can change this order by using
an Object Arrange command. Read more on the Arrange commands in the upcoming section, Moving art up (front)
or back (down) in the stacking order. Thefirst object created Sits at the bottom of the stack. In lllustrator, thisis
referred to asthe Back. The next object created isin front of that object, and the most recent object created sitson
top of al the others. The topmost position is considered to be the Front.

Figure 13-2 shows abasic illustration and an imaginary Side-edge view of that artwork asit would appear from the
sde
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)

Figure 13-2: Theilludration (l&ft), shown from asideways view (right).

Even when two objects appear visually side by side and do not overlap in any way, Illustrator till considers one
object to bein front of the other asif each object that you create in [llustrator were painted on a separate piece of
transparent plagtic. Often, the only time you can know the stacking order is when you move one object in front of
another. That sthe only time you need to know the stacking order because stacking order makes a difference only
when objects overlap. When objects overlap improperly (likeif abig yellow triangle hidesthe word YIELD that you
redlly want in front of thetriangle), you can use the Arrange commands to change stacking order.
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Moving art up (front) or back (down) in the stacking order

[llustrator offers the following five commands to move objects up and down through the stacking order:

Object Arrange Bringto Front: Thiscommand brings selected artwork to the top of the layer you re
working on (more about layersin the next section) by putting that artwork in front of the other objects.

Object Arrange Send to Back: This command moves sdected artwork to the bottom of the layer you re
working on by putting that artwork behind the other objects.

Object Arrange Bring Forward: Thiscommand brings selected artwork forward (that is, upward in the
stack) one step at atime.

Object Arrange Send Backward: Thiscommand puts the selected artwork farther back (that is,
downward in the stack) one step at atime.

Object Arrange Send to Current Layer: Thiscommand moves the selected artwork from the layer it
resides on to the layer selected in the Layers pa ette. For more on layers, see the section, Using the Layers
paette, coming up in this chapter.

[llustrator uses stacking order to keep track of all the objects on-screen, even when they don t overlap. The Bring
Forward and Send Backward commands affect the stacking order, regardless. Whether you send an object
backward or bring it forward, you may not see any differenceif nothing s overlapping. Dont panic! The object redly
did movein the pecking order.
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Managing the M ess

Although the commands for moving artwork may seem fairly flexible a first, that sonly trueif you keep the number of
objectslimited. After you start creating artwork with dozens (or even hundreds) of objectsinit, the first four
commands start showing their limitations and causing frustration. For instance, think of the hasde of putting an object
in aprecise order when you have ahundred different levelsin the stack ( Moveit from level 94 to level 63? Sure, no
problem. Right.), not to mention the challenge of selecting one object from among hundreds!

That stuation iswhere the Layers paette comesin. Not only doesit enable you to organize your artwork into layers,
but it aso gives you amuch more flexible method of arranging your artwork within the stacking order. Y ou can dso
do fiendish thingsto layers, such as hiding them so you can t see them, or locking them so you can see them but can t
change them or duplicate them (dlong with their artwork) in adifferent document. Thisflexibility bringsagreet ded of
sanity to working with complex illugtrations.

Imagine that you re creating an image of aflock of birdsin amapletree. Y our client wants to see the tree change
according to the four seasons. She aso wants to see the tree with and without the birds. Y ou have onetree, fifty
birds, and hundreds of leaves and the whole imageis set in spring. Oh, and the client is coming over to seethe
finished artwork in 15 minutes! Do you panic? No, you use layers! Y ou separate the tree, birds, and leavesinto
separate layers. Then you can hide and reveal the bird layer to show the tree with and without the birds. Hide the
layer with the leaves on it, and you have your maple treein winter! To smulate seasons, duplicate the leaveslayer
twice. Then, again usng the Layers palette, you can select dl the leavesin one layer and change thefill colorsto
summer colors. Then go to thethird leaf layer and change those colorsto fall colors. By showing one layer while
hiding the other two, you can create your fdl, spring, and summer trees. There you haveit! Eight pieces of artwork
from one piece, in about as much time asiit takes to describeit!

Using the Layers palette

The Layers paette, shown in Figure 13-3, provides you with the meansto do as much (or aslittle) organization as
you want. Y ou can split your artwork into layers, sublayers, and sublayers of those sublayers. Then you can view,
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Figure 13-3: The Layers paette with multiple layers.

Thumbnails

The thumbnails on the Layers pal ette show what objects are on each layer. Y ou can quickly select everything on that
layer by clicking the Target circle. In addition, clicking the Target circle enables you to gpply Trangparency settings
and effectsto that layer, as| discussin Chapter 10.

Tip
Isthe thumbnail too small to get an
accurate view of the artwork? Select
the Palette Options option from the
Layers paette pop-up menu. The
thumbnail Szeisdetermined by the row
gze. Choosefrom smal, medium (the
default size), or large; or choosethe
Other setting and typein any pixd sze
for your thumbnails.

| call it layer cake. ..

If you haven t opened the L ayers palette before, you may be surprised to find that you ve been working with layers
al dong. Whenever you create anew document, Illustrator automaticaly creates alayer to contain your artwork.

When you work with multiple layers, you may have to get accustomed to the Arrange commands, such asthe Bring
Forward and Send to Back commands. These commands work within layers but don t move objects from one layer
to another. After you select an object and choose Object Arrange Bring to Front, Illustrator brings the object to the
front of the layer that it currently occupies but not al the way to the front of the document. So if another object is
hanging around in alayer in front of the selected object and you use the Bring to Front command, the selected object
may still be behind another object in the document. If this happens, you can use the Object Arrange Send to Current
Layer command, or you can use Steps 3 and 4 in the following list to move artwork into another layer.

A good way to get afed for the Layers paetteisto break a piece of existing artwork into severa layers, asshownin
Figure 13-4.
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Figure 13-4: Placing exigting artwork into multiple layers.

To separate your artwork into multiple layers, just follow these steps:



This document is created with the unregistered version of CHM2PDF Pilot

Decide how you want to organize your artwork.

Y ou may want to split it into smilar elements  such astype, pixel images, graphics, and abackground.

Createthe additional layersyou need for your artwork by clicking the Create New Layer button
click oncefor each additional layer.

The Create New Layer button isthe third button from the left at the bottom of the Layers palette; it lookslike
asheet of paper with the bottom-left corner folded up to reveal a second sheet of paper underneath it. Y ou
can aso choose the New Layer option from the Layers palette pop-up menu.

With the Selection tool, select the graphic element in your artwork that you want to moveto one of
the other layers.

After you sdlect the art, alittle square appears to theright of the layer that currently contains the selected
artwork.

Tomovetheart to another layer, click and drag thelittle squareup or down in the L ayer s palette
tothelayer you want.

When you release the mouse button, the artwork has aready changed layers. Y ou may not see any apparent
changein the artwork, but moving the artwork into anew layer changesthe color of the selection highlights
(the tiny, on-screen squares and lines that appear dong the points and paths after you select something with
any sdlection tool). The color changesto the selection highlight color for the new layer. It sadead giveaway.

Repeat the previoustwo stepsuntil all your artwork isin the correct layers.

Changing the stacking order of layers

Layers, likeindividua objects, have astacking order. Thisorder isreflected in the Layers paette. The contents of
layers at the bottom of the pal ette appear in back of the contents of layers at the top of the palette. To changethe
stacking order of alayer, click the name of the layer or itsthumbnail and drag upwards or downwardsin the Layers
palette. Asyou drag, ablack bar appears between layersto indicate where the layer will be moved to after you
release the mouse. When this black bar is at the position you want the layer to occupy, release the mouse. The layer
and dl its contents move to that position.

L ock and Unlock, View and Hide

Wéll, no, I m not suddenly writing rhythm-and-blueslyrics. Y ou can lock layers by clicking the Lock/Unlock toggle
button (the square just to the lft of the thumbnail). Clicking it causesit to do the opposite of whatever it s currently
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doing. If alayer isunlocked, for example, clicking the Lock/Unlock button locksthe layer. If alayer isaready
locked, clicking the Lock/Unlock button unlocksthe layer. So far, so good. But potentia frustrations lurk.

When alayer islocked, you can seeit, but you cant select it or dter it in any way. If you try to sdlect anythingina
locked layer, you sdect only the object behind it. After you get accustomed to this Sate of affairs, you find that layers
areagreat way to get things out of the way that you aren t working on and to preserve any artwork that you don't
want accidentally changed.

Just to the left of the Lock/Unlock button isthe View/Hide button (which looks like an eye). Why hide dl that work?
One word: safety. This button not only hidesthe artwork in the layer, but it dso locksthe artwork so you cant
accidentally changeit. The View/Hide button is also agreat way to get things out of the way and to prevent
accidents. It salso agreat way to creste multiple versions of artwork by showing and hiding different elements. (You
know treeswith severd setsof leavesfor different seasons, or football playerswith severd uniforms, depending on
their contracts. . . .)

Remember
Hidden artwork is awayslocked artwork. If it weren
t locked, you could change that poor, hapless object
without meaning to because you can t see hidden
artwork. (Wow. Sometimes obvious stuff isso
comforting.)

Copying layers (quickly and completely)

You can copy alayer aongwith dl theartwork it contains by clicking thelayer and dragging it on top of the
Create New Layer button, which isjust waiting around at the lower edge of the Layers paette, hoping that
somebody will give it something to do. Thistechniqueisagrest way to create multiple versons of artwork. Y ou can
duplicate one eement many times, and then change the appearance for each layer. Show and hide the layersto
compare and contrast the different versons.

Tip
To create anew sublayer (alayer
within alayer), click the Creaste New
Sublayer button at the bottom of the
Layers palette, or select the New
Sublayer option from the Layers palette

pOop-up Menu.
Viewing objects and groups

After you click thelittle triangle to the left of alayer sname, you see an ingtant panorama of the groups and objects
on that layer, asshown in Figure 13-5.
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Figure 13-5: Y ou can see the contents of alayer in the Layers paette by clicking the triangle to the left of the layer s
name,

Using your optionson layers, groups, and objects

Y ou can give each layer, group, and object in Illustrator aname. If you don t name them, they wander around
despondently, lugging their default names (such as <path> and Layer 1). Naming layers can be agreat help for
locating different objects. (Those teensy thumbnails can be awfully hard to distinguish.) Naming the layers provides
you with ingtant recognition.

To change alayer sname, double-click that layer in the Layers palette. To change the name of agroup, double-click
that group in the Layers paette. And findly, to change the name of an object, double-click that object in the Layers
paette. (Isthere an echo in here? Nope, just consistency part of good software design.) The Layer Options diaog
box appears, as shown in Figure 13-6.
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Figure 13-6: The Layer Options dialog box.

The Layer Options didog box offers severd other options beyond just naming layers.
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Name: Usethistext box to type in adescriptive name for the layer.

Color: Set the sdlection highlight color here. Changing this option doesn t change any color in the artwork
just the color used to show that something is highlighted.

Template: Sdlecting thischeck box enablesyou to give the layer aspeciad designation and the following
unique set of behaviors (which tdlsyou that the layer isatemplate):

0

Thelayer isautomatically locked so nothing on it can be sdlected or changed.

By default, pixel-based artwork shows as dimmed, which alows you to focus on your own artwork
better while still being able to see the template artwork. Think of the layer asvirtua tracing paper. You
can, however, uncheck (desdlect) thisoption if you so desire.
Tip
The names of the Template layersare
italicized, s0 they re easy to pot inthe
Layers paette.

Template layers do not print, and they aren t included with your artwork when you use the Save for Web
command.

Y ou can create adifferent version of a particular piece of artwork and put the existing artwork ina
Template layer whereit sout of theway. It won t print, but you can still seeit.

L ock and Show: These options can be checked and unchecked to enable you to perform the same function
as selecting the Lock/Unlock and View/Hide buttonsin the Layers palette.

Preview: Sdecting this check box allows you to see your artwork in Preview mode. When unchecked, it
displaysthe current layer sartwork in Outline view; al other artwork in the document remainsin Preview
view.

Print: Thisoption can be checked or unchecked to make the layer printable or not printable.

Dim Imagesto: Thisoption enablesyou to dim pixel-based artwork to any set percentage. Y ou may want
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to do o for tracing purposes so that you can focus on your [llustrator artwork while using the faded pixe
artwork asaguide.

Tip
Y ou can move objects, groups, and
layers around insde the Layers palette,
doing dl sorts of strange thingsto your
artwork. Y ou can move objects from
one layer to another, move groups
insde other groups, and even nest
layers by dragging them insde each
other. Try doing this and watch out for
urprises.
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|mposing Slavish Conformity with Groups

Grouping objectsis agreat way to organize your artwork; it gives severa objects acommon address, so to speak,
where Illugtrator can find them. After you click any one of them with the Sdlection tool, you automatically select dl
the objectsin the group.

To create agroup of objects, select the objects that you want to include and then choose Object Group. Y ouwon t
see any physical change in the artwork, but from that point onward, al objectsin the group are selected at once
(provided that you use the regular Selection tool to select them).
Technicd Stuff
The main difference between layers and groupsisthat
grouping organizes objects by their relationshipsto
other objects rather than by their postioninsdea
layer. Asany former high-school student can tell you,
belonging to agroup means having to conform to its
rules. Consider theserules, for example:

Grouped objects must exist in the same

layer: Y ou accomplish this by selecting two
objectsin different layers and grouping them.
The bottommost object gets moved into the

layer that the topmost object inhabits.

Groups can be grouped together: You
accomplish thisby sdecting two or more
groups and choosing Object Group. If you
have two groups cdled Football Team and
Cheerleaders, for example, you can group
them in another group caled Sadium.

Grouped objects can be ungrouped: You
accomplish this by sdlecting the group and
choosing Object Ungroup. (Or maybe you can
get an object in the group to do something
uncool. . . .)

See Chapter 6 for moreinformation on selecting groups.
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Lining Up

[llustrator provides severa waysto makethingsline up as nestly as possible. Instead of just eyeballing thethingsin
the line (which sounds sort of icky), you can have lllustrator help you make sure everything lines up just right. In fact,
S0 many waysto aign things exist that you don t need to figure out al the different methods. Just pick the onethat
makes senseto you and useiit.

Two of the more-arcane-but-useful functionsin Illustrator are tricky to find and use, but are worth the effort:

Snap to Paint: Thisfunction (choose View Snap to Point) snagps your cursor to anearby point (on apath)
whenever you re near toit. Thisfunction is perfect for butting objects up againgt each other.

Condraining via Shift. Thisfunction (hold down the Shift key after you make your selection) congrains
movement of objectsto 0, 45, or 90 degrees (and all sorts of combinations thereof).

Remember
If you want your objectsto movein aconstrained
fashion, make sure that you hold down the Shift key
after you make your sdlection and keep holding it
down until after you rel ease the mouse button. If you
hold the Shift key down before you make your
selection, you add that selection to anything else that
you ve dready selected. If you let go of the Shift key
before you let go of your mouse button, you release
the congtraint, and the object is positioned someplace
far from where you want it to be.

Guidesthat aretruly smarter than most of us

What if Illustrator knew what you were thinking? Sciencefiction? Maybe. But Illustrator is smart enough to know
what youwant todign if you turn on Smart Guides, that is (by choosing View Smart Guides). Theselittle helpers
come out and start drawing temporary guidesfor you dl over the place. Suddenly you can align objectsin dl sorts of
ways.

Here s how thisfeature works. When the Smart Guides feature is on, it watches you work. As your Cursor passes
over different objects, Smart Guides draws lines from the points that you drag over, showing you how they dign.

Although Smart Guides come in handy, they cause enough busy blinking of objects and linesto compete with the
Saturday morning cartoons. | advise that you keep them turned off unless you re doing some serious organizing or
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drawing and can use the visud cues.

Let therulersguideyou. ..

Y ou can create aguide of your own if you drag out from one of the rulers (click the ruler and drag it into the
document). Think of these guides asindividua grid lines. Y ou can usethem to align artwork horizontaly or verticaly
wherever you want without having your whole screen become littered with grid work like you do whenever you
choose View Show Grid.

Unlike Smart Guides, the guides you create on your own give you no additional information about your artwork.
They rejust linesthat hang out behind your artwork to use asapoint of reference. When View Snagp to Grid is
turned on, objects snap to guides aswell (even if you arent using agrid).

Y ou can drag out as many of these guides as you want or need. To move aguide that you ve dragged out, choose
View Guides Lock Guides and toggle the option off. Then click and drag the guide that you want to move. Y ou can
aso pressthe Delete key after clicking aguide to removeit dtogether. This action lets you customize your guides so
that they rein the exact position you need to help you with the specific artwork you re creating.

Tip
Lock your guides after you move them
by choosing View Guides Lock Guides
and toggling the option on.

| mapath, | maguide

Y ou can turn any path into aguide by selecting the path and choosing View Guides Make Guides. That means
circles, squares, wavy lines, or an entirelogo can be used asaguide. Y ou can aso turn any guide back into apath
(eventheruler guides) by sdecting it and choosing View Guides Release Guides. Guides need to be unlocked and
selected for thisto work.

If you need to move or delete a single guide, you can press Ctrl+Shift (0 +Shift on aMac) and then double-click the
guideto unlock it and change it into a path. (Just pressthe Delete key afterward to make it disappesar.)

Tip
Y ou can dways clear out dl the guides
in adocument by choosing View Clear
Guides.

Alignment

Thelllugtrator Align palette enables you to dign and distribute salected objects just by clicking a button. Open the
Align palette by choosing Window Align. Thelittle pictures on each button in the palette show what the button does
after you clickit.
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Thetop row of buttons aligns objects. Y ou can dign objects horizontdly or verticdly. If you align objects horizontally
to theleft, Illugtrator dignsthe leftmost pointsin the objects. If you center objects horizontaly, Illugtrator dignsthe
centers of the objects.

Thefind location of the objects may seem alittle random at times because the Align command dignsthem to a point
that isthe average of the locations of the objects. For instance, if you dign two objects verticdly by their centers
and one object is on the right side of the page and the other ison the left Sde  the objects will align somewhere near
the center of the page. To get them exactly where you want them, you may need to click and drag the objectswith
the Sdection tool after you aign them. Still, the Align palette saves you awholelot of time getting there.

The bottom row of buttons distributes objects. In other words, these buttons move sel ected objects so that they are
the same distance apart. The Disgtribute Objects option takes the two objects that are the farthest gpart and
distributes the remaining objects between these two objects.

The Align paetteisagood way to aign thingsthat you ve dready created in lllustrator and Smply need to straighten
up abit. If everything you ve created isdl helter-skelter (or just helter work with), Align adjusts your artwork until it
looksjust right. Or left. Or centered. (It s pretty handy and politically neutral.)
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Part 1V: Practically Speaking:
Type, Print, and Files

Chapter List

Chapter 14: Introducing Letters and Such (Type 101) Chapter 15: Printing Y our Masterpiece Chapter 16: Putting
Y our Art on the Web Chapter 17: Moving Files Into and Out of Illustrator

In thispart .. ..

In our visually oriented culture, the way that wordslook can be asfull of meaning aswhat they say. Smdl wonder
that creating fancy, artistic typeis one of the most popular uses of Illugtrator. Illustrator offers easy (and practicaly
limitless) waysto create wow-look-at-that artwork with afew smple steps.

Inthis part, | cover dl the great stuff you can do with the newly enhanced type features, from aigning your characters
and changing their size to making type flow around acircle or insde ashape. Y ou aso discover how to unlock the
secrets of mastering the appearance of your type, from editing the minutest part of aletter to using the Creste
Outlines command.

Also, don t missthe scoop on printing your creations, putting them on the Web, and how to movefilesin and out of
[llustrator CS.
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Chapter 14: Introducing L etters
and Such (Type 101)

Overview
In This Chapter
| Uncovering why [llustrator has so much type stuff

Understanding type terms
Mixing fonts effectively
Measuring type
Spacing out lines of type
Changing the space between |etters
Stretching and squishing type

Aligning typeto one side or another

Cresting type on apath
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Making type flow within shapes

Making type flow around shapes

Linking text blocks together

Changing the path, not the type

Using typeasamask

Turning typeinto paths

Typeisundoubtedly one of Illustrator s strongest aress. All the thingsthat Illustrator doesbest logos,
advertisements, posters, Web-page graphics  depend on text and typography. Many Illustrator features interact with
typein someway; and the program stype capabilities are pretty straightforward after you know where they are and
what they can do.

Inthis chapter, | tak about Illustrator type. (If you re dready familiar with controlling type in Microsoft Word or
some other piece of word-processing software, you re dready familiar with many of theseterms.) To easethe
journey, this chapter coverslocating the Illustrator controls  and deciphering the Illustrator way of doing things.
Findly, | describe how to get the most out of type and how to turn Illustrator from aglorified word-processor into an
astounding type-modifying tool that can do just about anything to type, such asput it on irregularly shaped paths,
wrap it around objects, giveit anirregular shape, and put objectsinit and that sjust for openers.
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Using the Word Processor from Outer Space

If you think of the Illustrator type capabilities as an extended word-processing program, you rein theright ballpark;
people frequently mention Illustrator s amazing typographica control. The basics of type (such asfonts, size, and
alignment) work much the samein lllustrator asthey do in most software programs. But Illustrator aso packs some
advanced typographica capabilities such as saving filesin three of the most universaly recognized file formats (EPS,
GIF, and JPEG). What setsthis program agpart from the rest isthat you can do wonderful things with type and use it

just about anywhere.

Controlling typein Illustrator

[llustrator has avariety of places where you can work with type options: the Type menu, the Character palette, the
Paragraph paette, the Character Style pa ette, the Paragraph style pa ette, and the OpenType palette. 95 percent of
what you need, however, resides in the Character and Paragraph palettes, shown in Figure 14-1. These two palettes
are essential knowl ewdge for Illustrator users, soisagood grasp (o to speek) of the Type tool(s) in the Toolbox.

: =
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Figure 14-1: The Character and the Paragraph pal ettes.

The Typetool(s)

Y ou don t need anything but the Type tool to create type (as shown in Figure 14-2) athough the Typetool by itsalf

Point type{

et ol (11 ‘

. 5|
u’_‘l;y'—.'_’.-

won t let you change anything about your type.

Figure 14-2: Creeting point typein Illustrator.
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Tip
Severd typetools hide behind the
standard Typetool. Whilethey re
convenient for quickly creeting typeon
apath, areatype, or verticaly-oriented
type, you can get away with using only
the standard Typetoal, if you know a
few clever shortcuts. To make type on
apath with the standard Typetoal, just
click any open pathwith it thetype
flows on the path. To make type flow
within an area, just click aclosed path
with the standard Typetool , and your
typefillsthe path. See the sections,
TypingonaPath and Typingingdea
Path, later in this chapter for more
detalls

Starting with the Typetool, follow these stepsto create type:
1

Choosethe Typetool (which lookslikealetter T) from thelllustrator Toolbox.
2.

Click whereyou want thetext to start.

A flashing insertion point appears. (If you accidentally click and drag at this point, you creste atext box that
contains your type. For more information on the text box, see the next series of steps.)

Start typing.

This processisthe most basic way to create type. What you actualy do in the preceding stepsis create point type,
whichisasingleline of type that doesn t wrap (move to the next line) automatically. Y ou have to press Enter
(Windows) or Return (Mec) if you want to add aline benegath thisline; otherwise, the line you re typing continuesto
infinity.

Y ou can also create rectangle type (type that s confined within arectangular areg) with the Typetool, as shownin
Figure 14-3. Just follow these steps:

Thea o & b marmpha of Poctiargin
T S MR T

el i B
e ape audomatoally

Figure 14-3: Creating rectangletypein lllustrator.
1.

Choose the Typetool from thelllustrator Toolbox.
2.
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Click and drag with the Typetool.

Asyou drag, arectangular marquee grows from the cursor. Y ou can only type text insde the area of the
marquee.

Release the mouse button.

A flashing insertion point gppears in the upper-right corner of the text box.

Start typing.

Asyou reach the right edge of the text box, the text wrapsto the next line.

In both cases, you create atype object. Y ou can treat this type object like any other Illustrator object. (After you
sdlect it, the familiar path and point symbols show up to indicate the selection.)

Tip
With both point type and rectangle
type, you can aways get to the next line
by pressing Enter (Windows) or Return
(Mac) on the keyboard.

The Character palette

The Character paette, found by selecting Window Type Character, isthe place where you make changesto
individual characters (letters, numbers, and punctuation). Figure 14-4 shows the Character palette with al the pieces
labeled.

Font Style  Font Family

- : . =J&3
= Character ™, L4
My riad W
Rorman W
i & 12pt | ﬁ:;{umpt a L
AV (=] auto | v| B 20 | v
Kerning racking Leading

Figure 14-4. The Character palettein lllustrator.

To maketext changes by using the Character palette, you first need to select the text you want to change. Y ou can
sdlect text inthree ways.
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Click the text with a selection arrow. Thisaction seectsdl thetext in the text object. Even though the text
isnt highlighted (rather, it has asimple underline, or the outline of arectangle), you can still changethe size,
font, and dignment.

Click and drag the Typetool acrossthetypethat you want to select. When you click and drag, a
black box appears behind the salected text to indicate that the text is selected. Thisiswhat Illustrator means
by highlighting. Only highlighted text is changed. But watch out! If you click and drag too far away from
your targeted text, you make anew text box instead of selecting the text.

Tip
Pay attention to the Typetool s cursor;
it dways derts you about what the tool
Isgoing to do. When the cursor isin
position to create anew text box, a
dotted rectangle appears around it. If it
sintheright place to select text, the
dotted rectangle disappears. To select
text, click and drag when you see only
the 1-beam text tool cursor with no box
around it.

Double- or triple-click with the Typetool. Double-clicking aword selectsthe entireword. Triple-clicking
selects the entire paragraph in which the word appears.

The Paragraph palette

The Paragraph palette (shown in Figure 14-5) isthe place to make type changes that affect whole paragraphs. If you
haven t dedt with thisfeature in other software, you may bein for abit of atusde. To view the palette, choose

Window Type Paragraph. Then things start to get alittle strange.
Align Center

Alignleft | AlignRight  Justify Full

| =l
JtLP:r rlpj_ »
T *E &/ 0pt S+ 2opt
= #iopt
First Line Left Indent
Left Indent Right Indent

Figure 14-5: The Paragraph paettein Illustrator.



This document is created with the unregistered version of CHM2PDF Pilot

To lllugtrator, a paragraph consists of the type contained between returns. Even if you type only one letter, press
Enter (Windows) or Return (Mac), and type another letter, Illustrator considers that each of those lettersasa

paragraph.

Y ou don t have to select an entire paragraph for the Paragraph pal ette functions to make changes. Paragraph palette
changes affect the entire paragraph, regardless of what you sdlect. For instance, even if you highlight only asingle
letter, changing a paragraph option affects the entire paragraph, not just that single character. In fact, you dont even
need to select anything to make paragraph changes just click the paragraph you want to change with the Type tool
(you see ablinking insertion point where you click), and paragraph changes affect the entire paragraph. All of the
optionsin the Paragraph palette are designed to affect an entire paragraph regardless of the selection.
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Introducing the Strange Land of Type

Although much of Illustrator may seem new and different, it describes type with alanguage steeped in centuries of
tradition (not to mention 17 years of Illustrator history), so some of the terms may sound strange.

Fonts, typefaces, and font families

Y ou often hear these terms used interchangesbly. Fonts, typefaces, and font families actudly have distinct meanings,
for thisbook s purposes, you ded primarily with fonts. Fonts are sets of common letterformsthat give consistent,
digtinct designsto the entire alphabet, al the numbers, and a boatload of symbols. Figure 14-6 shows avariety of
fonts

Helvetica
Arial Black
Courier

New Baskerville
Sand

Skia

Figure 14-6: Severd different fonts.

Y ou change fontsin Illugtrator quite easily, asshown in Figure 14-7, by following these steps:
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Change is good.
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Figure 14-7: Changing fontsin Illustrator.
1.

Using either the Typetool or a selection tool, select the type you want to modify.
2.

Choose Window Type Character.

The Character paette appears. The family name of the currently selected font appears at the upper |eft of the
Character palette. Beside the Font Family nameisthe Font Style box, with a downward-pointing triangle just
to theright.

Click the downwar d-pointing triangle next to the Font Style box.

A pop-up menu presents you with alist of al the fonts on your computer.

Pick afont from thelist and click itsname.

After you rel ease the mouse button, the selected text changesto the font you chose.
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Technicd Stuff
Y ou may be miffed to find that Illustrator doesn t
have buttons for making fonts bold and itdic.
Programswith such features are usudly faking it,
as not every font family has genuine bold and
italic versions. If aprogram takes the non-itaic
verson and tiltsit (or the non-bold version and
thickensit), the resulting false impression can
waste money. The faux bold and itdlics may
look okay on-screen  and even print out okay
on an inkjet printer. But when an imagesetter (a
professond high-resolution printer) rgectsthem
asfake, they show up on the page asthe
ordinary non-bold, non-italic fontsthat they are
after you had costly films made.

Asyou perusethe list of fonts, notice that the font styles gppear in submenus of the main list. Thisfeature showsyou
related versions of a particular font. For instance, Figure 14-8 shows samples of three font stylesin the same family.
Top to bottom, they are Times Roman, Times Bold, and Times Italic (first two words of thethird line). All areinthe
same submenu of the Times menu item. Font stylesin the same font family have asimilar look and work well together.

Change 1s good.
Bold is better.
[ agree, he thought.

Figure 14-8: Thesefont styles are part of the Times font family and look good placed together.

Serif and sans serif

Fonts are generally divided into two categories. serif and sans serif. Serif fonts have little doohickeys caled serifson
thetipsof letters and numbers; sans serif fonts don t have them (in this case, sans means not gonna happen here).

@ooﬂib?e.
Figure 14-9 shows examples of serif and sans sexif fonts. I I e I I O (]

Figure 14-9: Sexif (top; serifsare circled) and sans sexif (bottom) fonts.

Why choose serif or sans serif? Traditiondly, serif fonts are used for large areas of text because the serifs make the
text easier to read. Sans sexif fonts are used for headlines because they stand out more boldly. However, as wider
ranges of fonts have become available to wider ranges of users, more people are breaking the traditiona font-choice
rules. Traditiona usageisnt dways the case anymore. Books and magazines still use sexif fonts (more than sans serif
fonts) for long passages of text, but you can find many exceptionsto the rule. Sans serif typeis often easier to read
on-screen; those little serifs are frequently just too smal to display properly on low-resolution computer screens.
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Remember
When you re cregting for print, awiseideaisto print
your lllustrator text throughout the cregtive process.
The printed page can differ dightly from what you see
on-screen. If you re creating text for Web graphics,
consder yourself lucky; when you have your graphics
and the text looking good on-screen, mission
accomplished!

Tip
To make lllustrator show asclosdly as
possible what your text will look like on
the Web, choose View Pixel Preview.

Thebiggest Dont Do It that | can think of

Back in 1987, when Illustrator and PageMaker just hit the scene, many computer users without an artistic bonein
their bodies created documents and graphics. They got carried away with the computer s magnificent ability to mix
and match fonts. The printed results often looked short of professiona: busy, trashy, and hard to read. Lately, font
madness has struck again - with Web pages so your loya author makes thisimpassioned plea:

Don t use too many fonts on the same pagetheway | just did.

What stoo many? Wdll, the awful no-no | just inflicted on the page hasfive. If you run out of fingers (on one hand)
while counting fonts, you have too many. The classc limit isthree fonts (including any bold or italic versons of the
main font you re usng).
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Exploring Size, L eading, and Other Mysterious
Numbers

Theworld of type hasalot of measuring associated with it. Y ou have to keep in mind point size, leading, x-height,
kerning, basdline shift, tracking, horizontal scale, vertica scae, em-width, and other arcane matters that only the
Secret Brotherhood of Typesettersreally cares about. All these numbers affect the appearance of your type. Some
of these measurements are important; some of them aren t. Thefollowing sections et you in on whichiswhich and
on how to understand and use each type setting in Illustrator. Figure 14-10 showswhereto find some of these
mee&Jrements on the letters themselves.

Basaling Shaft; 12 pt Loading: 50 pt

------ @ Sipa; 40 pt, Horizontal Scala; 200%

WOrld
_nf T y p e

Kprn: 100 Ty Size; 20pt
Kerm: 50 Typa Sira: &0 pt, Tracking: 200

Baseline Shaft: 12pt

Figure 14-10: Measurementsfor letters.

Measuring can bejust plain odd

The sizeof typeismeasuredin points. Aninch has 72 points. A quarter-inch has 18 points. That sthe easy part. The
hard part isthat typeisn t measured from top to bottom. Rather, type is measured from its ascenders and descenders
for the entirefont. Y ou know those cute little tails that hang down from the lowercase g, j, p, g, and y? Wdll, those
tallsare cdled descenders; the ascenders are the upper parts of letters, such asthetal parts of lowercase d and k
and of UPPERCA SE |etters.

Words, such as anon (all lowercase, no ascenders or descenders), seem to have asmadller type size than words such
as Mr. Ripley, even though they re the same type size. Type is measured from the uppermost point to the lowermost
point that is possible to create using that font. Even if you aren t using any ascenders and descendersin the words

that you re typing, the font size hasto leave room for them (see Figure 14-11) in case words, such as Rumpelstiltskin
or wzygy, show up in the sentence.

I irs

asdfjpABCJQ

Dascendars

Figure 14-11: Font Size allows enough space to accommodate all the possible ascenders and descendersin afont.
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Things get redly wacky when you mix different fonts. Each font can have completdly different heightsfor its
ascenders and descenders, creating the appearance of completely different font sizes, even though the actua space
from the topmost point to the lowest point for both entire dphabetsisidentica.

Tip
For another example, sneak apeek at
the mishmash of fonts| stuck in The
biggest Dont Do It that | can think of
section (earlier inthis chapter): They re
al 12-point fonts.

Y ou can st the point size of your type in the Character palette, right below the font. Pick ava ue from the pop-up
menu or typein avauein thefied provided and press Enter (Windows) or Return (Mac).

A good guiddineisthat capital |etters are about two-thirds the point size, and that |owercase | etters without
descenders or ascenders (like the lowercase a) are about one-half the point size. So if you want aletter a that sone
inch (72 points) high, you have to specify it as 144 pt (two inches) tall.

Measuring can bejust plain annoying

The space between rows (lines) of |etters has an even stranger story. Firg, the spaceis caled leading. Second, the
spaceis measured not between the descenders of the line you re on and the ascenders of the line below (which
would make sense), but rather between the basdline of the line you re on and the basdine of the line above theline
you re on. The basdineistheline on which most letters rest (those that don t have descenders). Figure 14-12 shows

how leading appearsin atypica paragraph.
L] ]

__between
__baselines of
__type,

Figure 14-12: Leading is the space between the basdlines of type.

Y ou st the leading in the spot to theright of the font Size in the Character palette. If anumber appearsin
parentheses, that sthe automatic value of the leading 120 percent of the point Size, rounded up to the next haf point.
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Tip
If the amount of leading matchesthe
point Sze, the descenders of oneline
touch the ascenders of the line below.
In the mgjority of cases, that salarge
No-no.

Spacing out while staring at type

Y et another thing to worry about (or ignore, if you chooseto) isthe space between individua lettersthat are next to
each other. This space can be called two things (specificaly to confuse the novice):

UTracking: The space between lettersin a series of letters

UKerning: The space between two specific characters

Figure 14-13 shows the difference (sorta) between these two.

Tracking
I%r ning

Figure 14-13: Tracking and kerning in Illustrator

Change the kerning by placing your cursor where you want to change the space between two characters. Change the
tracking by highlighting aseries of characters. Then change the appropriate field in the Character paette, asindicated

inFigure 14-14.
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Figure 14-14: Changing the kerning and tracking vauesin the Character palette.
Typicdly, you can leave these values done. However, when setting short sets of large type, for example, the type can

look much better when it s kerned more tightly. Many rules and guiddines exist for proper kerning and tracking, but
the best designers set these by eye. If the type looks good, it s probably kerned correctly.

Putting type on therack

Y ou can stretch your type to make it wider or taler. By changing the valuesin the Vertica Scale and Horizontal
Scae boxes (shown in Figure 14-15), you can reshape type into al manner of oddness.

(=/E3
|$ Character ™, ¥
Banjoman Opan Bald W |

|
Regular W

T $3204p | & $(3845 |w

AV (Slaute  |v| BN 20 v
T (2100% s | [T 21005 |wt
A3 (& 0pt v @ =0 w
Language: English: US4 W
Horizontal Scale Vertical Scale

Figure 14-15: Verticad Scae and Horizontal Scale text boxesin the Character palette, a ong with examplesin type.
Tip
In generd, thissort of modificationis
frowned upon, unless used sparingly
and only to produce asmall degree of

change.
Moving on up and down

Whereas leading setshow far gpart the lines of text are, the baseline shift controlsthe vertica position of the text after
it s been moved viathe leading value. Use the field at the bottom of the Character palette to change the basdline shift.
Positive numbers move sdlected text up; negative numbers move selected text down. Figure 14-16 showsa
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paragraph with aword of text that has a shifted basdline.
Thisis a norm%hﬁaragraph

except for the baseline
shift on the word “odd.”

Figure 14-16: Using basdine shift within a paragraph.
[« Frevious et o]
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Adjusting Entire Paragraphs

The Paragraph palette provides controls for modifying all thetext in a paragraph at once. These controls are quite
different from those in the Character paette. (Don t want any slly old consistency to spoil the fun, now do we?)

Changing the alignment of a paragraph

At the top of the Paragraph palette are seven buttons that set the alignment of paragraphs. Although the buttons are
tiny, if you squint hard enough at them, you can seethat the tiny graphic image on each one mimicsthe dignment that
they create. Pogition the cursor over the button without clicking and a Tooltip gppearsand tellsyou what it is.

Todignaparagraph, click anywhereingdeit with the Text tool; then click the dignment button in the Paragraph
paette. By default, paragraphs dign to the left Sde with their right edge ragged and uneven. Choose the Align Right
setting, and the opposite istrue (right edge smooth, |eft edge ragged). Try the Align Center setting for ragged left and
right edges with centered lines of text. Use the Justify Full Lines setting for straight left and right edges (except for the
last lineif it snot afull ling). Findly, the Judtify All Lines setting kegps dl lines (including the bottom one) even on both
theleft and theright. Figure 14-17 shows examples of these dignments (and which buttonsto click to get them).

The entire functionality of
Tha entire functionality of thils particudar paragraph is
this partacular paragraph is based on its abeity 1o show

Ly Cm DS Aty 1D o o7 Amtily with las1 line
off Align Center aligred keft
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- his particular paragraph is
The entire functionality of = _— s on its ability to show
this paricular paragraph (s i T e e off Justify with last line
EEa e mE = i S =
1 Sh 0N IS NNy D Shony o { T ignid right
¥ N o 2 Bl K 1 ) 8
olf Align Ledt . [
" The ertire [unctions Ly of
I pting funcliorality of this particular paragraph is
s particular pararaphis The entire functionality of  paeed onits aility o show
based an its ability o show Uhs particular paragraphis off  Jusiity Al Limos
of T Align Right based o its abily b0 show
ol Jusdify with lash i
aligned center,

Figure 14-17: Text results of different text ignmentsin lllusirator.

Changing the space around the paragraph

The Paragraph paettein lllustrator offers three options for adjusting the space around a paragraph, plus an option to
set how far from the | eft edge of the paragraph thefirst line starts. Figure 14-18 shows these options.

/3
I :

I
-

aragraph

| e

L
[IE
%
()
=
+
Xy
[
T

4
li
¥

4
[}

o
=l

mut iy

e O pt

i

0pt

Hyphenate




This document is created with the unregistered version of CHM2PDF Pilot
Figure 14-18: Controlsfor changing the amount of space around a paragraph.

The Left Indent setting isfor modifying the position of the left edge of the paragraph. The larger the number, the
farther to theright the left edge moves.

The First Line Left Indent setting movesthe first line of the paragraph |eft or right relative to the left edge of the
paragraph. Use anegative number to make the first line come out from paragraph sleft edge, as shown in Figure
14-19. Use a positive number to push thefirst linein to the right of the paragraph sleft edge.
He appeared to a woman in the parking lot of
a grocery store. She was putting her
groceries into her car.

He asked: "Do you have the time?"

She looked up and there he was. Elvis.
The King! Alivel

Figure 14-19: Bringing out theleft edge of a paragraph with anegative number.

The Right Indent setting adjusts the paragraph sright edge. The larger the number, the farther to the left the edge
moves.

The Space Before Paragraph setting adjusts the amount of space before the current paragraph. If you select abunch
of paragraphs, changing this setting puts space between each one of the paragraphs.

Using the basic options available in Character palette and the Paragraph palette, you can create astounding feats of
typestry. These two palettes provide the core for nearly everything you do with typein Illustrator. Using them, you
can equal or surpass just about anything you can create on asingle pagein any word-processing or page-layout
gpplication.
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Typing on a Path

Many peoplethink that lllustrator is paths. A path isaseries of anchor points and straight and curved line segments
that define shapes. (For more information on paths, see Chapters 7 and 8.) And puiting type on a path has long been
one of the greatest cagpabiilities of Illustrator. That said, you re up againgt abizarre learning curve when using typein
[llugtrator. Initidly, getting the type onto the path is pretty straightforward  but manipulating the type after that isabit
harder, and the effort required, such asfor putting type on both sides of acircle, isdownright silly.

Getting typeto stick to a dlippery slope

To place type on a path, such as the one shown in Figure 14-20, follow these steps:
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Figure 14-20: Cresting type on a path.
1.

Select the Pen or Pencil tool from the Toolbox. Using the Pen or Pencil toal, create the path on
which you want to placeyour type.
Tip
For more information on creating paths,
see Chapters 7 and 8.

Don t be concerned with thefill and stroke of the path; they become invisible as soon as you type on the path.
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Select the Path Typetool from the Toolbox.

The Path Typetool is hidden in the Type tooldot.

Click the path at the place where you want the text to begin.

A blinking insertion point appears a that juncture.

Start typing.

Thetext runs along the path while you type. When you re done typing, select the regular Selection toal.

After the type appears, you can edit it just as you would edit regular type with the exception that the type is stuck to
your path. However, with the type attached to the path, you can move the type along the path in either direction, as
shownin Figure 14-21. Just follow these steps:
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Figure 14-21: Moving type dong a path.
1.

Using a selection toal, click the path that containsthe path type.

An |-beam cursor appears at the left edge of the type.

Click thel-beam and drag it along the path.
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The type moveswhileyou drag.

Release the mouse button when thetypeiswhereyou want it.
Remember

Be careful when you drag the I-beam cursor along the
path. If you accidentally movethetip of your cursor
bel ow the path, the type flips upside down on the
path. (Asindustry wags say of weird Stuff that
congstently happens on-screen, That safeature, not
abug! Inthiscase, it isafeature, believeit or not.)
Dont panic; just move the cursor back above the
path and watch while the typerightsitsdf.

Pressthe Alt key (Option on aMac) to duplicate text while you drag it dong a path. Doing so duplicates both the
type and the path. (Even though you don t actualy see the duplicated path, it sthere.)

Inthe next section, you find out how to use this technique to create type on both the top and bottom of acircle.

Solving the age-old type- on-a-circle mystery

To placetypeon acircle, you smply click acircle (path) with the Path Type tool and begin typing. Putting text on
both the top and the bottom of acircle (without haf the text turning upside-down), however, isnt aseasy. All the
type on a path must have the same orientation, which can be right-side up or upside down but not amix of the two.

Read through the following steps to discover how to place type on the top of acircle (shownin Figure 14-22). Then
read through the next set of stepsto discover how to put type on the bottom of the same circle (shown in Figure

14-23).
l.'ﬁe e
b?ﬂ ‘Pﬂl‘e! uh’ﬂ}n
L 3
T 5 =
=]
T
\E e E 1
-0@9 || Charachor & Farage aph .3
SE L L]
e o (T L ETT
y 1oOT =EEs

Figure 14-22: Putting type on thetop of acircle.
Follow these stepsto put type on the top of acircle:
1

Select the Ellipsetool (which lookslike an oval) from the Toolbox to draw a circle. Pressthe Shift
key while you draw to change the oval into a perfect circle.

See Chapter 4 for more on the Ellipse tool.
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Select the Path Typetool from the Toolbox and click thetop of thecircle.

A blinking insertion point appears on the top of thecircle.

Typeyour text.

Notice that the type starts to run down theright side of the circle. Dont worry; it sdl part of the plan.

In the Par agraph palette, click the Align Center button.

Tip

Here s how to put type in the bottom of acircle (see Figure 14-23):
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Figure 14-23: Putting type on the bottom of acircle.
1.

Y ou can find the Paragraph palette by
choosing Window Type Paragraph.
The Align Center button isthe second
button from the I eft along the top row
of buttonsin the Paragraph pal ette.
After you dick the Align Center button,
the text centersitself on thetop of the
crce.

Select theregular Selection tool from the Toolbox and then click the circletext that you created in

the previous step list.

An I-beam cursor appears at the point where you click.

Pressthe Alt key (Option on a Mac), hold down the mouse button, and with the Selection tool drag

thel-beam to the bottom of thecircle.
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Tip
Dont release the mouse button until
you movethe cursor up into thecircle

just ahit.

Holding the Alt key (Option on aMac) duplicates the text while you drag it. Doing so aso duplicatesthe
circlethat thetextison but becausethat circleisinvisible, you won t seeit. Moving the cursor into the circle
flipsthe type so that you can read it right-side up on the bottom and at the top of thecircle.

In the Character palette, click the down triangle of the Baseline Shift field until the type appears
outside (below) thecircle.

The Basdline Shift fidd is a the bottom left of the Character paette. If itisnt visible, choose Show Options
from the Character palette s pop-up menu.

Select the Typetool from the Toolbox and then select thetype at the bottom of thecircle.

Typethetext that you want to appear at the bottom of thecircle.
Inthis set of steps, you actualy create two separate circles with type on them. Because the circles overlap precisdly,

however, you get theilluson that the typeison just onecircle. If you click and drag the circle with the Sdection tool,
you drag away the circle with the text in the bottom, thus destroying theillusion.
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Typing inside a Path

Aninteresting featurein lllustrator is the typographical capability to flow text within any shape. The shape actsasa
container for the text, and thetext fillsthe shape matching it as closely as possible. For example, you can havea
listing of the members of the California House of Representatives flow within a shape of the sate of California

To get text to flow within a specific shape, as shown in Figure 14-24, follow these Seps.

| e  are
such  stuff as
dreams
dare made
on, and
our little
life s
rownded
ity a .'i.lll*rH

Figure 14-24: Flowing text within apath.

1.
Create a path by using the Pen, Pencil, or any of the basic shapestools. (See Chapters 4, 7,and 8
for more on thesetools.)
Tip
Thisworks best with aclosed path, but
the one shape you shouldn t flow text
into isarectangle because that s
identical to creating atext box, which
defeats the purpose.
2.
VT
Select the Area Typetool from the Toolbox.
3.
3.Click the path through which you want typeto flow.
4,

4.Sart typing.

While you type, text flows within the object.
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Tip
For best results with text, make sure
that you activate (click) Judtify All Lines
in the Paragraph paette. Thisfeature
oreadslines of type evenly to theleft
and right edges of the path. In addition,
usefarly smdl type because large
lettersusudly can tfill in the details of
the path.

Remember
Y ou can adjust the path of areatypejust asyou do
any other path by clicking and dragging a point with
the Direct Selection tool (Chapter 6) or by using the
Pencil tool (Chapter 8) to edit the path.
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Typing around a Path

Typing around pathsis sort of the opposite of typing within an area; type flows around the outside of a shape (or
shapes) rather than within a shape. Thistechniqueisreferred to asatext wrap or atypewrap. Youdont havea
specid tool for flowing type around paths, but you do have to choose acommand with both the type and the path

selected. See how text flows around ashapein Fiqure 14-25.

“I thank I krrowwe a litile bit about “I think [ krecue a little
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bees,” be added vigorously. “In bees,” be added vigorously, “In
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were fust ready o
:rm.rg.rq'd O J:r{]:.[&' Ee. /
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abowt bees and all matt® s
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- -0 expert,” Of

7 cosirse, by this

time we'd all =
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and were fust ready

to go home, We

apiary. nodded our beads and

smriled, but nobody was really
Paying atteniton. He just
blathered on about bees and all
miatters apiary.

Figure 14-25: Regular type with type wrap applied.

To flow text around the outside of a shape, follow these steps:

T

1
Createatext box by clicking and dragging with the Typetool.
2.
2.Typetext into the box until it sfull.
3.
3.Create apath by using any of thelllustrator tools and place the path in front of the text.
Remember
Y ou get the best results by using aclosed path rather
than an open one. Y ou can use as many paths and
text boxes as you want. (I used three bees and one
text box in Figure 14-26.) All text wraps around all
paths.
4,
4.Choosetheregular Selection tool from the Toolbox.
5.

5.Sdlect thetext and the path by holding the Shift key while clicking each of them.

6.Choose Object Text Wrap Make Text Wrap.

Thetext flows around the shape.
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Tip

Remember

The most important thing to do when you wrap text
around apath isto make sure that the path isin front
of thetext. Typicdly, if you try to make text wrap
around a path and the procedure doesn t work, the
shapeis probably behind the text. If this happens,
click the path with the Selection tool and choose
Object Arrange Bring to Front, which movesthe
object in front of the text. Select the path and the text
again and then choose Object Text Wrap Make Text
Wrap. To undo the wrap, choose Object Text Wrap
Release Text Wrap.

Y ou can use severd shapesfor the text
to wrap around, or you can add a
shape later by selecting the new shape
with the Sdlection tool, dong with the
existing text and/or shape objects, and
choosing Object Text Wrap Make
Text Wrap.
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Flowing Type from Path to Path

Y ou can link any text that swithin ashape (areatype or rectangle type) to other paths so that the text flows from one
path to another. For instance, astory about a pesky fruit fly can start in apath in the shape of abananaand then
continue automatically into norma rectangular columns of text. Whenever changes occur in the text within the banana
shape, thetext in the rectangle moves accordingly.

This process works by sdlecting the path that currently hastext in it dong with another path (or paths). Y ou then
choose Type Threaded Text Create. Figure 14-26 showstext thet slinked so thet it flows among severd different
shapes. Thetext flows from shape to shape in the chronological order that they were created. If you don't see any
change when you choose Link, your first text box probably doesn t have enough text in it to overflow into the linked
box. Just type morein thefirst text box, and flowing prevails. To undo the link, choose Type Threaded Text Release

Sdection.
“pardon
me,"” she 1do
savd, "Bit believe
your train of
thought is
about to feave

without
you!"

Fgure 14-26: Type flowing along severd paths.
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Adjusting the Path (Not the Type)

After you create path type, areatype, wrapped type, or linked blocks of type, you may discover situations in which
you want to change only the path and not the type. By defaullt, if you select the path and the type together, you
change only the type. So how can you change the path?

The secret to changing the path isto use the Direct Selection tool to select the path and then make your changesto
thefill and stroke. Check out Figure 14-27 to see how you can dter the circle path by using different fills and strokes

e | knoy,
% *.% "0
@ IR I
bl -

onthe circleto which the typeis attached.

Figure 14-27: Circle type with anew fill (gradient) and stroke (pattern) on thecircle.
[« rrevious [nexr
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Using Typeasa Mask

[llustrator enables you to do aremarkable number of thingsto your type, but some modifications seem forbidden.

For example, if you try tofill type with agradient (read through Chapter 5), the type just turns black. And what if you
want to get redly fancy and fill text with another piece of artwork that you createin lllustrator? There sjust no way
you can do that!

Or isthere?

By using the Clipping Mask feature (read more about thisin Chapter 10), you can creste the appearance that text is
being filled with agradient, artwork, or anything that you can put the text in front of. And what can t you put text in
front of? Absolutely . . . nothing! (Say itagain,y dl....)

A clipping mask isaspecid feature of Illustrator: It usesthe front-most object (called the clipping object) to hide
the objects behind it in aunique way. Everything outside the clipping object is hidden, and thefill and the stroke of

the clipping object become transparent, enabling you to see whatever s behind and gpparently filling the clipping
object. A type mask iswhat you get when you use type as your clipping object. This may sound strange but makes a
lot more sense after you create atype mask of your own.

Creating atype mask issmple. Here show:
1.

1.Createtheartwork you want to fill your typewith.
Remember
This can be absolutdly anything. The only catch isthat
it must be bigger than the type that you want to use as
fill.

For example, if you want tofill your text with agradient, you create arectangle (or any other object,
provided thet it slarger than your type) and fill it with agradient (see Chapter 5), or creeate the artwork that
you want to fill the type with. Y ou can even use a pixd-based image, such as a scanned photograph of your
loved one. The only gipulation isthat whatever you fill the text with must be larger than the text. Think of the
text as a cookie cutter and the object you refilling the text with as cookie dough. Y ou cut away everything
outsdethetext.

2.Createtypein front of whatever you want to fill the text with.

Create your type by using the ordinary Typetool. Using the Character palette, choose afont sizelarge
enough so that the typeisamost (but not quite) aslarge asthe artwork behind it. If you aready created your
type, select it with any sdlection tool and choose Object Arrange Bring to Front and drag it in front of your
object.
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3.

3.Useany selection tool to select the text and the object or objects behind thetext and then choose
Object Clipping Mask M ake.

To select multiple objects, just hold down the Shift key while clicking each of them with any sdection tool.
After you choose Object Clipping Mask Make, the fill and stroke of the text disappear and are replaced by

the contents of whatever is behind the text. Anything outside the area of the text becomesinvisible, or
masked-out. See the processin action in Figure 14-28.

Figure 14-28: The type mask in action: text in front of objects (top) and type masking the objects (bottom).
Tip
With type masks, the text is il
ordinary text. Y ou can highlight the text,
changethefont, typein different words,
and so on, while retaining the masking

properties.

Any timethat you want to make the text stop masking out what s behind it, select the text and choose Object
Clipping Mask Release.

(< reeviovs [ e
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Converting Typeto Paths

Thetype possibilitiesin Illugtrator are nigh infinite. To make them truly infinite, you need take only one step  convert
the typeto paths. Y ou gain absolute control over every point of every letter of every word of type.

Remember
Edit carefully and spell-check the text before you
convert it. After you convert text to a path, you can t
editit astype. You dso cant highlight it with the Type
tool and retypeit, change the font, or anything
editorid likethat.

Y ou may want to make this conversion for the following reasons.

UTo manipulatetypelikeyou do any other object in Illustrator: Type stops being type and becomes
just another Illugtrator path, a which point you can do absolutely anything to it that you can do to other
paths, specificaly usng the Direct Selection tool onindividua points and segments of those paths.

UTo bypassthe need for the font files associated with thetype: If you give someone agraphicfile
containing atypethat isnt installed on the recipient s computer, the graphic won t display or print properly if
opened in Illlustrator or placed into a page-layout program. Converting the type to paths creates afile that
displays and prints exactly asyou created it, regardless of the fontsinstalled on the recipient s computer.

Tip
Thisaction isaso agood way to make
surethat the text can t beretyped. Y ou
should aways convert text to paths for
any logo that you send to other people,
which hel ps guarantee that the logo
alwayslooks how you created it.

To convert type to paths, as shown irJ Figure 14-29, follow these steps.

Figure 14-29: Left: Theletter A astype. Right: Theletter A converted to paths.
1.
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1.Usethe Selection tool to select thetypethat you want to convert to a path.

Okay, you re dtering type, so you should be able to do this by using the Typetool but you cant. Thisisjust
one of thoselittle frustrations that have been around for yearsin Illustrator.

2.Choose Type Create Outlines.

All the points that make up the type suddenly appear, enabling you to edit the type while you edit any other
object in lllugtrator (as shown in Figure 14-30). Why the name Create Outlines? Only somelong-gone
Adobe programmer knows for sure. A better name may be Create Paths from Text, whichiswhat this
command redlly does.

Figure 14-30: Here sthe letter A after the points are moved and agradient fill is applied.
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Type Styles

[llustrator CS introduces the concept of styled type, through paragraph and character styles. Stylesarejust afancy
name for a collection of character or paragraph attributes that allow you to make severa changes at once.

For instance, you may want to use the exact same font, point size, and justification for al your type in adocument.
Instead of changing each of the settings each time you create a type object, you can use astyle to change dl the
settings at once. Even better, if you decide that the initia font, or Size, or justification needs to be changed, you can
smply update the style, and dl the type with that style gpplied changesingantly!

Of the two types of type stylesin Illlustrator, Paragraph styles are much more common  and powerful. For not only
do they contain dl the attributes you find in the Paragraph palette, but also dl the character attributes aswell.
Character styles only contain character attributes (and are useful for type within paragraphs, where you don t want an
entire paragraph to change).

To create a paragraph style, set up your typejust the way you want it to appear, and then click the New Style button
in the Paragraph palette. To apply that style to type, select atype object or make a salection with the Type tool, and
then click the name of the style once in the Paragraph palette.
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Chapter 15: Printing Your
Master piece

Overviaw

In This Chapter

Working with printingin mind

Sizing atwork to fit apage

Printing black-and-whiteillustrations
Printing color illudtrations

Understanding the strange issue of color separations

When designing your artwork, keep in mind how it will look if it sgoing to be printed. If you know what medium you
re going to print your artwork on, you can save yourself timein the long run. For ingtance, if you create a stunning
logo, full of vibrant colors and subtle hues and reflections, you probably can t use that logo in a black-and-white
context. In this chapter, | provide some great ideas to keep in mind while you create your artwork and you can also
refer to this chapter when you arrive at the printing process.

If you just want to print, read the next section. If you want to discover dl the stuff behind what goesinto printing,
check out the upcoming section, What Y ou See Is Roughly What Y ou Get. Or, if you want the nitty-gritty about
setting up llugtrator for printing (plus even more details on printing), skip ahead to the section, Setting Up Y our Page
to Print (Y ou Hope).
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Printing Quickly

If you have a printer hooked up to your computer or network, you can print just about anything that you can createin
[llugtrator.

Before you print, make sure that your artwork isinsgdethe printable area. A dotted gray line indicates the printable
areg; anything outside the dotted line doesn t print. If you don t see adotted gray line, choose View Show Page
Tiling. To hide theline, choose View Hide Page Tiling.

To print your artwork, choose File Print. When the Print dialog box appears, press Enter (Return on aMac), or click
the Print/OK button. Y ou now have a printed version of your Illustrator creation. Pressing Enter (Return on aMac)
without adjusting any settingsin the Print dialog box is known in the trade as running with the defaults. Defaults
are sttings that are made automaticaly when you ingdl [llustrator  and they work just fine for printing artwork from
[llustrator. When your creations don t print as you expect them to, however, you need to adjust the other settings,
which | discuss throughout this chapter.
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What You SeelsRoughly What You Get

Whatever you create on-screen, you can print (theoretically). And what you print looks pretty much like what you
see on your monitor. Note that | say pretty much and not exactly. Here swhy:

Resolution differences: Y our monitor resolution is much lower than your printer resolution. Y ou may think
that everything you print will ook better than it does on-screen  in most cases, you d be correct. Sometimes,
however, that extra resolution makes problems that you can t see on-screen, such as dust, dirt, scratches,
and other pesky artifacts, stand out in print.

Aliasing differences. By default, Illustrator displays art and text on your monitor as anti-aliased (the edges
where colors meet blend together, producing amore visually appealing image on-screen). Printed pages are
not anti-aliased, and images print smoothly and cleanly.

Color differences. Y our monitor displays color images by lighting up little red, green, and blue
phosphorescent squares called pixels, whereas printing produces color images by applying dots of ink on
paper. Creating colors by completely different physical processes causes amagjor difference between what
you see on-screen and what you get in print.

With these pointsin mind, you should regularly print your artwork during the creation process to make sure that the
printed result is as close as possble to what you re designing on-screen. That way, you can modify your artwork to
avoid surpriseswhen you print the final product. After some practice, you develop an eye for what a printout will
look like, even when you re working entirely on-screen.
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Setting Up Your Pageto Print (You Hope)

Long ago inthe Dark Ages, people daved over drafting tables, among matte knives and ink bottles, struggling to
creste graphics while gagging on glue fumes. At ladt, a the dawn of the new millennium, computer systems forever
replaced those ancient torture devices. These days you can whip up adocument in Illustrator, feed pure white paper
into aprinter, and let er rip! (Uh, maybe| ought to rephrase that.) Just keep in mind that even akiller graphic has
onemore hurdleto clear thelegp from eectronic file to hard copy. Sometimes artwork prints vertically on the page
when you intend it to print horizontally. Sometimes the artwork doesn t fit on the page. Although | cant cover every
problem that can occur in printing, in thissection | look at afew of the mgjor causes of printing problemsin Illustrator
and how to handle them.

Printer type and page size

Use the Page Setup or Print Setup dialog box to set up your page so that it prints properly. Y ou can view your Page
Setup or Print Setup dialog box by choosing that option from the File menu.

The easiest way to print isto choose File Print and press Enter (Return on aMac) after the Print dialog box appears.
This process worksfine ninetimes out of ten. But then there sthat pesky tenth time when thingsdon t print quite the
way you expect. Often you can correct the problem by using options from the Page Setup or Print Setup dialog box,
asshownin Figure 15-1 and Figure 15-2, respectively.

Page Setup
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Forman for: | Any Printer T‘
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Figure 15-1: The Page Setup dialog box on aMacintosh.
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Figure 15-2: The Print Setup dialog box in Windows.

The diaog boxesin the figures may ook different from what appears on-screen depending on the specific printer you
re using, but the basic options remain pretty much the same.

For Mac users, Page Setup contains the information that |llustrator needs about what type of printer you re using,
how big the pages are, and other information, such aswhether the printer is color or black and white. Print Setup
does the same song and dance for Windows. Y ou have dozens of options, but dont panic some are specific to the
Macintosh and othersto the PC using Windows.

The only options you need to care about

Imagine establishing an oasis of simplicity in the seaof everyday confusion. Well, you can, if you focus on these few
optionsin the Page Setup or Print Setup diaog box:

Name (Windows)/Format For (Mac): Thetop of the Page Setup or Print Setup dialog box indicatesthe
printer you want to use. Click the printer name, and a drop-down menu appearslisting al the printersthat
you have accessto (in an idedl world, where your software and networked hardware are set up properly). If
you have accessto only one printer, this setting remains the same dl the time. The printer that you are
currently printing to should aways be sdected because it sends important information to the rest of the Page
Setup or Print Setup dialog box, such asthe page sizesthat are available with the currently selected printer.

Size (Windows)/Paper (Mac): Thisdrop-down menu enablesyou to see the available page sizesfor the
printer that is selected in the Format For or Name menu. Make sure that you select the right page size for the
paper you plan to print on.

Orientation: This setting determines whether your page printsthetall way (represented on the Mac by a
button with an androgynous human figure stlanding upright, and in Windows by the Portrait radio button) or
the wide way (represented on the Mac by the button with an androgynous human lying down, or in Windows
by the Landscape radio button).

Scaleto Fit or % of Normal Size (Windows)/Scale (M ac): Thisvaue (located in Page Setup on the
main pand and in Print Setup after clicking the Properties button and then the Graphics tab) controlsthe size
of theillugtration. The vaueis defined as a percentage of the artwork ssizeinsde lllustrator. For example, if
you havealogo that s1inch x 1inchinlllustrator, changing the scale to 250 percent resultsin the logo
scaing up to 2.5 inches x 2.5 incheswhen printed.
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Remember
Check the Page Setup or Print Setup dialog box
Settings whenever you choose adifferent page size or
print to aprinter other than the one you were
previoudy using. Doing SO savestrees, frudiration,
and nearby ddlicate ears.
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Printing M echanics

After you make sure that your Page or Print Setup settings are correct (typicaly they refineunless ahem
somebody mucks them up), you re ready to commit your masterpiece to paper.

Printing composite proofs

Printing a composite proof isredly printing what you see on-screen to a single sheet of paper. Y ou do thiskind of
printing al thetime. If you have acolor printer, your result looks redlly close (hopefully) to what s on-screen. If you
have a black-and-white printer, you get a black-and-white verson of what s on-screen.

The other kind of printing is called printing separations. Printing separations means generating a separate sheet of
paper (or, more likdly, film) for each ink to be used when the artwork is printed. | discuss separationsin more detail
inthesection, All about Way-Scary Separations, later inthis chapter.

Y ou can print composite proofs by following these steps:
1.
Choose File Print from the menu.

The Print dialog box appears.

Select the appropriate printing options (as| detail in the next section, Important printing options).
3.

Click OK (Print on aMac).

| mportant printing options

ThePrint dialog box (Figure 15-3 isamug shot of the Mac and Windows versions) has al sorts of options, but only
afew of them are worth noticing. Fortunatdly, the default settings are usudly what you want anyway for example,
one copy of whatever you send to the printer of your choice. However, for Situationsin which the current setting is
not what you want, the following handy options are lurking in the Print dialog box:
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Figure 15-3: A typica Print dialog box for aMac (left) and for aWindows PC (right).

Name (Windows)/Printer (Mac): Thetop of the Print didog box indicates the printer that you intend to
use. If you have only one printer, this setting ismost likely correct dl thetime. If you have more than one
printer, you can see which one you re currently using. Y ou can change the printer setting here aswell.

Number of Copies (Windows)/Copies (M ac): This option showsthe number of copies of your artwork
that you want to print, each on a separate sheet.

Pages From (Windows)/Pages (M ac): Illugtrator can t redlly have multiple pages (apage one, two, three,
and so on). It can, however, print one page across severa pages (in effect, avery large single page). Before
you print, choose File Document Setup and then select the Tile Imageable Areas radio button in the
Document Setup dialog box. Artwork that hangs outside the Artboard prints on separate pages. Y ou can
then print the artwork on multiple pages, tiling it so that you can cut and paste the artwork by hand into abig
poster, if you want. (Using these options, you can make your artwork larger than your page size by asmuch
as 18 feet!)
Remember
Unfortunately, theimplementation of thisfestureis
abysmd (whichiswhy | dont mention it anywherein
this book beyond this paragraph). For instance, you
have no way of telling which pages your artwork is
on, even though you have to specify the pagesin the
Print Range option in the Print dialog box. This
inevitably leadsto paper waste. Even when you do
get the thing to print out properly, you till haveto cut
up your pages and tape them together. If you need
poster-szed output, you re much better off printing it
at your locd service bureau on alarge-format output
device.
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All about Way-Scary Separ ations

Separations print a separate page for each color of ink that you use in adocument. Printing separationsisagood
way to double-check your work before you send it to a service bureau to be made into film or plates. If you never
do that, skip this section.

Technicd Stuff
If you do send your work to a service bureau to
be madeinto film or plates, printing separations
can save you alot of time. For example, suppose
you plan to print ajob using black ink and the
gpot color Pantone 185. After printing
Separations, you get pages for cyan, magenta,
yellow, and Pantone 185, rather than just pages
for black and Pantone 185. Y ou know
immediately that some of the colorsyou used
were created as cyan, magenta, yellow, black
(CMYK) process colors, not as spot colors.
(Read more on spot colorslater in this section.)
On closer examination of the pages, you see that
the black type you used existson al pages, and
you know that the type was specified as
Regidration, not as Black. Regigtration and
Black look identical on-screen, but Registration
iIsagpecid color that sused exclusvely by
printers (for those little marksthat help center the
content on the page). Regidrationistotaly
unsuitable for artwork. (Ack! No! Don t print
that ink drawing in Regigration! Youll only get a
pagefull of gunk.)

I could fill abook with information about looking at separationsto find out information about potential problemsin
your artwork. The book would be painfully long and boring, however, and one | don t want to write. My advice:
Print separations and leave it at that. Perhaps the best place to find out more about separationsisyour service
bureau. The people there can help you examine your separations. In fact, many service bureaus require that you
provide laser print separations when you place a print order so they know thefileis properly prepared.

The concept behind printing separations from Illustrator is straightforward. Because printing in color requires different
inks, which are applied to paper sequentialy on aprinting press, each ink getsits own printing plate. Illustrator
generatesfilm, paper, or even theindividua plates themselves onefor each color of ink.

Traditiondly, full-color artwork is printed using four different inks (and therefore four plates): cyan, magenta, yelow,
and black (CYMK). If you havea CMYK document in Illustrator, you re working in the environment that s perfect
for full-color printing. Check out Figure 15-4 for acomposite image and the four separations used to createit. (All
are shown herein black and white, of course.)
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Yallow

Figure 15-4: The origind artwork (left) shown asfour separations (right).

Remember, separationsare not in color

Separationsdon t print in color; they print in black and white. It doesn t matter to the printing press what color each
plateis, the color is determined by theink that s used with aparticular plate.

Printing separations

Okay, anybody except ajet pilot may find the Output section of the Print dialog box (shown in Figure 15-5) abit
intimidating. But don t panic at the sight of al those controls. Instead, create the artwork that you want to separate.
(Be sureto save any changes before you continue.) Then use the following steps to set up your document for

Separation printing:
Paint
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Figure 15-5: Use the Output section of the Print diaog box for printing separations.
1.

Choose File Print and click Output.
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The output optionsin the Print dialog box appesar.

Choose the Separ ations (Host-Based) option in the M ode dr op-down menu.

Theink check boxes are now enabled.

Make surethat the settings (Emulsion, Image, and Printer Resolution) are correct.

If you aren t sure whether they re correct, leave the default settings as they are and check with the
representative from your offset printing company.

Click theicon to theleft of any color that you want to print.

Click the Print button after you finish making changes.

By theway, if you need a quick refresher on the uses of CMYK and RGB (red, green, blue), sneak a peek at
Chapter 1. | wont tell asoul.
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Chapter 16: Putting Your Art on
the Web

Overviaw

In This Chapter

Designing for the Web in Illugtrator

Differentiating between raster and vector formats on the Web
Saving JPEG, GIF, and PNG for the Web

Exporting Flash and SVG

Creating and optimizing dices

[llustrator isthe perfect tool for creating and designing graphica e ementsfor Web pages. That satement may
surprise you because most Web graphics are pixel-based, whereas Ilustrator is a vector-based graphicstool. In
[llustrator, however, the big advantage to creating Web graphicsisin the resolution independence of vector-based
graphics (as| discussin Chapter 1). Y ou can create agraphic once, scaleit to be any size you need it to be (even
useit for print in addition to the Web), and it will aways be a high-quality rendition of your crestion.

In this chapter, you peer into the myriad ways of preparing Illustrator graphics for the Web and figure out how to
determine the options that best meet the needs of individual graphics. Y ou also find out about how some new file
formats, such as Flash and SV G, help you put vector-based graphics onthe Web  preserving the advantages of
vector-based graphics (such as small file size and maximum quality, no matter at what size you view or print the

graphics).
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From lllustrator tothe Web

When you create a graphic in a pixel-based program, such as Photoshop, you have to decide how big you want the
graphic to be from the very start. If you want to enlarge the graphic, you add pixels; if you want to make the graphic
smaller, you throw away pixels. Either way, you get ablurry, lower-quality image. But with Illustrator, you dont have
these problems. Even though you ultimately create pixel-based graphics, your graphics don t become pixel-based
until you save or export them. Y ou can save the lllugtrator file many times a different Sizes, and each onewill be at
the best possible qudity!

The differences between creating for the Web and creating for print happen when you save your graphic. Whenever
you creste artwork in lllustrator for the Web, you work just asaways. The key differenceisin how you save your
work after you createit. The only other difference that you may find isin the color choiceswhenever you create a
graphic for the GIF file format. (More on that in amoment.) Otherwise, the cresative processes for Web and print are
identical.

Because you view Web graphics on-screen, you have amuch better idea of how they will look after you put them on
aWeb gite than you would if you were going to print them. Colors on-screen (and on the Web, which isaways
displayed on ascreen) consist of red, green, and blue (RGB) pixel combinations. So if you cregte graphicsjust for
the Web, RGB documents (for more on RGB see Chapter 1) are your best bet. If you create things for both screen
and print, RGB givesyou the greatest flexibility.

Using Web colorsonly

Suppose that you rein aroom full of Web designers and you hear them talk about Web-safe color space and the
Web palette. Y ou look around discreetly. A dapper man in adark suit steps out from behind the potted plant and
tellsyou, You retraveling through another dimension.. .. and aweird piano riff sartsto play. . . .

Granted, Web design can seem pretty weird. At least the number of colorsisrdatively small. Web-safe color refers
to aset of 216 colorsthat look the samein al Web browsers and on al computer platforms. If you ve been cresting
for print for any length of time, you may be used to using an amost unlimited range of colors. A mere 216 colors may
seem limited at firgt, but there s method in the madness.

One key benefit of the GIF file format isthat you can specify exact colorsto usein your artwork after the artwork is
created. The catch isthat you can only choose from the 256 colors that the GIF format supports. (Other formats,
such as RGB support up to 16.7 million colors. Yikes!) So how do you get 216 out of 256? Well, unfortunately,
only 216 colors actudly display the same on al Web browsers and computer platforms. That swhat makesthem
Web safe.

What happensif you use acolor outside of those 2167 Whenever acomputer encountersacolor it cant display, it
dithers the colors. The computer takesthe colorsthat it can display and triesto emulate the missing color, putting
aternating squares close together of the colorsthat it can display. If you look at the monitor from a distance and
squint, you see acolor that looks very smilar to your origind color.
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Dithering is especidly noticeable in large areas of solid color. The effects vary from computer to computer and
browser to browser. Sometimes the effects aren t noticeable at al. Sometimes you get an obvious plaid or striped
pattern. Other times, you get plaids and stripes together (and that is such afashion faux pas).

Remember
Bottom line: If it scritica that your colorsdisplay consstently (and without
dithering) to as many viewers as possible (asin the case of acorporate
logo on ahome page), use Web-safe colors. Use these Web-safe colors
when you save your Illustrator graphic for the Web or when you first
create your graphic in lllustrator. Y ou can change the colorsin your
previoudy created Illustrator artwork by choosing File Save for Web. Or
you can start out using Web-safe colors to build your artwork (which may
save some hasde down theline) by choosing Window Swatch Libraries

Webh. The Web color paetteisshownin Figure 16-1.
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Figure 16-1: The lllustrator Web color paette.

Just click any color in this palette and add it to your Swatches palette so that you can useit just as you do any other
color. If you use colors only from this palette, you ensure that your artwork uses only Web-safe colors. However,
many Illustrator features (such as blends, color filters, and transparencies) can quickly turn even these colorsinto
unsafe colors. Illustrator likes millions and millions of colors. ...

Dont let dl thistak of Web-safe colors make you gun-shy. In some Situations, Web-safe colors are vita (for

example, inlogos and large on-screen areas of solid color) in other situations, they just don t matter. Dithering is

most obviousin large areas of solid color; if your graphic is made up of many smal parts, the dithering won t redly be

noticesble.

Tip

The Save for Web command enables
you to decide at any time whether to
use Web-safe colors when you save
your illugtration (Seethe section later in
this chapter, Creating Web-Specific
Pixdl Graphics. )

Working in Pixel Preview mode

The mgjority of graphics created for the Web are pixd-based. The two most widdly supported graphicsfile formats
on the Web are JPEG and GIF, and these formats save only pixel data, not vector data. (See Chapter 2.) When
your graphicsarein either of these formats, the mgority of Internet userswill be able to view your graphics.
Fortunately, lllustrator can save graphics as both JPEGs and GIFs. Because pixel-based and vector-based images
can look quite different, Illustrator has a specid preview mode designed for when you re creating graphicsfor the
Web: Pixel Preview mode. In Pixel Preview mode, you can see what your vector artwork will look likewhenit s
turned into pixelsfor display on the Web. That way, you get a better idea of what the final artwork will 1ook like on
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the Web (rather than waiting to be surprised when you seeit in the browser for thefirgt time).

Toturn on Pixel Preview mode, choose View Pixd Preview. Y ou may not notice anything different on-screen until
you zoom in closer than 100%. Try 200% to redlly seethe pixel detail. Figure 16-2 shows Pixel Preview turned off
and turned on at 200%.

L et ] EE |5 RS i P (G Tt | Prasvisa) BE

Figure 16-2: Pixel Preview turned off (Ieft) versus Pixel Preview turned on (right).
This approach is much more convenient than using the File Save for Web command to convert your graphicinto

pixelsto see how it will look, and then having to resaveit if it looks awful. With Pixel Preview mode, you can edit the
graphics live whileyou reviewing the pixes.

Choosing afile format

Deciding what file format to useisamost as perplexing as picking between paper and plastic in the checkout line.
Annoyingly, no single correct answer exists when you have to decide which file format to use for the Web. What
works best for your purpose normally turns out to be a compromise between what you want and what you can have.

Widll, okay, what can you have? Y ou can use any of fivefileformatsto put your graphics on the Web: GIF, JPEG,
PNG, FHash (SWF), and SVG. The basic differenceisin how each format presents your artwork. Consider this
thumbnail comparison:

GIF, JPEG, and PNG require that vector-based files be converted to pixe-based artwork. The results ook
sketchier but load faster.

Flash (SWF) and SVG preserve the paths you create in Illustrator - though sometimes they come with
gigaticfileszes

Each format has unique benefits and drawbacks. And here they come now.
GIF fileformat

GlFisagreat format for traditional Illustrator graphics  which means almost no gradients, blends, or fine details. GIF
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(Graphics Interchange Format) uses amaximum of 256 colors, but typicaly you want to use even fewer. The fewer
colorsyou use, the smaller your files.

GIF works best with smple graphics that have large areas of solid color. GIF compression encodes an area of solid
color asif it were one big pixel. The more solid colors you have (dmost regardless of how much on-screen areathey
cover), thesmaller thefile size. But if you use gradients, soft drop shadows, or redlly complex graphics, you
introduce moreingructionsinto thefile, and thefile getsalot bigger.

In the process of compressing al the different colorsin your image (sometimes thousands or millions) down to 256 or
fewer, you can get banding and dithering. Banding happens when arange of different colors gets compressed into
one solid color and looks like abig stripe in your image where you didn t intend to put one. Dithering islllugtrator s
way of amulating missing colors by putting tiny squares of the remaining colors close together. Thistype of dithering
Is separate from any additiona dithering that happens when you don t use Web-safe colors; see the previous section,
Using Web colorsonly.

GlFfilesdiffer from JPEG filesin two important ways. They can have transparent areas, and you can specify the
exact colors you want (such as Web-safe colors) when you save thefile.
Remember
GlF isone of the most widdly recognized graphics
formatsfor the Web. If you use aGIF file, you
virtualy guaranteethat all your Ste svistors can open
itinther browsers,

JPEG file format

JPEG isamong the most widely recognized graphics formats for the Web. Anything that you save in JPEG format

can be viewed by dmost everyone. The JPEG format (created by the Joint Photographic Experts Group) provides
the best compression possible for digitized photographs by throwing information away. Don t fret too much about this
Stuaion. JPEG does so intdligently  examining the image and removing data where the human eyeisleast likely to
notice the absence. What this amazing feat of mathematics meansto you as an artist, however, isthat your graphics
filesshould start out with alot of information  so that if you have to throw out alot of the information, you still have a
lot Ieft. Unlike GIFs, JPEGs can t have transparent areas and offer no way to specify exact colors.

Tip
Complex imageswith lots of gradients,
blends, and soft shadows make good
JPEGs. Alas, thisformat isredly lousy
for graphicsthat have big areas of solid
color. You cant hidethe loss of
information. Basicdly, if theimage
looks good asa GIF, it may look bad
asaJPEG andviceversa
Fortunately, you can decide which
format works best by using the Save
for Web command.

PNG file format
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PNG (Portable Network Graphics) format has asplit personadity PNG-8 and PNG-24. The graphics quality that
you can get with smple GlFsis aso available with PNG-8 graphics. PNG-24, on the other hand, is as adept at
handling complex images as JPEG. PNG-8 and PNG-24 files can have transparent areas  and PNG-24
compression islosdess, which means no reduction in image qudity.

Why dont you just use PNG for everything? Wdll, first, PNG offers no way to control how much compressionis
gpplied to the image; you can t make the image smaler (as you can with aJJPEG). More importantly, PNG isnot as
universal as JPEG and GIF; you don t see PNG format nearly as often on the Web. If you use thisformet, not all
your visitors can view the graphic on their browsers. Some may need to install a specia piece of software caled a
plug-in so their browsers can read PNG graphics. This Situation creates enough hasde that some visitors turn avay
from Web pages usng PNG graphicsto avoid downloading and ingaling the PNG plug-in.

Tip
If your primary concernisimage
quaity, use PNG-24. If you want the
maximum number of peopleto view
your work on the Web and the
maximum control over filesze, use GIF
or JPEG.

M acromedia Flash (SWF) file for mat

The Macromedia Flash (or SWF) file format, created by Macromedia, is one of the cooler things to happen on the
Web in recent years. Flash isthe current standard for vector graphics on the Web. Not only does it support
vector-based graphics, but it aso supports animation, sound, and interactivity. Of course (as per Murphy sLaw of
Innovation), something so cool cant be perfect, and Flash hasits blemishes, too. First, nearly every browser requires
aplug-into view aHash file, which limits your audience from the start. Second, Flash doesn t support coal [llustrator
features, such astrangparency, object blends, and gradient meshes. Lagt, Flash filesdon t play well with others. If
you try to tie the Flash filesinto other non-Flash aspects of your Web site, you may run into difficulty.

SVG fileformat

SV G (Scdable Vector Graphics) format is the upcoming standard for vector graphics. It sthe coolest thing that will
happen to the Web in the near future which meansthat you gill have awhile to wait. Aswith Flash graphics, the
current versions of most browsers need aplug-in in order to be able to read SV G files.

Ah, but the upsideistantaizing. SV G supports anything that you can create in lllustrator, aswell as animation and
interactivity. SV G files can interact with HyperText Markup Language (HTML) pages and work in conjunction with
eXtensble Markup Language (XML)-driven Web stes. A long list of companies, including Adobe and Cordl, are
fully behind SVG. It may well become the dominant vector-based graphics format in afew years (perhaps by the
time the Internationa Space Station is complete). Watch out for the following pitfals:

I mwaiting: Although theindustry has great expectationsfor SV G by 2005, it may not seizethe
vector-based graphics crown on schedule.
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I m till waiting: Although SV G is one of the coolest formats out there, it has yet to be adopted on awide
scae.

So which fileformat isbest, already?

Sorry, but | cant tell you which file format is the best choice for you to use. That answer depends on what you need
thefileformat to do and what tradeoffs you rewilling to live with. That sthe most practica answer for now.
However, asummary may help ward off the Too-M any-Choices headache, so here goes:

Maximum compatibility: Use GlIFsand JPEGsif you want maximum compatibility with as many people as
possible.

Simplicity: Use GIFsfor smple graphics with large, solid colors or for trangparency.

Complexity: Use JPEGsfor more complex graphics with gradients and so forth.

Maximum quality: Use PNG for maximum-quality complex graphics when compatibility isnt anissue.

Web consider ations. Use Flash when you need to publish vector-based graphics on the Web and want as
much compatibility as possible (but don t require as much compatibility aswith GlFs and JPEGS).

Lavidaloca: Use SVG when you want as many bells and whistles as possible and are willing to throw
compatibility to thewind.

If weredl lucky, everyone will eventualy adopt SV G asthe standard, and we won t have to worry about issues,
such aswhich file format to use. (Of course, you gottaask yourself: Do | fed lucky?) Until then, choosing theright file
format isajuggling act that ba ancesfeatures, qudity, and compatibility.
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Creating Web-Specific Pixel Graphics

Most graphics on the Web are not vector-based but pixel-based because of compatibility issues. Regardless of
which pixel format you use, Illugtrator gives you the same didog box from which to export your artwork. Choosing
File Savefor Web displays the Save for Web diaog box, as shown in Figure 16-3.
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Figure 16-3: Preview your image in the Save for Web dia og box.

The Savefor Web dialog box may appear abit intimidating at first, but it sactually quite easy to use. Although you
do have to wade through alot of settings, the didog box provides you with apreview of theimage, so that you can
see how the settings affect theimage squality. The didog box aso gives you the file Sze and an estimate of how long
the graphic will taketo download important considerationsin creating graphicsfor the Web.

The didog box isdightly different, depending on the file format you re working with, but the following few fegtures
reman condstent in any format you use:

Original, Optimized, 2-Up, 4-Up: Thesetabslet you view theimage at different settings. Click the Origina
tab to view the image before any settings are gpplied. Click the Optimized tab to see how the image will look
after you save it with the current settings. Click the 2-Up and 4-Up tabs to see the image at multiple settings
at once. These last views are the most useful. Y our goa when saving your image, no matter what format you
use, isdwaysto resemblethe origind as closdy as possible while maintaining the smalest file sze (and
lowest download time). The ability to compare theimage at different settingswith the origind isvita to
achieving thisgod. To usethe 2-Up and 4-Up settings, click either of the tabs. Then click one of the images
to sdlect it. Any settings you make apply only to that selected image. Click adifferent image to apply different
settings. lllustrator saves whatever image is selected (at whatever settings) after you click OK.

File Sze and Download Time: Thesefeaturestdl you how large your fileisand how long thet file will teke
to download over a 28.8 modem. Thisinformation is very important. Think of every second required for a
graphic to download as another second the viewer has to get bored and click away from your page. Weigh
this download time againgt the qudity of the graphic and ask yourself whether having those extracolors, a
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little less banding, or a better-looking graphic isworth the download time.

FileFormat: Thisdrop-down menu iswhere you choosetheformat GIF, JPEG, PNG-8, PNG-24, SWF,
or SVG.

Theremainder of the settings: Theremainder of the fields around the File Format menu arethefile
settings and the unique settings of that format. After you choose aformeat, the remainder of the settings
change to match the features of that format. These settings are covered in depth under each file format in the
next few sections of this chapter.

Color Table: Thistab shows you the exact colors used when you save the filein GIF or PNG-8 format.
Here you can delete colors (or shift non-Web-safe colors to Web-safe colors).

Image Size: Thistab letsyou set the size (in pixes) of theimage asyou saveit. This setting isthe actua
physica sze of theimage asit displaysin the browser, not thefilesize.

Layers: Illustrator allows you to export your file as Cascading Style Sheet (CSS) layers. An advanced
feature, CSS layers, enables you to sdectively hide or show layers on your Web page. They aso adlow for
transparent overlapping dices. For more on CSS layers, seethe section, Cascading Style Sheet layers, later
inthis chapter.

Slices. The Slice Sdlect tool enables you to select dices you made to your object in Illustrator. Slicing your
artwork divides your artwork into individua pieces allowing your fileto load in sections on your Web page.
Slices dso enable you to assign features, such asrollovers and links, to individua dices. There smore on
dicesin the section, Cascading Style Sheet layers, later in this chapter.

Saving agraphicasa GIF file

To save your graphic asaGIF, follow these steps.
1
Choose File Savefor Web.

The Save for Web dia og box appears.

Sdlect GIF from the File Format drop-down menu (refer to Figure 16-3).
3.
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Click the 2-Up or 4-Up tab at thetop of the graphic.

After you choose either 2-Up or 4-Up, thefirst graphic isyour origina image, and the second is selected as
the Optimized image. Asyou change your file settings, this graphic updates to preview those changes.
Clicking the third or fourth graphic (in 4-Up view) lets you make different settings and s multaneoudy
compare and contrast them to find the best settings. Adjust your settingsto find the best balance of smdll file
size and best image quality. Every setting you change affects both of those things. Watch the image carefully
to see how the changes affect it.

Adjust the settingsfor the graphic:
o]

Color Reduction Algorithm: Thisdeightfully descriptive setting (the drop-down menu beneeth the File
Format menu) smply meansthat you take the many colorsin your image and reduce them to 256 or
fewer colors. How do you want to do that? Y our choices are Perceptual, Selective, Adaptive, Web, or
Custom. Thefirst three are pretty much the same. The Perceptud setting makesthe colorsas close as
possible to whatever colors the human eye perceivesin the origind image (so they say). The Sdlective
Setting does the same thing but uses as many Web-safe colors as possible. The Adaptive setting makes
the remaining colors as mathematicaly closeto the origind as possible. The Web setting uses the closest
Web-safe colorsto the colors that are in the image. The Custom setting isfor power users who want to
create their own color-reduction agorithms.
Tip
Y our choices areredly between the Perceptual and Web settings. The
Perceptual setting gives you animage as close as possble to your origina
creation. The Web setting gives you an image that |ooks the same no matter
what computer or Web browser it son. Unfortunately, the Perceptua
setting usudly looks great, whereas the Web setting dithersthings
substantially. But look at the Web choice thisway: Thisisas bad asthe
imageisgoing to look. With any other setting, the graphic is going to look
better or worse unpredictably. With the Web setting, you know exactly how
much dithering is going on, and nothing more will happen to theimage.
Compare the second image in Figure 16-4 with the third, which is selected.
The only difference between the two isthe Color Reduction agorithm.
Although noticeable dithering appears in the Web-safeimage, it doesn t look
unacceptably bad, and thefile sizeisalittle smdler.
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Figure 16-4: Saving a GIF in the Save for Web diaog box.
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Dithering algorithm: Thisisthe actua shape of the dithering pattern. The No Dither setting won t dither
theimage at dl. The Diffuson setting randomizes the dithering pattern to makeit less noticegble. The
Pattern setting dithersin afixed grid. The Noise setting is even more random than the Diffusion setting,
meaking any dither even less noticeable. Sadly, the settings that produce the least noticesble dithering so
cregte the highest file Sizes. The Noise setting produces the largest files, and the Diffusion setting the
second largest. The Pattern setting produces smal files with noticeable stripes. The No Dither setting
produces obvious bands of color in theimage. Noticethe sky in Figure 16-4. A No Dither setting causes
the stripes. Here again, your godl isto strike a balance between the smallest size and the best qudlity.

Transparency: How do you want to treat the parts of your image that have no graphics? Do you want
them to be transparent or filled with the Matte color (explained later in thislist)? Check this box to make
them transparent.

Interlaced: Thissetting makesthefilelarger so that it seemsto be downloading faster, which seemslike
acontradiction. When agraphic isinterlaced, it first loads avery low-resolution version to the Web
browser, and then the full-resol ution verson. Graphics seem to load faster, but the Interlaced setting is
just soothing the user by showing something useful happening. Without interlacing, the whole page hasto
download before you can look at it. (The page actualy loads faster thisway; it only seems to take
forever.) Impatient people may want to select thisbox (unless, of course, they aready skipped thislist).

L ossy: Thissetting reducesfile size by as much as 40 percent by iminating pixels (a the expense of
image quality). Use asmuch Lossy asyou can get away with but don t ruin your image.

Tip
The Lossy setting won t work with the
Interlacing setting turned on.

Colors: Thissetting isthetota number of colors used in the image. Sometimes, reducing the number
resultsin asmaler image, but doing so doesn t usudly have as much effect asthe Dither and Lossy

settings.

Dither: If you select the Pattern, Noise, or Diffusion settings for adither method, you can use this setting
to turn down the amount of dithering. Lower amounts result in smaler graphics with more noticesble
dithering patterns.

Matte: If you dont choose the Transparency box, the Matte color fills areas of your image where there
are no graphics. If you re using transparency and know what color you plan to use for the background of
the Web page, you can set the Matte color to the background color and the pixels at the edge of your
graphic will blend with the background, creating amore visually appeding image. If you don t know what
the background color will be, set the Matte color to None. Otherwise, the edge pixels may blendto a
different color from your background, producing an obvious fringe around the graphic, asif it were
snipped hadtily out of adifferent background.
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0
Web Snap: If you aren t using the Web setting for your color reduction agorithm, you can use the Web
Snap setting to convert some of the colors (arting with those used most in the image) to Web-safe
colors. Thissetting isagreat way to achieve abaance between quality and compatibility. By changing
just the largest areas of color to Web-safe colors, you can avoid the dithering problem in places where it
will be most noticeable. The higher the setting, the more colors lllustrator converts to Web-safe colors.

After you make your settings on severd images and decide which image works best for you, click that image,
and then click OK. The graphic saves asa GIF, ready for you to use on your Web page.

Saving a graphic asa JPEG file

In [llustrator, JPEGs are easier to make than GIFs. Y ou only need to worry about one setting: Quality. Of course,
qudity can be specified in two ways. (Smplicity? Well, dmost.)
To saveyour artwork as a JPEG, follow these steps:
1.
Choose File Savefor Web.

The Save for Web dialog box appears.

Choose JPEG from the File Format drop-down menu.

Click the 2-Up or 4-Up tab at thetop of the graphic.

For more on viewing options, seethe earlier section, Saving agraphic asaGlFfile, inthischapter.

Choose a Quality setting.

Y ou can choose the Quality setting in two ways, but the effects areidentical: by choosing it from the Quality
drop-down menu or by entering anumber into the Quality field.

0

The Quality drop-down menu: The menu offersyou achoice of four preset values: Maximum, High,
Medium, and Low. These optionsrefer to the quadity leve of theimage, not the amount of compression
gpplied. A Maximum qudlity level produces (as you may expect) the largest file Szesand the

highest-quality images.

The Quality field: Inthisfied, just to theright of the drop-down menu, you typein any value from 100
(maximum quality) to 0. Use the lowest Qudlity setting possible that doesn t destroy your image. You



This document is created with the unregistered version of CHM2PDF Pilot

may notice that the loss of qudlity in your image shows up as weird patterns that weren t there before.
These patterns are especialy noticeable where two large areas of different colors meet. Notice the
weirdness (caled artifacting) inthefourthimagein Figure 16-5. A little of thisistolerablein the name of
smdller files, but too much becomes digtracting.
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Note: Entering settingsin the Quality
fiddisidentica to choosing vauesfrom
the Qudlity drop-down menu. In the
menu, the values of Maximum, High,
Medium, and Low correspond
(respectively) to settings of 80, 60, 30,
and 10in the Qudlity field.
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Figure 16-5: Saving a JPEG from the Save for Web dialog box.
Tip
5.

Adjust the other settings.

(0]

Progressive: Likeinterlacing for GIFs, the Progressive setting creates theillusion that the image loads
faster on Web browsers by loading alow-resolution version of the graphic first and then turning it into a
higher-resolution image. In actudity, the image takes longer to load because Progressive filesare larger,
but viewersfed as though the download is going faster because they see things happening while they
wait, rather than waiting for the whole download before they see anything.

Blur: Blurisafairly usdess setting. The god isto reduce the artifacting in theimage by blurring it.
Unfortunately, the setting blurs the whole image, not just the artifacts, creating problemswhere none
exiged before. Leave this set to zero and ignoreit. (Unless, of course, you refeding alittle misty.)

Matte: JPEGs can have no transparent areas, SO wherever no graphic exigts, lllustrator fillsin with this
color. A setting of Nonefillsin with white,

Saving a graphic asa PNG-8 or PNG-24 file
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The settings for PNG-8 are identical to those for GIF except you don t get a L ossy option. (Read through the earlier
section, Saving agraphic asaGlFfile. ) Put PNG-8 wherever you see GIF. No settings exist for PNG-24, except

Transparency, Interlacing, and Matte options; what you get iswhat you get. Choose the PNG-24 file format, and the
compression scheme does itsthing. Either you like the result (and click OK), or you don't (and choose GIF or JPEG

intead).
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Creating Web-Specific Vector Graphics

Vectors have severa advantages over pixels. One of the chief advantagesistheir smal size, especidly for basic
graphics such aslogos and buttons. Another advantage istheir ability to be scaled without any loss of quality.

Saving a graphic asa M acromedia Flash file

Hashisavery versatile format developed by Macromedia. Not only can you use Flash to show vector graphicson
the Web, you can dso animate and add sound and interactivity to them. In Illustrator, you can create the graphic and
do limited animation with it Beyond that, you have to use another gpplication (such as Adobe LiveMotion or
Macromedia Flash) to take full advantage of the format. For this reason, the Export to Macromedia Flash (SWF)
command is really intended to prepare artwork for export to one of these other gpplications, rather than to create
artwork to go directly to the Web. Not that you cant put aFlash file created in Illustrator directly on the Web. You
certainly can, but then you re tapping into just afraction of what Flash can do.

Stll, if you want your Illustrator artwork on the Web as vector data, Flash is currently the way to go. The one
drawback to the format is the need for abrowser plug-in in order for people to see your graphic in their browsers.
This Situation can make your graphic inaccessible to some people. However, Flash is such a popular format that
many people have the plug-in ingalled in their browsers. Chances are quite good that many people will be ableto see
your work without problems.
So if your primary concern isthat your graphic appears on the Web with no-holds-barred top quality (and print with
the best possible quality to boot), use the Flash format.
To save agraphicin Hash format, just follow these steps.

1.

Choose File Export.

The Export dialog box appears.

Specify aname, location, and fileformat for your document.

In this case, choose Macromedia Flash (SWF) from thefile format drop-down menu.

Click OK.

The Macromedia Flash (SWF) Format Options dialog box appears, as shown in Figure 16-6.
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The Macromedia Flash (SWF) Format Options dialog box gives you the following options.

Flash {($%F) Format Options

Expart Options | i i
Expart A2 | Al Layers to SWF Frames £ |
Cancel
Frame Rate: IEI fps
1 Aute-create Symbols
[l Read Onty

1 Clip te Arthoard Size

Curve Quaity:

Image Dptions
Image Format:  Cr Lossless
) Lossy (IPEG)

JPEG Quality; | Medium 3 | E] I

Bethod: & Baieline (Standard)
CF Baseline Optimized

Resolution: ppi

Figure 16-6: Exporting an Al file to an SWF file with the Macromedia Flash (SWF) Format Options dialog box.

Export Options. These options enable you to establish, among other things, how the layersin your file are
handled and how fast those layers appear in the animation.
0

Export As. Thisdrop-down menu hasthree options: Al Fileto SWF File, Al Layersto SWF Frames,
and Al Layersto SWF Files. (Al isshort for Adobe Illustrator and refersto the file you re currently
saving. SAVF isanother term for aFlash file)) The option you choose determines how Illustrator layers
(see Chapter 13) are handled when you save them. The Al Fileto SWF File option flattens dl the layers
into asingleimage, just asif you were printing theillustration. The Al Layersto SWF Frames option
builds aspecid file that, when loaded to abrowser, displays each layer in sequence starting with the first
layer and stopping with the last. Y ou can use this option to create adide show by putting a different
graphic on each layer, or to do smple animations. The final option, Al Layersto SWF Files, exports
each layer asa separate Flash file.

Frame Rate: Thissetting determines how fast the Flash file flipsthrough the different Illustrator layers
after you choosethe Al Layersto SWF Frames option from the Export As menu. Each layer is
consdered aframe, and the number you enter hereis the number of frames you want to appear every
second.

L ooping: Select this setting to create afile that plays repeatedly when you choose the Export As Al
Layersto SWF Frames option.

Generate HTML : Select this setting to generate a HyperText Markup Language (HTML) file so that
your Flash (SWF) file appearsin your browser at its correct and origina sizerather than filling the
window. No more additional editing hasses.
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Read Only: Sdlect this setting to create afile that people can view but not change in any way. Also, the
file cannot be edited in any Flash application.

Clip to Artboard Size: Sdlect this setting to crop out any artwork that is off the Artboard.

Curve Quality: The higher this setting (from 1 to 10), the closer the graphic isto your Illugtrator file and
thelarger your file Sze. Lower settings provide lower quaity with smdler fileSzes. Yet again, youre
plagued by the agonizing compromise between file Sze and image qudlity!

Image Options. These options may never comeinto play in the graphic you re exporting; they only matter if
you have a pixel-based image (such as ascan) incorporated into your Illustrator file or if you create your
artwork using transparencies, complex gradients (gradients with more than eight colors), gradient meshes,
or effects. (See Chapter 10 for moreinfo.) The Flash format doesn t support these features, so it turns them
into pixelsin thefina Fashfile (your other Illustrator graphics remain vector-based). Thefollowing Image
Options determine how to handle these pixd graphics:

o]

L ossless: Sdlect thisradio button to save the pixel graphicsin PNG-24 format. Don t worry; the Flash
plug-in takes care of any compatibility issueswith the PNG format. Use this option if you re exporting
your graphic for further editing in Flash because you can apply further compression settingsin those
programs. The Losdess option lets you start with the highest possible qudlity.

L ossy: Sdect thisradio button to save the graphics as JPEGs. Choosing the L ossy option enablesyou
to choose a corresponding JPEG quality. Seethe JPEG fileformat and the Saving agraphic asa JPEG
file sections, earlier in this chapter, for more on JPEGs and compression settings.

Method: Stick with the Basdline (Standard) option to ensure aformat that s recognized by most
browsers. Selecting the Basdline Optimized setting optimizes the color but isn t recognized by all
browsers.

Resolution: This setting determines how much information the graphics contain; 72 ppi (pixels per inch)
is perfect for on-screen display, but if you want people to be able to print your graphics, you may want
to go up to 150 ppi, or even 300. Watch out, though, because this high setting resultsin hugefile sizes.

After you complete dl your settings, click OK to save your filein Flash format.

Y ou can export Flash (SWF) files that include symbols. When opened in aFlash gpplication, the symbols are
included in the Symbal library of the gpplication.
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Saving agraphicasa SVG file

Scdable Vector Graphics (SVG) aregresat, but . . . well . . . futuristic. Look at it thisway. Y ou go to your loca car
dedler and you find the car of your dreams, with every feature that you ever wanted and some that you didn t know
even existed. The gas mileageis greet, the color you want isin stock, and you can drive the car off the lot today! And
the price? It sabout half the price you rewilling to pay! But just as you re about to sign on the dotted line, the dealer
informsyou that there sonelittle catch: The car runs on aspecia kind of gas. All the mgjor gas stations have
committed to Start carrying the specia gasin the future, but right now the speciad gasisnot available. What do you
do? Taketherisk and invest the money, or purchase acar for which you know you can get gas?

SVGistechnicdly great. It offers everything that Flash does, with promisesfor awhole lot more, such astota
support for everything you can createin Illlustrator. Also, the format is much more open than the FHash format. To
create Flash files, you must use an gpplication that specificaly supports Flash format, such asIllustrator or
LiveMoation. However, if you knew how, you could write SV G filesin any word-processing program. In the future,
SVG filesmay integrate seamlessy with Web pages without requiring plug-ins or anything else, meaning that you may
get maximum quaity and maximum compatibility, and issues such asfile formats, dithering, and Web-safe colors, will
become concerns of the past.

Unfortunately, for now, you may gill have ahard time finding that specid gas. All the mgor software companies have
pledged support for SV G, but that support isn t there yet. The industry moves so fast that no one can say how long
SV G may taketo catch on. By the time you read this, that transformation may have occurred. As amatter of fact,
Adobe has begun thistransformation. But it may be years until SV G rolls off the tongue as easly as JPEG. (PNG has
been around for years and is only just beginning to be adopted.)

So if youwant to live alife of action and adventure on the leading edge of technology, Start saving your filesas SVG
right now. Cresate graphics so insandly great that people are forced to risk computer crashes and other frustrations to
download and use the unstable plug-ins that they need to view your SV G files. Go on. | dare you. | double-dare you.
| double-dog dare you. If you can pull it off, you re the coolest kid in town and will be far ahead of everybody else. If
you cant, you still have GlFs and JPEGs and Fash filesto fall back on.

To create an SV Gfile, just follow these steps:
1.
Choose File Save.
The Save didog box appears. The SV G file format can be saved directly rather than exported. Y ou can also

open an SVGfiledirectly into [llustrator. And if that isn t enough, Illustrator lets you open SV G filesthat
were created in other SV G-savvy applications.

Choose SVG (SVG) from the Format drop-down menu. Specify a name and location for your
document.

Click Save.

The SV G Options dialog box appears, asshown in Figure 16-7.
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Figure 16-7: Saving an SV G file with the SV G Options dialog box.

4,

Establish your desired settingsand click OK.

Check out the following list to get the lowdown on each option.

The SVG Options dialog box offers the following options:

Fonts: Thisoption enablesyou to embed variousfont groupingsin your SVGfile.

(0]

Subsetting: The SVG format lets you embed the fonts that you use in the document in the SV Gfile.
Fonts have been one of the mgor stumbling blocksfor designers on the Web. Smply put, whoever has
different fonts from yoursinstaled on his or her computer may see your text, but not necessarily asyou
created it. Y our font subsetting choice diminates this problem by making the fonts you used part of the
SWFfile. Y ou have seven choices for subsetted fonts.

Sdlect the None (Use Systemn Fonts) subsetting option if you don t want to embed any fonts, if you didn t
usetext in your graphic, or if you converted your text to outlines.

Sdlect the Only Glyphs Used option to embed just the font info for the specific letters you used. This
option createsasmadler file, but the graphic isless editable than when you include dl glyphs because you
can useonly lettersthat are dready used in thefile. If you just want people to see the graphic the way
you created it, select the Only Glyphs Used option.

Technica Stuff
Glyph isjust aweird name for |etter; you ve seen
it beforein the word hieroglyphics.

Sdect the All Glyphsoption to include adl the characters of al the fonts you used. Even if you used just
one letter out of Futura Condensed, al the letters, upper- and lowercase, and al specia charactersare
included. If you want people to be able to make changesto your text, salect the All Glyphs option.

Likethe All Glyphs option, the other values  Common English, Common English Glyphs Used, Common
Roman, and Common Roman GlyphsUsed  are useful when the textual content of the SV G file may

change.

L ocation: Y ou can chooseto have your fonts built directly into the file (Embed) or collected in another
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location (Link). The Embed option resultsin alarger file, but you have only one piece to take care of.
TheLink option resultsin multiplefiles

Images: Likewith fonts, you can choose to have any placed pixel imagesin your document built into the
SV G file (Embed) or stored externdly (Link). The Embed option creates alarger filethat is completely self-
contained. The Link option crestes a separate folder for pixel graphics.

Preservelllustrator Editing Capabilities. Sdect thischeck box to include afully editable lllugtrator file
with your SV G file so that you can make revisons easly and more efficiently. Beware that checking this
option increasesyour filesze.

Thefollowing options appear when you click the Advanced button in the SV G Options dialog box (refer to Figure

16-7).

CSS Properties. Thisoption letsyou determine where your Cascading Style Sheet (CSS) propertiesare
located. Cascading Style Sheets are a stlandard method of imposing consistent display characteristicson
HTML documents. Many Web sites use CSS as a dynamic and flexible way to format Web pages. Tak with
your Webmaster about the best settingsto use.

Decimal Places: Higher vaues(from 1 to 7) for this setting result in better image quality with (what abig
aurprise!) larger filesizes.

Encoding: The SVG format provides severa encoding methods to support aphabetsin different languages,
such asKanji. The default setting of Unicode (UTF-8) isfinefor 95 percent of the SV G filesyou ever cregte.

Optimizefor Adobe SVG Viewer: Sdect thischeck box to optimize the image (you see the image faster)
for the Adobe SVG Viewer (aplug-in you useto view SV G filesin your browser).

Include Slicing Data: Sdlect this check box to preserve dl dicing information. Slicing carves up your image
to dlow for better optimization and the ability to assign separate animation features to each chunk. For more
ondicing, seethe section, Slicing and Dicing Y our Graphics, later in this chapter.

IncludeFileInfo: Includes metadata, such as author and creation/revision dates.

Forget about the last option here on variable data (Include Extended Syntax for Variable Data). It sway abovethe
scope of thisbook. But if you have aneed to know, check out Illustrator CSBible by Ted Alspach and Jennifer
Alspach, published by Wiley Publishing, Inc.
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[llustrator has alive SV G effects feature in which effects, such as shadows and blurs, can be added to vector objects.
These effects are great because they arent rasterized (turned into pixes) until thefileisactualy viewed in the
browser the qudity ismaintained, regardiess of sze. File szesare fill small, and the new effects can be created and
edited, although some XML expertiseis needed.

Remember
Although dl thisrazzmatazz is grest, you till need a
plug-into view SVGfiles. The SVG Viewer plug-inis
ingtaled when you ingd| Illustrator. Y ou can also get
thelatest verson of the plug-in at
www.adobe.com/svg.

Although | focusin this chapter on avery specific part of Web graphics production (getting your graphic into afile
format that can be displayed on the Web), thisisjust the start. Actudly putting that graphic where people can seeitis
another saga entirely, one that involves Web-authoring tool s (or hand-coding HTML), service providers, and a
whole aphabet soup of FTPs, URLSs, and other confusing TLAS (three-letter acronyms). Asyou may have guessed,
actually getting the graphic onto the Web in ared-live Web page goes beyond the scope of this one book.

The critical step in cregting aWeb graphicis saving thefile. After you save agraphic for the Web, you have many,
many options, al of which affect your graphic in different and significant ways. If you aren t producing the Web ste
yoursdlf, have adiscussion with the Ste s Webmaster before you save the graphic to find out what formats and
optionswork best for the site.


http://www.adobe.com/svg
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Slicing and Dicing Your Graphics

If you re an avid Web surfer, you ve probably encountered a site or two where the graphics appear on-screen in
separate chunks. In the Web world, these chunks are referred to as dices. Slices are useful for anumber of reasons.
They can provide abetter experiencefor viewers by alowing them to immediately see portions of theimage whileit
loads rather than having to wait for an entire largeimage to load. Another benefit isthat dicing the image into sections
that appear in multiple places on your site makesit load more quickly on the next place after the image loadsin one
place. Also, each dice can be optimized separately, which increases|oading speed. Depending on your image,
revisng adice or two can be quicker than reviang an entireimage. Findly, you can sdectively assign features, such
asrollovers, links, and animation to dices. Have | convinced you yet of the merits of dices? Good. In the next
section, | show you how diceswork in lllugtrator.

Creating dslices

In lllustrator, dices can be applied to objects (vector- or pixel-based or text), groups of objects, or layers. And
when any of these are edited, the dices are automaticaly updated. Read through the following stepsfor how to
create dices. You do need to first create a piece of artwork, however. | recommend using at least one block of text,
one group of objects, and one pixel-based image. For this example, | used amock Web page.
1
Choose View Show Slices.

Now you can see your diceswhile you creste them.

With the Selection tool, select an object on your Artboard.

Inthisexample, | selected thelogo. Thiskind of diceisreferred to as an object- based dice.

Choose Object Slice Make, and then desdlect the object by clicking the Artboard away from the
obj ect.

After you release the mouse, lines and numbers appear. The red lines and numbers indicate a user-defined
dice onethat you made. The pink lines and numbersindicate that Illustrator autometicaly created the dices.
Figure 16-8 showsthe diced artwork.
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Figure 16-8: It dices, it dices, it darned near makes juliennefries.
Select your group, choose Object Slice Make, and then deselect the group by clicking the Artboard
away from the object.

The group is now assigned a user-defined dice. If you edit any of your objects scaing thelogo, for example
i [ , asshownin Figure 16-9.

Figure 16-9: Editing an object makes the dices update automaticaly.

Select the text block and choose Object Slice Make.

Keep the dice selected.

Choose Object Slice Slice Options.

The Slice Options dialog box appears.

In the Slice Optionsdialog box, select theHTML Text option from the Slice Type drop-down menu.

The HTML options appear.

Select your alignment option and click OK.
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Now it stimeto optimize the dices. Optimizing isthe process of assigning quality and compression settings

to your images.

0.
Choose File Save for Web.
For more on the Save for Web dialog box and all its settings, see the section, Creating Web-Specific Pixel
Graphics, earlier in this chapter.

10.
In the Savefor Web dialog box, select any pixel-based dices with the Slice Select tool (the second
tool from thetop) and sdlect the JPEG option from thefile for mats dr op-down menu.

11.
Choose your compression settings from the compression dr op-down menu.
| chose high compression because | think quality isimportant. For the skinny on compression, seethe earlier
section, Choosing afileformat.

12.
Select your dicesthat contain vector-based graphics and then assign a GIF fileformat to each.
Choose your desired palette and other options. Y ou can also assign PNG, SWF, or SVG formats, if so
desired.

13.
After you optimize all your dlices, click Saveto generatean HTML tablewith your dlices. Leave
theformat asHTML and Images.

14,

Click Save.

If you don t want to save afile, click the Done button to return to your Artboard.

Your fileisdiced and diced and ready to be incorporated into your Web site.

Here are afew more things you may want to know about dicing:

Y ou can manually diceyour image by using the Slice tool. Just grab the tool from the Toolbox and drag
around the portion of your artwork that you want the dice to contain. Slice boundaries can be adjusted by
using the Selection tool. Manual dices do not update automeaticaly like object-based dices do.

You can apply dicesto layers. These arereferred to aslayer-based dices. Target alayer inthe Layers
palette (for more on layers, see Chapter 13), and choose Object Sice Make. The size of thedliceis
determined by the layer s bounding box.
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Toediminateadlice, select it and choose Object Slice Release.
To delete all dlices, choose Object Sice Delete All.
Toshow or hideyour dice outlines, choose View Show/Hide Slices.

Y ou can combine several dicesinto asingle larger one. Select them al and choose Object Sice
Combine Slices. Y ou can dso divide dicesinto a user-specified number of dicesor pixels by choosing
Object SiceDivide Slices.

To create dices based on a selection of object(s), choose Object Slice Create from Selection.

Cascading Style Sheet layers

Layer-based dices can also be exported as Cascading Style Sheet (CSS) layers. Using CSS layers enables you to
assign (set) amultitude of properties to the elements on your Web page (typefaces, colors, spacing, graphics). They
also enable you to creste transparent overlapping dices. Use CSS layers to show and hide certain layers on your
Web page. For example, you can produce a Web site with text in three languages on three separate layers and then
make the layer matching the language of the browser visible while the others remain hidden.

Theream of CSSisfairly advanced, but for my purposes here | show you the very basic steps of how to creste a
filewith CSSlayers.

1.
After your fileiscreated, choose File Save for Web.

The Save for Web dia og box appears.
Click the Layerstab at the bottom right.
Select the Export as CSS Layer s check box.

Sdlect each layer in your file from the Layer drop-down menu. Make sure that you select one of the options:
Visble, Hidden, or Do Not Export.

Click Save.

AnHTML file, which includes CSSlayers, is created.
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In the Save Optimized Asdialog box that appear s, specify a name and location for your file,
6.

Click the Output Settings button.

In the Output Settings dialog box that appear s, make surethat the HTML option is selected from
the second menu from thetop.

Select the Generate CSS option from the Slice Output section.

Click OK and then Save.
Y our file has been created and saved. Click the Done button to close the Save for Web dialog box.

Remember
All platforms and browsers (and their versons) do
not equally support Cascading Style Shests, its
versons, and its many facets. The differences are too
great to list here, but you can seethem all at the
Browser Compatibility Chart on the WebReview.com
ste (www.webreview.com/browsers/browsers.shtml).
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Chapter 17: Moving Filesinto
and Out of |llustrator

Overviaw

In This Chapter

Placing different filesinto an Illustrator document
Managing linked files
Exporting graphicsfrom Illusirator

Working with Photoshop filesin Illustrator

Although you can certainly take afile from concept to find printing using only Hllustrator, you probably shouldnt. It s
aspecialized program, created to be one small (but vitally important) part in aproduction cycle.

Inatypica production cycle, text is created in aword-processing program, such as Microsoft Word; scanned
images are edited in an image-editing program, such as Photoshop; and vector-based graphics are created in
[llustrator or Macromedia Freehand. Findly, al these e ements are combined in a page layout program (such as
InDesign, PageMaker, or QuarkXPress) or a Web-design application (such as Adobe GoL ive or Macromedia
Dreamweave).

Attempting to make lllustrator perform all aspects of the production cycleisliketrying to build ahouse with only a
hammer. Y ou may be ableto do it, but the task takes you alot more time to complete, the result looks really awful,
and you re alot moretired and frustrated than if you d used the right tools for the job in thefirst place.

Dont get mewrong. lllugtrator isa strong link in that production cycle. Y ou can save lllugrator filesin nearly three
dozen different fileformats! If you creste something in Illustrator and save it properly, you can open your cregtion in
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just about any application that ever supported graphics on any platform  even bizarre and forgotten computer
platforms, such asAmigal

The bottom lineisthat Illustrator is designed to createfilesfor usein other programs aswell asto receive graphics
files created in other programs. Harnessing the full power of Illustrator means making the program work well (and
play nicely) with other programs in other words, getting filesinto and out of Illustrator.

In this chapter, you find out how to make Illustrator play well with others by bringing filesthat weren t created in
[llustrator into your Illustrator document and by moving Illustrator filesinto other gpplications.
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Bringing FilesInto lllustrator

Y ou can bring graphics or text into [llustrator in severd different ways, but the most straightforward, Joe-Friday way
Isto use the Place command from the File menu. Every type of graphic or text that can beinserted in Illlustrator can
be placed with this command, making it the one-stop location for dl fileimporting. The Getting Files Out of
[llustrator section (later in this chapter) containsalist of the most common file formats that 1llustrator can both export
and import.

When you place artwork into Illustrator, you usualy have the option of either embedding or linking the artwork.
Each of these processes has different implicationsfor file Sze and storage:

Embedding: Makesthe placed artwork part of the Illustrator file, even though the artwork was crested
elsawhere. That way, you need only the single Illustrator file for your artwork to print properly.

Remember
Embedding can dramatically increase thefile size.

Linking: Createsalink inthe Illustrator document to the placed artwork. Thefile size of the lllustrator
document issmaler asaresult, and any changeto the linked file isautomatically reflected in the Illustrator
document. Linking also enablesthefile to be updated outsde of Illusgtrator (while maintaining the link). In
order for linked filesto print properly, both the Illustrator file and al linked files must be present.

To placeagraphicin lllugtrator, follow these steps.

1.
Choose File Place.
The Place dialog box appears, as shown in Figure 17-1, so that you can choose the file that you want to
place.

2.

Select the filethat you want to place.

If you dont have any fileslying around, ook in the Sample Filesfolder (located in the Adobe Illusirator
gpplication folder) and pick one of thosefiles.
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Figure 17-1: Select adocument to embed or link with the Place didog box.

Choosetolink or embed thefile you want to place.

To create alink between the file you want to place and the Illustrator file (the default setting), make sure that
the Link box (lower left) is selected. To embed the file you want to placein the Illustrator file, desdlect the
Link box.

Chooseto usethe graphic asan artistic element or atemplate.

If you select the Template check box (lower l€eft), lllustrator creates a specia layer for the pixel-based image.
(See Chapter 13 for more on layers.) Thislayer islocked (you can t change anything on the layer), and the
graphic is dimmed, making the graphic 50 percent lighter. Template layersaso don t print and aren t included
in the artwork when you use the Save for Web command. Template layers are especidly useful when you
plan to use the pixe-based image asaguidefor tracing in lllustrator.

Chooseto replace or add the graphic to therest of the placed graphics (if necessary).

Thisoption isavailable only after you ve aready placed agraphic in thefile and that graphic is selected. You
have the option of replacing that graphic with the graphic that you re about to place or bringing the new
graphic in as a separate graphic. Just salect the Replace check box to replace the selected graphic, or leave
the box unchecked to |leave the selected graphic aone.

Click the Place button.

Which is better, linking or embedding?

If you re just playing around to see how the program works, it doesn t matter whether you link or embed. But if you
re working on a production with tight deadlines and making rapid changes to your document and money ison the
line, | recommend that you link whenever possible. Linking makesthe chore of changing placed images much easier.
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When you embed something, it existstotally within asingle lllusirator file: Y our artwork islocked down. You cant
do anything to it other than moveit, scaeit (and other such transformations), or run a Photoshop filter/effect onit.
That sdl, folks and that isnt much. You cant edit your artwork in another application; becauseit sembedded in
[llustrator, it won t respond to other applications. The term embedding isquiteliteral it sstuck inthere. You cant
get your artwork out unless you pry it out with the Export command. (More on that in the section, Getting Files Out
of lllugtrator, later in this chapter).

Here san example. Y ou recently sent acompleted job to your service bureau, but it can t be printed because your
five pixel-based images are embedded two in RGB (red, green, blue) mode and therestin CMYK (cyan, magenta,
yelow, black). Theimages need to bein CMYK for thejob to print properly. Illustrator cant convert pixe data
from RGB to CMYK. (Illustrator can only convert vector data.) Y ou need to use Photoshop to convert the pixe
images. If theimages are linked, however, thefolks at your service bureau can change them by opening theimagein
Photoshop, making the change, and then updating the link aquick process that takes about a minute on afast
computer.

Because the images are embedded, however, you have two options. Y ou can ddliver the origina pixel-based
graphics over to the service bureau (assuming that your company has one, that you didn t send the job over at the last
minute, and that the service bureau is still open). Or you can rack up bad karmalif you make the staff at the service
bureau do thisfor you. This Stuation entails separating each image into its own layer in lllustrator, exporting the entire
document as a Photoshop file; opening the document in Photoshop; deleting al the other layers; cropping the image
to theright Sze; changing the color mode; saving the image; going back to Illustrator; and replacing the graphic.
Whew! And this assumes that the service bureau staff actually knows how to do this, which not many people do.

Tip
If you know beyond a doubt that your
images are perfect, pristine, and find,
and never need changing in any way,
you can embed them. If your feet touch
the earth like therest of oursdo, link

your images.

Remember
The only hasdethat comeswith linking isthat you
haveto provide dl the linked images with your
Illustrator file whenever it leaves your computer
because your filewon t print properly without them.
This procedureisaminor hasse, however,
consdering the amount of hasdeit saves

Managing links

Whenever you place animageinto Illustrator and link it, theimageisnt actudly in your document  the same way that
Dan Rather isnt actually in your house when you watch the newson TV. What you seein lllustrator isapreview of
thefile animage of theimage, soto gpeak. Think of the actud file as broadcasting an image of itsdlf to Illustrator
whilethefileitsdf Sits somewhere else on your hard drive. Y ou look at the preview on-screen; when the document
prints, the actud file supplies theimage for the document. If the actud file gets moved, modified, or deleted, you have
aproblem especidly if youreprinting because Illustrator usesthe preview image instead of theredl file. The
preview imagein Illustrator containsjust enough info to be displayed on-screen, but not nearly enough info to print
with any qudity. Fortunately, lllustrator provides you with a powerful tool to help you manage links: the Links palette.
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Y ou can find the Links paette by choosing Window Links. What you get |ooks remarkably like Figure 17-2, eveniif
you don t have thumbnails of al those people.
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Figure 17-2: Usethe Links paettefor tota link contral.

The Links paette shows you al the placed imagesin your document; aertsyou if anything isamiss; and enablesyou
to update, edit, or replace theimages dl with the click of amouse.

Tip
The Links paette includes embedded
images aswell, even though they arent
technicaly links.

To usethe Links palette, you must first understand what the paette istelling you. The Links pa ette informs you about
the status of the graphic through derts. Alerts aretiny iconsthat appear beside the names of the graphicsin the Links
paette. They look alittle like buttons, but they are srictly informative: Alertswarn you when thereisa potentia
problem with the link. Y ou can fix most problems by clicking the graphic within the Links palette, and then by clicking
the Replace Link or Update Link buttons at the bottom of the pal ette (more on these optionsin just a second).

Thedertsprovide the following information:

Embedded: The Embedded icon shows arectangle overlapping atriangle. Thisicon indicates that theimage
datais completely contained within the Illustrator document and not linked to an externd file. ThisSituation
isn t necessarily aproblem, but it can be. See the section Which is better, linking or embedding? earlier in
thischapter. No un-embed button exists. The only way to turn this embedded image into alinked fileisto
click the Update Link button at the bottom of the palette, locate the origind file on the hard drive, and
replace the file with the Link option checked.

Missing: A question mark insgde ared octagon (or stop sign) showsthat the actua imagefileismissing. This
information is good to know because the linked image till shows up in [llustrator even if the information that
thefile needsto print properly ismissng. Y ou can fix thisimage by clicking the Replace Link button. (More
about thisin amoment.)

Modified: A triangle with an exclamation point (sort of like an emphatic yield sign) indicates thet the actud
linked image has been changed outsde of Illustrator. Thisinformation isaso vital because lllustrator fill
displaystheorigind image.
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No icon meansthat everythingisokay: Thisisnt redly an dert. (Y eah, that would be pretty slly
Warning! Everything isnorma!) But it sworth noting that when nothing iswrong with alinked image, the
pal ette showsjust the filename of the image, its thumbnail, and nothing ese.

After you identify the problemswith the linked graphics, you can manage them by using the buttons aong the bottom
of the Links palette (refer to Figure 17-2), by clicking the problem graphic in the Links palette, and then by clicking
one of thefollowing four buttons:

Replace Link: Thisisthefirg button from theleft. Click this button when your image is missing or when you
want to swap the selected graphic with another graphic on your hard drive. After you click thisbutton, the
Place dialog box opens. Choose a different file or locate the missing file on your hard drive, and then click
Place. The new image replacesthe old one.

GotoLink: Second from theleft, this button is handy for locating and selecting linked graphics. Click the
linked graphic in the Links palette and click the Go to Link button. This action sdlectsthe graphic in the
document asif you clicked it by using the Sdlection tool. Clicking this button also centersthe view on the
graphic, making the graphic easy to spot whenever you have alot of other graphicsin the document.

UpdateLink: Click thisthird button whenever you see the Modified warning besde alink. Thisaction
updates the selected link with the latest information from the origind file.

Edit Original: Thisfourth button isavailable only for linked images not for embedded images. After you
click this option, the sdlected image opensin the origina application that created it.

Tip
The Edit Origina option isagresat way
to modify images. After you placea
Photoshop image, for example, click
this button to launch Photoshop and
open the image. In Photoshop, you can
make the necessary changes and then
save your image. When you go back to
[llustrator, it asks whether you want to
update your modified image. Click OK
to update the information.

Y our god, asyou work with placed images, isto avoid al question marks and exclamation pointsin your Links
paette. Fix these problems by using the buttons at the bottom of the palette.

The Links pdette offersafew more tidbits through its pop-up menu to help you manage links. Click the trianglein the
upper-right corner of the palette (refer to Figure 17-2) to access the Links pal ette pop-up menu. Here you find
Replace, Go to Link, Update Link, and Edit Origind commands that duplicate the functions of the buttons along the
bottom. Y ou aso find various Sort commands, such as Sort by Name, which aphabetizes the linked images within
the paette. Y ou can dso reorganize the paette by using Show commands, such as Show Embedded, which hides dll
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linked graphics. The Show and Sort commands are useful only when you have severd linked images, whichisrarein
an lllustrator document. The two most useful thingsin the Links palette pop-up menu are the Embed Image and
Information commands. Here s how you use them:

Embed Image: Click alinked imagein the Links paette and choose the Embed Image command to embed
theimageinto the Illlugtrator file.

Information: Click animagein the Links paette and choose the Information command to open the Link
Information diadog box. Thisdiaog box isdrictly informative. Y ou can t make any changes here, but you find
out lots of information about the selected graphic, such astheimage slocation on the hard drive, theimage s
file 9ze, theimage sfile type, when theimage was created, and awhole lot more. Y ou can aso accessthis
didog box by double-clicking the name of thelink.
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Getting Files Out of Illustrator

Filesthat are native to lllugtrator (files saved in the lllustrator format within lllustrator) can t be read by every
application. However, these files are Portable Document Format- (PDF) based, so any application that can read
PDFs generated by Acrobat 5 or alater version (including Acrobat Reader 5.0) can aso read Illustrator files. For
the gpplicationsthat cant read Illustrator-native files, Illustrator can export anumber of different file formats.

To decide which format to use, consider the eventua use of the file. For ingtance, if you re posting your artwork on a
Web page, you probably want to use either JPEG or GIF formats. (Find out more about these formatsin Chapter 16
.) If you want to place your filein aMicrosoft Word document, you can use EPS, EMF, or BMP formats. (More on
those formatsin amoment.)

Tip
Typicdly, the manua that accompanies
your software describeswhich file
formatsit accepts. Illustrator supports
the export of 17 different formats, so
just choose aformat that worksin the
target gpplication from thelist of
avallableformats.

To export your artwork in acertain format, choose File Export from the File menu, choose the format you want from
the Format ligt, and save the file. Some Export formats open an additiona diaog box for that specific file format after
you click Save. You ll dso find variousfile formats under the Save for Web command, such asPNG, GIF, and SVG
aswdl as JPEG and SWF, which are aso found under the Export command.

Remember
Not al file formats support vector-based datal (See
Chapter 2 for details.) If you use EPS, PDF, Flash,
or SVG, you preserve your paths; but most other
formats convert your lllustrator filesto pixels.

Thefallowing list isabrief summary of the most useful file formats availablein lllugtrator:

EPS. Encapsulated PostScript files are accepted by most software packages. Raster and vector-based data
are preserved in EPSfiles.

For more information about vector-based and pixel-based graphics, see Chapters 2 and 16.

GIF: GraphicsInterchange Format files are commonly used on the Web for fileswith few colors (good for
solid-color logos and text).
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JPEG: Joint Photographic Experts Group files are highly compressiblefilesthat are used on the Web. They
re especially good for photographs.

PNG: Portable Network Graphicsfiles are the most flexible of the Web formats, providing support for
compression and detail in asinglefileformat.

TIFF: Tagged Image File Format files are the industry standard for pixel-based images for print work.

PDF: Portable Document Format files are designed to keep the look and fed of the original artwork and can
be read by anyone with a copy of the free Adobe Acrobat Reader (www.adobe.com).

PICT: PICT filesarethe built-in Macintosh pixel format. Export any graphicsto be viewed on Macintosh
screensas PICT files.

BMP: BMPfilesarethe built-in pixel format of Windows. Use the BMP format to export any graphicsthat
will be viewed on Windows screens.

EMF: Enhanced MetaFile formatted files are perfect for embedding graphicsin Microsoft Office
applications, such as Word, Excd, and PowerPoint.

PSD: Photoshop Document files are native Photoshop files, which can contain Photoshop layer information.

Flash: Flash files are a vector-based graphic format for the Web.

SVG: Scaleable Vector Graphicsfiles are the up-and-coming Web standard of vector-based graphic
formats.


http://www.adobe.com
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Tip

Whenever you export files, usethe
same name asthe origind document file
but with adifferent extenson (the three
|etters after afilename, traditionaly
required by Windows and DOS
computers). These letterstell you the
format of thefilejust by looking &t its
name.
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Working with lllustrator and Photoshop

[llustrator and Photoshop, both from Adobe, provide unique and useful integration capabilities. Y ou can take files
from ether gpplication and put them directly into the other gpplication in five ways: dragging and dropping; copying
and pasting (amost identica to cutting and pasting); placing; exporting and importing; or opening. Each method
produces dightly different results to meet your every need, whim, or desire. (Well, okay, just the desiresthat center
on moving files between graphics applications. Y ou have those al the time, right?)

Tip
If you ever bring something from
[llustrator into Photoshop (or vice
versa) and something weird happens
(parts of the image are missing, odd
lines streek through theimage, nothing
happens, or your computer crashes),
try saving thefile asan earlier verson,
such aslllugtrator 8 or Illustrator 6.
Closethefileand open it again before
you try to copy and paste. Saving afile
inan earlier verson enablesthe
gpplicationto understand thefile.

Making life easy: Copy and paste, drag and drop

The copy and paste and drag and drop methods of getting a file from one program to the other are incredibly easy.
Open afilein Photoshop, and then open afilein Illustrator. Make a sdection in either program, choose Copy from
the Edit menu, and then go to the other gpplication and choose Paste from the Edit menu. Or smply click asglection
in either program and drag the selection from that one gpplication into an open window in the other gpplication. In
[llustrator, you can use any selection tool to do the dragging. In Photoshop, you need to use the Movetoal.

After you move graphicsthisway, they appear at the height and width that they were when created in the other
program. After you drag agraphic from Illustrator to Photoshop, the graphic rasterizes automaticaly. Rasterize isa
two-dollar word for the process that converts vector-based data into pixel-based data.

Whenever you copy and paste agraphic from Illustrator into Photoshop, the Paste dialog box appears, as shownin
Figure 17-3. Choose from the three radio buttons there to select your pasting preference: pixels, paths, or shape

layer.

Paste

i Paste As Pixels -

[ Anti-Alias ;
Cancel

i) Paste As Paths
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Figure 17-3: Pagting Illustrator datainto Photoshop.

Y our first impulse may be to paste the graphic as paths. After al, lllustrator uses paths, not pixels, so you expect this
method to preserve your origind Illustrator filesasthey are. Unfortunately, although Photoshop uses paths smilar to
[llustrator s paths, they work very differently in Photoshop than they do in Illustrator. For example, pathsin
Photoshop can t have strokes or fills, athough paths can be used tofill or stroke an image in Photoshop and to do
other important Photoshop-specific things. Y ou just can t use the path to print or display information on the Web.

Y our other option isto paste your graphics as a shape layer. Shape layers werefirst introduced in Photoshop 6 and
allow vector-based data to be retained without rasterization. In order to retain the vector-based data of shape layers,
however, they must reside in alayered file, which limits your file formatsto TIFF, PDF, or native PSD. Paste the
[llustrator graphic as pixelsif your end god isto create and save a pixe-based Photoshop image.

Copying and pasting or dragging and dropping from Photoshop to Illustrator is easer than going from Illustrator to
Photoshop (and that s pretty darn easy). Y ou don t have to worry about the paths-to-pixelsissue. Just make your
selection and drag it by using the Movetoal; or copy the image, go to an open Illustrator document, and paste the
image. Tha sit!

Y ou may assume (quite logically) that because moving [llugtrator filesinto Photoshop rasterizes thefiles, moving
Photoshop filesinto Illustrator must vectorize them. Not true. The pixelsin a Photoshop file stay pixels, subject to dl
thelaws and limitations of pixels anywhere else. For example, Illustrator vector-based data prints out at the highest
quality no matter how much you scale, skew, rotate, or distort the data. But pixel-based datawithin Illustrator sarts
to degrade (the datagets blurry or worse) if you enlargeit or shrink it. Rotating, skewing, or distorting the
pixel-based data has Smilar negative effects. Although you don t have to worry about resol ution for vector-based
data, you do have to make sure that your pixel data has ahigh enough resolution: 72 points per inch (ppi) for the
Web and anywhere from 150 ppi to 300 ppi or higher for print.

When you drop or paste into Photoshop, the artwork appearsinside a preview box, as shown in Figure 17-4. |
cannot overstate the handiness of this preview box. While insde the preview box, the graphicisnt redly in

Photoshop yet. Y ou can position the graphic, rotate it, and then scale the preview. Then double-click inside the
preview box (or press Enter for Windows or Return for Mac), and Photoshop rasterizes the graphic at the best

qudity possible. If you rotate and scale the image after it s been rasterized, you blur and otherwise degrade the image.
o : E aoing swimmingtif & 100% (wish,Grav) — B H
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Figure 17-4: The Place preview box in Photoshop provides the highest quality and greatest flexibility for Illustrator
files brought into Photoshop.
Tip
Photoshop graphics that are dragged
and dropped or copied and pasted into
[llustrator files are aways embedded.

Placing files

Placing filesinto Photoshop or Illugtrator is one of the more versatile waysto bring datainto the application. Each
gpplication provides avariety of optionsthat arent available by usng any other method.

Placing Illustrator filesin Photoshop

To place an lllugtrator file into Photoshop, open a Photoshop file and choose File Place. Select asaved Illudtrator file
(it doesn t need to be open) from the Place dialog box and click OK. The file opensin Photoshop inside a preview
box just like it does when pasting or dropping.

Placing Photoshop filesin Illustrator

Placing Photoshop filesinto Illustrator isidentica to placing any other graphic into lllustrator. See the section,
Bringing FilesInto llludirator, earlier in this chapter.

Now opening in an application near you

Nativefiles can beread by the opposite application. In other words, Photoshop can read Illustrator files, and
[llustrator can read Photoshop files. One advantage of this capability isthat you don t need to have any document

aready open.

To open aPhotoshop filein lllustrator, choose Open from the Illustrator File menu and select the Photoshop file. The
Photoshop file opensin anew document within Illustrator, in the color mode of the Photoshop file.

To open an lllugtrator file in Photoshop, choose Open from the Photoshop File menu and select the [llustrator file.
The Photoshop Rasterize dialog box appears, as shown in Figure 17-5. If you saved afileasan EPSor if you
exported it in an Illustrator 10 or earlier format, this dialog box s name is Rasterize Generic EPS Format. If you save
thefilein lllustrator CSformat, this didog box is Rasterize Generic PDF. Otherwise, these dialog box options are
identical, no matter which name you see.

In the Rasterize dialog box, you set the width, height, resolution, and color mode of your graphic. Y our exact settings
should reflect, as closdly as possible, thefind purpose of the graphic. Y ou should determine whether the graphic is
going to be viewed on-screen (Web, multimedia) or if it sgoing to be printed (desktop or offset). The moreyou ater
these settings after you rasterize the graphic, the more you degradeit.
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Figure 17-5: Use the Ragterize didog box to refine your graphic settings.

Exporting a graphic

Exporting isadmost the opposite of placing. Instead of bringing agraphic into an application, you re getting it out of
an application. Exporting has two big advantages. First, you don t need acopy of the other application to create the
graphicin that format. Second, Illustrator layers export as separate Photoshop layers, instead of as one flattened
graphic (layersdont stay intact when pasting, dragging, or placing an Illugtrator file into Photoshop). (See Chapter 13
for moreinfo on lllustrator layers.) Sadly, Photoshop layers don t export to layersin [llustrator (though you can get
Photoshop layers by using the Open command on a Photoshop file).

Y ou can export any path that you create in Photoshop as an Illustrator file. To export paths from Photoshop, choose
File Export Pathsto Illustrator. The Export Paths dial og box opens from which you specify those paths to export.
Sdect apath, click Save, and an Illustrator fileis created that contains your path.

Exporting from Illustrator is much more powerful than exporting from Photoshop because you can choose to export
al your llludtrator layers as separate Photoshop layers. This option provides great versatility in case you want to
further edit your graphicsin Photoshop.

To export your lllustrator graphic as a Photoshop file, choose File Export. Name thefilein the Name field and
choose Photoshop (PSD) as your format. After you click OK, the Photoshop Options diaog box appears, as shown

in Figure 17-6.
Fhotozhop Options
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Figure 17-6: Set resolution in the Photoshop Options diaog box.

In the Photoshop Options dialog box, you determine color mode!, resolution (for more on resolution and whichis
best for what purpose, see Chapter 2), anti-aliasing, and whether to export the graphic asasingle, flattened layer or
asmultiple layers. Select the Write Layers check box to export the Illustrator layers as Photoshop layers. With this
option unchecked, you export thefile asasingle, flattened layer. With this option checked, your layers export as
Separate Photoshop layers.
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Tip
When in doubt, select the Write Layers
option. Y ou can easily delete or flatten
thelayersin Photoshop (by using the
Photoshop Layers palette) if you
decide you don t want them.

Y ou dso have the option of exporting your file with dices and image maps for use on the Web. For moreon
[llustrator and the Web, see Chapter 16. Also, you can export your image with compound shapes. When you bring
compound shapes into Photoshop, they become editable clipping masks. Conversely, your Photoshop clipping
masks become editable compound shapes when brought into Il lustrator.
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Using Adobe I llustrator with Nearly Everything
Else

[llustrator works great with Photoshop and InDesign. But what happens when you want to use Illustrator with other
products? To make your Illustrator files compatible with as wide arange of applications as possible, you need to go
with the sandards. Standard file formats are the formats that the mgjority of gpplications can use. Whenever you
save something using a standard file format, you re dmost guaranteed that anyone can open it, regardiess of platform
or gpplication, just aslong as he or sheisusing an industry standard application, such as QuarkX Press.

For Web graphics, the standard formats are GIF and JPEG. As of thiswriting, PNG, Hash, and SVG don t have the
universal acceptance needed to declare them standards. Keep an eye on them, however; times change fast. For more
information on saving filesin these formats, see Chapter 16.

For printing hard copy, the standard format for vector-based graphicsis EPS; the lllustrator options for thisformat
appear in the EPS Format Options dialog box (Figure 17-7). Virtudly &l page layout, word-processing, and
graphics applications accept EPSfiles. PageMaker, InDesign, and QuarkX Press all accept EPS files and work well

EPS Format Oplions

Compatibility: | Version 8.0 |
e
Formatz | TIFF (8-bit Calor) =]

& Transparent ) Opafue

Optians
i Include Linked Files
[ nclude DocumeEnt Thombnails
[ nchede Decument Fonts
Uge Japamnese Fle Format

[ CMYE PostScript

PostScripte: | Level 2 F |

Transparency
b Preserve Paths {discand transparency)
& Preserve Appearance (Natten transparency)

with thefileformat.

Figure 17-7: Set compatibility, preview, and other optionsin the EPS Format Options diaog box.

Fortunately, saving EPSfilesisvastly smpler than saving for the Web. Choose File Save As, namethefile there, and
choose lllustrator EPS for the format. Click Save, and the EPS Format Options dialog box opens. (Refer to Figure
17-7.) Typicdly, running with the defaults (just click OK without changing any settings) worksfine. In case you want
something different, bone up on the other settingsin thisdiaog box:

Compatibility: Y ou can open and edit Illustrator EPS files just as you do any other [llustrator files. Suppose
afriend is helping out with agraphics project and doesnt have the latest version of Illustrator. To give an
EPSfileto this person for editing, set the Compeatibility option to match whatever earlier verson your friend is
using. Otherwise, leavethefile set to Verson 11.



This document is created with the unregistered version of CHM2PDF Pilot

Warning

Saving your file to be compatible with
an earlier verson can dter your
graphic. For example, Illustrator 3
doesn t support gradients. If you used
gradients, they get broken up into
Sseparate objectsfor every different
color in the gradient. The graphic looks
the same, but editing can be a problem.
Thefact that you can savefilesinthe
[llugtrator 3 formeat is atestament to
[llustrator s compatibility with other
applications. Illustrator 3 was outdated
amost ten yearsago! (That sthe
computer equivaent of being fluentin
ancient Greek.)

Preview: Usethese optionsto set how the Preview image displays when linked (Format) and whether the

Preview image istransparent or opaque.
0

Format: This option determines how you create the Preview image, which displays when the graphicis
linked to adocument in another application. Preview doesnt affect how theimageisprinted only how it
displays on-screen. Choose the TIFF (8-bit Color) setting for Windows (which most Mac applications
can read) or the Macintosh (8-bit Color) setting for Macs (which most Windows applications can read).
However, if your PC has problems reading the Mac file, change your preview to the TIFF (8-bit color)

Setting.

Transparent or Opaque: These radio button options exist only when you choose the TIFF (8-bit color)
setting for your Preview image. Select one to determine how transparent areasin your graphic are
handled. Typicaly, you want to set thisto the Transparent option, but if you re using the graphic in any
Microsoft Office gpplication, you need to sdect the Opague option for full-compatibility.

Include Linked Files: Sdect thischeck box to embed any linked filesin your image.

Include Document Thumbnails: In the Open dialog box of some gpplications, you get athumbnail picture
of thefile, which lets you see the picture before you open thefile. Select this check box to creste one of

those thumbnails.

Include Document Fonts: Sdlect this check box to build any fontsthat you use in your document into the
EPSfile. Although sdlecting this option increasesfile Size, it aso ensures that your document displays and
prints properly if the fonts don t exist on the computer used to open thefile.
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CMYK PogtScript: If you use any RGB colorsin your document, this option enablesthem to print ona
four-color, CMY K PostScript printer. This check box isagood oneto select, just in case.

PostScript: Choose levelshereto set the PostScript level a which thefile prints. PostScript isthe language
that printers use. Y ou want to use the highest level that the printer is capable of. The latest printers support
Leve 3, but thesefilesdon t print properly on older printers. If thefile doesnt print, try usng alower level.
Be awarethat lower levels can print more dowly and with less quality than Level 3. (But hey, that s better
than not printing at al!)

Warning
If you save your filewith lllusirator CS
compatibility, you cant saveit with
Leve 1 PostScript. Export thefileasan
[llustrator 8 files (or an earlier version)
to changeto Leve 1.

Tip

Quitefrankly, if you haveto print at
Levd 1, you may want to hunt down a
better printer. Level 1 printers probably
cost you money every timeyou print to
them because they redow and don t
print well.

Transparency: This setting gppears whenever you set the Compatibility option to any version prior to
[Hustrator 9. (Transparency was introduced in Illustrator 9. See Chapter 10 for moreinfo.) Thisfeature
enables you to make an object semitransparent so that an object beneath it shows through as ablend of the
two objects. (Think of a semitransparent red circle overlapping a blue circle, making the overlapped portion
appear purple.) Becausethisisan lllustrator 9 feature, earlier versions don t support it. When you save an
[llustrator CSfile as lllustrator 8 or earlier, use a Trangparency option to determine how to trandate
trangparent objects into something that earlier versons can understand.

Choose from two radio buttons to either discard or flatten transparency: Preserve Paths and Preserve
Appearance, respectively. The Preserve Paths option discards transparency atogether, keeping the same
shapesthat you originaly created but making the graphic look very different. For example, ared and blue
overlapping circlewould look just like that, with no purple areawhere the two overlap. Select the Preserve
Appearance option to create new shapes to maintain the look of the transparency. For instance, new paths
are created for the purple area where the two circles overlapped. The Preserve Appearance option isamost
alwaysthe way to go; it keeps your artwork looking exactly the way you created it.

Warning
If you use the Trangparency option
when you save an Illustrator document
in an older format, you may get some
strange and unexpected results. Savein
the latest format (lllustrator CS) if you
can.

After you complete your settings, click OK. Your Illugtrator file is saved as an EPSfile, ready to use just about
anywhere!
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After you master saving your Illustrator artwork as an EPS, you can cregte graphics that are compatible with every
major print publishing application available. Saving graphics as GlFs or JPEGs (which | cover in Chapter 16) enables
you to make artwork that can be displayed in nearly every Web browser in existence. Add the ability to movefiles

back and forth between Illustrator and Photoshop, as well as the many export options, and you can create graphics
that work anywhere.
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Part V: ThePart of Tens

Chapter List

Chapter 18: Ten Production-Enhancing Tips Chapter 19: Ten (Or So) Waysto Customize Illustrator

In thispart . ..

This section isamishmash of things so specialized that they need specid attention. Find tips on how to increase your
productivity and customize lllustrator just the way you want. The info you find here ranges from nuts-and-boltskind
of stuff to downright silly toys. From hidden goodies to obscure trivia to quaity-enhancing production techniques, this
part has something for everyone!



This document is created with the unregistered version of CHM2PDF Pilot

Chapter 18: Ten
Production-Enhancing Tips

Overview
In This Chapter
| Making holesin objects

Avoiding using Photoshop filtersin Illustrator, and why
Getting gradientsto print properly
Making complex graphicssmpler
Hiding dementsyou arent usng
Usngthe Tool Tips
Changing your units of measurement on awhim

Moving brushes, swatches, and styles between documents

Placing documents within documents within documents
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Making type easier to select

If you can picture something, you can probably createit in lllustrator. The only trick isknowing how to cregteit.
People who use lllugtrator rely on thousands of little tricks to make their lives easier, make production faster, avoid
unnecessary hasde and expense, and generdly make their world a better placeto live. Well, those thousands of
tricks may not al fit in one book, but here are ten smple waysto jazz up your use of lllustrator.
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Punching Holes

Teke acloselook at the two picturesin Figure 18-1. In theimage on the left, the hole in the center is actudly awhite
circlethat makesthelife preserver appear to have aholeinits center. In Illustrator, whiteisacolor that isredly
there and it blocks anything behind it. In the second picture, the holein the center really isahole, reveding
whatever isbehind it (in this case, an darmed passenger noticing just how few life preservers his ship has).

Figure 18-1: A life preserver without a hole (Ieft) and with ahole (right). Similar but not the same. (Just ask the guy
ontheright).

How isthis remarkable feat accomplished? If you set thefill color for the white circleto None, just that circle
becomes trangparent, revealing the gray circle behind it so that won t work. Thetrick isto use compound paths.
The Compound Paths command joins two or more pathsin such away that wherever the paths overlap, you get a
hole revealing whatever islurking behind the paths. Incidentaly, thisishow the holesin letters, suchas O and P, are
created, so that when you run type over an object, you see the object through the holes.

All you need to create a compound path istwo objects oneto serve as a cutting tool and oneto serve asaplaceto
put the hole. Then follow these handy do-it-yourself steps (no safety goggles required):

1.
Placethe object that you Il be using to make a holein front of the object in which you want to cut
the hole.

2.
Select both objectswith any selection tool.

3.

Choose Object Compound Path M ake.
Where the paths overlap, you get asee-through area  you know, ahole.

Tip
To make the paths behave normally
again, salect the objects and choose
Object Compound Peth Release.
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Tip

Perform the samefeat by using the

Pathfinder palette and selecting the

Subtract from Shape Area command

from the Shape M odes section. For

more details, see Chapter 4.

[« ereviovs [ nexr |
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Use Photoshop Effects, Not Photoshop Filters!

Oftentimes folks are confused about the Filter menu and the Effects menu. Don t be. There are many digtinctions
between the two, the most important being that effects change the appearance of your artwork, not the artwork itsdlf,
lending you the ahility to change the origind underlying artwork at any time.

Even though the Photoshop (pixel-based) filters at the bottom of the Filter menu and the Effects menu are exactly the
same, there s ahuge difference between the two when it comes to usability. Here salittle Adobe insde secret: The
only reason the Photoshop filters are il in the Filter menu is because the Adobe programmersdidn t havetimeto
take them out properly; there s absolutely no reason you should ever use them. Effectsfilters can be applied to type,
images, or paths, while Filter filterscan only be applied to embedded images.

Infact, if it werent for afew of thefiltersin the Colors menu, you d never need the Filter menu at dl.
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When Whitelsn t Nothing

Double negatives aside, here salittletip that can save you beaucoup bucks whenever you use gradients and spot
colorsin artwork you re cregting for print.

If you work with print publishing, you cometo think of the color white as being nothing. In mogt of the familiar
printing techniques, specifying the color white means don t put down any ink (or toner, or dye, or any of the
methods for putting color on paper) for anything colored white. Whiteink doesnt exist (except in rare Situations)
and no, correction fluid doesn t count. The white that you seein print publicationsisjust the white of the paper.

Tip
This approach depends on an actud,
tangible piece of paper to provide the
white for theimage. To save yoursdlf
untold woe, don t use the technique
describe hereif your artwork is
destined to live on the Web. It sstrictly
ahard-copy issue.

Suppose you re cregting atwo-color publication using black ink and a nice blue Pantone 273 ink. The publication
may be pretty dull in only two colors, but that sall you have a budget for, so you decide to spice things up by using
gradients. Y ou creste lovely gradients by blending Pantone 273 into white (assuming that white means no ink).
Unfortunatdly, interms of gradients, Illustrator thinks of ablend asawhole new CMYK (cyan, magenta, yellow,
black) color (see Chapter 1) so the blend between white and a spot color, such as Pantone 273, involves much
more complicated instructions to the computer than you may have intended.

Sure, your graphics look perfect, but unbeknownst to you, your job has mutated from a two-color job to afive-color
job. Usudlly, you discover this after your job isaready at the printer, and then you have to pay hundreds of extra
dollarsfor amistake you didn t even know you made.

Thetrick isto use the same Pantone color for al steps of the gradient (see Figure 18-2). Just follow these steps:
] £ [=] []

[® Catar ™, IC [ Catar I
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Figure 18-2: The same color is used at two different tint percent-ages, specified in the Color paette.
1.

Choose Window Gradient.

The Gradient palette appears.
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Choose Window Swatch Libraries Pantone Coated (or another swatch library of your choice).

The Pantone swatch library opens.

Click thecolor of your choicein the Pantonelibrary and drag the color from thelibrary onto a color
stop in the Gradient palette.

A color stop istheicon that lookslike alittle house; it represents acolor in the gradient.

Repest thisuntil al color stopsin the Gradient palette are the same color. (See Chapter 10 for more
information on gradients.)

At this point, the gradient is one solid color. Not agradient at al, redly. But wait!

Double-click a color stop in the Gradient palette.

The Color palette opens, showing the Pantone color set to 100%.

Set thetint of the Pantone color to 0%.

This action gives you true, one-ink spot-color gradients that use the paper as white in that good old
traditional way. See Chapter 10 for moreinfo on gradients.
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Expanding to Get to the Root of the Artwork

If you piled on the effects to some artwork, sometimes making adjustmentsto the end result ishard. If you re
absolutely surethat you Il never need to go back and edit the original artwork, you can expand the artwork into
traditional artwork that includes all the pieces necessary to create the appearance you see on-screen.

To expand an object, follow these steps and examine Figure 18-3:

Expand
Expand .
dhgars
B4 Fim
Strokes @I

Expand Gradient To
) Gradiemt kesh

@ specity: [70 | oupects

Figure 18-3: The origina object with agradient fill (top left) is expanded (bottom left) to 20 objects (with paths
showing) and thefina object (bottom right).
1.

Select the object with any selection tool.
2.

Choose Object Expand.

The Expand diadog box opens.

In the Expand dialog box, choose to expand thefill, the stroke, and the object (if you selected an
object blend) by selecting those check boxes.

Sdlect the Fill check box to expand thefill and smplify gradients. Select the Stroke box to create custom
brushes, and select the Fill or Stroke box to create patterns  or just leave al three selected to cover dl your
bases.



This document is created with the unregistered version of CHM2PDF Pilot

Quick! Hide!

Simply hiding things can greetly improve your productivity in lllustrator. Otherwise, you may have ahard time seeing
your current cregtion with al the floating pa ettes and interface eementsin the way.

Y ou can hide al open palettes and the Toolbox by pressing the Tab key (unlessthe Typetool is selected and a
blinking I-beam cursor ison your page then you just insert a Tab into your text). Pressthe Tab key again to bring
everything back.

If you re creating exclusively for the Web, hide the Artboard and the Page Tiling fegture. These features show you
the size of the page you re printing to and the printable area on that page. Thisinformation isusdessif you re never
going to print! Choose View Hide Artboard and View Hide Page Tiling to make them go away.

Have you ever made an object that contains so many points that after you select it you can t tell what the object is
anymore for al the highlighted points and lines?'Y ou can hide these, too, while keeping the object sdlected. Choose
View Hide Edgesto make the highlights disappear.

Y ou can hide everything you have open on your computer (including your desktop) except for the current Illustrator
document by clicking the Full

Screen Mode with Menu Bar button in the Toolbox, as shown in Figure 18-4. To hide everything including the Menu
bar, click the Full Screen Mode button. (Y ou can toggle through these modes by pressing the F key on your
keyboard; thisworks for both PCs and Macs.) To get acompletely unobscured view of your artwork, switch to the
Full Screen Mode view and press the Tab key to hide your paettes. Real power-userswork thisway, using
keyboard shortcuts to access all the tools and menu items,

— 15
I

Figure 18-4: The View Mode buttons enable you to view your graphic in avariety of ways.
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Takinga Tip from Illustrator

[llugtrator has ahd pful feeture: Tool Tips. If you hover your cursor over atool for amoment, alittle yellow box of
text pops up telling you what the tool is. If the tool has akeyboard shortcut, that shortcut appears in parentheses after
the name.

Tool Tips, despite their name, don t work with tools aone. (And they dont giveyoutips just the names of things.

Go figure.) They work just about anywherein lllustrator that you can position acursor. Tool Tips give you information
about whatever the cursor isover. Hover over acolor swatch, and the Tool Tip tells you the name of that color.
Hover over abrush, and it tells you the name of the brush. Not sure what a cryptic icon in the Pathfinder palette
means? Just let the Tool Tip tell you.

Tool Tips are invaluable whenever you re using the program because there are just too many things to remember.
With Tool Tips, you dont haveto!

Tip
Toturn Tool Tips off or on, choose Edit
Preferences Genera and select (check)
or clear (uncheck) the Show Toadl Tips
check box.
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Changing Your UnitsWhenever You Want

Do you fed that no matter what you do, your units of measure seem to be wrong? Are they always set to points, for
example, when you really want inches? (Sometimes centimeters are easier to work with.) Fortunately, Illustrator lets
you change your mind onthefly.

To see your measurement options, choose View Show Rulers and then right-click in Windows (Ctrl+click on the

Mac) any location on the rulers a the top and side of your screen. Y ou get adrop-down menu that shows all the

units of measurement that Illustrator understands. Choose the unit you desire, and from that moment on, Illustrator
usesthat unit of measuremen.

Tip
Y ou can reposition rulers by clicking
and dragging out from wheretherulers
meet at the upper-left corner. To reset
them, double-click that corner.

However, you don t have to change your unit of measurement to use adifferent one. In any field where you specify
an amount (such asthe Height and Width optionsin the Rectangle dialog box), just type in the amount you want,
followed by the abbreviation of the unit of measurement that you want to use. If you don t know the abbreviation, just
use the whole name. Illustrator makes the conversionsfor you.

Tip
Want to impressyour friendswith a
great Power User tip? Y ou can cycle
through the different measurement units
by pressing Ctrl+Alt+Shift+U (O
+Option+Shift+U on the Mac). It helps
to have your rulers up when doing this
S0 you can see what the current
measurement systemis.
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Reusing Your Brushes, Swatches, and Libraries

Has this ever happened to you? Y ou go through the trouble to create custom brushes, beautiful colors, and
outstanding appearances, save them in the Styles palette, and later discover that they re al specific to the document
that you created them in. Rats! To prevent that from happening to you again, you can open the swatches, brushes,
and stylesthat you created in one document in any other document.

For example, to get the brushes from another document, choose Window Brush Libraries Other Library. An Open
dialog box appears. Choose the document with the brushes that you want to add to the current document, asif you
were going to open it. Click Open. Instead of opening that document, Illustrator opens the custom brushesin their
own palette, ready for you to use. Follow the same steps, choosing Window Swatch Libraries Other Library or
Window Style Libraries Other Library to add your swatches or styles.
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Avoiding Russian Dalls

Have you ever seen those cute Russian dolls? Y ou know, the hollow doll that you open to find another smaller doll
ingde? And then you open that one to find an even smdler doll insde? And then you open that dall. . . .

[llustrator enables you to create the digital equivaent of those Russian dolls. Y ou place a Photoshop image into
[llustrator, rotate theimage, add text over the image, and save the whole thing as an Illustrator file. To add more,
create anew document in lllustrator, placing the previoudy created Illustrator graphic (which dso containswithinit a
Photoshop file) into the new document by using the File Place command. Y ou save this Photoshop file within an
[lustrator file within another Illugtrator file as an EPSfile and place it within a page layout document. Y ou have a
Photoshop file now embedded four layers deep within the page layout document. (Dizzy yet?)

Although nothing prevents you from creating the digital equivaent of aRussan doll, editing thefileisvery difficult. A
better method isto open Illugtrator files and copy them into a document rather than placing them, especidly if you
want to do edits later on.

Remember
Subscribe to the KISS method: Keep It Smple,
Sillygoose! Avoid going more than three placesfrom
the origind file (such asaPhotoshop file placed insde
an lllugtrator file, placed insde an InDesign document,
with scaling happening in only one of those places).
Two places are even better if you can limit yoursef. If
you need to bring lllustrator datafrom one Illustrator
document to another, open both documents and copy
and pagte the info rather than placeit.
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Selecting Type When Y ou Want

If you work with type and objects, you may discover how annoying it isto select an object that slurking behind type.
Even when you click where there s obvioudy no type, you still select thetype instead of the object behind it. This
happens because one of Illustrator s most annoying featuresisturned on. The Type Area Select feature automaticaly
sdlectstype when you click anywhereinitsarea not just when you click directly on the type or its path.

Turn off this (ahem) feature by choosing Edit Preferences Type & Auto Tracing. Inthe Type & Auto Tracing
Preferences dialog box, remove the check mark from the Type Area Select check box. Click OK. Breathe easier.
Henceforth, type shall be selected whenever you click directly on aletter or onits path, and at no other time, by roya
proclamation of the user.



This document is created with the unregistered version of CHM2PDF Pilot

Chapter 19: Ten (Or So) Waysto
Customize I llustrator

Overviaw

In This Chapter

Teling paetteswhereto go

Setting up custom keyboard shortcuts

Getting easier accessto tools

Changing the tart-up documents

Twesking the default settings

Editing preferences

Cresting Actions
Keyboard commands are great shortcuts  you gottalove em, finger crampsand al but what if you could make
them easier to use? Or maybe you have some styles that you use al the time and you want them to be (gasp)
avalableal thetime. And how about that quirky default page size that each new document shows up wearing? Well,

if you itch to tinker, adjust, and fine-tune (but you misplaced your bal-peen hammer), you ve cometo theright place.
This chapter shows you how to adjust, redefine, and yes, customize the way Illustrator works for you.
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Warning

Before you go on afeature-tweaking
rampage, consder this: Youre
changing the way Illustrator works. So
aword tothewise: Read first. Then, if
you like what you see, make a change
and try it out for awhile before you
change anything dse. Return to default
sttingsif you make amistake.
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Positioning Palettes

[llustrator saves all palette positionsjust asthey are when you quit Illustrator. The next time that you use lllugtrator,
the palettes appear right where you left them. This structure is handy most of the time, but your palettes can get abit
disorganized if you move them dl over the place while chasing a cregtive ingpiration. If you want to get them back to
Square One with no fuss, read on.

Because lllustrator savesthe pa ette positions in the Preferencefile, you can save aset or sets of paette positionsfor
later use by saving a copy of the Preference file. Whenever you need to reset the pa ettes to their convenient
locations, replace the active Preference file with the saved version.

Warning
Keegpin mind that this shuffling of files

may zap other Preference settings, such
asyour units of measurement or your
Pencil Tool preferences (see Chapter 8)
that you may have changed.

On the Mac, the Preferencesfile isinsde the System folder, tucked inside a Preferences folder that istucked inside
the Adobe Illustrator CSfolder. Hey, sometimes obviousis nice. In Windows, this Preferencesfileiscdled Al Prefs
and isalso located in the Adobe lllustrator CS folder.
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The Flexible Toolbox

Give each tool its own keyboard shortcut. For example, pressing the V key brings up the Selection tool and pressing

the Z key brings up the Zoom tool.

Tip

To change the keyboard shortcut for atool (or to add shortcuts for tools
that don t have any), choose Edit Keyboard Shortcuts. In the Keyboard
Shortcuts didog box, shown in Figure 19-1, choose Toolsfrom the
drop-down menu at the top left of the dialog box (if it snot aready
selected), find the tool you want to change (or add) and then highlight the
current command. Type anew shortcut and then click OK to make the new

shortcut available.
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Figure 19-1: The Keyboard Shortcuts dialog box customizestool

commands.
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Changing the Items on the Menu

Y ou can customize al the lllustrator menu commands by using the Keyboard Shortcuts dialog box (refer to Figure
19-1). Goto thisdialog box by choosing Edit Keyboard Shortcuts.

Y ou can redefine even the most common commands, such as Open and New, with different keyboard shortcuts. To
add anew keyboard shortcut, follow these steps.

1.
Choose Edit Keyboard Shortcuts.

The Keyboard Shortcuts dialog box opens.

Choose Menu Commands from the drop-down menu at the top left of the dialog box (the default
nameis Tools).

A ligt of dl lllustrator menus appears. Click the arrow beside the menu name to open the complete list of
items under that menu. If the item dready has akeyboard shortcut, you find it listed to the right of the menu
item, in the Shortcut column.

Change the keyboar d shortcuts by highlighting the current keyboard shortcut, typing a new
shortcut, and pressing Enter.
Tip

If theitem has no keyboard shortcut
assgned toit, you cangiveit one. To
highlight the empty space, click inthe
Shortcut column (to theright of the
menu item) and typein your shortcut
there.

Y ou can aso print out abig sheet of al the keyboard shortcuts, even if you haven t changed any of them. To print out
al the keyboard shortcuts, follow these steps:
1
Choose Edit Keyboard Shortcuts.

The Keyboard Shortcuts dialog box opens.

Click the Export Text button in the lower right of the Keyboard Shortcuts dialog box.
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A Savedialog box opens.

Namethetext file that you want to contain your keyboard shortcuts, specify alocation for it on
your hard drive, and then click OK to savethetext file.

Open any word processing program on your computer, choose File Open, open thetext fileyou
just created, and then print it asyou would any word processing document.
Tip

Y ou can dwaysreturnto theorigind
keyboard commands by choosing
[llustrator Factory Defaults from the Set
drop-down menu in the upper-left
corner of the Keyboard Shortcuts
diaog box.
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The Start-Up Document

Y ou may notice that whenever you open anew document in Illustrator, the new document alway's appears the same
way. For example, the Artboard and Page Tiling are always visble, the Swatches paette aways has the same
contents, and so on. The appearance of a new document doesn t happen by random chance but is determined by the
start-up document file. This document controls the way that each new document is created, and you can changeit to
make each new document open the way that you want it to. Here are someitems that you can changein this
document:

Number of layers: If you only need three, this option makesit so.

Zoom per centage: If you find the best balance of detail and readability at a 63 percent zoom, that zoom is
yours.

Artboard and Page Tiling: Y ou can show or hide these to suit your needs.
Window size: Thisoption isespecialy handy if you reworking on severd images a once.

Styles: Add the styles you want and deletethe onesyou dont theresult is exactly what you have for your
new documents.

Swatches: Y ou can make the Swatches pa ette open with exactly the swatchesyou want no more, no less.

Brushes: New documents open with the brushes you have in the Brushes palette a the time you save the
start-up document. (How about |eopard spots?)
To change the start-up document, follow these steps:
1.
Open the start-up document in lllustrator.

[llustrator hastwo of these: Adobe Illustrator Startup CMY K and Adobe Illustrator Startup_ RGB. Y ou can
find them inside your Plug-Insfolder (located in the Adobe Illustrator CSfolder).
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Tip
CMYK (cyan, magenta, yellow, black)
documents and RGB (red, green, blue)
documents (see Chapter 1) have
Separate start-up documents. This
arrangement enablesyou to tailor each
start-up document to the specific work
environment. For instance, RGB files
are often used for Web graphics and
CMYK isused for print graphics. In
the RGB dart-up file, you can hide the
Artboard and Page Tiling (which are
print-specific festures); you can al'so
turn on Pixel Preview. Inthe CMYK
file, you can add color swatches that
represent your company S corporate
colorsto the Swatches palette.

Make changesto any of the items on the handy list that precedes these steps.

For example, if you want new documents to have three layersinstead of one, put three layersin the Layers
paette. Thelayersdon t need any artwork in them; just the act of adding layersin the Layers paetteis
enough. If you want Pixel Preview turned on automaticaly, choose it from the View menu. Add or delete
swatches from the Swatches paette, and so forth.

Save the document and closeit.
Henceforth, each new document that you cregate reflects the items that you change in the start-up document.
Tip
The start-up document does not change
exiging documents.
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Changing the Default Settings

Dont stop with the start-up document  you can change the way the entire Illustrator application works. Assuming
that you have aplan (handy to have at atime like this), choose Edit Preferences Generd. Behold: The Generd
Preferences dialog box appears, as shown in Figure 19-2.

Preferences

.
| Genaral ]
Keyboard Increment: “
Constrain Angle: D'
Cormer Radius: |12 pt
& Use Area Select ] Diz able Auto Add/Delete
O use Precise Cursors [ lapanese Crop Marks
] Disable Warnings & Transform Pattern Tiles
=4 Show Tool Tips = Scale Strokes & Effects

B Anti-aliased Artwork [ Use Preview Bounds
] Select Same Tint Percentage

|_Reset All Warning Dialogs |

Figure 19-2: The Genera Preferences dialog box.

The Generd Preferences diadog box isjust thefirgt of savera preferences didog boxes containing amultitude of
options for you to change. Each change affects the way that the gpplication works, and Illustrator savesthese
changes when you quit the program, regardless of the documents that you reworking in.

Warning
Dont gtart changing preference settings
al hdter-skelter when you first sumble
acrossthisdidog box. Doing so may
cause unexpected behaviorsin the
gpplication. lllugtrator may start printing
your letterhead in hieroglyphics. A
better ideaisto look at theligt of items
and only change one a atime, testing
each item after you changeit, even
writing down what you did so you can
remember the changes. If the results of
achange arent up to snuff, then be sure
to change the preference back to its
origind setting.
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Changing Hidden Commands You Never Knew
About

In addition to those nice, respectable, visible menu commands and tool shortcuts, all sorts of nifty shortcutsjust hang
around in lllustrator without a single menu item or tool associated with them. These shortcuts are handy commands,
such asIncrease Type Size: Ctrl+Shift (Windows) 0 +Shift (Mac). Even better, every one of these commands can
be customized. Simply scroll through the Keyboard Shortcuts dialog box to find every command that existsin
[llustrator. (Choose Edit Keyboard Shortcuts to get there.) If you find one that 1ooks as though it may be useful to
you, give it anew shortcut.
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Using a Master Document

Although the start-up document enables you to customize certain itemsin your new documents, you re limited to one
start-up document (well, two actualy: one for RGB and one for CMYK). If you reredly clever (and of courseyou
are), you can Smply use multiple documents as your start-up documents, without having to swap them in and out of
the Plug-Insfolder.

Tip
Try keeping afolder full of seemingly
empty documentsthat contain specia
sets of styles, swatches, brushes, and
layers. When you open one that has the
stuff you want, choose Save As. In
effect, you get acustom document,
without the process of loading or
cregting any of the styles, swatches,
brushes, or layersthat you re usng.
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Action Jackson

Have you ever found yoursdf doing things again and again (such astyping the word redundant dozens of times)?
Have you ever wished that your computer could do some of thistedious work for you? Well, that swhere Actions
comein. Actions make Illustrator do the grunt work while you get to do al the fun stuff.

[llustrator comes with hundreds of Actions, athough only adozen areingtaled with the software. Y ou can find the
rest on your Illustrator application CD-ROM. Better yet you can make your own Actions! Actions can be virtudly
any seriesof Illugtrator activities, such as scaling, rotating, changing colors, or bringing sdectionsto the front. Y ou
can even use Actionsto sdlect objectsif they have specific names.

Tip
One of the handiest usesfor Actionsis
cresting compound keyboard shortcuts.
For example, you can perform a set of
procedures, such as Create New
Layer, Place, and Scale at the same
time, without even wrenching your
back. Instead of performing all three
keyboard commandsindividualy, you
caneasly set up an Actionto do dl
three Smultaneoudy. Result: One
keyboard command does three tasks!
Y ou just smile and watch. Choose
Window Actions, and meet thefriendly
Actionspaettein Figure 19-3.
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Layers Y Actions N Links
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Figure 19-3: The Actions pa ette puts power a your virtua fingertips.

Touseany Action, dick it in the Actions palette and then click the Play Current Sdection button (the right-pointing
arrow) at the bottom of the palette.

Cresting your own Action feels something like taping your voice or image and then playing it back. When you record
an Action, Illugtrator watches what you do and records every step as closely as possible. (This procedureisalot like
cresting amacroin Word.)

Remember
Computers have no imagination; you haveto tell them
exactly what to do. Therefore, your recorded Actions
must use precise values. Anything that requiresaleve
of human interaction does not get recorded. In effect,
Illustrator says, That s not my department. So there.
For example, creating aone-inch rectangleisa
precise action. Drawing asquiggly lineisnot. You can
t dways know in advance whether Illustrator can
record dl the actions you perform but you know for
certain after you play it back. Hey, it snot aprogram,;
it san adventure.

To create your own Action, just follow these steps:
1.

Open anew document in Illustrator and choose Window Actions.

The Actions palette opens.
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Click the Create New Action button.

The New Action dialog box opens.

Namethe Action and click the Record button.

For example, type the name Red Rectangle for the Action. After you click the Record button, the Action
records everything you do, tapping your phone, and transmitting that information back to Adobe where they
re keeping afile on you. Just kidding. Honest.

Perform a series of actionswith the keyboard or the mouse.

For the example, select the Rectangle tool and drag out a rectangle in the document. Then choose ared
swatch from the Swatches palette for the Fill color.

Click the Stop Playing/Recor ding button.

The Action shows up on the Actions palette, ready for, um, action. Great gung-ho attitude, eh? But hold on
aminute. . . .

Preparetotest your Action.

Inthis case, delete your origina rectangle. Thisfinishing touch prevents the Action from creating another
rectangle of the exact same size, shape, color, and position.

Test your Action by clicking the name of the Action and then clicking the Play Current Selection
button.

If the Action does exactly what you planned, it sready for duty.

Tip
The preceding exampleisasmple
Action. With abit of practice, you can
cregte infinitely more complex Actions.
Thiswonder resultsfrom asmplefact:
An Action records (nearly) everything
you do from thetime you start
recording to the time you click Stop.
The Action can beasmple menu
command or something as complex as
the creation of some amazing artwork,

asif by magic.
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Sticky Settings

Some of thethingsthat you do in Illustrator remain sticky until you quit the application. For example, if you createa
rectangle that s 1 x 2 inches, the next time that you click with the Rectangle tool, the values are automatically set to 1
x 2 inches. All the didog boxesin Illustrator remember what you did last during your current Illustrator session. (But
dont worry; they won t tell asoul.)

Remember
Between sessions, the entriesin the Preferences
dialog box and the positions of the palettesare dl that
remain congtant. Oh, well. At least something does.
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Bonus Chapter 1. Taking |mages
Out of the Realm of Reality

Overviaw

In This Chapter

Applying unusua digortionsto artwork
Using theLiquify tools
Enveoping with ease

Jumping into the next dimension

Asyou can read in Chapter 12, transformations  those crittersthat scale and rotate  can truly transmogrify your art.
In this chapter, | venture into auniverse where things are just awee bit off kilter. Okay, to be honest, things are way
strange. But cool!

Hang with mewhile | traverse the more esoteric world of distortions, oozing liquidations, and al things 3D. Be
prepared to pucker up and try not to become too bloated aong the way.
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Applying Distortion Effects

Inthis section, | cover the tried-and-true distortions that are part of the lllustrator Effect menu. While many of these
effectsare dso located in the Filter menu, don t even think of using thefiltersinstead of the effects. Filtersare
one-shot, destruction-harboring relics of the twentieth century, while effects are fully editable and much morein line
with the other capabilities of Illustrator.

Pucker & Bloat

No, thisisn t what happens after overdosing on lemonade during a heat wave. The Pucker & Bloat effect (formerly
caled Punk & Bloat), accessed by choosing Effect Distort Pucker & Bloat, squeezes and bulges paths by moving
points and handlesin the opposite directions from each other. Check out Figure BC1 to see what happensto text
outlineswhen they get puckered and bloated.

pucker pucker
bloat bt

Figure BC1: Pucker & Bloat. Can you guesswhich iswhich?
Tip

The Pucker & Bloat effect isrelated to
the number of pointson apath. The
more points, the more pucker spikes
and bloat bubbles. Y ou can add points
viathe Add Anchor Point tool (inthe
dot with the Pentool) or by choosing
Object Path Add Anchor Points. For
more on paths and anchor points, see

Chapter 7.

Roughen and Scribble & Tweak

For making artwork look messy, the Roughen effect and the Scribble & Twesak effect are your best bets. (To access
these effects, choose Effect Distort and then choose either Roughen or Scribble & Tweak.) The Roughen effect adds
additiona pointsto your paths and moves those points around, making the artwork look, well, rougher, asif it were
drawn with avery shaky hand. Use the Scribble & Twesk effect to move existing points and handles around to make
the artwork look alot looser, asif it were hagtily scribbled. What s unique about these effectsisthat the results are
totally random so that the graphic they produce appears much lessrigid and more natural. Asyou can seein Fgure
BC2, applying these effects to existing artwork can result in unique effects, such as a hand-drawn appearance.
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Figure BC2: Thisartwork isroughened to give the gppearance of hand-drawn artwork.

ZigZag

Using the Zig Zag effect adds pointsto your artwork and then moves every other point in and the remaining points
out, giving an evenly saw-toothed appearance. That may sound contradictory, but hang with me. See the results of
using the Zig Zag effect in Figure BC3. To accessthe Zig Zag effect, choose Effect Distort Zig Zag.

. 1

Figure BC3: Usethe Zig Zag effect to create effectslike this. (Another espresso, please.)

Free Distort

Usethe Free Digtort effect (Effect Distort Free Distort) to surround an object with abox and independently pull the
handles of the box to distort that object. Thisislike warping (seelater in this chapter) without al the curves. The Free
Digtort effect is quite handy for making

e
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Ao 30 functionality coushes Yo
wannabe’s in the graphics space wthe
providing capabilities never ‘nelote

seen on a desktop...

Figure BC4: The Free Digtort effect can make type appear to fade off into the background.

Twist

The Twig effect (Effect Digtort Twigt) twirlsyour object based on the value that you enter in the Anglefield in the
Twigt dialog box. It slike rotating the outside without rotating the inside, to create a sort of
top-down-looking-in-the-blender effect, as shown in Figure BC5.
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Figure BC5: Twist blends together artwork.

War ps

Any type of Illustrator object vector- or pixel-based images or text can be warped. The 15 kinds of warps may
look familiar because they share the same names as those that appear under the Envelope Distort Make With Warp
Style menu. (Read the section, later in this chapter, caled At warp speed. ) Although these digtortion warps may
seem to apply the same results, there are some differences.

To apply awarp, select your artwork, choose Effect Warp, and then choose your desired warp from the submenu.
Warps, just as other effects, distort the look of the object without altering the actual object itself, as shown in Figure
BC6.

* e

Figure BC6: A star gppears warped, but its underlying skeletal structure remains unchanged.

Other effects goodies

Here are some other juicy tidbits on effects:

Edit an effect: Double-click the effect s name in the Appearance paette (Window Appearance).

Reuse a customized effect: Savethe effect as a style, which can then be applied to other objects. For
more on styles, see Chapter 11.

Edit the original object: Choose the Direct Selection tool and manipulate the anchor points of the object.

Edit text: Revisetext without changing the effect.
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Tip

Select distorted text: ChooseView
Smart Guides. Smart Guides make
sdlection asnap. If Smart Guides doesn
t work, choose View Outline, which
showsthe origina, noneffected type.
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Creating Graphic Ooze with Liquification

The next leve of digtortionsis so much fun to play with that you may never get any work done. Partly because they
retools, and partly because they only affect asmall section of your artwork a once, you Il find yoursdlf tweaking and
distorto-painting for hours.

Liquifying without a blender

The llludgtrator Liquify tools enable you to easily apply distortionsto objects directly on your page. In other words,
you arent confined to the confines of adiaog box with diders, like you are with the distortion effectsthat | describe
inthe earlier section, Applying Digtortion Effects. Liquify tools offer you the freedom to pull, twist, and otherwise
wreak havoc on your image with tota liberty and creative abandon.

To perform therite of liquification, first select your artwork and then select your torture tool of choice from the
Toolbox. Check out Figure BC7 for anillustration of each liquification tool/type and name. | crested each of these
cartoonswith default settings, applyi n%jiffin Liquify toolsto adjust the hair curl and nose of my poor victim.

1] Puickes Sealiop Wikl i &£
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L Laryrst allipey
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Origina

Figure BC7: One poor schmoe who's gone through the Liquidation mill.

Here are the Liquify tools and how to use them for maximum fun. Just click the tool that you want and follow the
ingtructions from there. Refer to Figure BC7 to match each tool with its effect.

Warp: Drag your mouse to push the pixelsforward they move with your cursor.
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Twirl: Drag or hold your mouse down to rotate the pixels. Thelonger you hold your mouse down, the
greater thetwirl.

Pucker: Hold your mouse to move the pixels toward the center of your cursor. Holding your mouse down
longer resultsin more of apucker.

Bloat: Hold your mouse to move the pixe s outwards from the center of your cursor. Holding your mouse
down longer resultsin abigger bloat.

Scallop: Drag or hold your mouse down to create arounded, scalloped edge. The longer you hold your
mouse down, the more intense the scallop.

Crystallize: Drag or hold your mouse down to create a spiked edge. Holding the mouse down longer
createsaspikier effect.

Wrinkle Drag or hold your mouse down to create adistressed, shaky-hand edge. | know you ve
probably caught on that if you hold the mouse down longer, the effect will beincreasingly wrinkled.

Tip
Using a pressure-sengtive tablet with

the Liquify tools gives you even more
control over their effects.

Liquify options

Each Liquify tool has a corresponding Options dialog box that controls the tool s settings. Thisdialog box can be
accessed by double-clicking any of the Liquify toolsin the Toolbox. And athough | recommend experimentation to
get ared fed for how the Liquify tools operate, peruse the upcoming list for guidelines on how the various settings
affect thetools behavior.

Brush options. Use these three optionsto define your brush size, angle, and intensity.

(0]

Global Brush Dimensions. Select the size of your brush from arange of 1 to 1,000 points (pt). Set
width and height sizes independently to create ova-shaped brushes.
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Tip
Hold down the Alt key (Option on a
Mac) before clicking with a Liquify tool
to change the brush sze on thefly.

Angle: Specify the angle of your oval brushes from 360° to 360°.

Intensity: Establish the intensity of your brush from arange of 0 to 100%. The greater the percentage,
the greater (or more intense) the tool s effect.

Use Pressur e Pen: For those fortunate owners of pressure-sensitive tablets, select (check) this option to
take advantage of greater control and finer tuning offered by these devices.

War p/Twirl/Pucker/Bloat options. That samouthful, en? Use these optionsto set anchor points and edge
smoothness.

(0]

Detail: Usethe Detail option to control how many additional anchor pointsthat you add to the path. A
higher Detail value (10 isthe max) resultsin more anchor points.

Smplify: Check the Smplify option in conjunction with the Detail option to €iminate unnecessary
anchor points (those that don t contribute to the shape) added by a higher Detail vaue. The higher the
Smplify vaue, the smoother the edge.

Twirl Rate: A balerinasdream. The higher therate, the quicker the twirl appearsand the curlier itis. See
Figure BC8 for an example of two different twirl rates.

Scallop/Crystallize/Wrinkle options: In addition to the Globa Brush Dimensions and Detail options, these
last three tools also offer afew additional options.

0

Complexity: The higher the Complexity vaue (1-15), the more anchor points are added to the object
during the distortion, as shown in Figure BC9.

Brush Affects Anchor Points. Usethe Brush Affects Anchor Points option to apply the distortion to
the anchor points, as shown in Figure BC10.



This document is created with the unregistered version of CHM2PDF Pilot

(0]

Brush AffectsIn Tangent Handles: Usethisoption to gpply the distortion to thefirst Bézier curve
directiond handles.

Brush Affects Out Tangent Handles: Use this option to apply the distortion to the second Bézier
curvedirectiond handles.

I recommend keeping the Always Show Brush Size options salected (checked). Doing so enablesyou to view the
actual size of your brush while you work rather than just seeing a cross-hair icon.

Figure BC10: A Crydalize digtortion using three different brush settings.
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Tip

Tip

Todidort livetext by usng the Liquify
tools, you must first gpply an Envelope
Mesh effect to it (see the following tip).
Whilethe Liquify tools areindeed cool,
use them sparingly on type. Y our type
mugt till belegible. How e are
people going to find their way to your
groovy garage sde of 1960s-era
black-light posters? For more on
creating and working with type, see

Chapter 14.

Y ou can usethe Liquify toolsas live
effects on anything in your document,
but there sa catch: Y ou need to use the
Object Envelope Make with Mesh
command on the selected artwork first.
Y ou distort the mesh, not the objects,
but the visua result will be that the
selected artwork/pixeltype are
distorted (whilein redity the origind
objectsareintact). The higher the
number of rows and columnsyou usein
the Make with Mesh diaog box, the
more detal you have with the Liquify
tools. See more about the Envelope
Mesh command in the section entitled,
What amesh, coming up later inthis
chapter.
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Pushing the Envelope

One of the degpest and most powerful features of Illustrator is enveloping. Intriguing, varied, and downright fun,
enveloping can be applied to everything in your document vector objects, text, pixel-based images, gradient
meshes, patterns, and more. What s even better isthat the envelopes remain live so that you can keep revising your
distorted objects to your heart s content.

Y ou have three ways to apply an Envelope distortion to your artwork: from awarp, amesh, or a path. Depending on
what kind of effect that you re going for, one may be more suitable than the others.

At warp speed

To create an Envelope distortion by using awarp, follow these steps:
1.

Select your artwork with the Selection toal.
Remember

Y our artwork can be path- or pixel-based, or even
text. Thisexampleincludesaline of text and a
pixe-based image of some cheesy Groucho-esgque
disguise glasses. | opened the image of the glasses,
created the text with the Typetool, and then
positioned it under the glasses with the Selection tool.

Choose Object Envelope Distort Make With Warp.

The Warp Options diadlog box appears, offering an array of options.

Chooseyour desired style from the drop-down menu.

Each of the 15 styles offers a corresponding icon giving you an idea of the warp effect. Make sure to select
(check) the Preview option so that you can see the results.

Note how the Envelope grid appears over the artwork. For this example, | chose the Squeeze option, which
creates an hourglass effect.

In the Warp Optionsdialog box, select the Horizontal or Vertical options (if available and if you
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want to distort the proportions of thewar p) and adjust the Bend and Distortion options.

My mutation includes sdlecting the Horizonta option and boosting the Bend option to 100%. Adjust the
Horizontal and Vertica percentages to skew the style to the l€ft, right, top, or bottom. Adjusting the Bend
option to either end of the scale intensifies the effect. For this example, these options are at the default
settings of 0.

Click OK and admiretheresults.

Seethedigtortionin Figure BC11. Note how both the image and the type were distorted with the warp. If an
image can stand alittle tweaking, select the Direct Selection tool and click your Envelope path. Choose an
anchor point on that path and drag to adjust the Envelope path. Y our artwork distortsto fit the revised
envelope.

What a mesh

The Make From Mesh method of Envelope distortion appliesagrid of specified rows and columns over your
artwork. Select the points on the mesh with the Direct Selection tool to distort the artwork undernesth. See Figure
BC12 to view the Envelope Mesh distortion in action.

gr(iucho £rouchod

Qriginal Squeeed

Figure BC11: Puiting the squeeze on Groucho. Oucho!

Figure BC12: Use an Envelope Mesh digtortion to distort your image by manipulating pointson agrid.
Tip
Y ou can add additiona points on the
mesh grid with the Mesh tool. See
Chapter 10 for more on using the Mesh
tool.

Pathways
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The last method of Envelope distortion enables you to use any path as the envel ope for the distortion. This can be
very handy when creating logos because objects, scans, and type can al fit neatly into a pecified shape, such asan
oval. Follow these stepsto find out how to use a path for the envel ope:

1.
Createa path for your envelope and placeit over your artwork.
Remember
The Envelope path must be the frontmost object.
In Figure BC13, acircle for the Envelope path is placed over the text and pixel-based apple image.
2.

Sdlect the path and your artwork with the Selection tool and choose Object Envelope Distort Make
With Top Object.

Y our artwork is distorted to fit insde the path, as shown in Figure BC13.

b
%,

N, pd

Type next t0 2"

Figure BC13: Fitting an gpple and sometext nicely into acircle.
Here are afew other pertinent details regarding envel opes:

Change the contentswithin the enveloperather than the envelope itself: Sdect your envelope and
choose Object Envelope Distort Edit Contents. Then fedl free to modify your artwork change the color, edit
the text, and so on.

Release (undo) the envelope: Choose Object Envelope Distort Release.
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Permanently apply your envelope: Choose Object Envelope Distort Expand. Y our art looks the same,
but you re no longer able to edit the contents or release the envel ope.

Apply envelopedistortsto linear gradients, pattern fills, or appearance attributes. You must sdlect
these optionsin the Envelope Options dialog box (Object Envelope Distort Envel ope Options).



This document is created with the unregistered version of CHM2PDF Pilot

More Dimensionsthan a 2D Program Should Have

New Festure
[llustrator CS adds 3D capabilitiesto what has
been, for dl drawing intentsand illustration
purposes, a 2D program. No longer are you limited
to flat artwork with artist renditions of 3D that you
ve had to painstakingly create from scratch. Now
you can generate true 3D objects (though you ill
have to move each of the 3D objectsaround in
essentidly two dimensions).

Y ou won t find better, more comprehensive 3D functionality in any other 2D program. Y ou will find better, more
comprehensive 3D functiondity in 3D software such as LightWave or Maya, but why spend loads of money and dedl
with a super steep learning curve when you re probably just going to want the basics anyway? 3D softwareis
primarily for 3D modeling, S0 you can cregte your own Shrek or Doom. Theinteresting thing about that isthat those
folkstend to use lllustrator for the basic designs and shapes that are later modeled with the high-end 3D software.

Another benefit isthat 3D in lllustrator is easy. So easy | considered not writing this section. So easy that you Il be
creating 3D objectsin, er, about one step. So easy that you d expect the feature to be trying out for a spot as one of
thefloozieson The Bachelor . Okay, okay, nothing s that easy. But 3D comes close.

What lovely extrusionsyou have

When people think of 3D, they usudly think of extrusions. Of course, they think of those extrusionsas 3D, not
extrusions, or Adobe would ve called the feature extrusonsand more. Or something alittle more snazzy. Extruding
Isthe process of taking your artwork and giving it weight. Giving it depth. Giving it a3D look. Figure BC14 shows
some boring, regular old type next to amazingly compelling extruded type.
To extrude type, follow these steps:
1.
Select the object you want to extrude.
Y ou can extrude paths and type, but not pixels.

If you like, you can apply 3D effectsto groups or layers, not just paths. 3D effectswork like any other effect
inthat way.
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Choose Effect 3D Extrude & Bevel.

The 3D Options dialog box appears (shown in Figure BC15).

Click OK, and voila! Your art isnow 3D.

AMazo X

Normal, boring type 1 /17
o3

Figure BC14: Mild-mannered text and its super-powered 3D alter ego.
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Figure BC15: The 3D Options dialog box.

Options? 3D is supposed to be easy, right?

Y ou re probably thinking to yoursdf, Gee, sdf, why areal those funky controlsin the didog box if | dont haveto
use em? The secret isthetitle of the dialog box: It sthe 3D Options didog box, which lets you change options for
your 3D object. It sAdobe sway of making you lessintimidated than you probably should be, considering the huge
leap you just made going from 2D to 3D.

Before you start wiggling the controls, check the Preview check box. That alows you to see the results of your
wiggling every time you release the mouse button (or choose adifferent control). Y ou may have to movethedidog
box out of the way in order for you to see your artwork. Here s a breakdown of the controls and what they do, from
top to bottom on the left sSide:

Position: Select one of these optionsto quickly rotate your artwork. Unlessyou reredlly scared of the Big
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Cube option, or you need to get back from some rotation that is out of control, don t bother with these, just
play Spin the Cube.

TheBig Cube: Thisrocks. For aseemingly tame cube, thisisthe probably the most important control in the
whole diaog box. Place your cursor on aflat side of the cube, click and drag, and your artwork rotates along
with the cube. When you release the mouse button (assuming you have the Preview check box checked),
your artwork isredrawn at its new rotation. If you realy want control over your artwork rotation, use the
following techniques

(0]

Single Axis Rotation: Place your cursor on the edge of any cube face, and the cursor changesto a cute
little double-sided curved arrow. Thisarrow means you only rotate the artwork around that axis of the
object. Try it; it svery intuitive.

Tip
Hold down the Shift key and the cursor
changesinto alittle doubleright angle
arrow. When you click and drag with
the Shift key pressed, it rotates around
the Artboard x and y axesonly.

Rotate likethe Rotate tool: What if you just want to spin your artwork the same way the lllustrator
Rotate tool rotates? Rotating thisway isrotating around the z axis, the axis of the Artboard that starts
behind the screen and ends between your eyes. To rotate around the z axis, click the outside round rim
of the cube and drag.

3 Degrees of Rotation: Now imagine Kevin Bacon in the cube. . . the threelittle boxeswith degreesin
them are the rotation amount around each of the x, y, and z axes.

Per spective: Thiscontrol simulates how close the cameraisto the object. It doesn t make the artwork
bigger or smaller (that sthe confusing part), but instead just digtortsit alittle to smulate cameradistance. The
more you increase the perspective (drag it to the right), the more distorted objects ook (and the closer the
artwork seemsto the camera). Figure BC16 shows the same 3D artwork with different perspective amounts.

Extrude Depth: Thisishow deep your artwork goes when you extrude it. The larger the number, the farther
back the extrusion, and the thicker it appears.

Read oninthe Mr. Bevel-dere section to find out about the bevel optionsin the 3D Options dialog box.
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Figure BC16: Artwork at increasing perspective settings.

Mr. Bevel-dere

The ancient book of Chinese patterns has aquote | m fond of repeating: When art stale, spice with bevels. But don
twait until your art starts getting alittle boring in order to add these edge enhancements. Illustrator shipswith al sorts
of bevelsyou can use now.

Tip
While you probably apply bevelsto
artwork that s extruded, you don t have
to; you can apply it to conventiondl,
flat, plain-old-vanilla2D artwork to
give some pop to your masterpiece.

To apply abevel to selected artwork, open the 3D Options dialog box. If you ve dready applied an extrusion to
your artwork, you can smply double-click the 3D Beve & Extrude entry in the Appearance paette. If not, choose
Effect 3D Bevel & Extrude, and pick abeve from the drop-down menu. Aslong as you have the Preview check
box checked, you see the bevel you picked applied to the artwork instantly. Figure BC17 shows bevels applied to
text to give adately, important |ook.

Figure BC17: Look at the classy bevels on thistext.

If you don t want any extrusion or 3D rotation, set the Extrusion Depth to 0, and change the Rotation setting to the
Front option. Then pick your bevel (remember to never pick your friend sbevel), and set the depth of the bevel with
the dider aboveit. Vaila Y ou beveled your artwork, as shown in Figure BC18.

Figure BC18: Flat, 2D artwork with just ahint of 3D beve.

Revolving 2D into 3D

Extruding isthe most common form of creating 3D from 2D, but much moreinteresting isrevolving 2D art into 3D art.
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No, no, you shouldn t fedl guilty about thinking that it sounds too confusing to be of any useto you. Revolvingisa
pretty strange concept. The closest real-world exampleto revolving is probably a pottery whed, though Illustrator isn
t quite as messy and doesn t require the Righteous Brothers to be singing in the background. Another example for
you woodworker wannabe swould be lathing; the same process that makes baseball bats, chair legs, and toothpicks.

Figure BC19 shows some examples of 2D artwork and the resulted revolved 3D art. These examplestook just
secondsto create using the lllustrator 3D controls.

._I'-
st

Figure BC19: 2D artwork (left) isrevolved into 3D artwork (right).

Y ou create 3D evolved artwork in pretty much the same way you created 3D extruded artwork, except that you
choose Effect 3D Revolve. The Extrude section of the 3D Options dialog box is replaced with the Revolve section
shownin Figure BC20.

Fewvalve

Angle: — | 250" ¥ Cap: fL 'f‘

Offset: O pt ¥ | from |Left Edge |

Figure BC20: The Revolve section of the 3D options dia og box.
The options here aren t quite as straightforward as they could be:

Angle: Thiscontrol setsthe angle of the revolve. Normdly the angleis 90°, which will spin the object around
avertica axis.

Amount: Thiscontrol setsthe amount of revolving. At 360 degrees (the default value), the object revolves
completely around itsleft edge, making acomplete circle (when viewed from the top). The more you lower
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the amount, the more the object changes: from a complete circle to something with abite taken out of it, to a
haf circle, to alittle pie wedge (again, viewed from the top).

Offset: Thiscontrol letsyou revolve around a different location. The farther the offset, the more of a hole
you Il seein objectsrotated 360 degrees.

When revolving, you Il noticethat it salittle confusing to determine exactly which amount or angleto usein order to
get the desired result. Use the Preview check box, which gives you an up-to-date outlook on exactly what you re
changing. Also, dont forget to use the Big Cube option to rotate your artwork into a position where you can seeit;
oftentimes the result is hidden because of the angle you re viewing.

Lighting and surface qualities

If you haven t noticed by now, overwhelmed as you may be by the various options and controls for extrusions and
revolves, acute little button called More Options resides above the Preview check box. Click this guy and not only
does the button changeto read Fewer Options (by far the least impressive of the button sfunctions), but it aso
opensawhole new set of options and controls at the bottom of the diaog box, including a snazzy-looking sphere and
abunch of indecipherable numbers.

These options control lighting and surface properties; they may seem abit daunting at first, but the important items
(thereare only two of em), areredlly super-easy to use.

Super-easy setting #1: Surface

The Surface drop-down menu contains controls for customizing the surface type. Y our choices are;

Plastic Shading (the default): This option makes your artwork look likeit sright out of the preschool row in
Toys-R-Us. Shiny, happy, glossy-looking plastic art.

Wireframe: Thisoptionisthe 3D gutsview. Each piece of the 3D object is outlined and shown. Gresat for
technical-looking pieces, such astheonein Figure BC21.
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Figure BC21: Thisis so techy, and you can create it in mere seconds!

No Shading: Possibly the least-used of the surface options, the no Shading option generates artwork that s
the exact same color asthe origina 2D artwork. Ick.

Diffuse Shading: Soft, smooth shading that gradualy moves from bright light to darker shading. Figure
BC22 shows the difference between plastic and diffuse shading.

Figure BC22: The same 3D artwork with plagtic (Ieft) and diffuse (right) shading.
Tip

Surface properties, specificaly Plastic
and Diffuse shading, need curvesto
show any haf-decent results. If you try
these settings on an extruded square or
dar, you Il bealittle disappointed. Try
them out on revolved artwork, curvy
artwork you ve extruded, or any
artwork with curved bevels.

Super -easy setting #2: Lights

See the pretty sphere? It sthe place where you can mess around with lighting. The sphere represents your artwork
(kind of like the cube that representsit for rotation). Thelittle squarewith acircleinitisalight source, shining on
your new 3D artwork. Think of this light source as a 100-waitt incandescent bulb stuck in Uncle Fester s mouth, the
expendve soft-white, naturd light type that sets you back about $4 a pop.

Move Uncle Fester s head around by clicking and dragging the little circle-in-a-square thingy, and when you release
the mouse button, your artwork changes appearance, asthelight ishitting it at a different angle.

Tip
If you rereally super-cool, need to
Impress your been-there, seen-it-all
friends, and your computer isnt a 1992
refit rgect from some government
agency, you can pressthe Shift key as
you move around the light source.
Weatch the artwork asyou do this; it Il
updatein real time! Oooooh.



This document is created with the unregistered version of CHM2PDF Pilot

If that weredl you could do with lights and surfaces, it would be enough for your aready high expectations. But the
wizardsin the Adobe think tanks (it keeps most engineersin sensory-depravation chambers, not because doing so
makes them write better code, but because marketing types need something to laugh about during their four martini
lunches) have added dl sorts of other abilities, from adding multiple lights to controlling the glossiness of your plastic.
Twiddlethe controls abit, and you radicaly change the appearance of your artwork, such asthe examplesin Figure
BC23.

Figure BC23: No, it didn t take hoursto create all these different piecesof art . . . just afew seconds applying
different lighting and surface effects from the 3D Options diaog box.

Wrapping art around 3D art

Okay, so you ve made your donut, and you d like to put sprinkleson it. Or you ve created fuzzy dice, but they arent
fuzzy (and they don t have big ole dots yet).

What can you do? Draw them on the edges manually? Sure, if you mgjored in Perspectivesin college. Assuming you
didnt, however, you |l probably like the ability of Illustrator to place artwork on the sides of 3D objects. Illustrator
doesthisthrough symbals; anything you can make as asymbol can be applied to any side of a 3D object. If you can
make fuzzy squares with big ole dots on them, you can apply them to extruded squares. Y ou need to supply your
own El Camino, however.

The best way to apply artwork to 3D objectsisto make the 3D object first, without the artwork. Doing everything
at onceis possible, but you have to keep track of too many thingsto be very productive. In the case of the fuzzy (to
be) dice, make your cube first by extruding asquare (extrudeit exactly the same amount as the width or height; they
should be the same). Then make six fuzzy sides (if you re fuzz-chalenged, just make adot pattern). Sure, you can get
away with three sdes, because that sdl you can see anyway, but what if you want a pair of fuzzy dice? Youll
probably want to show different sdes of each die. Y ou don t want people laughing at your fuzzy dice, do you?

Each fuzzy sde needsto be made into asymbol (drag the art into the Symbols paette to do this). Then sdlect the
cube, double-click the 3D Extrude & Bevd entry in the Appearance palette, and click the Map Art button, at which
time the Map Art dialog box appears, as shown in Figure BC24.
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Figure BC24: The Map Art dialog box when you have an extruded square selected.

Sowly, methodically choose aside, and then choose a symbol from the menu. The symbol is applied to your
artwork. Change sides and repest until you ve spotted your die, then click OK and bask in the glory of your new
creation, like the one shown in Figure BC25.

Figure BC25: Fuzzy dice gtraight from Illustrator. But you can tell your friends you picked them up on that trip over
the border.
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Tip
Try adding other cool effectsto 3D, such aswarps or transparency,
for someredly amazing effects. Figure BC26 showsthedicel
created as officid Las Vegas-style craps dice, with completely
transparent insides (to see the dots on the hidden sides of the dice, |

checked the Show Hidden Faces option at the bottom of the 3D

Options diaog box.

Figure BC26: Officid Vegas-gtyle dice, with classic razor edges.
[« Previous [[next |
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Symbols & Numerics

... (elipss), 23

2-Up tab (Save for Web dialog box), 301
3 Degrees of Rotation option (3D Options dialog box), BC17
3D art, revolving 2D art into, BC19 BC21
3D objects

extruding type, BC15 BC16

overview of, BC15

wrapping art around, BC23 BC25

3D Optionsdialog box

beve options, BC18 BC19

lighting and surface controls, BC21 BC23
options, BC17 BC18

overview of, BC15 BC16

Revolve section, BC19 BC21

Show Hidden Faces option, BC24 BC25
4-Up tab (Save for Web dialog box), 301
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absolute measurement, 232

accessng

Color Picker, 95

hidden tool, 19

tool with shortcut, 19

Action, cregting, 355 357

Actions palette, 356

actud sze, returning to, 30

Add Anchor Point tool, 127 128, BC2

Add New Fill command (Appearance palette), 210
Add New Stroke command (Appearance palette), 211
Add option (Rester Effects Settings dialog box), 206
Add to Shape Areacommand (Pathfinder palette), 80
adjusting path without changing type, 278 279
Adobe

GoLive, 12

InDesign, 12, 332

Photoshop, 12, 13, 327 331

PostScript, 12

Reader, 66

Adobe PDF Format Options dialog box, 66

.a extenson, 24, 67

dert (Links palette), 323

diasng and printing, 284

Align Center (Paragraph palette), 269, 274

Align Left (Paragraph palette), 269

Align palette, 251

Align Right (Paragraph paette), 269

Align to Page orientation (Blend Options didog box), 237
Align to Peth orientation (Blend Options dialog box), 237
alignment of paragraph, changing, 269

All on Same Layer command (Select menu), 123
Alspach, Jennifer, Illustrator CSBible, 313
Alspach, Ted

[llustrator Bible (Versions 7.0, 8.0, 9.0, 10), 3
[llustrator CSBible, 313

[llustrator Studio Secrets, 3

Macworld Illustrator Bible, 2

Alt key (Windows)

dragging and, 233

subtracting from selection with, 121

Always Show Brush Size option (Liquify tools), BC9
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anchor point

combination-corner, 133 135, 142 143
converting, 126 127

curved-corner, 132 133, 142

description of, 47, 48, 130

placement of, 141, 142

smooth, 130 131

straight-corner, 131 132

Angle option

Cdligraphic Brush Options diaog box, 182
Reflect dialog box, 230

Anti-Alias option (Raster Effects Settings dialog box), 206
anti-aliasng, 284

Appearance option (Creste Gradient Mesh dialog box), 189
Appearance palette

Add New Fill command, 210

Add New Stroke command, 211

adding fill or strokeusing, 209 211

editing effectsin, 213 214

groups and layers, changing, 211 212
movingitemin, 209

overview of, 56, 202, 206 207

reading, 207 209

removing and changing effects, 204 205
removing appearances, 214 215

replacing stylein, 218, 219

srokes and fills, applying effectsto, 213
goplying

bevel, BC18 BC19

effect, 202, 203 204, 213

graphic styletotext, 219 220

pattern, 107 108

dicestolayers, 317

styleto object, 216

Arc Segment Tool Options diaog box, 159 160
Arctooal, 159 160

AreaTypetool, 276

arrow keys

moving selected object with, 53

moving selected pointswith, 125

Polygon tool and, 74

arrow tools. See Direct Sdection tool ; Group Selection tool ; Selection tool

Art Brush Optionsdialog box, 169 171
Art brushes, 164, 169 171
Artboard

hiding, 344

origin point, moving, 228
overview of, 26 27

artifacting, 305

atigic ability, 1

Artigtic Sample brush palette, 165
artwork

cregting and editing, 13

exporting, 56, 65, 67

hiding inlayer, 245
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making for Pattern brushes, 176
optimizing as pixe-based image, 64
positioning in Pattern brushes, 177 180
previewing, 65

scaability of, 12, 39

separaing into layers, 243 245
ascender, 265

[« ereviovs [ nexr |



This document is created with the unregistered version of CHM2PDF Pilot

| ndex

B

Back postion, 240

Background option (Raster Effects Settings dialog box), 205
banding, 297

basdline, 266

basdline shift, 268

Basdine Shift field (Character paette), 274
bevd, applying, BC18 BC19

Bevd Join, 197

beveled object, creating, 189 191

Bézier curve, 46

Big Cube option (3D Optionsdialog box), BC17
Black-and-white option (Color palette), 102
Blend Mode menu (Transparency palette), 193
blend modes, 193 194

Blend Options didog box, 237

Blend tool, 59, 237 238

blending, 59, 236 238

Bloat tool, BC7, BC8

Blur setting (File Format menu), 306
BMPfile 327

bold text, 261, 262

bonus chapter on Web, 6, 205, 223
bounding box

editing symbolsand, 89

scaling artwork with, 226

brightness, 105

Bring Forward command (Object menu), 241
Bring to Front command (Object menu), 241, 243
bringing fileinto Illugtrator, 320 321

Browser Compatibility Chart, 318

Brush options (Liquify tools), BC8

Brush Strokes option (Select menu), 123
brushes

Art, 169 171

Cdligraphic, 181 183

cregting, 167 169

description of, 163

fill color and, 167

Paintbrush tool and, 164 166

Pettern, 174 181

reusng, 346 347

Scatter, 171174
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typesof, 164

Brushes paette

New Brush button, 167
overview of, 164, 165
Bt Cap, 196
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C

Cdligraphic Brush Options didog box, 181, 182
Cdligraphic brushes, 164, 165, 181 183
cap, 194, 195 196

Cascading Style Sheet (CSS), 313, 317 318
cast shadow or reflection, creating, 230, 233
Chalk Art brush, 165

changing

alignment of paragraph, 269

default settings, 354

effect, 205

font, 260 262

gradient color, 112

keyboard shortcuts, 350 352

Space around paragraph, 269 270

stacking order of objects, 245

unit of measurement, 346

width of stroke, 97

Character paette

basdline shift, 268

leading, setting, 266

overview of, 21, 256, 258 259

point Sze, setting, 265

tracking and kerning settings, 267

Verticd Scale and Horizontal Scale boxes, 267 268
arde

Ellipsetool, drawing with, 72, 73

Pen toal, drawing with, 143 145

placing typeon, 272 275

Clear Appearance button (Appearance palette), 214
Clip to Artboard Size setting (Macromedia Flash [SWF] Format Options diaog box), 309
clipping mask

creating, 198 199

description of, 60, 61

Raster Effects Settings diaog box and, 206
type, using as, 279 280

Clipping Mask feature, 279 281

Clipping Masks option (Select menu), 123
closed path

description of, 136, 237

Pencil tool and, 150

doang

document, 35
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pdlette, 21

tooldot window, 19

cm (centimeters), 225

CMYK color model (Color palette), 106

CMYK (Cyan, Magenta, Y ellow, and black ink) process, 16 17, 18
CMYK document

printing, 290

start-up document for, 353

CMYK PostScript (EPS Format Options dialog box), 334
color. See also Color paette; Swatches paette

blend modes and, 193 194

complementary, 106

definition of, 94

filling and stroking peathswith, 96

paths and, 40

printing and, 284

Web-safe, 294 296

white, 339, 341 343

Color button (Toolbox), 95

color mode, 104

Color Mode option (Swatch Options dialog box), 101
color modd, 104

Color Moddl option (Raster Effects Settings dialog box), 205
Color option (Layer Options dialog box), 247

Color palette

creating new color using, 103

features, 102 103

Gradient paette and, 111

mode and model, 104 106

overview of, 21

using color created in, 104

Color Picker, accessing, 95

color printing and CMYK process, 16 17

Color Reduction Algorithm (File Format menu), 302 303
color diders

Color palette, 102

Swatch Options dialog box, 101

color stop icon, 342

Color Tabletab (Save for Web diaog box), 301

Color Type option (Swatch Options diaog box), 100
Color Vauebox (Color paette), 102

Colorization option (Art Brush Options dialog box), 170
Colors stting (File Format menu), 304

Columns option (Create Gradient Mesh diaog box), 188
combination-corner anchor point, 126, 127, 133 135, 142 143
combining

palettes, 22

dices, 317

command. See also specific commands

menu, cusomizing, 351 352

unavailable, 23

Compatibility setting (EPS Format Options dialog box), 333
Complement option (Color palette), 106

complementary color, 106

complex gradient, 309
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composite proof, printing, 287 288

compound path, 60 62

Compound Paths command (Object menu), 62, 340
conceptualization and page Size, 16
context-sensitivity of Pattern brushes, 176

contextua menu, 24, 25

Convert Anchor Point tool, 127

converting

anchor point, 126 127

symbol into editable graphic, 91

typeto paths, 281 282

unit of measurement, 16

Cool Extras option (Welcometo Adobe Illustrator dialog box), 14
copying

layers, 246

placing compared to, 347

whiletranforming, 232 233

Cord DRAW, 13, 47

corner point, 126

Cresate Clipping Mask option (Raster Effects Settings dialog box), 206
Create Gradient Mesh dialog box, 188 189

Creste New Layer button (Layers palette), 244
Creste New Sublayer button (Layers palette), 246
crescent moon, cresting, 84 85

Crop command (Pathfinder palette), 83, 84

crossed path, 97

Crygdlizetool, BC7, BC8

CSS (Cascading Style Shest), 313, 317 318

CSS Properties option (SVG Options dialog box), 313
curve, drawing

Arctooal, 159 160

dragging and, 137 139

line segment and, 140 141

one-third rule, 139 140

overview of, 137

Pen tool and, 157

Curve Quadlity setting (Macromedia Flash [SWF| Format Options dialog box), 309
curvetrangtion, placing anchor pointsat, 141, 142
curved-corner anchor point, 126, 127, 132 133, 142
cusp point. See curved-corner anchor point
customizing

keyboard shortcuts, 350 352

polygon, 74, 75

sar, 75

start-up document file, 352 353

cyan, 106
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dashes, 195, 197 198

Decay option (Spird diaog box), 161, 162

Decimal Places option (SVG Options dialog box), 313
default settings

changing, 354

printing and, 284

degrading image, 329

Delete Anchor Point tool, 127 128

deleting. See also rdleasing; removing

dl dices, 317

Quide, 251

symbol, 91

descender, 264 265

Desdlect command (Select menu), 122

Desdlect the Fill Arc option (Arc Segment Tool Options dialog box), 160
desdlecting, 187. See also sHecting

Diameter option (Calligraphic Brush Options dialog box), 182
Diffuse Shading (Surface drop-down menu), BC21, BC22
Dim Imagesto option (Layer Options dialog box), 248
Direct Sdlection tool

adjusting path without changing type, 278 279
Gradient Mesh and, 187 188

marquee created by dragging with, 119

moving handles of path using, 48

moving pointsusing, 124

moving selected object using, 53

overview of, 52, 118

transforming pointsand, 224

Direction Handles option (Select menu), 123
directionline, 48, 125

Direction option (Art Brush Options dialog box), 170
direction point

description of, 47, 48, 49

fine-tuning curvewith, 125 126

using different lengthsfor each, 141

displaying Toolbox, 20

distorting path, 54 56

digtortion effects

Envelope distortion, BC11 BC14

Free Digtort, BC4

Liquify tools, BC6 BC11

overview of, BC1
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Pucker & Bloat, BC2

Roughen, BC2 BC3

Scribble & Tweak, BC2

text and, BC11

Twig, BC4

warps, BC4 BC5

Zig Zag, BC3

Didtribute Objects option (Align palette), 251
Dither setting (File Format menu), 304
dithering

definition of, 106, 295

GIFfileformat and, 297

Dithering agorithm setting (File Format menu), 303
Divide command (Pathfinder palette), 82 83
dividingdice, 317

docking palette, 21, 22

document. See also file

closing, 35

CMYK, 290, 353

master, creating and using, 355

raming, 14

opening existing, 27

path-based compared to pixel-based, 42 44
printing, 34 35

RGB, 294, 353

saving, 33

viewing, 28 32

Document Setup dialog box, 288

doing, learning by, 2

double-clicking file to open document, 27
Download Time feature (Save for Web diaog box), 301
dragging

Alt key (Windows) and, 233

to create curves, 137 139

in direction of path, 140

drawing linesand, 136

Option key (Mac) and, 233

Pencil tool and, 148

text along path, 271

drawing. See also Pentooal ; Pencil tool
circle, 72, 73, 143 145

curve, 137 141, 157, 159 160

dlipse, 7374

heart, 145 146

ling, 136, 158 159

triangle, 135 136

drawing program, 12

Dreamweaver (Macromedia), 12
Duplicate button (Appearance palette), 215
duplicating symbol, 91
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Edit Origind button (Links palette), 325
Edit Selected Paths option (Pencil Tool Preferences dialog box), 153 154, 155
Edit Sdection command (Select menu), 123
editability, infinite, 202

editing

brushstrokes, 166

effects, 213 214, BC6

envelope, BC14

exiding syle, 217 218, 219

Gradient Mesh, 187 188

path, 149

path-based graphic, 42

Pencil tool and, 149, 154 155

points, 124 128

symbols;, 89 90

text, BC6

type on path, 271

Edit Keyboard Shortcuts, 350, 351

Edit Preferences Generd, 345, 354

Edit Preferences Guides and Grid, 77

Edit Preferences Type & Auto Tracing, 348
Edit Redo, 34

Edit Undo, 34

Effect menu

Document Raster Effects Settings command, 205
overview of, 202 203, 341, BC1

Pathfinder commands, 83

Roughen command, 203

Effect Distort, 55

Effect Distort & Transform Pucker & Bloat, 213
Effect Digtort Free Distort, BC4

Effect Digtort Pucker & Bloat, BC2

Effect Digtort Roughen, BC2

Effect Distort Scribble & Twesk, BC2
Effect Digtort Twist, BC4

Effect Digtort Zig Zag, BC3

Effect 3D Extrude & Bevel, BC15, BC18
Effect 3D Revolve, BC19

Effect Warp, BC4

effects. See also distortion effects; Effect menu
applying, 202, 203 204

applying to strokes and fills, 213
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distorting path, 54 56

editing, 213 214, BC6

globd, differentiating, 208

liveSVG, 314

overview of, 201

permanently setting live, 215

photo-redistic, 44

Radterization, 205 206

removing and changing, 204 205

reusing, BC6

RGB Document Color mode and, 204

Ellipsedidog box, 73 74

dlipse, drawing, 73 74

Ellipsetool, 72, 73

dlipss(...), 23

Embed Images command (Links palette), 325
Embedded icon (Links palette), 324

embeddingfile

linking compared to, 322 323

overview of, 320 321

EMF (Enhanced MetaFile) file, 327

Encapsulated PostScript format. See EPS format
Encoding option (SVG Options dialog box), 313
enlargingimage, 43

Envelopedigortion

mesh, creating using, BC12 BC13

overview of, BC11

pathwaysand, BC13 BC14

warp, cregting using, BC12

Envelope Mesh, BC11, BC12 BC13

EPS (Encapsulated PostScript) format

description of, 66, 326

as standard, 332

.epsextenson, 24

EPS Format Options dialog box, 332 335

Epson six color printers, 18

Eraser tool, 150, 156

Exclude Overlapping Shape Areas command (Pathfinder palette), 80 81
exiting program, 35

Expand Compound Shape command (Pathfinder palette), 80, 82
expanding object, 343 344

Export As menu (Macromedia Flash [SWF] Format Options dialog box), 309
Export command (File menu), 67

Export options (Macromedia Flash [SWF] Format Options diaog box), 308
Export Text button (Keyboard Shortcuts diaog box), 352
Export to Macromedia Flash (SWF) command, 307
exporting

artwork, 56

fileformatsand, 326 327

graphic, 331 332

symbol, 91

Extrude Depth option (3D Options dialog box), BC17
extruding type, BC15 BC16




This document is created with the unregistered version of CHM2PDF Pilot

| ndex

F

Fidelity dider (Pencil Tool Preferencesdidog box), 151 152, 153
file See also document

BMP, 327

bringing into lllustrator, 320 321
double-clicking to open, 27

embedding, 320 322

EMF, 327

linking, 320 321, 322 325

opening, 330 331

PDF, 66, 325 326

PICT, 327

placing, 330, 347

PSD, 327, 331

saving to be compatible with earlier verson, 333
Szeof, 3842

sart-up document, 352-353

TIFF, 326 327

File Format menu (Save for Web diaog box), 301
fileformats

choosing between, 299 300

exporting and, 326 327

extensonsfor, 24

Flash (SWF), 298 299

GIF, 294, 296, 297

JPEG, 296, 297, 298

overview of, 297 299

PNG, 298

Save for Web command and, 67

standard, 332

SVG, 299

File Size festure (Save for Web dialog box), 301
FileClose, 35

File Document Color Mode, 18

File Document Setup, 288

File Exit (Windows), 35

File Export, 67, 308, 331

File Export Pethsto Illustrator (Photoshop), 331
FileNew from Template, 33

File Open, 27

File Place, 45, 320, 330

File Print, 34, 284

File Quit (Mac), 35
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File Revert, 67

File Save, 33, 65 66

File Save a Copy, 66 67

File Save As, 66

File Save for Microsoft Office, 67

File Savefor Web, 67, 295, 296, 300

fill

applying effect to, 213

applying pattern to, 107

crossed and open paths, 97 98

gradient, 110

overview of, 94 95

paths with color, 96

Fill box

Color paette, 102

Toolbox, 94 95

Fill feature (Appearance paette), 208

Fill New Brush Strokes option (Paintbrush Tool Preferences dialog box), 167
Filter menu, 203, 341

Firgt Line Left Indent (Paragraph pdette), 269 270
Fit In Window view, going to, 30

Fit option (Pettern Brush Options diaog box), 177
Fixed method (Scatter Brush Options diaog box), 172
Flaretool, 62, 72

flares, 62 64

Flash graphic, exporting artwork as, 65, 67

Flash (SWF) fileformat

overview of, 298 299, 300, 327

saving graphic as, 307 310

Flip option (Art Brush Options dialog box), 170
flowing text from path to peth, 278

font

changing, 260 262

limiting number of on page, 263 264

serif and sans seif, 262 263

font family, 261

font style, 261, 262

Fonts option (SVG Options diaog box), 312 313
Format For option (Page Setup dialog box), 286 287
4-Up tab (Save for Web diaog box), 301

Frame Rate setting (Macromedia Flash [SWF] Format Options dialog box), 309
Free Digtort effect, BC4

FreeHand (Macromedia), 13, 47

Front pogition, 240

Full Screen Mode button, 344 345
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gamut warnings
Color palette, 103

Swatch Options dialog box, 101

General Preferencesdidog box, 354

Generate HTML setting (Macromedia Flash [SWF] Format Options dialog box), 309
.gif extenson, 24

GIF (Graphics Interchange Format) file format

overview of, 294, 296, 297, 326 327

saving graphic as, 302 305
as standard, 332
usesof, 299
Global effects (Appearance paette), 208

Globa option (Swatch Options dialog box), 101

glyph, 312

Go to Link button (Links palette), 324

GoLive (Adobe), 12

gradient

adding color to, 112

complex, 309

overview of, 110

Pantone color and, 342

Gradient button (Toolbox), 95

gradient color, changing, 112

Gradient Mesh

adding, 187 189

creeting soft bevelswith, 189 191

overview of, 186

Gradient palette

overview of, 21, 111

Show Options, 113

Gradient tool, 110 111

Gradients (Swatches palette), 100

graphic syle

applying to text, 219 220

overview of, 218

graphics. See also path-based image; pixe-based image; vector-based image; Web graphics
creating for Web compared to cresting for print, 294

degrading, 329

enlarging, 43

exporting, 331 332

Flash (SWF) file, saving as, 307 310

GlFfile, saving as, 302 305
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JPEG file, saving as, 305 306

photo-redlistic effects, 44

PNG file, saving as, 307

ruler and, 16

SVGfile saving as, 310 314

Graphics Interchange Format. See GIF fileformat
grayscaleand CMYK color, 18

Grayscae color model (Color palette), 104 105
group. See also grouping objects

changing appearance of, 211 212

definition of, 117

secting, 118 119, 120

Group Selection toal, 52, 53, 118 119, 120
grouping objects, 57, 248 249
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Hand tool, 30 31

handle, 48, 125. See also direction point
heart, drawing with Pen tool, 145 146
hidden tool, accessing, 19

Hide Options (Color palette), 106

hiding

Artboard, 26

artwork in layer, 245

clipping mask and, 198 199

fillsand strokes, 94

highlights, 344

items, 344 345

diceoutlines, 317

Toolbox, 20

Highlight option (Create Gradient Mesh dialog box), 189
highlighting text, 259

highlights hiding, 344

higory of Illudtrator, 12

hole, creating, 60, 339 340

Horizontal option (Reflect didog box), 230
Horizonta Scale box (Character paette), 267 268
HSB color model (Color palette), 105
hue, 105
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[llugtrator

exiting, 35

higory of, 12

new festures, 12

place of in cosmos, 12 13

starting, 13 14

srengths of, 68, 319 320

versonsof, 23

[llustrator Bibles, Versions 7.0, 8.0, 9.0, 10 (Ted Alspach), 3
[llustrator CSBible (Ted Alspach and Jennifer Alspach), 313
[llustrator Studio Secrets (Ted Alspach), 3

image. See graphics; path-based image; pixd-based image; vector-based image; Web graphics
image editing program, 12

Image Options (Macromedia Flash [SWF] Format Options dialog box), 309 310
Image Size tab (Save for Web dialog box), 301

Images option (SV G Options dialog box), 313

imaginary path, 97

in (inches), 225

Include Document Fonts (EPS Format Options didog box), 334
Include Document Thumbnails (EPS Format Options didog box), 334
Include File Info option (SVG Options didog box), 313

Include Linked Files check box (EPS Format Options diaog box), 334
Include Slicing Data.option (SVG Options dialog box), 313

Increase Type Size command, 355

InDesign (Adobe), 12, 332

Information command (Links palette), 325

ingtance, 86

Interlaced setting (File Format menu), 304

interpolation, 41

Intersect Shape Areas command (Pathfinder palette), 80, 81
intimidetion factor, 11, 12

Inverse command (Select menu), 123

Invert option (Color palette), 106

itaic text, 261, 262
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join, 194, 196 197

JPEG (Joint Photographic Experts Group) file format
GIF file format compared to, 297

overview of, 296, 298, 326 327

saving graphicin, 305 306

as standard, 332

usesof, 299

Judtify All Lines (Paragraph palette), 269, 276
Judtify Full Lines (Paragraph palette), 269

[« ereviovs [ nexr |
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Keep Sdected option (Pencil Tool Preferences didog box), 153 154
kerning, 266 267

keyboard shortcuts

for command, changing, 351 352
compound, cregting, 355

cycle through messurement units, 346
deselecting object, 122

finding, 23

finding hidden, 354 355

Pen and Pencil tools, 157

printing list of, 352

Redo command, 34

repest transformation, 234

reselecting object, 122

sdecting object, 122

sdectiontool, 141

speed-zoom, 29 30

Swap Fill and Stroke button, 95

for tool, changing, 350 351

tools, 19

Undo command, 34

Keyboard Shortcuts dialog box, 350 351, 355
KPT Vector Effects (HSC Software), 2 3
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Lassotool, 52, 53, 120 121

Layer Optionsdidog box, 247 248
layers

applying dicesto, 317

Cascading Style Sheet (CSS), 317 318
changing appearance of, 211 212
copying, 246

groups compared to, 248 249

neming, 247

overview of, 242

putting related objectsin, 57 58
separating artwork into, 243 245
viewing objects and groups on, 246
Layerspdette

Creste New Sublayer button, 246
Lock/Unlock toggle button, 245
overview of, 57 58, 212, 242 243
separating artwork into layers, 243 245
thumbnailson, 243

View/Hide button, 245

Layerstab (Save for Web diaog box), 302
leading, 266

learning curve, 4

Left Indent (Paragraph palette), 269
Legacy lllustrator (.ai) format, 24, 67
lensflare, cregting, 62 64

library, reusing, 346 347

lighting effects, BC22 BC23

line. See also line ssgment

dashed, creating, 197 198

drawing with Line Segment tool, 158 159
draight, cresting with Pen tool, 135 136, 157
lineart, 47

line segment

description of, 130

Pentool and, 140 141

sdecting, 116

Line Segment tool, 158 159

lining up objects, 249 251

linkingfiles

embedding compared to, 322 323
managing links, 323 325
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overview of, 320 321

Links palette, 323 325

liquification

Optionsdiadog boxes, BC8 BC11

overview of, BC6 BC8

Lock option (Layer Options dialog box), 248

Lock/Unlock toggle button (Layers palette), 245

logic, underlying, 1

Looping setting (Macromedia Flash [SWF] Format Options dialog box), 309
Losdess button (Macromedia Flash [SWF] Format Options dialog box), 310
|osdess compression, 298

Lossy button (Macromedia Flash [SWF] Format Options dialog box), 310
Lossy stting (File Format menu), 304
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Macintosh

Ctrl+click, 24

File Quit, 35

Option key, 121, 233

Page Setup diaog box, 285 287
performance issues, 24

Macromedia

Dreamweaver, 12

Flash, 67

Flash (SWF) fileformat, 298 299, 300, 307 310, 327
FreeHand, 13, 47

Macromedia Flash (SWF) Format Options dialog box, 308 310
Macworld Illustrator Bible (Alspach), 2
magenta, 106

Magic Wand palette, 52, 121 122

Magic Wand tool, 52, 53, 121 122

Map Art dialog box, BC24

marqueg, 53, 117

mask. See dlipping mask

master document, cregting and using, 355
Matte setting (File Format menu), 304, 306
memory and paths, 38 39

menu commands, customizing, 351 352
menus

contextud, 24, 25

overview of, 23

paettesand, 22 23

Merge command (Pathfinder palette), 83, 84
mesh point, 187

Meshtool, 185187, 189 191

Method option (Macromedia Flash [SWF] Format Options dialog box), 310
Minus Back command (Pathfinder palette), 82, 83
Missngicon (Links palette), 324

Miter Join, 197

mm (millimeters), 225

Modified icon (Links palette), 324

moon, crescent, cresting, 84 85

morphing, 59

mouse, drawing with. See Pendil tool

Move didog box, 224 225

Movetool, 224 225

moving
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in document, 30 31

graphics between lllustrator and Photoshop, 327 329
quide, 251

item in Appearance palette, 209

object, 53

object behind other object, 56

object with Arrange commands, 242

origin point, 228

palette, 22

points, 124 125
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Name option

Art Brush Options dialog box, 170

Layer Options dialog box, 247

Print Setup diaog box, 286 287

Name/Printer option (Print dialog box), 288

neming

document, 14

layer, 247

swatch or color, 100

symbol, 91

New Art Has Basic Appearance option (Appearance palette), 214
New Brush didog box, 167 168

New Document dialog box

color choice, 16 18

Namefidd, 14

overview of, 14, 15

page size and units, 15 16

New Document option (Welcome to Adobe Illustrator diaog box), 14
New from Template option (Welcome to Adobe Illustrator dialog box), 14, 33
New Layer option (Layers palette), 244

New Style button

Paragraph palette, 283

Styles palette, 217

New Sublayer option (Layers palette), 246

New Swatch button (Swatches palette), 112

Next Object Above command (Select menu), 123

Next Object Below command (Select menu), 123

No Shading (Surface drop-down menu), BC21

None button

Color palette, 102

Swatches palette, 100

Toolbox, 95

Non-Uniform scale change, 228

Number of Copies/Copies option (Print dialog box), 288
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Object menu, 23

Object Arrange, 79, 240

Object Arrange Bring Forward, 241

Object Arrange Bring to Front, 57, 241, 243
Object Arrange Send Backward, 241

Object Arrange Send to Back, 56, 58, 241
Object Arrange Send to Current Layer, 241, 243
object-based dice, 315

Object Blend Release, 237

Object Clipping Mask Make, 60, 199, 280
Object Clipping Mask Release, 60, 199, 280
Object Compound Path Make, 61, 340

Object Compound Peth Release, 61, 340
Object Create Gradient Mesh, 188

Object Envelope Distort Edit Contents, BC14
Object Envelope Distort Envelope Options, BC14
Object Envelope Distort Expand, BC14

Object Envelope Distort Make With Top Object, BC14
Object Envelope Distort Make With Warp, BC12
Object Envelope Distort Release, BC14

Object Envelope Make with Mesh, BC11
Object Expand Appearance, 215, 343

Object Group, 57, 117, 248

Object Path Add Anchor Points, BC2

objects. See also organizing objects; 3D objects
gpplying effectsto, 203 204

gpplying Syleto, 216

beveled, creating, 189 191

expanding, 343 344

grouping, 57, 248 249

moving and transforming, 53 54

moving behind other object, 56

moving with Arrange commands, 242
organizing, 56 58

rotating, 54, 55

scding, 225 226

selecting, 5153, 54

sdecting multiple, 120

gtacking, 239 240, 241

stacking order of, 79, 240 241, 245
transformed duplicate of, creating, 233

type, creating, 258




This document is created with the unregistered version of CHM2PDF Pilot

Object Sice Combine Slices, 317

Object Slice Create from Selection, 317
Object Sice Delete All, 317

Object Slice Divide Slices, 317

Object Slice Make, 315

Object Slice Release, 317

Object Text Wrap Make Text Wrap, 277, 278
Object Text Wrap Release Text Wrap, 278
Object Transform Move, 224

Object Transform Transform Again, 234
Object Transform Transform Each, 233
Opacity setting (Magic Wand paette), 121 122
Opacity dider (Transparency paleite), 192
Open didog box, 27

Open Document option (Welcome to Adobe Illustrator dialog box), 14
open path

dash and, 195

description of, 98, 136, 237

opening

exigting document, 27

[llustrator filein Photoshop, 330 331

pdlette, 21

Photoshop filein lllustrator, 330

Optimizefor Adobe SVG Viewer option (SVG Options didog box), 313
Optimized tab (Save for Web dialog box), 301
optimizing

artwork as pixel-based image, 64

description of, 316

Option key (Mac)

dragging and, 233

subtracting from selection with, 121

Options option (Raster Effects Settings dialog box), 206
organizing objects. See also layers

grouping, 57 58, 248 249

lining up, 249 251

moving, 53, 56 57, 242

Orientation option

Page Setup dialog box, 287

Print Setup dialog box, 287

origin point, moving, 228

Origind tab (Save for Web dialog box), 301
Outline command (Pathfinder palette), 83, 84
Outline mode, 31 32

Out-of-Gamut warnings (Color palette), 103
output

choosing color process based on, 17 18
printing and, 284

overcompensating for misdrawn curve, 141
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p (picas), 225

page layout program, 12

Page Setup dialog box (Mac)

options, 286 287

overview of, 285 286

pagesze

Artboard size and, 26

sting, 15 16

Pege Tiling festure

hiding, 344

overview of, 27, 34

Pages From/Pages option (Print dialog box), 288 289
Paint Bucket, 220

Paintbrush tool and brushes, 164 166
Paintbrush Tool Preferences diadog box, 166 167
painting program, 12

palettes. See also specific palettes
hiding, 344

overview of, 21 23

postioning, 350

Pantone color, 342

Paper option (Page Setup dialog box), 287
Paragraph paette

alignment of paragraph, changing, 269
New Style button, 283

overview of, 256, 259 260, 268
gpace around paragraph, changing, 269 270
paragraph syle, cregting, 283

partid transformation, 235 236

Peste dialog box, 328

Pasteboard, 26

Peth Typetoal, 271

path-based image

description of, 38, 39, 42

enlarging, 43

photo-redlistic effects, 44 45

turning into pattern, 108 109
Pathfinder palette

creating object with, 84

crescent moon, cresting, 84 85
Pethfinders portion of, 82 84

Shape Modes portion of, 80 82
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shapes, combining with, 78 79

Subtract from Shape Area command, 340
sunrise, creating, 85 86

paths

adding multiple strokesto, 97

adjusting without changing type, 278 279
applying effect to, 203 204

applying pattern to, 107 108

blending, 236 238

choosing to use, 38 40, 45

clipping mask, 60, 61

color and, 40

compound, 60 62

converting typeto, 281 282

cregting pattern out of, 108 109
description of, 37, 130, 270

digtorting, 54 56

editing with Pencil tool, 154 155
asenvelopefor digortion, BC13 BC14
filling and stroking with color, 96

filling crossed and open, 97 98
fillingwith gradient, 110

flowing text from one to another, 278
imeginary, 97

open compared to closed, 136, 237
Photoshop and, 328

pixels compared to, 41 45

placing typeon, 271 272

pointsand, 47, 48

printing and, 45 47

sdecting, 115

Sdectiontool, 116 117

smooth, cregting anchor point from, 134
smoathing, 155 156

draight, cresting anchor point from, 135
strokes and, 94, 194

turning into guide, 250 251

typing around, 276 278

typingingde, 275 276

pattern

gpplying to path, 107 108

cresting out of paths, 108 109

Pattern Brush Optionsdialog box, 176 177
Pattern brushes

making artwork for, 176

options, setting, 176 177

overview of, 164, 165, 174 175
positioning artwork in, 177 180

tegting, 180 181

Petterns (Swatches palette), 100

PDF (Portable Document Format) file, 66, 325 326
Pen tool

anchor pointsand, 130

choosing, 157

circle, drawing with, 143 145
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combination-corner anchor point and, 133 135, 142 143
curved-corner anchor point and, 132 133, 142
dragging with to create curves, 137 139

heart, drawing with, 145 146

line segment and, 140 141

None option for fill color and, 137

one-third ruleand, 139 140

overview of, 129

seection toolsand, 141

smooth anchor pointsand, 130 131

draight line, cregting with, 135 136
straight-corner anchor point and, 131 132
switching between Pencil tool and, 157

Pencil tool. See also Pencil Tool Preferences didog box
choosing, 157

editing with, 154 155

overview of, 147, 150

preferences, setting, 149 151

problemswith, 149 150

switching between Pen tool and, 157

usng, 148 149

Pencil Tool Preferences diaog box

Fiddity dider, 151 152, 153

Keep Selected and Edit Selected Paths options, 153 154
overview of, 150, 151

Smoothnessdider, 152 153, 154

Perceptua setting (Color Reduction Algorithm), 302 303
performance comparison, Windows and Mac, 24
Perspective option (3D Options dialog box), BC17
photograph, digitized, as pixel-based image, 40
photo-redistic effects, 44

Photoshop (Adobe)

exporting path from, 331

integration capabilities, 327

methods of moving files, 327 329

opening lllugtrator filein, 330 331

overview of, 12, 13

Rasterize didog box, 330 331

Photoshop Options diaog box, 331 332

PICT file, 327

Pixel Preview mode, 65, 296

pixel-based image

description of, 37 38, 39, 43

optimizing artwork as, 64

previewing artwork as, 65

printing, 46

Szeof, 293 294

pixels

choosing to use, 38, 40 41, 45

fidelity dider and, 151

paths compared to, 41 45

szeof, 156

Pace command (File menu), 320

Place diaog box, 320 321

placing file, 330, 347
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Pastic Shading (Surface drop-down menu), BC21, BC22
plug-ins

Flash, 307

KPT Vector Effects (HSC Software), 2 3

PNG fileformat and, 298

SVG Viewer, 314

Vector Tools (Extenss), 3

PNG (Portable Network Graphics) file format

overview of, 298, 300, 326 327

saving graphicin, 307

point type, 257, 258

points

adding or deleting, 127 128

description of, 16

editing and adjudting, 124 128

pathsand, 47, 48

secting, 116

Szeof typeasmeasured in, 264 265

Polar Grid tool, 77

Polygon dialog box, 75, 76

polygon, drawing, 74 75

Polygontool, 72, 74 75

Portable Document Format (PDF) file, 66, 325 326
Portable Network Graphicsfileformat. See PNG fileformat
Position option (3D Options dialog box), BC17

positioning palette, 350

PostScript (Adobe), 12

PostScript setting (EPS Format Options dialog box), 334
Preserve Appearance button (EPS Format Options dialog box), 335
Preserve Illustrator Editing Capabilities option (SV G Options dialog box), 313
Preserve Paths button (EPS Format Options dialog box), 335
Pressure method (Scatter Brush Options dialog box), 172
pressure-sengtive tables, 91, BC8, BC9

preview box (Photoshop), 329

Preview check box (3D Optionsdialog box), BC17, BC20
preview image, 323

Preview mode, 31 32

Preview option

Art Brush Optionsdiaog box, 170

Layer Options dialog box, 248

Preview setting (EPS Format Options didog box), 333 334
previewing

artwork as pixel-based graphic, 65

digtortion, 55

text on Web, 263

Print dialog box

options, 288 289

Output section, 290 292

overview of, 34 35, 284

Print option (Layer Options diaog box), 248

Print Setup diaog box (Windows)

options, 286 287

overview of, 285 286

printable area, 284

printing
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color, 1617, 18

composite proofs, 287 288
document, 34 35

Leve 1and, 334

limitations of output, 284

list of keyboard shortcuts, 352
overview of, 283

Page Setup (Mac) or Print Setup (Windows) dialog box, 285 286
Page Tiling festure and, 27
pathsand, 45 47

process printing, 106

separations, 288, 289 292

Process color (Swatches palette), 99
process printing, 106

Progressive setting (File Format menu), 306
Projecting Cap, 196

proofing and page size, 16

PSD file, 327, 331

pt (points), 225

Pucker & Bloat effect, 213, BC2
Pucker tool, BC7

Puckered effect, 56

pX (pixels), 225
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Quadlity drop-down menu (File Format menu), 305 306
QuarkXPress, 12, 13, 332

quick-retract method of point conversion, 127

quitting program, 35
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Radid option (Gradient palette), 113

Radius option (Spiral dialog box), 161, 162
Radius vaue (polygon), 75

Random method (Scatter Brush Options dialog box), 172
Rapidograph pen, 129

Ragter Effects Settings dialog box, 205 206
Radterization effects, 205 206

rasterize, 328

Rasterize dialog box (Photoshop), 330 331

Read Only setting (Macromedia Flash [SWF] Format Options dialog box), 309
recording Action, 356 357

Rectangle didog box, 73

rectangle, drawing, 72 73

Rectangletool, 72 73

rectangle type, 257 258

Rectangular Grid tool, 76 77

Redo command, 34

Reduce to Basic Appearance button (Appearance palette), 214
Reflect dialog box, 230

Reflect tool, 228 230

reflecting

object, 54

path, 39

Regigration (Swatches palette), 99 100, 289 290
relative messurement, 232

Release Compound Shapes command (Pethfinder palette), 82
rleesing

blend, 237

clipping mask, 199, 280

compound path, 61 62, 340

envelope, BC14

dice, 317

text wrap, 278

removing. See also ddeling; rdeasng
appearances, 214 215

effect, 204

repesting graphics, producing, 86 91

repedting transformation, 234 235

Replace Link button (Links palette), 324
resampling, 41

Resdlect command (Select menu), 122

reszing object, 54
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resolution

overview of, 37, 64

printing and, 284

Resolution option (Raster Effects Settings diaog box), 205
Resolution setting (Macromedia Flash [SWF] Format Options dialog box), 310
reusng

brush, swatch, or library, 346 347

effect, BC6

Revert command (File menu), 67

revolving 2D art into 3D art, BC19 BC21

RGB color model (Color palette), 105

RGB document

start-up document for, 353

Web and, 294

RGB Document Color mode, 204

RGB (Red, Green, Blue) process, 17 18

Right Indent (Peragraph palette), 270

Rotate tool, 226, 228

roteting object, 54, 55

Rotation option (Scatter Brush Options dialog box), 174
Roughen command

Edit menu, 203

Filter menu, 203

Roughen effect, 56, BC2 BC3

Round Cap, 196

Round Join, 197

Rounded Rectangletoal, 72, 73

Roundness option (Calligraphic Brush Options dialog box), 182
Rows option (Create Gradient Mesh dialog box), 188
ruler

guidesfrom, 250

imagesizeand, 16

repogtioning, 346
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sans sexif font, 262 263

saturation, 105

Save a Copy command (File menu), 66 67

Save As command (File menu), 66

Save Asdiaog box, 33

Save command (File menu), 33, 65 66

Save for Microsoft Office command (File menu), 67
Save for Web command (File menu), 64, 67, 295, 296
Savefor Web didog box, 300 302

Save Sdlection command (Select menu), 123

sving

document, 33

fileformatsand, 24

file to be compatible with earlier verson, 67, 333

as Flash (SWF) file, 307 310

asGlIFfile, 302 305

as JPEG file, 305 306

asPNGfile, 307

Scratch areaand, 26

asSVGfile 310 314

scalability of artwork, 12, 39

Scaable Vector Graphic format. See SV G format
Scaedidog box, 227

Scale option (Page Setup dialog box), 287

Scaleto Fit or % of Norma Size option (Print Setup dialog box), 287
Scaletool, 225 228

Scdloptool, BC7, BC8
Scdlop/Crygtalize/Wrinkle options (Liquify tools), BC9, BC10, BCl
Scatter Brush Optionsdialog box, 172 174

Scatter brushes, 164, 165, 171 174

Scatter option (Scatter Brush Options dialog box), 174
Scratch area, 26

Scribble & Twegk effect, BC2

Scribbled effect, 56

scrolling, 30 31

Segments option (Spird diaog box), 161, 162
Sdlect menu

Object submenu, 123

overview of, 53, 122 123

Same submenu, 124

Sdect All, 122

Select Desdlect, 187
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sdlecting. See also Direct Selection tool ; Group Selection tool ; Selection tool

line ssgment, 116

menu item, 23

multiple objects, 120

object, 5153, 54

path, 115, 149

point on path, 116

symbol, 89

text, 258 259

tools, 52 53, 116 117

transformation tools and, 224

Type Area Select feature, 348

Sdection tool

moving selected object using, 53

overview of, 52, 116 117

transforming object and, 224

Send Backward command (Object menu), 241
Send to Back command (Object menu), 241
Send to Current Layer command (Object menu), 57, 241, 243
separating artwork into layers, 243 245
separations, printing, 288, 289 292

serif font, 262 263

service bureau, using for printing, 289, 290
shape. See also drawing; shapes, combining
adding Gradient Mesh to, 187 189

flowing text within, 275 276

typing around, 276 278

shape-creation tools, 71 72. See also Pen tool
shapes, combining

compound shapes, 80 82

crescent moon, cresting, 84 85

Pethfinder palette and, 78 84

sunrise, creating, 85 86

Shear toal, 230 231

shearing path, 39

Shift key

congtraining object using, 249

light source and, BC22

Line Segment tool and, 158

Pen tool and, 136, 139

Pencil tool and, 150

sdecting and, 120

toolsand, 226

Shift-clicking, 120, 121

shortcuts. See keyboard shortcuts

Show Hidden Faces option (3D Options diadog box), BC24 BC25
Show option (Layer Options dialog box), 248
Sdebars, 3

dze

actud, returning to, 30

of file, pathsand, 38 39, 42

of file, pixesand, 40 41

of page, stting, 15 16

of pixd, 156

of thumbnail on Layers palette, 243
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Sizeoption

Art Brush Options dialog box, 170

Pettern Brush Options dialog box, 177

Print Setup dialog box, 287

Scatter Brush Options diaog box, 174

skewing object, 54. See also Shear toal

Slice Sdlect tool, 302

Slicetoal, 317

dices

cregting, 315 317

description of, 65, 314

exporting as Cascading Style Sheet layers, 317 318
Smart Guides (View menu), 249 250, BC6

smooth anchor point, 126, 127, 130 131

Smooth Color option (Blend Options diaog box), 237
smooth path, creating combination-corner anchor point from, 134
Smooth tool, 150, 155 156

Smoothness dider (Pencil Tool Preferences dialog box), 152 153, 154
Sngp to Point function (View menu), 249

Space Before Paragraph setting (Paragraph palette), 270
spacing between letters, 266 267

Spacing option (Scatter Brush Options didog box), 174
Specified Distance option (Blend Options dialog box), 237
Specified Steps option (Blend Options dialog box), 237
Spectrum bar (Color palette), 103

speed-zoom techniques, 29 30

Spird dialog box, 161, 162

Spird tool, 160 162

splash screen, 14

spot colors

blending, 342

choosing for project, 102

Spot colors (Swatches palette), 99

square, drawing, 72 73

stacking objects

Arrange commands, 241

overview of, 239 240

stacking order of objects

changing, 245

overview of, 79, 240 241

Star didog box, 76

Ster tool, 72, 7576

darting lllustrator, 13 14

dart-up document file, customizing, 352 353

gticky settings, 357

straight path, creating combination-corner anchor point from, 135
straight-corner anchor point, 126, 127, 131 132

Stray Points option (Select menu), 123

stroke

adding multipleto single path, 97

applying effect to, 213

applying pattern to, 108

attributes of, 194

caps, 195 196

changing width of, 97
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dashes, 195, 197 198

joins, 196 197

overview of, 94 95, 194

paths and, 194

paths with color, 96

Stroke and Fill effects (Appearance palette), 208
Stroke and Fill transparency (Appearance palette), 208
Stroke box

Color palette, 102

Toolbox, 94 95

Stroke palette, 97, 194 195

Strokes feature (Appearance palette), 208
dyle

goplying, 216

creating and editing, 216 218, 219
graphic compared to text, 218 219
overview of, 215 216

type styles, 283

Styles paette

New Style button, 217

overview of, 202, 216

subgroup, 118

submenu, 23, 25

Subtract from Shape Areacommand (Pethfinder palette), 80,
sunrise, creating, 85 86

Surface drop-down menu, BC21 BC22
SVG Optionsdidog box, 311 313

SVG (Scdable Vector Graphics) format
exporting artwork as, 65

overview of, 299, 300, 327

saving grgphicin, 310 314

SVG Viewer plug-in, 314

Swap Fill and Stroke button (Shift+X), 95
swatch library, 101 102

Swatch Options dialog box, 100 101
swatch, reusing, 346 347

Swatches paette

color swatches, 99 100

Gradient paletteand, 111

New Swatch button, 112

opening, 96

overview of, 98 99

SWFfileformat. See Hash (SWF) fileformat
Symbol Screener tool, 90

Symbol Scruncher tool, 90

Symboal Shifter tool, 89

Symbol Sizer tool, 90

Symbol Spinner tool, 90

Symbol Sprayer tool, 87 88, 174

Symbol Stainer tool, 90

Symbol Styler tool, 90

Symbolism Tool Optionsdiaog box, 90 91
Symbolismtools

custom symbol, creating, 88 89

editing symbols, 89 90

1,340
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overview of, 86 87

Symbol Sprayer, 8788

Symbols palette

Delete Symbol, 91

Duplicate Symbol, 91

New Symbol button, 88

opening, 87

Place Instance of Symbol option, 91
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Tabkey, 20

tabbing palettes, 21 22

Tagged Image File Format (TIFF) file, 326 327
Target feature (Appearance palette), 208
Target Layer Appearance button (Layers palette), 212
targeting, 211

Technicd Stuff icon, 3

Template option (Layer Options didog box), 247 248
templates, 32 33

teging

Action, 357

Pettern brush, 180 181

text. See also type

applying graphic gyleto, 219 220

bold and itdlic, 261, 262

asclipping mask, 279 281

distortion effectsand, BC11

editing, BC6

flowing from path to path, 278

flowing within shape, 275 276

placing oncircle, 272 275

placing on path, 271 272

seecting, 258 259

text characters

asArt brushes, 169

as compound paths, 60

text yle, 218

text wrapping, 276 278

3 Degrees of Rotation option (3D Options dialog box), BC17
3D objects

extruding type, BC15 BC16

overview of, BC15

wrapping art around, BC23 BC25

3D Options diaog box

bevel options, BC18 BC19

lighting and surface controls, BC21 BC23
options, BC17 BC18

overview of, BC15 BC16

Revolve section, BC19 BC21

Show Hidden Faces option, BC24 BC25
thumbnailson Layers paette, 243

TIFF (Tagged Image File Format) file, 326 327
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tilde (~) key

Polygontool and, 74, 75

Spiral tool and, 161

Star tool and, 75

Tile Imageable Areas button (Document Setup dialog box), 288
Tile Options option (Pettern Brush Options dialog box), 177
Tiles option (Pattern Brush Options dialog box), 176
Tolerance setting (Magic Wand palette), 121 122
tool

accessing hidden, 19

changing keyboard shortcut for, 350 351
Toolbox. See also Direct Selection tool ; Pen tool
Add Anchor Point tool, 127 128, BC2
Arctool, 159 160

AreaTypetool, 276

Blend toal, 59, 237 238

Bloat tool, BC7, BC8

Convert Anchor Point tool, 127
Crysdlizetool, BC7, BC8

Delete Anchor Point tool, 127 128
Ellipsetool, 72, 73

Eraser tool, 150, 156

Fill and Stroke boxes, 94 95

Flaretool, 62, 72

Gradient tool, 110 111

Group Selection toal, 52, 53, 118 119, 120
Hand tool, 30 31

Lasotoal, 52, 53, 120 121

Line Segment tool, 158 159

Liquify tools, BC7

Magic Wand tool, 52, 53, 121 122
Meshtool, 185 187, 189 191

Movetool, 224 225

Paintbrush tool, 164 166

Peth Typetoal, 271

Pencil tool, 148 155, 157

Polar Grid tool, 77

Polygontool, 72, 74 75

Pucker tool, BC7

Rectangletool, 72 73

Rectangular Grid tool, 76 77

Reflect tool, 228 230

Rotate tool, 226, 228

Rounded Rectangletool, 72, 73

Scaletool, 225 228

Scdloptool, BC7, BC8

Sdlectiontool, 52, 53, 116 117, 224
shape-cregtion tools, 71 72

Shear tool, 230 231

Slice Sdlect tool, 302

Sicetool, 317

Smooth tool, 150, 155 156

Spird tool, 160 162

Ster tool, 72, 7576

Symbol Screener tool, 90
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Symbol Scruncher tool, 90

Symbol Shifter tool, 89

Symbol Sizer tool, 90

Symbol Spinner tool, 90

Symbol Sprayer tool, 87 88, 174

Symbol Stainer tool, 90

Symbol Styler tool, 90

Symbolismtools, 86 91

Twirl, BC7

Typetool, 256 258

Warp, BC7

Wrinkle, BC7, BC8

Zoom tool, 28 29

tooldots, 19

ToolTips, 269, 345

tracking, 266 267

Transform Again command, 234 235
Transform Each didog box, 231, 233 234
Transform palette, 231, 232
transformation tools

blending, 236 238

Move, 224 225

overview of, 223 224, 231 232

partid transformation, 235 236

Reflect, 228 230

Rotate, 228

Scale, 225 228

Shear, 230 231

trandforming

object, 5354

rotating, 55

text into graphic object made of paths, 60
transparency, 58 59

Transparency feature (Appearance palette), 208
Transparency paette

Blend Mode menu, 193

Opeacity dider, 192

overview of, 191, 211

Transparency setting

EPS Format Options dialog box, 335

File Format menu, 304

trashcan icon (Appearance palette), 214
triangle, drawing, 135 136

Trim command (Pathfinder palette), 83, 84
turning Tool Tips off or on, 345

Tutorials option (Welcome to Adobe Illugtrator dialog box), 14
Twirl Rete option (Liquify tools), BC9, BC10
Twirl tool, BC7

Twid effect, BC4

2-Up tab (Save for Web dialog box), 301
type

converting to paths, 281 282

extruding, BC15 BC16

Type Area Select feature, 348

Type & Auto Tracing Preferences dialog box, 348
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type mask, creating, 279 281
Typemenu, 23

type styles, 283

Typetool, 256 258

Type Create Outlines, 60, 169, 282
Type Threaded Text Creste, 278
Type Threaded Text Release Selection, 278
typing

around path, 276 278

indde path, 275 276

typographica capahilities, 255 256
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Ul. See user interface

Undo command, 34

Uniform scale change, 227 228

unit of messurement

changing, 346

overview of, 16, 225

for type, 264 266

Update Link button (Links palette), 324
Use Pressure Pen options (Liquify tools), BC9
user interface (UI)

menus, 23

palettes, 21 23

Toolbox, 19 20
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Vv

vector, 47

vector graphics

description of, 47

on Web, 65

Vector Tools (Extensis), 3
vector-based image

description of, 38

resol ution independence of, 293
Vertica option (Reflect didog box), 230
Vertical Scalebox (Character palette), 267 268
View menu, 23

View Mode buttons, 345

View Guides Lock Guides, 250
View Guides Make Guides, 250
View Guides Release Guides, 250
View Hide Artboard, 26, 344
View/Hide button (Layers paette), 245
View Hide Edges, 344

View Hide Page Tiling, 284, 344
viening

document, 28 32

objects and groups on later, 246
toolsintooldot, 19

Web graphics, 294

View Outline, 31, 94, BC6

View Pixel Preview, 263, 296
View Preview, 94

View Show Grid, 77 78, 250
View Show Page Tiling, 34, 284
View Show Rulers, 16, 346

View Show Slices, 315

View Show/Hide Slices, 317

View Smart Guides, 249 250, BC6
View Snapto Grid, 77, 250

View Snap to Point, 249
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warp

cregting Envelope distortion using, BC12
description of, BC4 BC5

Warptool, BC7

Warp/Twirl/Pucker/Bloat options (Liquify tools), BC9
Web gpplications, 64 65

Web graphics

overview of, 293

Pixel Preview mode, 296

viewing, 294

Web Safe RGB color modd (Color paette), 106
Web setting (Color Reduction Algorithm), 302 303
Web sites

Adobe, 66

bonus chapters, 6, 205, 223

Browser Compatibility Chart, 318

digtortion information, 56

SVG Viewer plug-in, 314

Web Snap setting (File Format menu), 304 305
Web-authoring tool, 12

Web-safe color space, 294 296

weight of stroke, 194

Welcometo Adobe Illugtrator didlog box, 14, 15
What sNew in lllustrator (Welcometo Adobe Illustrator dialog box), 14
white color, 339, 341 343

Window Actions, 355

Window Align, 251

Window Appearance, 204

Window Brush Libraries Artistic Sample, 165, 166
Window Brush Libraries Other Library, 347
Window Brushes, 164

Window Color, 103

Window Gradient, 111

Window Layers, 212

Window Links, 323

Window Magic Wand, 121

Window Pethfinder, 78

Windows

a extenson, 24

Altkey, 121, 233

FleExit, 35

performancein, 24
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Print Setup diaog box, 285 287

right-clickingin, 24

Window Stroke, 97, 194

Window Style Libraries Other Library, 347

Window Styles, 216

Window Swatch Libraries, 101

Window Swatch Libraries Other Library, 347

Window Swatch Libraries Pantone Coated, 101 102, 342
Window Swatch Libraries Web, 295

Window Swatches, 96

Window Symbols, 87

Window Transform, 232

Window Transparency, 192

Window Type Character, 258

Window Type Paragraph, 259

Wireframe (Surface drop-down menu), BC21, BC22
workspace. See user interface

wrapping art around 3D objects, BC23 BC25
Wrinkletool, BC7, BC8

Write Layers check box (Photoshop Options dialog box), 331 332
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Zig Zag effect, 56, BC3
Zoomtool, 28 29
zooming inand out, 28 30
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Thellludtrator Toolbox; click and hold the pointer on atooldot todisplay al thetools. Figure 1-4: Palettes are
tabbed together in aset. Figure 1-5: The Layers paette docked to the Styles palette. Figure 1-6: Palettes also have
their own menus. Figure 1-7: The Path submenu in the Object menu. Figure 1-8: A contextual menu appears when
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options for verson CS.

Chapter 2: Following the Righteous Path
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actualy alarger Illustrator file than the square because more points are used to define the continent's shape. Figure
2-3: Theeffectsof reduc- ing and enlarging theimage. Figure 2-4: A logo for Oddland, created with paths and
weighing in at 188K. Figure 2-5: The same Oddland logo, created with pixelsand tipping the scalesat 1.2MB.
Figure 2-6: A section of Oddland logo, enlarged to five timesitsoriginal size. Figure2-7: A close-up of Venus.
Figure 2-8: The vectors-only version of Venusseye, com-pared to the original Botticdlli painting at the same level.
Figure 2-9: A path with several anchor points (shown aslittle squares). Figure 2-10: The same path from Figure 2-9
but with direction points and direction lines showing. Figure 2-11: Varigtions of apath. The changesin the curve of
the path occur as the handle on the left moves. Figure 2-12: A circlewith al the handles (direction points) showing.

Chapter 3: Doing Everyday Thingswith [llustrator

Figure 3-1: Theleft object is unselected; the right object is selected. Note the points and paths that appear on a
selected object. Figure 3-2: Rotating an object. Figure 3-3: Theorigina path (I&ft) is (to theright) Puckered,
Scribbled, Zig-Zagged, and Roughened. Figure 3-4: Moving and object behind other objects. Figure 3-5: The
Layers palette. Figure 3-6: Thedlipse on top of thelogo is set to be partially transparent. Figure 3-7: An example of
ablend between two objects. Figure 3-8: Masking artwork. Figure 3-9: A compound path islaid over apiece of
background art(which is visible through the two round holes). Figure 3-10: Text astext (left), as compound paths
(middle), and as compound paths after release (right). Figure 3-11: A boring sun getstrans-formed into adazzling
dar of raysand rings.

Chapter 4: Shaping Up, Basically
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Figure4-1: The six shape-creation tools. Figure 4-2: The Rectangle dialog box. Figure 4-3: The Ellipse didog box.
Figure 4-4: Pressthetilde (~) key while you draw with the Polygon tool to produce a unique effect. Figure4-5: The
Polygon dialog box. Figure 4-6: Use the Star dialog box to set the quantity and length of itspoints. Figure4-7: A
polar grid with and without the compound paths option selected. Figure4-8: A document (in this case, a cartoon)
with agrid behind it. Figure 4-9: Use the Pathfinder palette to work with complex shapesin avariety of ways. Figure
4-10: Two basic shapesoverlap from the Pethfinder palette. Figure 4-11: Theresults of using the Subtract from
Shape Area.command, and then with Expand. Figure 4-12: Theresults of using the Intersect Shape Areas command,
and then with Expand. Figure 4-13: The results of using the Exclude Overlapping Shape Areas command, and then
with Expand. Figure 4-14: Theresults of usng MinusBack (left ) and Divide (two images on theright). Figure 4-15:
Cleaning up and checking the circle and star, using (left to right) the Trim, Merge, Crop, and Outline commands.
Figure 4-16: Creating a crescent moon. Figure 4-17: Creating asunrise Figure 4-18: Hewho hasthe best toys
wins. The Symbolism tools. Figure 4-19: Pssst: Graffiti never had it so good (or legdl). Figure 4-20: Combine object
typesto create custom symbols. Just ducky. Figure 4-21: The Symbolism Tools Options didog box: Grand Centrdl
for controlling thelook of your symbols.

Chapter 5: Getting Your Fill of Fillsand Strokes

Figure 5-1: Pathswith different fills and strokes applied to them. Figure 5-2: Fill and Stroke in the Toolbox. Figure
5-3: Filling and stroking a path with two different colors. Figure 5-4: The Stroke palette. Figure 5-5: A filled pathin
afigure eight shape. Figure 5-6: Open pathswith fills and dotted lines connecting the starting and ending points. Figure
5-7: Choose colors from the Swatches palette. Figure 5-8: The Swatch Options dialog box. Figure 5-9: The Color
palette isthe closest you can get to a redl artist spaettein Illustrator. Figure 5-10: Different color modelswithin the
Color paette pop-up menu. Figure5-11: The same path with severd different pattern fills. Figure 5-12: Creating a
pattern from vector art of ahammer. Figure 5-13: Path objects with gradient fills. Figure 5-14: Left: The square
shows adefault gradient applied. Center: Clicking and dragging with the Gradient tool. Right: Theresult. Figure 5-15:
Control color with the Gradient palette. Figure 5-16: First, moving the diders closer together. Second, adding new
color diders. Third, moving the gradient midpoint. Figure 5-17: Choose Show Options from the Gradient paette
pop-up menu to work with aradia gradient.

Chapter 6: Selecting and Editing Paths

Figure 6-1: lllustrator has more tools for making salectionsthan for any other single purpose. Figure 6-2: The
Sdlection tool selects objects that are within (or touched by) the marquee. Figure 6-3: A sdection in progresswith
the Direct Sdlection tool. Figure 6-4: The Group Sdlection tool selectsfirst the path, then the group that the path isin,
and then the group that the first group isin. Figure 6-5: On theleft are three selected paths. Shift-clicking the middle
path leaves only two paths selected, as shown on theright. Figure 6-6: The Magic Wand palette offers Tolerance
settings for various object attributes. Figure 6-7: The Select menu provides awhole dew of selection goodies. Figure
6-8: Left: Theorigind path. Right: The path after you move the selected point with Direct Sdlection. Figure6-9: A
selected curve reved sits direction points and direction lines. Figure 6-10: The curve from Figure 6-9 &fter the
direction points are moved Figure 6-11: Left : Origind path. Right: Unchanged shape with new anchor pointsto
added to three of the star'sarms. Figure 6-12: Left: Origina path. Right: Removing two anchor pointsto creste two
different shapes.

Chapter 7: Wielding the Mighty Pen T ool

Figure 7-1: Smooth anchor points keep this path curving smoothly. Figure 7-2: Use straight-corner anchor points
when you need straight paths. Figure 7-3: This heart, though not anatomically correct, shows two curved corner
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anchor points. Figure 7-4: Two ways to create combination-corner anchor points: starting smooth(left) or
graght(right). Figure 7-5: Drawing triangle with the Pen tool, using straight-corner anchor points. Figure 7-6:
When cregting acurve, drag out astraight line; the arrow shows the direction of the drag. Figure 7-7: Cregting gentle,
smooth curves. (Friendly arrows indicate the direction to drag.) Figure 7-8: Left: Anchor points with direction point
lines one-third the distance aong the path. Right: Dragging too much. Figure 7-9: This path has points placed at the
"correct” locations for the best possible curve. Figure 7-10: Drawing acircle (sort of) by using the Pen tool. Figure
7-11: Drawing a heart with the Pen tool

Chapter 8: Creating Straight and Curved Lines
without the Pen T ool

Figure 8-1: Drawing with the Pencil tool. Figure 8-2: With the Pencil Tool Preferences dialog box, you can change
the attributes of the Pencil tool. Figure 8-3: The path on the |eft was drawn with a Fidelity setting of .5 pixels, the
path on the right was drawn with aFidelity setting of 20 pixels. Figure 8-4: At left, a Smoothness setting of 0%; at
right, a Smooth-ness setting of 100%. Figure 8-5: The Smooth tool in action. Figure 8-6: Line Segment tool linesare
easy, but limited to single strokes. Figure 8-7: Design your arc here. Figure 8-8: Two types of closed arcs. Figure
8-9: Spirdscreated with the Spird tool. Figure 8-10: Use optionsin the Spiral diaog box to set the spird's
tightness.

Chapter 9: Creating M agnificent Brushstrokes

Figure 9-1: From left to right, examples of painting with an Art brush, a Scatter brush, aCaligraphic brush, and a
Pettern brush. Figure 9-2: The default Brushes paettein Illustrator contains a smattering of the four different types of
brushes. Figure 9-3: Creating wild and wacky strokes Figure 9-4: The Paint-brush Tool Preferences dialog box.
Figure 9-5: Cresting anew brush Figure 9-6: All these objects are (believeit or not) Art brushes. Figure 9-7: The
Art Brush Options box. Figure 9-8: The same brush changed by only one setting produces variations like these.
Figure 9-9: Thisartwork isactualy asingle path used as a Scatter brush. Figure 9-10: Two versions of the Scatter
Brush Options dialog box and the artwork resulting from those options. Figure 9-11: The Scatter brush ontheleftis
et to rotate at 90 relative to the path; the one on the right is set to rotate at 90 relative to the page. Figure 9-12: A
sampling of the Pattern brushes. Figure 9-13: Each Pattern brush title knowswhereit is on a path and uses the
corresponding artwork. Figure 9-14: Creating aguidelinewith dl five pattern positions can be abig help when you
create the artwork for the Pattern brush. Figure 9-15: Left to right; The start, Side, outside corner, insde corner, and
end pieces. Figure 9-16: The new Pettern brush, awaiting the four remaining pieces. Figure 9-17: The Pettern Brush
with itsdotslabeled. Figure 9-18: The new Pettern brush tested on a square and a squiggle. Figure 9-19: The
Cdligraphic Brush Options didog box. Figure 9-20: Artwork created on a pressure-sensitive tablet using
Cdligraphic brushes.

Chapter 10: Extreme Fillsand Strokes

Figure 10-1: The artwork that made up the Illustrator VVenus (left) was colored entirely by using the Mesh toal; the
right sde shows the paths and meshesthat created tit. Figure 10-2: Usethe Mesh tool to create ahighlight in a path.
Figure 10-3: These objects use the same Gradient Mesh, but the mesh points have been moved by using the Direct
Sdlection tool. Figure 10-4: Set Gradient Mesh here. Figure 10-5: The same Gradient Mesh, with Appearance
settings of Flat, To Center, and To Edge. Figure 10-6: A square after two clicks with the Mesh tool. Figure 10-7:
Theresulting beveled square. Figure 10-8: The ovd at itsoriginal opacity (left) and faded to 40% (right) to reved an
image benesth. Figure 10-9: The Transparency palette. Figure 10-10: The Blend Mode pop-up menuin the
Trangparency palette. Figure 10-11: Three of the 16 possible blend modesin Illustrator. Figure 10-12: The Stroke
palette digplaying afull set of options. Figure 10-13: Three different caps on three paths. Figure 10-14: Three



This document is created with the unregistered version of CHM2PDF Pilot

different joins on apath (Ieft to right): Miter, Round, and Bevel. Figure 10-15: Three different dash patterns and the
Settings used to creste them. Figure 10-16: The origina artwork, the masking object in front of the artwork, and the
masked artwork.

Chapter 11: Effectively Keeping Up Appearances,
with Style(s)

Figure 11-1: Filters versus effects: apath (Ieft) roughened with the Roughen filter and the same path (right) roughened
with the Roughen effect. Figure 11-2: The Gaussian Blur Effect in the Appearance paette. Figure 11-3: The Raster
Effects Settings diadlog box takesabow. Figure 11-4: The Appearance palette. Figure 11-5: The Appearance paette
displays an array of information about the object, such asthe stroke and fill data shown here. Figure 11-6: Adding
fillsand strokes to an object. Figure 11-7: Targeting alayer to gpply an effect. Figure 11-8: The Pucker & Bloat
effect applied to the stroke, but not thefill. Figure 11-9: A live effect (left) and after Expand Appearanceis applied.
Figure 11-10: Applying astyleto apath. Figure 11-11: Creating anew style. Figure 11-12: Redefining an existing
dyle. Figure 11-13: Applying agraphic styleto text.

Chapter 12: Pushing, Pulling, Poking, and Prodding

Figure 12-1: Theorigind illustration (l€ft) is modified (right) by using the Sdlection tool to movethe bird. (Suddenly
the parrot seemsto defy gravity.) Figure 12-2: The Movedialog box. Figure 12-3: Theorigina artwork (left) scaed
smaler (center) and larger (right). Figure 12-4: Original artwork selected (I€ft); the hairline preview that appears
when you drag with the Scale tool (center); the final scaled artwork (right). Figure 12-5: The origid artwork (left) and
after it'srotated (right). Figure 12-6: Reflecting the artwork by using the Reflect tool. Figure 12-7: The Reflect didog
box. Figure 12-8: Origind artwork (left) and after shearing (right). Y esh, that sattractive. Figure 12-9: The
Trandform palettein dl itsglory. Figure 12-10: To get this cool cast shadow with the Shear tool, | copied the text
object and filled with agradient. Figure 12-11: The Transform Each dialog box. Figure 12-12: Origind artwork (I&ft)
after it srotated with the Rotate tool (middle) and using the Transform Each dialog box (right). Figure 12-13: The
tick marks on this clock were made with the Transform Again function by rotating a copy around the center in 6°
increments. Figure 12-14: Moving and scaling aportion of apath. Figure 12-15: Creating a blend between two

paths.

Chapter 13: Organizing Efficiently

Figure 13-1: These arrangements of artwork are aresult of changing the stacking order of the objects. Figure 13-2:
Theillustration (Ieft), shown from asidewaysview (right). Figure 13-3: The Layers palette with multiplelayers. Figure
13-4: Placing exigting artwork into multiple layers. Figure 13-5: Y ou can see the contents of alayer in the Layers
palette by clicking the triangle to the | eft of the layer sname. Figure 13-6: The Layer Options dialog box.

Chapter 14: Introducing L ettersand Such (Type
101)

Figure 14-1: The Character and the Paragraph palettes. Figure 14-2: Cresating point typein Illustrator. Figure 14-3:
Creating rectangletypein Illugtrator. Figure 14-4: The Character palettein Illustrator. Figure 14-5: The Paragraph
paettein Illudtrator. Figure 14-6: Severd different fonts. Figure 14-7: Changing fontsin Illustrator. Figure 14-8:
Thesefont styles are part of the Times font family and ook good placed together. Figure 14-9: Serif (top; serifsare
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circled) and sans sexif (bottom) fonts. Figure 14-10: Measurementsfor letters. Figure 14-11: Font Sze dlowsenough
space to accommodate &l the possible ascenders and descendersin afont. Figure 14-12: Leading isthe space
between the baselines of type. Figure 14-13: Tracking and kerning in Illustrator Figure 14-14: Changing the kerning
and tracking valuesin the Character paette. Figure 14-15: Vertica Scale and Horizontal Scale text boxesin the
Character paette, along with examplesin type. Figure 14-16: Using basdine shift within aparagraph. Figure 14-17:
Text results of different text dignmentsin Illudtrator. Figure 14-18: Controlsfor changing the amount of space around
aparagraph. Figure 14-19: Bringing out the |eft edge of a paragraph with anegative number. Figure 14-20: Creating
type on apath. Figure 14-21: Moving type aong apath. Figure 14-22: Putting type on thetop of acircle. Figure
14-23: Putting type on the bottom of acircle. Figure 14-24: Howing text within apath. Figure 14-25: Regular type
with type wrap applied. Figure 14-26: Type flowing along severd paths. Figure 14-27: Circle typewith anew fill
(gradient) and stroke (pattern) on the circle. Figure 14-28: The type mask in action: text in front of objects (top) and
type masking the objects (bottom). Figure 14-29: Left: Theletter A astype. Right: The letter A converted to paths.
Figure 14-30: Here stheletter A after the points are moved and agradient fill is applied.

Chapter 15: Printing Your Master piece

Figure 15-1: The Page Setup dialog box on aMacintosh. Figure 15-2: The Print Setup dialog box in Windows.
Figure 15-3: A typica Print dialog box for aMac (left) and for aWindows PC (right). Figure 15-4: Theorigind
artwork (left) shown asfour separations (right). Figure 15-5: Use the Output section of the Print dialog box for
printing separations.

Chapter 16: Putting Your Art on the Web

Figure 16-1: Thelllustrator Web color paette. Figure 16-2: Pixel Preview turned off (l&ft) versus Pixel Preview
turned on (right). Figure 16-3: Preview your image in the Save for Web diaog box. Figure 16-4: Saving aGIF inthe
Savefor Web dialog box. Figure 16-5: Saving a JPEG from the Save for Web dialog box. Figure 16-6: Exporting an
Al fileto an SWF file with the Macromedia Flash (SWF) Format Options dialog box. Figure 16-7: Savingan SVG
filewith the SVG Options dialog box. Figure 16-8: It dices, it dices, it darned near makesjuliennefries. Figure 16-9:
Editing an object makes the dices update automatically.

Chapter 17: Moving FilesInto and Out of Illustrator

Figure 17-1: Select adocument to embed or link with the Place dialog box. Figure 17-2: Usethe Links palette for
total link control. Figure 17-3: Pagting Illustrator datainto Photoshop. Figure 17-4: The Place preview box in
Photoshop provides the highest quaity and greatest flexibility for Illugtrator files brought into Photoshop. Figure 17-5:
Usethe Ragterize dialog box to refine your graphic settings. Figure 17-6: Set resolution in the Photoshop Options
dialog box. Figure 17-7: Set compatibility, preview, and other optionsin the EPS Format Options dialog box.

Chapter 18: Ten Production-Enhancing Tips

Figure 18-1: A life preserver without ahole (Ieft) and with ahole (right). Smilar but not the same. (Just ask the guy
on theright). Figure 18-2: The same color isused at two different tint percent-ages, specified in the Color palette.
Figure 18-3: The original object with agradient fill (top left) is expanded (bottom |ft) to 20 objects (with paths
showing) and the final object (bottom right). Figure 18-4: The View Mode buttons enable you to view your graphic
inavariety of ways.



This document is created with the unregistered version of CHM2PDF Pilot

Chapter 19: Ten (Or So) Waysto Customize
| llustrator

Figure 19-1: The Keyboard Shortcuts dialog box customizes tool commands. Figure 19-2: The General Preferences
diaog box. Figure 19-3: The Actions pal ette puts power at your virtua fingertips.

Bonus Chapter 1: Taking Images Out of the Realm
of Reality

Figure BC1: Pucker & Bloat. Can you guess which iswhich? Figure BC2: Thisartwork isroughened to give the
appearance of hand-drawn artwork. Figure BC3: Usethe Zig Zag effect to creste effectslike this. (Another
espresso, please.) Figure BC4: The Free Distort effect can make type appear to fade off into the background. Figure
BCS: Twist blends together artwork. Figure BC6: A star appears warped, but its underlying skeletal structure
remains unchanged. Figure BC7: One poor schmoe who's gone through the Liquidation mill. Figure BC8: Different
twirl rates affect the speed and curliness of the twirl distortion. Figure BC9: A Scallop distortion with two different
Complexity settings. Figure BC10: A Crystdlize distortion using three different brush settings. Figure BC11: Putting
the squeeze on Groucho. Oucho! Figure BC12: Use an Envelope Mesh distortion to distort your image by
manipulating pointson agrid. Figure BC13: Fitting an gpple and sometext nicely into acircle. Figure BC14:
Mild-mannered text and its super-powered 3D alter ego. Figure BC15: The 3D Optionsdiaog box. Figure BC16:
Artwork at increasing perspective settings. Figure BC17: Look at the classy bevels on thistext. Figure BC18: Hat,
2D artwork with just ahint of 3D bevel. Figure BC19: 2D artwork (l€ft) isrevolved into 3D artwork (right). Figure
BC20: The Revolve section of the 3D options dialog box. Figure BC21: Thisisso techy, and you can createit in
mere seconds! Figure BC22: The same 3D artwork with plagtic (Ieft) and diffuse (right) shading. Figure BC23: No, it
didn t take hoursto create dl these different piecesof art . . . just afew seconds applying different lighting and
surface effects from the 3D Options dialog box. Figure BC24: The Map Art dialog box when you have an extruded
square selected. Figure BC25: Fuzzy dice straight from Ilustrator. But you can tell your friends you picked them up
on that trip over the border. Figure BC26: Officia Vegas-style dice, with classic razor edges.
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