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
RotoVision 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
mnterpreting 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.

One s basibe ra valjubliene - unihatne, viedne i w par.

Zippered plastic bags with
evidence stickers package the
books in a series of detective

novels. The books themselves
become artifacts of the crime

novels.

A restrained layout presents
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




In this brochure, color and
geometry provide the only visual
forms to support a message
about efficient business practice.
The circular elements, though
abstract, convey the meaning

in the large quotation through
their arrangement, size rela-
tionships, and color alone; no
extras are needed

Follow effective
action with quiet
reflection. From the
quiet reflection will

come even more
effective action.

~ Peter F. Drucker
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A STORYBOOK

EVENING

2006 GALA

ST.JOSEPH'S HOSPITAL
HEALTH CENTER FOUNDATION

As rich and decorative as this
postcard is, every detail included
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.

Communicate—

don’t decorate.

DESIGN ELEMENTS
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weakened.

Speak with
one visual voice.
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Consistent use of color, typog-
raphy, and application of the
client’s logo across branded
print communications create a
unified presence for a business
entity that will be identified
easily among its competitors.




Use two typeface
families maximum.
OK, maybe three.
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This brochure for an orchestra
balances exuberant abstract
marks with quiet typography.
Sans-serif text and notation
provide ease of use while a
stately serif adds warmth and
contrast that visually comple One type family alone can be
ments the imagery. used to great effect, as seen in
this annual report. Employing
only changes in size and color,
the designer is able to present
a clearly distinguished range
of information with accessible,
elegant restraint.

DESIGN ELEMENTS
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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, in a
sequence of decreasing contrast,
weight, and size, the rest of the
information. These type treat-
ments, along with the movement
created by the title and the
supporting shapes, help move
the viewer’s eyes from most
important item to least important

| Orchestre Nofional
du Copitole de Toulouse
Chezur du Copitole

ftNmnih production du Thédtre
- du Capitols de Toulouse
cato® Avec le soutien de Crédit Agricole S.4.
Dans le eadre du Festival des ragions,
en collaberation
ovec le Théditre du Copitole
ot avec |'Orchestre National
du Capitale de Toulouse
et la ville de Toulouse
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Use the one-two punch!




The muted rose tones in this
fragrance packaging are femi-
nine without being girlish;

a slight 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 Brozil

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 emotional meaning, and this
meaning can vary tremendously between
cultural groups and even individuals.
Color affects visual hierarchy, the legibility
of type, and how people make connections
between disparate items—sometimes called

{
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color coding—so choose wisely. Never
assume that a certain coler, or a combina-
tion of colors, is right for a particular

job because of convention either. Blue
for financial services, for example, is the
standout color cliché of the past fifty
years. Choose colors that are right, not
those that are expected.

O Boticdrio
100ml Jdna
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Exquisite, decisive control of
the minimal elements, align-
ments, and the spaces around
and between them creates a
dynamic, almost architectural
space that is active and three
dimensional... which is all you
really need for a brochure for a
contemporary architecture firm,

Enpresa
gipuzkoarrarekiko
atxikimendua

El Compromiso
de Adegi

con la empresa
guipuzcoana
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If you can
do it with less,
then do it.



+ BritishRedCross

first aid training
for the workplace

0870 1

www.redcross.org.uk/faw

From within a confined space

Negative
enclosed by the visual angles
spaee created by headline and body

text, hands stretch outward to

release a symbolic butterfly;

- -
ls maglc the image’s message is restated

subtly by the compositional
space with which it interacts

create it,
don’t just
fill it up!
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DESIGN ELEMENTS




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

Floyd Bennett Field
New York City's First
it |

ipal Airport
Dedicated May 23,1931




Dramatic changes in type size,
color blocking, and attention to
details such as syllabic breaks
and open leading make the type
in these brochure spreads not
only interesting but also easily

-
read and easy to follow. Bars of I e ls om
color and bold weights help call
out important information. I I lt,
friendl
riendly.

EUROPE HAS
GREAT NEED FOR
-FRIENDLY
ENERGY

DESIGN ELEMENTS




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 horizon and punctuated by

a refreshing yellow field pretty
much explains itself.

QLA Soerssins

oo — . Be universal;
remember
that it’s not

about you.
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Every space in this posteris 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.
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Soft, rippling transitions from
deep black to luminous blue
provide a sensuous backdrop
for the bright, sparkling typo-
graphy in this poster. 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.

Pl ILADELPI- 1A
YOUNG ARTISTS ORCI IESTRA

Sunday, May 15, 2005
3:00 PM e Perelman Theater

“SMETANA

Distribute light

and dark like 13

firecrackers and
the rising sun.
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Wednesday, June 8, 2005
7:00-9:00 p.m.

May Memorial Unitarian

Universalist Society
Be decisive.
|}
Do it on purpose—
or don’t do it
at all.

Co-spiomsore
Center on Dis

acuse University's

utiens of fa
advocating for the

Sue Swenson

A int Director
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FORMER COMMISSIONE!
THE U,5. ADKINISTRATION ON
DEVELOPMENTAL DISABILITIES

Louise C. Wilkinson

Every attribute of the relatively
simple material in this poster
has been clearly and confidently
resolved. The differences in the
type sizes are unmistakable, as
are the differences in their color,
and the type’s positioning aligns
with strong vertical and hori-
zontal structures in the image.
The resulting negative spaces
are visually dynamic.

DESIGN ELEMENTS



Measure
with your
eyes: design
is visual.

A thing is what it looks like—make it look
the way it’s supposed to look. The eyes are
funny things; they’re often fooled by visual
stimuli, the notorious optical illusion.
Oddly, optical illusions account for ninety
percent of the visual logic of composition.
Horizontal lines, for example, appear

to drop in space and have to be adjusted

024 upward to appear centered from top to

025 bottom. Circular forms always look smaller

than square forms that are mathematically
the same height, so they must be faked a
little larger than the square forms to appear
the same size. Make decisions on behalf of
your audience: Are the two elements the
same size or not? Is the form touching the

The rough, visceral quality of
this page spread belies the pur-
poseful placement of forms.

The designer has very objectively
perceived the visual presence—
weight, texture, movement,
angularity, transparency, contour—
of each element and has brought
them into alignment and rela-
tionships that are harmonious
and resolved.

edge of the format or not? Are two elements
aligning or not? If you intend one element
to align with another, do it by eye—don’t
measure. If the viewer perceives the

two 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 doesn’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.



Commissioning illustration
allows a designer to completely

of nature.

customize the imagery for

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

Create images—
don’t scavenge.

Ofisscie ExsHnung und Priseatation

Lakeside Science & Technology Park

Fraitag, 22. April 2005, 13.00 bis 17.00 Uhr

17.09.
27.1.

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

Mo photography or illustration
available? Can’t draw? No sweat
A designer with a strong 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

DESIGN ELEMENTS




Conservatoire
National
Supérieur d'Art
Dramatique

Atelier Danse
de 3 annee dirigé
par./ 7
Caroline Marcade

Un'BalBlantNacré -

Mercredi12 .
et’jeudi 13-avril 2006
a19h30

This poster defies nearly all trends
currently in vogue: it’s neither
photographic nor 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 optically it’s
very powerful.

026
027

W
E%Réﬂ.fu';;""!l:umsrnmi\‘.
:;sm%?mnnuuwsi\‘)'

DRSS

AUE[Ug

SEPT13-0LT.5-20028m nemstt
"] STAEES BACHSTACE YMERTRE TIEHETS $12:415
115 SUCHOAUE N ATLAR 8. 30307

Ignore fashion.
Seriously.

Although illustration is enjoying
a rise 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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formation in the background,
the designer creates not only
adynamic set of positive and
negative intervals but also
optical motion and a perception
of shifting between background
and foreground.

Move it!
Static
equals dull.

DESIGN ELEMENTS
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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 history to help communicate
the magnitude of the subject.

Look fo | oot g P,
history,

but don’t

repeat it.
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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
.
-
F.T. Marinett
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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
movement 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 forms—both
positive and negative—that moves
compositional elements in a
diagonal breaking of space from
upper left to lower right. The
line of type at the lower left
enhances the asymmetrical
quality of the arrangement.

Symmetry is the
ultimate evil.

DESIGN ELEMENTS




