Twenty Rules for
Making Good Design

Rules can be
broken—but never

ignored.

David Jury Typographer and author

From the title page of his book About Face
RotaVision SA: Switzerland, 2004




When people talk about “good” or “bad”
design, they're referring to notions of
quality that they've picked up from educa-
tion and experience, and often from the
experience of thousands of designers and
critics before them. Sometimes these
notions are aesthetic—"asymmetry is more
beautiful than symmetry,” for example, or
“a neutral typeface is all you need”-and
sometimes strictly functional-for example,
“don’t reverse a serif typeface from a solid
background if it’s less than 10 points in
size, because it'll fill in.” Both kinds of
observation are helpful in avoiding pitfalls
and striving to achieve design solutions
that aren't hampered by irritating difficul-
ties—to make every design be all that it

can be. m Every time an attempt is made to
cite rules governing what constitutes qual-
ity, however, people are bound to get their
underwear in a knot: “That's so limiting!”

To those people, I'll say this: get over it

m Rules exist-especially the ones set forth
here—as guidelines, based on accumulated
experience from many sources. As such,
rules always come with exceptions and can
be broken at any time, but not without a
consequence. The consequence of breaking
one rule might mean reinforcing another,
and it might mean true innovation, in
the right context-a context in which a
revelation occurs that, oddly enough, will
establish yet another rule. This is how
human creativity works. m The importance
of knowing which rules are considered
important (at least historically}, and why,
is understanding the possible consequence
of breaking them so that something unfor-
tunate doesn't happen out of ignorance,

In addition, rules act as guides in helping
to build a communal discussion about
interpreting and evaluating creative work.

If everything is “good,” then nothing really
can be. Relativism is great, to a point,
and then it just gets in the way of honest
judgment; the result is a celebration of
ubiquitous mediocrity. m By no means
should any rule, including those that follow,
be taken as Cosmic Law. If you're uncon-
vinced, simply turn to page 248, where
breaking every rule in this book is advocated
wholeheartedly. But these rules are a starting
point, an excellent list of issues to consider
while you work. In the end, you will decide
how and when to apply the rules, or not,
as well as understand the results of either

course of action.
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Have a concept.

[f there’s no message, no story, no idea,
no narrative, or no useful experience to be
had, it's not graphic design. It doesn’t
matter how amazing the thing is to look

at; without a clear message, it's an empty,
o

ithough beautiful, shell. That's about

as complicated as this rule can get, Let's sl it poasants
move on. high-end flatware products in
lushly styled and photographed
environments to help convey
their quality. Materials in the
photographs—in this case, a
spiral of espresso beans—are
subtly repeated in the typography
of the copy.

Jelena Drabac Serbia
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Zippered plastic bags with
evidence stickers package the
boaks in a series of detective
novels. The books themselves
become artifacts of the crime
navels.

Thamas Csano Canod
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As rich and decorative as this
ST.JOSEFH'S HOSFPITAL postcard is, every detail included
Haa L i TN R oI AR communicates the upcoming

‘ experience at a fund-raiser whose
theme is fantasy literature:

the watch suggests urgency;

the child on the rabbit is a nod
to children’s stories; and the
engravings and type texture
create a mysterious space
where participants’ memories
come alive.

Lexicon Graphix and

In this brochure, color and

=
Communicate—
geometry provide the only visual
don’t decorate
about efficient business practice. o (]

The circular elements, though
abstract, convey the meaning
in the large quotation through Oooh... Neat! But what exactly is it?
their arrangement, size rela- i
tionships, and color alone; no
extras are needed. is about how you support the all ‘-;IHE_JUI -

Somewhat related to Rule No. 1, this rule

And Pastnars Unitad Statas tant concept. Form carries meaning, no
matter how simple or abstract, and form
that's not right for a given message will
communicate messages that you don't
intend-including the message that you
don't know how to choose forms that are
meaningful for your audience or that you
don't care what's meaningful for them.

Follow Effective It's all well and good to experiment with
action with quiet

shapes and details and cool effects, but if
you simply spackle them all over without

reflection. From the
quiet reflection will
come even more
effec

considering what they mean and how they
support or take away from the message,
you end up with a jumbled mass of junk
that no longer qualifies as design.

DESIGN ELEMENTS Twenty Rules for Making Good Design’
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thing, from the big picture down to the

tiniest detail, and ask 3-;‘:!.!.'-.:_‘[!" ‘Does

-‘-‘\'I"v‘lllill-,‘ relate harmi Hh-l:\i\- lo every

thing els

t the

lgn assumes

visual language of the piece—its interna
logic—is res

ved to address all its

arts so

tate, and reference

, not anly in ‘-|\.1|‘L'~'H' weight or

that they reinforce, re

each othe

placement, but conceptually as well. As

soon as one element seems out of place

or just a leftover that hasn't been

riven any

i.-llllf{]]\, it disconnects from the others,

and the mess: 1s weakened.

Speak with
one visual voice.

Consistent use of color, typog-
raphy, and application of the
client's logo acrass branded
print com munications create a
unified presence for a business
entity that will be identified
easily among its competitors ¢
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This brachure far an orchestra
balances exuberant abstract
marks with quiet typagraphy.
Sans-serif text and notation
provide ease of use while a
stately serif adds warmth and
contrast that visually comple-
ments the imagery.
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One type family aloene can be
used to great effect, as seen in
this annual repart. Employing
only changes in size and color,
the designer is able to present
a clearly distinguished range
of infarmation with accessible,
elegant restraint,

Use two typeface
families maximum.
OK, maybe three.

( se typefaces for s

In doing | yvou'll need te

the purposes are, and you' 1
that the only two or three purposes
for text in a project. Because a change in

type family usually sis

meaning or function-restrain yours

A single type family with a variety of
weights and italics shoul in:':'ln..l"\

1l by h:"l‘ wdd g a second 1s nice
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ypefaces are distracting and self-cor
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Viewers are likely to see this
theater poster’s title treatment
from thirty strides away, followed
by the theater’s name and, ina
sequence of decreasing contrast,
weight, and size, the rest of the
infarmation. These type treat-
ments, along with the movement
created by the title and the
supperting shapes, help move
the viewer's eyes fram mast
important item to least important.

@i Rudi Meyer France

Use the one-two punch!

Focus viewers' attention on one important
thing first, and then lead them through
the rest. Once you capture the audience
rthi

with a big shape, :

g image, a

dramatic type treatment, or a daring color,
se the activity of each less
important item in a logical way to help

steadily decre

them get through it. This is establishing a
“hierarchy”-the order in which you want
them to look at the material-and it is
essential for accessibility and ease of use.

You're designing the thing to grab the
gring f

audience’s attention, to get them the

information

y need, and to help them
remember it afterward. If there’s no clear
focus to start with, you've already lost
the battle.



The muted rose tones in this
fragrance packaging are femi-
nine without being girlish;
aslight shift toward brown in
the typography creates a subtle,
yet rich interaction, The com-
plementary green-gold-almost
adirect complement, but again,
slightly off—presents rich con-
trast and hints at complexity
and allure.

Ao Design Brazil

Pick colors
on purpose.

Don't just grab some colors from out of
the air. Know what the colors will do when
you combine them and, more important,

what they might mean to the audience.
Color carries an abundance of psychologi-
cal and emational meaning, and this
meaning can vary tremendously between
cultural groups and even individuals.
Color affects visual hierarchy, the legibility b i
of type, and how people make connections
between disparate items—sometimes called
color coding—so choose wisely. Never

assume that a certain color, or a combina- h‘-‘
tion of colors, is right for a particular "
job because of convention either. Blue !l“, [
for financial services, for example, is the 9
standout color cliché of the past ffty ‘
years. Choose colors that are right, not '
those that are expected. . . 0 B()[iL‘lii"lU
O Boticdrio © . &
, 3 B ——— | =
[0l Ay s
. T

— —
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If you can
do it with less,
then do it.



Negative
space

is magical—
create it,
don’t just
fill it up!

+ BritishRedCross

ﬂrst\ aid training
for the workplace

no round)-is more important
th 's in it. For the most part,
th alls attention to content
related content around

L1y
ne

rounds. It ”:-".II ce
5 “l|-1|!|l':.":-i-"-.‘ presentalion that nd |

want to deal with. A lack of neeative space

y to get turned ofl.

‘il there T It

ag ts hilled 1 P he result

whelms and confuses the audience, whicl
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From within a confined space
enclosed by the visual angles
created by headline and body
text, hands stretch outward to
release a symbolic butterfly;
the image's message Is restated
subtly by the compositional
space with which it interacts.
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Floyd Benneit Field '52-‘\
Hew York Clry's First
Municipal Alrpart

Dadicated May 23,1931 -

Both the style—bold, all upper-
case, sans serif—and placement
of the type help complete the
composition of this poster. The
title does double duty as land-
ing strip and identifier; the logo
itself appears as an airplane
(with the bowl of the numeral 5
creating its propeller); the angu-
lar quality of the numerals is
placed in direct contrast with
the curves of the cloud forms;
and the small text at the top
draws the diagonal motion of
the other elements upward

and activates the space at the
top of the poster.

Treat the type
as image, as
though it’s just
as important.

photogt ‘li‘-,'i'\ he notorious “headline/

. !
picture | body-copy

019

hat needs to relate ce mpositionally &
svibhd lse incl 1idey sl ]
everytinne else mcluded m the design, no

natter how different they seem L



Dramatic changes in type size,
color blocking, and attention to
details such as syllabic breaks
and apen leading make the type
in these brachure spreads not
only interesting but also easily
read and easy to follow. Bars of
color and bold weights help call
ot important information.

L i [t d i T 1 |

Irpo tast A | 1 I

I 1 1wl blet

i ) K 1L ve n | 1T lari
entl n 4] al A micght b 1 (
me h rystal gol night h e
1ph n v L] 1r les 1ty jelly jar, but the
O ou see what 1

Type is only
type when it’s
friendly.
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One of the reasons you like this
poster so much is that it speaks
to our common knowledge so
clearly; it feels almost as if it
hasn't been designed. A hot
colored circle floating over a cool
blue harizon and punctuated by

a refreshing yellow field pretty
much explains itsalf,

U[} L A Sulmlmm' Segsilu!s\s_; 1998

vill think vour e
Ithough the

1bout, and you

1re you 1o 1 b
heir dime again. But consider i
been workin

the neat it ol m

o S Be universal;
remember

that it’s not

about you.




THE
DIRECTOR'S
CUT

GRAEME MURPHY
WORLD PREMIERE SEASOIN
30 MAY TO 17 JUNE 2006
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Squish and
separate.

BOOKINGS 9250 7777 wd rhyth

SYDMEYOPERAHOUSE COM
TICKETER 13
TICKETER. COM.AL

C ]

ind pushing other mat

HEALY, HUEY BERJAMIN Be rhythmic about it. Give the space:

SUTHERLAND

SET DESIGN VINCE FROST between things a pulse by making
LIGHTING DAMIEN COOPER
COSTUMES JENNIFER IRWIN,

JUSTINE SEYMOUR

CREATIVE ASSOCIATE JANET VERNON

tighter and some looser unless, of co

you're trying:to make something ¢
lifeless, and uninteresting. In that casc

everything should be about the same size,
I
ls a great idea lilze a dull

weight, color, and distance from everything

else. Nothing ki
layout that has no tension. “Withou

trast,” Paul Rand once said, “you’

SYDANREY COMPANY

HMavell [, e — Y oy £ 4 I ]

Every space in this poster is a
different size; every element
has a unique relationship with
every other. Some material is
dense and linear while other
areas are open and round,
Angles are juxtaposed tensely
with curves, large masses with
small. The result is a sequence
of visual contrasts that engage
the eyes by pushing and pulling
at each other.

Frost |'h"'-i;';|\ Avistralio
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Soft, rippling transitions frem
deep black to luminous blue
provide a sensuous backdrop
far the bright, sparkling typa-
graphy in this paster. By changing
the sizes of type clusters, as well
as the spaces between them,
the designer also is able to intro
duce transitions in value that
correspond to similar transitions
in the image

PIILADELPI: 1A
YOUNG ARTISTS ORCI-IESTRA

SMETANA

PHILADELPHIA YOUNG Al

Maith

Distribute light

and dark like 13

firecrackers and
the rising sun.




THE S0UL OF SYRACUSE
of Families of People With Disabilities

AHD DISCUSSING OUR CURRCNT CHALLENGES

Wednesday, June 8, 2005
7:00-9100 p.m.
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Do it on purpose—
or don’t do it
at all.

Cospavinred by Syracuse Univers,
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Hancy Cantar Sue Swenson
_ ¥ Chancellor
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Every attribute of the relatively
simple material in this poster
has been elearly and confidently
resolved. The differences in the
" |
nasty in ni nin i ven

type sizes are unmistakable, as
ware of th are the differences in their color,
and the type's positioning aligns
with strong vertical and haori-
zontal structures in the image.
eis and The resulting negative spaces
saa thaall are visually dynamic.
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Measure
with your
eyes: design
is visual.
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A thing is what 1t looks like—make it look

the way it's supposed to look. The eyes are

[unny things; they're often tooled by visual

stimuli, the notorious optical illusion.

Oddly, optical illusions account for ninety
ent of the visual logic of composition.

Florizontal lines, for example, appear

to drop in space and have to be adjusted

upward to appear centered from top to

bottom. Circular forms always look smaller

than square forms that are mathematically
the same height, so they must be faked a
fittle larger than the square forms to appear
the same size. Make decisions on behalf of
vaur audience: Are the two elements the

same size or not? 1s the form touching the

oy

edge of the format or not? Are two elements
aligning or not? If you intend one element
to align with another, do it by eve—don’t
measure. I the viewer ]‘L'JI.'L'i\'L‘h the

fwo items as aligning, it will assume they
actually do. If you align two items by
measuring and they don't look like they
do, it deesn't matter that they're really
lined up, The viewer will see two items
that look like they should have aligned
and will remember that some sloppy

designer forgot to make sure that they did.

The rough, visceral quality of
this page spread belies the pur-
poseful placement of forms,
The designer has very objectively
perceived the visual presence—
welght, texture, movement,
angularity, transparency, contour—
of each element and has brought
them into alignment and rela-
tionships that are harmonious
and resolved.

Andieas Ortag Austng
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Lakeside Science ﬁ'!idmnlm Park

Allit takes to make an image
new and original—even a bad
one pravided by a client—is a
little manipulation. Whatever
the source of this portrait,
it's been given a new, specific
life with a colar change and a
little texture

Mutabor Gerr

Commissioning illustration
allows a designer to completely
customize the imagery for

a project. Plus, illustration—
whether conventional drawing
and painting or digital-need
not be bound by the laws

of nature.

L

Fraitag, 23. April 2005, 13.00 bis 17.00 Uhr

Na photography or illustration
availabler Can’t draw? No sweat,
A designer with a strang under-
standing of how abstract form
communicates—and what simple
means (here, drawing software
and a blur filter}—can transform
uncomplicated visual elements
into strikingly original and con
ceptually appropriate images.

Clem 160
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Create images—
don’t scavenge.

Make what vou need, and make it the
you can—or pay someone else to do it fe
¥ {:'ri' ng “|\‘|'|"i'w|-!|" I 1
than a commonly used instance ocl
photography that shows up everywhere.

Try not to rely on what already exists,

2 g ik ) . ; .
even though it might be che aper or easier

"‘r\_'r!'l'll'[i!“‘ll"- a "‘H!llill‘l I!HI,I more H['.‘.'.I"fll"lilli

solution is no further away than a couple

of dots and s, or a personalized scribble

that—while not slick, glossy, and full color

(and

esser in mean

for your project

because it was seen last week ina shopping-

er acd, a billboard for used

2 NEWsaD
S Newsj

;, o1 mal

enhancement product pack
might connect powerfully with the
audience. Plus, you can say |Ll.|':lz l'lllilFQl:\_-’.

that vou did it all vourself.
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Conservatoire
National
Supérieur d'Art
Dramatique

Atelier Danse

de 3° année dirigé
par

Caroline Marcadé

Un Bal'BlancNacré

Mercredi 12
et jeudi 13 avril 2006
a 19h30

N

This poster defies nearly all trends
currently in vogue: it’s neither
photographic nar illustrative; it’s
not flashy or glamorous; it's not
technically complex; it doesn’t
look digital; and it’s very nearly
symmetrical. But it conveys energy
and movement, and aptically it's
very powerful.
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Ignore fashion.
Seriously.

everal pood things will come out of it

Although illustration is enjoying
arise in popularity, this particular
illustration is not what's popular:
flat, posterized, clearly digital
images with complex texture and
detail, This image, in honor of its
subject, is nearly handmade in
appearance and harks back to an
earlier time.
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B Y DECORATION FOR DECORATION'S SAKE.
. 2 oo HARD TO IMAGINE IT WAS FROWNED UPON
" i : < UNTIL RECENTLY. NOW PURITY |s ou1' AND
2 e e PATTERN IS VERY MUCH IN. HENCE THE
. . '5' VENEER OF ORNAMEMT THAT ENVELDF‘S
= s -~ S0 MUCH OF CONTEMPORARY DESIG!
= % e SOMETHING SIMILAR I5 SWEEP!NG THE
., - WORLD OF INTERIORS. MUC
2 WORK ON THE FOLLOWING PAGES DERIVES
el ITS POWER FROM THE APPLICATION OF
:,, SURFACE DECORATION. AND WHO BETTER
. TO APPLY IT THAN THE REAL SURFACE
SPECIALISTS? ENTER THE ILLUSTRATOR,
: M e sy
% HER, AND MANY ] E
e [HE FASHION FHOTOCRAPHER, The extremely large type and
s o WELCOME TO THE gn.wmc ZONE. texture in the background appear
=t et S gyt ta pull to the left against the
. "; edge of the page while the white
o Jx ¢ block appears to move to the
-‘ . right. The left alignment of
o §- @ . the text block creates a vertical
By positioning the letters at e o ¢ movement. .. never mind
staggered intervals around the o et S {|  Sneambiguous SrsErauRd
farmat and then rotating the e and background state.

formation in the background, .
the designer creates not only st : |
a dynamic set of positive and I
negative intervals but also '
optical motion and a perception

of shifting between background

and foreground.

Move it!
Static
equals dull.

People make a weird assumption about
wo-dimensional visual stuff, and that is
it’s flat and lifeless! Go Aigure. This is
painters and designers have been working
ike dogs for 1,000 years to create the
illusion of three-dimensional movement
on surface: to fi wH‘n-\m-‘- ini

1 meving experience! If a layo
y flat and fails t

movement or spatial interaction, a state

e a sense ol

that is relatively easy to achieve, the

viewer's brain is likely to be uninterested

enough to hang ¢ what the

1ol ve |I:_‘|Il)‘l't‘ me out.

neathine e
notning o s
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By appropriating the coarse,
slightly washed-out imagery
of Communist propaganda
posters, but adjusting the
cropping and adding other
kinds of elements, this book
cover creates something new
while drawing on the power

of histary to help communicate
the magnitude of the subject.

Look to
history,
but don’t
at it.

I 1
5, DUL O YOur owl

—

This cover for a reissued version
of a significant art-movement
B text represents the energy and

Irreverence of the period and
its style without mimicking it;

instead of repetition and over-
lap, hallmarks of the style, this
type is distorted and deformed.
===l -
|

F.T. Marinett

ht
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Every letter has its own shape,
and, at such a tremendous size
in this poster, those shapes are

all exaggerated; as a result, the
repeated three-letter structure
becomes intricate and asym-
metrical as the viewer is able to
appreciate the varied contours

of black space around the forms,

A dynamically irregular spatter
of red dots introduces random
mavement and a sense of unex-
pected violence,

Although the black figure essen
tially is centered in the format,

it participates in an asymmetrical
arrangement of farms—both
positive and negative—that moves
compaositional elements in a
diagonal breaking of space from
upper left to lower right. The
line of type at the lawer left
enhances the asymmetrical
quality of the arrangement,

Symmetry is the
ultimate evil.
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