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Introduction


The words we see in books and magazines, on signs and online are designed to be read. This book is about words and letters that are designed to be recognized.


Logotypes – wordmarks, monograms and single-letter marks – are where the verbal becomes visual; where elements that are usually designed to speed the eye across the page invite it to linger; where the choice of font is never less than meaningful; where spaces and spacing are significant; where the composition of words and characters carry weight; where letterforms and even fragments of letterforms can evoke attributes, atmospheres, emotions, events, places, personalities and periods in history.


Once it has become familiar, a logotype is registered by the brain in much the same way as a symbol: as a single, visual entity rather than a set of related verbal ones. Is there anyone who actually reads the words ‘Facebook’ and ‘YouTube’ in the way they read text, when they see them in their familiar fonts and settings?


However, the symbol logo and the logotype are different creatures. Language is no barrier to a symbol, generally; to a logotype, it can be. On the other hand, a logotype needs no accompaniment to do its job of identifying its owner. While it is establishing itself, a symbol needs its hand held by a written name, in the form of a wordmark or other logotype. Only once an association with a brand has taken root in the minds of the audience can a symbol shed its words. There are a handful of symbols – such as those of Shell, Apple and Mercedes-Benz – that require no introduction anywhere; others take a risk if they go it alone.


For Sagi Haviv (1974–), a partner at Chermayeff & Geismar, the logotype is the default option. He told identity blog Logo Design Love: ‘I start off with the premise that there has to be a good reason for a symbol. Examples of good reasons for a symbol include: a very long name; a need to bring together different entities, sub-brands or divisions; or a need for a visual icon as a shorthand. Without a good reason such as these, the focus should be on the name of the entity represented.’


Verbal and visual unite in logotypes. So do art and craft. This book celebrates all four. The art is in the concept of a logotype; in the crystallization of a visual idea. This can emerge from extended, educated experimentation with type and letterforms until something – a solution – appears. It can arrive as the result of a chance observation – a misspelt word, a slip of the tongue or a fortuitous reflection. Occasionally, the idea drops into the mind when least expected. There is a eureka moment. For Archimedes, it came as he stepped into the bath. For Alan Fletcher (1931–2006), searching for the perfect way to marry an ampersand with an ‘A’ in the V&A monogram, it came during his morning shower.


Let no one think, though, that such moments, and such visionary, deceptively simple ideas, arrive completely out of the blue. They are usually the outcome of weeks, even months, of immersion in a client’s brand issues, positioning and business challenges. Inspiration is hard won. As Paula Scher (1948–), the designer behind the current identities for Tiffany & Co., Howcast and New York’s Museum of Modern Art (MoMA), memorably said of her ‘umbrella’ logotype for the financial group Citi: ‘It took me a few seconds to draw it. But it took me 34 years to learn how to draw it in a few seconds.’


And, once a potential solution is identified, the work doesn’t stop. Other routes have to be explored to exhaust the possibilities; there may be an even better idea around the corner. ‘We only know it’s the right idea if we have more than one idea,’ says John Dowling of Dowling Duncan. ‘We had two logos that “came” on day one,’ says Michael Johnson of Johnson Banks. ‘In both cases, the other 19 days of the design stage were spent looking for something better, but we never bettered that first idea. Having said that, we have many more examples that came after arduous and exhaustive design stages.’ According to Atelier Works’ Quentin Newark, ‘The months of background work are crucial. Only by understanding the organization, its past, its competitors, the industry situation, its ambitions and its audiences – which are all facets of the “problem” – can you begin to think of solutions. You could argue that it’s because of the spadework – leading to a concise and exact definition of the problem – that a clever, elegant solution becomes possible.’


The idea is only part of the solution, though. After the art comes the craft. Specialist type designers are regularly asked to help to achieve the idea in the designer’s mind: a particular union of letters, for example, or a harmonious, balanced composition of words. On occasion, the demand is for a completely new, bespoke font in several weights as part of a corporate identity system, on which the logotype will be based. (See pp. 12–13: Logotypes: The type specialist’s view.)


Type designers are the modern descendants of pioneering craftsmen like Nicolas Jenson (1420–80) and Claude Garamond (1480–1561) who carved letterforms with astonishing precision from small wooden blocks in the earliest days of printing. But logotypes have a much longer lineage. They arrived with the Greeks and the Romans, when new coins bore designs of interwoven letters to represent contemporary rulers. This was the birth of the monogram (meaning ‘single line’), the kind of logotype usually seen today on the doors, uniforms and menus of smart hotels, restaurants and department stores.
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Sketches made by Mike Dempsey on the number 38 bus that led to the identity for the English National Opera (ENO), proving that inspiration can strike at any time; the final ENO logo, by CDT Design; Victoria & Albert Museum identity, conceived in the shower by Pentagram’s Alan Fletcher; YouTube logo, designed by co-founder Chad Hurley; Facebook logo, designed by Cuban Council and Test Pilot Collective.


Craftspeople painted or inscribed their own monograms on to tiles, vases, bricks and other ceramic products. This form of artistic signature was probably also the first form of the commercial logotype, and it grew in sophistication until monograms came to be designed not to be read, but simply to be recognized. This tradition never died; craftspeople through the ages have done the same.


The Romans also gave us the Latin alphabet – the basis for much of the modern world’s written communication – and their stone carvers laid the foundation for the ‘roman’ typefaces developed soon after the invention of printing. Etruscan and Roman lapidaries painted their capitals on to the marble surface before inscribing them with such fidelity and sensitivity that the carved letters bore many of the subtle, human qualities of the painted ones: thick and thin strokes, graceful ‘tails’ and thicker areas at the start of strokes, where the brush made contact with the stone. These qualities can be seen in the strokes, tails and serifs of early, noncalligraphic typefaces such as Bembo (c.1495) and Garamond (sixteenth century), and in their modern, digitalfriendly counterparts.


Probably the first logos in the modern sense (of being widely distributed, for the means of identifying commercial entities) were the marks used by the earliest printers in the fifteenth century on the title or end pages of their publications. These displayed enormous invention and visual economy, ranging from decorated monograms, such as William Caxton’s, to orb-and-cross designs with initials, and from pictorial puns on the printer’s name to allegorical engravings. Later, it was the printing trade that gave us the word ‘logotype’: in the days of hot-metal typesetting, ‘logotype’ was the term for a single piece of type bearing two or more distinct elements.


Today, there are logotypes wherever you look. The most traditional forms – monograms, signatures, plain type – still offer possibilities to designers of corporate identities. But the accelerating advances in printing, media and design technologies have opened the door to infinite variety. Designers can manipulate, integrate and decorate letterforms and words with almost total freedom, and realize visual ideas that, a generation ago, would have had to remain in the imagination.


They also have an enormous palette of typefaces with which to work.
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Giving character to characters: Typefaces have a Jekyll and Hyde effect on words, and today the range of personalities available is greater than at any time in the past.


Beginning with the boom in display faces in the ninet eenth century – big, bold, attention-grabbing alphabets for bellowing the headlines of theatrical bills and ‘wanted’ posters – the development of typefaces for advertising and branding (as distinct from text) has been unrelenting.
 Font fashions have come, gone and come back again. And, in their search for the new, designers have revived the old. Even fonts that had been cast into type wilderness are finding new audiences. Bookman, Cooper Black, Avant Garde: nothing is off-limits. There is even a logotype in this book that makes use of Souvenir (see Tomorrow by KentLyons, p.33), a font first designed in 1914 but not a hit until released by the International Typeface Corporation (ITC) in 1970, and whose instant over-use by designers and ad agencies consigned it to eternal association with soft-focus advertising, soft rock and soft porn.


Of course, the digital revolution hasn’t just helped to give old faces a makeover; it has democratized type design and unlocked a flood of new typefaces. FontShop, the world’s first digital font reseller, stocks thousands of high-quality, handpicked fonts from major foundries and independent type designers. With the right software package, anyone can experiment with type design, and turn out a font to his or her own taste, whether that’s a stern slab serif, a faux cyrillic, an extra-light script or something bold and brutalist.


It is not a development that impresses everyone. Italian-American designer Massimo Vignelli (1931–), the man most responsible for instigating corporate America’s love affair with Swiss-made Helvetica (1957) in the mid 1960s, maintains that any designer worth his or her salt can get by on half a dozen cultured, tried-andtested typefaces. For many years ‘ideas-led’ design consultancies such as Pentagram promoted the same philosophy. But, in logotype design at least, character and distinctiveness in type design have trumped ‘good’ taste and breeding. More, not less, is more in this particular field of design.


It is also a field where change has become the norm. Commercial pressures, changes of senior personnel in companies and developments in technology and media all test the resolve of organizations to stick with the identity they already have. But every rebrand is a risk; there are almost always those who will defend an existing identity, no matter what its formal qualities. Brands are very much more than logos, but logos are what people grow attached to; they offer a focal point for all the feelings, good and bad, about a brand. No other element of a brand ever draws a more impassioned defence than a logo under threat of replacement. Just ask clothes retailer The Gap, whose switch to Helvetica caused uproar among sections of its customer base, or United Airlines, whose Saul Bass-designed double-U mark was lost, to the publicly voiced disgust of thousands of travellers, in the merger with Continental. There are countless other examples.


This state of restlessness applies to identities themselves. Some clients have experimented with alternative ways of commissioning identities, such as crowdsourcing and public competitions – department store JC Penney recently replaced its Massimo Vignelli-designed wordmark with one submitted by a third-year graphic-design student at the University of Cincinnati. The development of the ‘flexible’ or ‘dynamic’ identity – the kind that has multiple, interchangeable variations – and the widening number of media and experiences through which brand identity is being expressed have led some designers and commentators to question the value of a fixed, neverchanging logo in a brand world of constant flux.


Is the logo dead? The rich diversity of ideas in this book would suggest that the logotype, at least, is more alive than ever. And, in a future in which logos will have to work ever harder, with ever less media time and space in which to operate, the kind that communicates both visually and verbally in a single, self-contained mark could easily come to dominate the creation of brand identity.
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Typical logo applications. Left to right, from top: Midi café menu, by Coast; packaging and menus for Marmalade Toast café by & lettering on concrete at The Hepworth Wakefield by APFEL; Harrods carrier bag by Minale Tattersfield; website for Haptic Architects by BOB Design; signage at the BK Italia factory by Vignelli Associates; business card for Highly Solar by Hesign; Melinda fruit sticker by Minale Tattersfield.


Logotypes: The type specialist’s view


On high-profile branding programmes, where the fine detail of a logotype needs to be faultless, design companies often seek the expert input of a specialist type design studio.
 Fontsmith, based near London Bridge, is known for its development of commercially available fonts such as FS Albert and FS Lola, as well as fonts for clients such as Channel 4 and BBC One. But the studio also provides a logo design service, with projects ranging from refining the draft logotypes of other agencies to developing a typographic ‘route’ as part of a brand pitch or presentation, to taking the brand brief and crafting a fully formed, ready-to-use logotype from first principles.


The studio was founded by Jason Smith in 1999. Here, he talks about its work, and how an in-depth knowledge of letterforms can lead to better logotypes.


‘When I learned to draw type at Monotype, the first thing I was asked to do was draw a 12-inch-diameter circle without a compass: turning the paper, sketching it out, looking at it, shaving bits off and so on. It was a brilliant exercise: when I thought I had a perfect circle I marked it out, and it wasn’t.


‘Everyone can see when a painting or a building or a logotype is aesthetically pleasing, but it’s the job of painters, architects and type designers to figure out why it is. I look at a lot of logotypes and I see missed opportunities. I’ll look at one and see a loop or a different ending, or a ligature that would have made it distinctive.


‘The arrow in the FedEx logo – people love having that pointed out to them. That kind of feature makes every client and every customer happy. And that’s what you’re always reaching for: that special element where the penny drops. ‘Something every designer should do is learn how to achieve expression through type. How do you make a word like “fizzy” look fizzy? It’s not about typing out the name in Helvetica and applying a “fizzy” filter to it. It’s about thinking of an idea and drawing it.


‘Here, we always start with a blank piece of paper. We start sketching, and we develop an idea. Everyone here can draw really well; they’ve all got an eye for shapes, curves and balance. We search the words in a name for any interesting relationships between the letterforms that can become the hook. Then we apply an essence or vibe to it to capture the personality of the brand.


‘An identity in its most basic form is a name. The next layer is the way you present it. That’s the clever bit: conveying a message through a name. If you can build an identity in black and white, with just the name and something going on inside it, that’s the holy grail.’
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Birth of a logotype: AV Browne commissioned Fontsmith to develop a logotype and bespoke corporate font for the Northern Ireland Tourist Board. ‘It was very important that we gave it a hint of Irish heritage,’ says Fontsmith’s Jason Smith, ‘but also that we made it feel much younger, to echo their imagery and the kind of experiences the NITB wanted to focus on.’


This series of images gives a glimpse of the design process, from an initial moodboard that captures some of the desired font characteristics (top left), through sketches and character design (which focused on the serif terminals), refinements and testing, to applications. Setting the logotype (bottom left) in lower case enabled it to highlight the country’s initials.









We begin with a survey of logotypes at their simplest: a word or an abbreviation set in a typeface chosen to convey something of the nature, stature or character of the organization. It is where the focus falls squarely on the letterforms themselves and on the communication of basic, essential values through type. It is where logotypes most closely follow typeface fashion, and where simplicity can lead to longevity.
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1. American Airlines


International airline, USA Designed by Unimark International (Massimo Vignelli), 1967 In a book dedicated to expressive wordmarks, we start at the more taciturn end of the scale. Helvetica, the typeface that forms the basis for the logotypes of American Airlines, Jeep, Crate&Barrel, Microsoft, Panasonic, 3M and dozens of other global brands (as well as many more fashionable names that would shun associations with traditional big business), was considered the height of efficient, unruffled modernity when it was first applied in logotypes in the mid-1960s.


A new generation of American design firms, led by Unimark International in Chicago, adopted Helvetica as their house typeface. It responded to a need for a compact, effective, highly readable text font, and it became the modernist cornerstone of a look that signalled a new, expansive technological era in American commerce.


One of the first projects for Milan-born Massimo Vignelli (1931) after he started Unimark’s New York office was to develop an identity to replace American Airlines’ signature eagle symbol. His solution – the name in bold Helvetica in red and blue – outraged employees, who demanded an eagle on their aircraft tails. Vignelli, equally outraged at the demands for what he saw as superfluous and sentimental decoration, eventually relented and grudgingly crafted a highly stylized eagle to take a back seat within an ‘AA’ version of the identity.


Vignelli, who claims that no graphic designer needs more than six typefaces in his/her armoury, went on to apply Helvetica in numerous logotypes – including the New York City Subway’s iconic signage – that survive to this day.
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2. Streetlab


Skateboard retailer, Sweden Designed by We Recommend (Martin Fredricson, Nikolaj Knop), 2010 The neutrality of Neue Helvetica (a revision of Helvetica developed in 1983) helps this skate retailer steer clear of visual clashes with the brands it stocks.
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3. Sadie Coles HQ


Contemporary art gallery, UK Designed by Farrow, 1997 Like the gallery space, the logotype plays an almost silent role, in subservience to the art it encompasses.
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4. Cristina Guerra Contemporary Art Contemporary art gallery, Portugal Designed by Atelier Pedro Falcão, 2001 Art gallery names, like fashion brands, frequently echo the identity of their founders. Pedro Falcão’s aim with this gallery identity was legibility and timelessness, ‘similar to a perfume brand’.
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5. ST Holdings


Record distribution and label management, UK Designed by Give Up Art (Stuart Hammersley), 2010 An unassuming wordmark for a selfproclaimed ‘boring box-packer’ of the music industry.
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6. Asprey


Luxury goods brand, UK Designed by Pentagram (Angus Hyland), 2002 For the company that has enjoyed royal patronage since 1862, a logotype with stately letterspacing and a final flourish to mark its split from Garrard in 2002.
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7. BurdaStyle


Online sewing community and resource, USA Designed by Area 17 (Audrey Templier), 2008 A digital off shoot of Burda Style, Germany’s leading DIY sewing publication, with a reinterpretation of the magazine’s logotype that centres the brand on fashion and style.
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8. Cubus


Family fashion retailer, Norway Designed by Stockholm Design Lab, 2007 A clean, modern identity that repositioned this major retail brand and helped to consolidate its presence in the rest of Scandinavia and northern Europe.
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9. LazyLazy.com


Online family fashion retailer, Denmark Designed by We Recommend (Martin Fredricson, Nikolaj Knop), 2010
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10. Nailxpress


Nail polish strip brand, Spain Designed by Talking (Gonzalo Sanchez, Fabián Vázquez), 2009 Simple, straightforward typography on monochrome packaging, displays and collateral helps put the focus on the brand’s main asset: the spectrum of colours in its product range.
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11. Douglas Entertainment


TV and film producer, Denmark Designed by We Recommend (Martin Fredricson, Nikolaj Knop), 2010 A simple, versatile wordmark based on a modified version of the Akzidenz-Grotesk typeface (the 1898 precursor of Helvetica and Univers), designed to sit comfortably with the look of any of the company’s productions.
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12. Heller


Furniture and housewares manufacturer, USA Designed by Vignelli Associates (Massimo Vignelli), 1972 Not only did Massimo Vignelli create Heller’s Helvetica wordmark, he also designed the company’s first ever product: a line of melamine stacking dinnerware. As well as developing corporate identities, Vignelli and his wife Leila have applied their modernist, objective design language to numerous products and interiors.
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13. Hertz


International car rental company, USA Designed by Landor Associates (Charles Routhier, Bina Kijmedee and Juliane Freitas), 2009 Landor’s identity loses the dated drop shadow of the old Hertz wordmark but keeps the italics and yellow (as a background), retaining a connection with the past while seeking to catch the eye of modern customers: cash-strapped but demanding personalized service.
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14. Spiritualized


Rock band, UK Designed by Farrow, 1997 Created to coincide with the release of the third Spiritualized album, Ladies and Gentlemen We Are Floating in Space, Farrow’s utilitarian Helvetica identity perfectly complemented its packaging for the CD, which parodied packaging for prescription medicine.
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15. Jeep


Off-road vehicle brand, USA Designer unknown, 1960s Pure, no-nonsense Helvetica Bold for the original off-road vehicle. The origin of the name itself is still disputed among Jeep® enthusiasts, with some claiming it emerged from the designation ‘GP’ (short for ‘General Purpose Vehicle’) and others maintaining that GIs named it after Popeye’s magical, otherworldly pet, Eugene the Jeep. The wordmark first appeared on vehicles in the 1960s. (Courtesy of Chrysler-Jeep LLC)
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16. Crate & Barrel


Housewares retailer, USA Designed by Tom Shortlidge, 1968 When a young American couple, Gordon and Carole Segal, opened the first Crate & Barrel store in December 1962, their aim was to put before a discerning American audience the kind of well-designed, modern, durable products they had seen on sale in European cities while name was inspired by the bulk packaging in which their stock arrived from Europe, which they overturned to create product displays.


When the company started to branch out in the late 1960s, the Segals turned to Tom Shortlidge, a young art director at Young & Rubicam who had worked weekends in the original Chicago Old Town store to earn a little extra cash. His opinion was sought by Segal on a proposed new logo to replace the existing allcaps stencil wordmark.


‘I thought it was a nice logo–but for someone else,’ recalls Shortlidge, who has rarely spoken about his involvement with the iconic US brand. ‘It was a stylized C+B, and would have been very appropriate for a glass manufacturer. The warmth of the name “Crate and Barrel” and what that implied was missing.’


Segal invited Shortlidge to have a go. ‘To refl ect the store’s Europeanness, I started looking at Helvetica, then a relatively new typeface in the US and one that I had introduced to the in-store signage during my brief tenure as a part-time employee. But I needed to alter Helvetica a bit to make the logo more distinctive. The “C” was made rounder and closed into more of a circle. The tail on the ampersand was extended, and other characters were tinkered with subtly.’


It was the application of the black, bold logo around the corners of boxes, bags and displays from late 1968 that really impressed the Crate & Barrel brand on the American shopper’s consciousness. Every carrier bag became a commercial for the store on the streets of American cities, conferring on its bearer a chic European sophistication. With more than 100 storefronts in the USA, the brand plans to go global, bringing its American take on Euro- chic to, it says, ‘every corner of the world’ – including Europe.
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17. Syfy


Cable TV channel, USA Designed by Proud Creative, 2009 Launched in 1992, the SciFi Channel changed its spelling in 2009 and thereby turned a genre into an ownable, marketable trademark, freeing it to move into other genres such as reality TV, fantasy, paranormal and horror. Likewise, Proud’s identity aimed for timeless, non-genrespecific simplicity.
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18. Teach First


Educational charity, UK Designed by Spencer du Bois (John Spencer), 2010 Calm, solidity and understated confidence for a highly regarded independent charity.
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19. Knoll


Furniture manufacturer, USA Designed by Unimark International (Massimo Vignelli), 1966 Massimo Vignelli and his co-founders at Unimark International in the mid-1960s were passionate about objectivity, systems and functionality in design and typography (see American Airlines, pp16–17). Knoll, a US-based company with roots in European modernism and pledged to the values of the Bauhaus, was the perfect client for the Unimark treatment. Helvetica’s unusually large x-height (i.e. the height of standard lower-case letters like x, n, o, a and e) gave individual words and names – like ‘Knoll’ – an internal stability and visual strength that traditional typefaces with long ascenders and descenders couldn’t generate. A company like Knoll needed nothing more, nothing less.
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20. Openfield


Grain supplier, UK Designed by Purpose (Rob Howsam, Stuart Youngs, Justin Davies), 2008 A wordmark to refl ect the positive, inclusive spirit of a grain distribution company that shares its profits with farm owners.
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1. Erco


Architectural lighting manufacturer, Germany Designed by Otl Aicher, 1974 A font whose letters are composed of thick strokes is said to be ‘bold’; one whose letters have fine strokes is termed ‘light’. Erco, a company that illuminates architectural environments, has for almost 40 years been graced by a logotype that gets lighter with every letter.


The designer responsible for these strokes of brilliance was Otl Aicher (1922–91), a pioneering graphic designer and educator whose career is closely tied to Germany’s post-war recovery. Having actively opposed the Nazi regime, then helped the recovery of his hometown Ulm by co-founding the highly influential Hochschule für Gestaltung in 1953, he immersed himself in creating a unified look for an event that symbolized his country’s restoration to international respectability: the 1972 Olympic Games in Munich.


Aicher and his studio created graphic systems that covered every element of the Games, from his muchcelebrated pictograms and posters to mascots and memorabilia. Aicher extended his pictogram system for use at Munich Airport, and it was this set of symbols that Erco wished to license – for a series of directional sign luminaires – when they approached Aicher in 1974.


With a new marketing motto of ‘Light not luminaires’, and a new target audience of architects and interior designers in mind, Erco commissioned an entire identity system from Aicher, from logo to exhibition stands to catalogues and brochures. The typeface Aicher chose was Univers, designed by Swiss typographer Adrian Frutiger (b.1928). What made it perfect for Aicher’s purposes was its multiplicity of weight and width combinations, each connoted by a different two-digit number.


The ‘E’ of ‘ERCO’ is set in Univers 65 Bold; the ‘R’ in Univers 55 Roman; and the ‘C’ in Univers 45 Light. The ‘O’ was lighter than the lightest weight of Univers, and was individually cut to complete the progression.


It is usually logos, not their designers, whose lives are cut short. In this case, though, it was the reverse; the Erco logo lives on, but Aicher was tragically killed in a traffic accident in 1991, aged 69.
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2. Ruth Tomlinson


Bespoke jeweller, UK Designed by Felt Branding (Scott Manning, Tom Rogers), 2009 Jeweller to the A-list, Ruth Tomlinson raised her profile with an elegant, restrained identity that complements the intricate, handcrafted nature of her creations.
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3. Indie


Advertising agency, The Netherlands Designed by The Stone Twins (Declan and Garech Stone), 2009 A name and a launch event apparently influenced by the new frugality (in its most relative sense) in the advertising industry. The name suggests creativity on a low budget, while the launch simply involved spreading a giant branded beach towel on a public beach in Cannes during the annual Cannes Lions Festival. Indie personnel placed a few bottles of wine in an ice bucket next to the towel, and walked off.
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4. Lichthaus Arnsberg


Contemporary art and performance space, Germany Designed by Hesign International, 2010 A simple wordmark with an enigmatic appendage, apparently referring to the angular architecture of the glasshouse space and its ambient conditions, which fluctuate between light and dark.
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5. Good


Print and online magazine, USA Designed by Area 17 (Arnaud Mercier), 2006 Good calls itself the ‘integrated media platform for people who want to live well and do good’. Its two main outlets are a quarterly magazine and a website (www.good.is), with each edition devoted to a topic or theme, such as water, food, transport or work.


[image: image]


6. Foodily.com


Online recipe finder, USA Designed by Six (John Kariolis), 2010 Started by a group of food lovers in San Mateo, California, Foodily claims to be ‘the world’s largest recipe network’. Its wordmark reflects the spirit of well-fed joie de vivre.
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7. International Center for Journalists


Non-profit professional organization, USA Designed by Siegel & Gale, 2009 Established in the mid 1980s, the ICFJ promotes journalistic quality and integrity worldwide, in the belief that it can help bring about positive change. Its no-nonsense, interlocking letterforms suggest strength and plain speaking with considerably more success than its old symbol of a globe encircled by a bendy pen.
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8. Inditex


Fashion distributor, Spain Designed by Summa (Wladimir Marnich), 1999 Founded in 1975 by the reclusive Amancio Ortega – Spain’s richest man in 2011 – Inditex owns around 100 businesses, including Zara, Massimo Dutti and Bershka. The group’s 2001 flotation was preceded by the launch of this new identity and an extremely rare, headline-making public appearance by Ortega.
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9. JW Trading


Consumer goods trading company, Hong Kong Designed by Loovvool (Hannes Unt), 2008 An identity designed to convey a sophisticated, European, fashionoriented positioning to the premium retailers and spas with which it trades in China and Hong Kong.
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10. Hearst Corporation


Media conglomerate, USA Designed by Chermayeff & Geismar, 2005 To coincide with the opening of the showpiece Hearst Tower headquarters at 300 West 57th St, Manhattan, Hearst also invested in a new brand architecture and logotype that would identify its many divisions and products in a consistent, distinctive way.


[image: image]


11. Heal’s


Department store chain, UK Designed by Pentagram (Domenic Lippa), 2005 After almost 200 years in business with only tentative expansion beyond its Tottenham Court Road headquarters in London, Heal’s felt safe and predictable. Domenic Lippa’s monochrome identity and packaging, echoing that of Crate & Barrel in the USA, made the Heal’s brand relevant and contemporary, and looks set to last. Not 200 years, perhaps, but for a while yet.


[image: image]


12. Okinaha


Health and anti-aging treatment store, Belgium Designed by Coast (Frederic Vanhorenbeke), 2009 Named after the Japanese archipelago with the world’s highest percentage of centenarians, Okinaha is based on principles of health, longevity, purity and oriental simplicity.


[image: image]


13. Guggenheim Partners


Investment management services, USA Designed by Chermayeff & Geismar, 2002 The name is legendary in American business and this logotype, for a group of financial services brought together by the Guggenheim family and a small group of partners, makes visual capital of it.


[image: image]


14. Braun


Consumer products brand, Germany Designed by Wolfgang Schmittel, 1952 The world knows Braun best for its electric shavers; the design world loves the company for the serenely simple products designed by Dieter Rams from the 1950s onwards, and for the logotype that graced them.


The blueprint for the famous wordmark was created in 1934 by Will Münch. It featured white characters (curiously, all upper case until the ‘n’) with a black drop shadow, and an extra-tall ‘A’, whose shape echoed that of the ‘n’ as well as the profile of the radios Braun was best-known for. Black letters, without shadows, were adopted in 1939.


Wolfgang Schmittel, a freelancer in the company’s design department at the time, redrew the logotype on a square grid, so that the four smaller letters all followed a consistent 2:1 height-to-width ratio. The ‘A’ remained taller with a ratio of 8:3, and the white space within the letterforms was of equal thickness to the black strokes. This systematic revision gave the wordmark balance, symmetry and instant recognition.


[image: image]


15. Gravitas


Game manufacturer, Canada Designed by Hambly & Woolley (Bob Hambly, Frances Chen), 2008 A logotype with weight and authority to represent a game that encourages bold personal responses to deep questions.
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16. Hahmo Design


Cross-disciplinary design company, Finland Designed by Hahmo (Pekka Piippo, Antti Raudaskoski), 2003


[image: image]





17. Mass LBP


Public engagement consultancy, Canada Designed by Concrete (Diti Katona, John Pylypczak, Jordan Poirier), 2008 Mass LBP’s identity makes the organization feel more populist and accessible, and creates impact in applications with very limited budgets.


[image: image]


18. Jerwood Gallery


Contemporary art gallery, UK Designed by Rose, 2010 For a gallery that sits on the seafront in Hastings among the famous, tall black fishing huts, a logotype inspired by the hand-painted registration numbers of local boats.


[image: image]


19. Samuel H Kress Foundation


Art history education fund, USA Designed by C&G Partners, 2008 Samuel H Kress was father of a national empire of dime stores selling affordable, durable housewares. With his wealth, he established a foundation to advance the conservation of pre-20th-century European art. C&G Partners’ custom typography includes a ‘K’ inspired by decorative details on one of SH Kress & Co.’s art-deco stores.
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20. Terry Moore Design


Interior design company, UK Designed by Kimpton (David Kimpton, Katie Alger), 2010 A monogram that repeats the founder’s initials to emphasize his ownership of his firm’s design output.
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21. MediaCom


International media agency, UK Designed by Rose, 2009 A high-visibility logotype for a business built on making its clients more visible.


[image: image]


22. Ricoh


Office equipment and camera manufacturer, Japan Designed by Landor Associates, 2010 Established in 1936 as Rikagaku Kogyo, the business machine maker westernized its name, step-by-step, over nearly 30 years, ending up with Ricoh in 1963. Landor’s revisions to its logotype are intended to enhance its ‘readability on a global scale’.


[image: image]


23. Lisson Gallery


Contemporary art gallery, UK Designed by A2/SW/HK, 2007 Sometimes, a little typographic refinement can make all the difference. The finely judged tweaks made by A2/SW/HK to the Lisson Gallery’s letterspaced Gill Sans wordmark – such as reducing the space between the two words, widening and opening out the ‘G’ to complement the ‘S’, shortening the mid-stroke of the ‘E’ and deepening the ‘v’ of the ‘Y’ – made for a more unified, balanced and optically pleasing logotype.


[image: image]


24. Vitsœ


Furniture manufacturer, UK Designed by Wolfgang Schmidt, 1969 In the late 1950s, Danish furniture entrepreneur Niels Wiese Vitsœ was introduced to Braun’s chief designer, Dieter Rams, by designer-maker Otto Zapf. Vitsœ and Zapf set up their own business to manufacture the Rams-designed 606 Universal Shelving System – a precision-engineered design classic. When Zapf left in 1969, Vitsœ & Zapf became Vitsœ, with a wordmark in Univers 75 Black, whose ‘Œ’ ligature was hand drawn by Wolfgang Schmidt to include the full counter (internal space) of the ‘O’ element – the standard Univers ligature resembled a reversed ‘D’ fused to an ‘E’. In so doing, Schmidt created a unique typographic glyph, and a highly distinctive logotype.


[image: image]


25. The Savoy


Luxury hotel, UK Designed by Pentagram (John Rushworth), 2008 To coincide with its roof-to-basement refurbishment, The Savoy gained a logo that is a contemporary evocation of its theatrical heyday, based on its most distinctive and flamboyant visual feature: the 12 m (40 ft) neon sign that greets guests as they arrive.


[image: image]








26. Stedelijk Museum


Modern art museum, The Netherlands Designed by Total Design (Wim Crouwel), 1963 It is a sign of how timeless the simplest logotypes can be that this section of the book includes many wordmarks still in use 40 years or more after they were designed. Their longevity, though, also has much to do with their owners’ enduring attachment to the values and ideas that brought their identities into being, such as modernist principles of simplicity, accessibility, functionality and clarity.


When Edy de Wilde was appointed head of Amsterdam’s Stedelijk Museum in 1962, he brought with him a young designer, Wim Crouwel, who had designed a series of daring posters and catalogues for De Wilde at the Van Abbemuseum in Eindhoven.


One of the first tasks for Crouwel was to establish a modern identity for the museum. He aimed for a typographic style that would be easily recognizable and individual to the Stedelijk, but that wouldn’t detract from the artistic subject matter.


An admirer of rationalist Swiss design, Crouwel found what he needed in Univers, a typeface designed in a wide range of weights almost a decade earlier by Swiss typographer Adrian Frutiger. Crouwel employed Univers for the museum’s monogram and the text on its communications. Univers had been designed as a neutral, functionalist typeface, but in Crouwel’s hands, on a long series of Stedelijk posters, it became the core element of what became known in The Netherlands as the ‘SM style’.


It was Crouwel’s relationship with the Stedelijk that helped to get Total Design, the pioneering multidisciplinary consultancy that he cofounded, off the ground. He remained responsible for the museum’s identity and graphics until 1985, when De Wilde stepped down. Through his design of radical typefaces, such as the pixellated New Alphabet in 1967, and a series of identities for TD’s corporate clients in the 1960s and 1970s, Crouwel influenced generations of graphic designers. Not many of his wordmarks remain in use, but one of his very first does. For the Stedelijk, the visual identity Crouwel created to complement the museum’s displays is as relevant and powerful as ever.


[image: image]


27. Republic


Fashion retailer, UK Designed by B&W Studio (Lee Bradley, Andrew Droog), 2009


[image: image]


28. Restaurant Tschine


Restaurant, Switzerland Designed by Hotz & Hotz (Roman Imhof), 2007 Tschine is the casual dining restaurant at the five-star Carlton Hotel in St Moritz. Its identity needed to reflect its more contemporary tone, while still conveying prestige and sophistication.


[image: image]


29. Quintessentially


Private members’ club, UK Designed by Rose (Garry Blackburn), 2002 A case of letterspacing spelling luxury and exclusivity.


[image: image]


30. The Hepworth Wakefield


Contemporary art gallery, UK Designed by A Practice For Everyday Life (APFEL), 2009 The Hepworth Wakefield opened in 2011 and houses a collection of 20th-century art that includes many works by Barbara Hepworth (1903–75), Wakefield’s most celebrated artistic off spring. The gallery’s logotype echoes the British modernist typefaces of Hepworth’s era, and the oblique tips of the letters reference the pitched roofs of the building forms, designed by David Chipperfield Architects.
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1. aarrkk


Property developer and invester, UK Designed by Brownjohn (James Beveridge), 2009


[image: image]


2. Evo


Fitness centre chain, Norway Designed by Mission Design (Gary Swindell), 2009 Hints of wheels and legs in this wordmark for a fitness centre chain attempting to evolve (hence the name) this established market.


[image: image]


3. Sirca


Financial data provider, Australia Designed by Naughtyfish (Paul Garbett), 2009


[image: image]


4. Loft Investments


Financial services provider, Sweden Designed by Lundgren+Lindqvist, 2010 In a highly conservative market, Loft’s identity suggests a fresh approach without ringing alarm bells, employing strong typography to establish trust.


[image: image]


5. Ferrovial


Infrastructure and construction company, Spain Designed by Summa (Andreu Balius, Daniel Bembibre, Tilman Solé), 2008 Summa developed a typeface to identify Ferrovial and its many subsidiaries. Following rapid growth and evolution from a construction company into an international designer, sponsor and builder of major infrastructure projects, the group is given a human, contemporary face through the logotype.


[image: image]


6. Nederlandse Staatsloterij


National lottery, The Netherlands Designed by Teldesign (Jaco Emmen, René de Jong), 2007 A simple, durable wordmark to sit easily with the many brands under the lottery’s wings.


[image: image]


7. Urban Splash


Property developer and regenerator, UK Designed by North, 2008 For Urban Splash, one of the UK’s most enterprising residential property developers, North created a typographically led identity system based on an ‘organic’, custom font designed with type design house Dalton Maag. The alphabet includes alternative designs for many letters, such as ‘g’, ‘e’, ‘a’ and ‘y’. This offers designers numerous options when branding individual developments while ensuring their designs remain recognizably onbrand. It also allows the type family to be added to over time. Like an Urban Splash property, it’s a work in progress.


[image: image]


8. Golla


Personal electronics carriers, Finland Designed by Hahmo (Pekka Piippo), 2000


[image: image]


9. seymourpowell


Product design consultancy, UK Designed by GBH, 2002 On the face of it, a simple lower-case wordmark. But, by highlighting the ‘we’ and adding words like ‘think’ and ‘transform’, the identity doubles as a strapline. And, by doing something similar with the ‘our’ and appending nouns such as ‘foresight’ and ‘proposal’, it marks the firm’s ownership of its skills and creations.
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1. Atelier LaDurance


Denim fashion brand, France Designed by Boy Bastiaens/Stormhand, 2002 Timelessness and stylish Gallic unfussiness for this exclusive denim label.


[image: image]


2. Folksam


Insurer, Sweden Designed by Stockholm Design Lab, 2001 With roots in Swedish trade union and cooperative culture and a name that sprang from the merger of its two insurance branches (Folket [people] and Samarbete [cooperation]), Folksam is one of the country’s largest insurers and investment managers. Its identity, in a high-contrast serif face, has a homely, modest, uncorporate air.


[image: image]


3. Goldlog


Rock band, Norway Designed by KalleGraphics, 2005 American Typewriter, tightly tracked, lends a gentle, DIY feel to the identity for a folk-influenced band.


[image: image]


4. Kaspar


Luxury stationery brand, Switzerland Designed by Hotz & Hotz (Roman Imhof, Herbert Seybold), 2006 For a business dealing in products such as notebooks bound in full-grain leather and writing cabinets made of cow’s horn, a hand-drawn logotype that attempts to fuse the sophisticated character of serif type with the soft, fluent look of handwriting in ink.


[image: image]


5. Kemistry Gallery


Graphic design gallery, UK Designed by Proud Creative, 2005 Understatement with, in the ligature between ‘s’ and ‘t’, a quiet flourish for a wordmark that mustn’t shout louder than the work on show.


[image: image]


6. People Tree


Fair Trade fashion brand, UK/Japan Designed by Practice + Theory (Andreas Pohancenik), 2007 People Tree designs exclusive fashion for manufacture by 50 Fair Trade groups in 15 countries, employing local skills and creating jobs in marginalized communities. Its wordmark was created to work across a range of applications, from stitched labels to catalogues to the brand’s website.
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