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Introduction


The seeds of this book were sown in a special issue of Creative Review magazine, in which my colleagues and I attempted to tell the stories behind the creation of some of the world’s best-known logos. As with the issue, this book is also a group of favourites, rather than an attempt at a definitive ‘best ever’ list. The logos are not ranked in any order; while they have each vied for attention in the real world, they are not in competition here.


My use of the term ‘logo’ is as a catch-all that includes logotypes (typographic or wordmark logos) and symbols (pictorial logos). Of the 29 featured, for example, 13 are symbolic in nature, 13 are based on an arrangement of letterforms, and the remaining three are best described as a combination of the two approaches. And yet, they are all so different. One was conceived on a scrap of paper in the back of a taxi (I Love New York), while another was thought-up in the shower (V&A); one owes its existence to latenineteenth-century penmanship (Coca-Cola), another to a trip to London Zoo (Penguin). Each of them, in its own way, has a story to tell.


As well as products, the selection includes logos designed for transport services, such as the London Underground and the Canadian National railway, and organizations, both cultural and charitable, from the Musée d’Orsay in Paris and the Tate galleries in London, Liverpool and St Ives, to WWF and CND.


Some slightly more esoteric entities also get a lookin, from the expressive face created from the initials of the English National Opera, to the striking bull silhouette devised for the Osborne drinks brand, and the lighting company ERCO’s subtle play on the process of illumination itself. As these three examples highlight, while logo design is a serious business (with serious implications for businesses), it is one in which the results can be evocative and playful, even pleasing to the eye and the mind. The aim of a logo, after all, is to connect with the viewer and create a visual shortcut between it and the service or company, institution or organization that it represents.


Most of the logos featured in the book date from many years ago: some stretch back to the early part of the twentieth century, others cluster around the middle years. A much smaller group emerges closer to the millennium. Resonance is important here: it takes a long time for a logo to acquire its place in the world, and many more years for some idea of its worth to be properly considered. There is the sense that the evolution of many of these logos can now be told with some perspective, that the dust has settled on them.


[image: ]


Many of the examples are now well established in the collective visual culture, some at a national level, some international. Some were in use for years but have since been retired; others are still working hard and have been applied to a host of different media. They are now found on screens as often as they are in print.


Yet some contemporary designers have been vocal about their dismissal of the logo’s place in the twenty-first century. The holistic ‘brand experience’ and the development of branding systems and languages are, we are told, the driving methodologies behind the visual communications of today’s companies and organizations.


Certainly, new technologies have enabled motion graphics, animation and the internet to reinvigorate static logos – Saul Bass’s work for Bell Systems, which opens the book, is an early example – and today’s world includes plenty of logo systems, from Aol to MIT, that have helped to reconfigure the landscape of identity design.


But these excursions inevitably reflect our own time and the symbol, the mark, the logotype – the logo – whatever we choose to call it, is invariably still there. It is doing its job as part of a wider picture, but doing it nonetheless. That central role has not changed very much since the time of the earliest designs included here.


And while some of these logos are certainly fixed to a particular point in time, many of them have been adapted to continue working long after they were first designed. Simple cosmetic changes can reflect the attitudes of the day, such as the fact that the Michelin Man no longer smokes a cigar, while the graphic evolution of the WWF panda represents the new breadth to the organization’s approach to conservation.


At the same time, some logos have seamlessly been embraced by a new generation of designers to give them a new lease of life. Troika studio’s kinetic version of the V&A logo, which spins above the entrance to the museum in South Kensington Tube subway, is a perfect example of this. Alan Fletcher’s stroke of genius in removing a leg of the A and letting the ampersand supply the crossbar had produced a striking monogram in 1989. Twenty years later, it was transformed into a palindromic sculpture in which the letters twist on their own axis, deconstructing and remaking the logo each time it revolves. One can imagine that Fletcher would have enjoyed the celebration of his work in this way, and would also have been pleased that his design contained another surprise within its form, which was just waiting for the right moment to appear.


That capacity for renewal, for me, adds to the case for its status and inclusion in the book. I hope that the stories behind the other 28 logos will, in their own ways, offer similar revelations.
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BELL SYSTEM


Saul Bass
1969


The Bell System was the name given to the sprawling network of 23 separate US companies that provided the country with its telecommunications from the time the first licensed exchanges had been set up in the late 1870s until the group was broken up by the US government in 1984. Headed up by the American Telephone and Telegraph Company (AT&T) from 1885, the system was effectively a sanctioned monopoly. By 1968, it was also the world’s biggest corporation with a million employees and 100 million telephone lines running across North America. The scale of the company was unprecedented, and when the designer Saul Bass was asked to look at overhauling the Bell System identity it was the largest design project of its kind.


Bass was by this point one of the best known and most respected designers in the world. He had revolutionized film titles in the late 1950s and, by 1960, had already made his final sequence for director Alfred Hitchcock in the form of a chillingly minimalist piece for Psycho. Bass had designed corporate identities and trademarks since the early 1950s, but from the mid-1960s he began working on much more complex programmes for a selection of established American names, such as the aluminium producer Alcoa, Fuller Paints, Hunt-Wesson Foods and the airline Continental.


According to Jennifer Bass and Pat Kirkham’s extensive book on Bass’s work, in 1968 the Bell System monopoly was already under investigation by the US Department of Justice, while AT&T believed that any sense of an integrated telecoms network was ‘undermined by the profusion of trademarks and corporate graphics’. Quoting Bass from an article in Pacific Telephone magazine in 1970 in the book, the designer remarked that his studio’s work for Bell would have two goals: ‘First, to unify the disparate-looking Bell entities; second, to modernize the look of the corporation. With a more contemporary look, the Bell System might convey what it actually was, a source of state-of-the-art technology and an organization you’d like to work for.’


That the Bell System identity was old-fashioned and stuck in the past (‘a mess’ Bass later said in the magazine feature) was an opinion reinforced by the 30-minute film created for the pitch for the work. Bass’s presentations to clients were legendary, and the amount of work that went into the Bell System film – entitled, simply, Design – is astonishing. The visual concept for the new identity is only introduced at the halfway point. Prior to the reveal, the communication problems in the organization are diagnosed with clinical, designerly precision.
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Saul Bass’s logo proudly displayed on a building facade.
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A wide range of item and equipment designs were created, from letterheads, packaging, wallpaper and uniforms, to graphics for a fleet of some 135,000 vehicles (almost as large as that of the US Army). At this time Bell served over 80 million customers in the US.


While the film charts a brief history of America’s relationship with modern products, the voiceover intones how the Bell company fitted into this evolution of consumerism. ‘We looked safe, durable, contemporary, part of the vacuum-tube age,’ it cajoles the client. The current problem was that ‘we still look as though we were responding to the needs of the past’, ‘we show up looking non-technological’ and, therefore, ‘we look set in our ways’. In a neat narrative trick, the film is interrupted occasionally by a dissenting voice – ‘aren’t you exaggerating?’ it asks after these concerns are raised – only to be met with a list of other companies who have changed their look in order to connect their brand with the modern world. Visuals of Chase Manhattan, Westinghouse, Con Edison and RCA identities are given as examples.


The kinds of trademark available to the modern corporation are also listed, such as the monogrammatic form, the logotype form, the symbol logotype form, and the film then makes a play of the fact that the Bell identity has gone through some visual changes of its own over the years. In 1921, the lettering on the bell symbol was simplified, it claims. In 1939 the hook was modified and in 1960 the words were removed from the outer ring device. This clever concession then allows Bass’s team to, at last, unveil their own new version. Having looked at all the possible bell forms that could express the most up-to-date qualities, the narrator says that the designers emerged ‘finally with a bell that has strength and impact, and, above all, the look of today’.


What follows is one of the most in-depth stagings of a potential brand identity ever created. The new logo is shown working in all manner of scenarios – on buildings, paperwork, vehicles, flags, and uniforms (designed by Bass’s wife Elaine) – while the constituent parts of the symbol are thoughtfully deconstructed and explained. At its core it is a clean and contemporary take on the familiar bell shape, devoid of letters or extraneous detail – but there was an extra element in the form of blue and yellow stripes. ‘In the contemporary world, stripes have a message,’ runs the voiceover. ‘They say competitive, competent, alert, dedicated. They say the things we are.’ How could Bell refuse?
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An initial set of seven graphics manuals were created in 1969 and then updated every few years to ensure consistent and high-quality graphics as new requirements arose.
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Stills from a television spot which made use of pioneering computer techniques to present the new-look Bell, c.1969.
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Saul Bass with staff members in the midst of what was, at that time, one of the most extensive corporate identity programmes ever undertaken.
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The evolution of the bell design from 1939 to 1969. Also shown is Saul Bass’s design for the AT&T symbol created in 1984 when the system of Bell companies was closed.


The new design was rolled out in 1969. Jennifer Bass and Kirkham make a point of revealing that, ‘by the early 1970s the new logo had achieved a remarkable ninetythree percent recognition. More people knew it to be the telephone company logo than knew the name of the president of the United States.’ Saul stated, ‘they could now run ads signed with just the new bell and the phrase “We Hear You” and everyone understood it was the phone company.’


At the end of the inventive piece of film-making that had first brought Bass’s ideas to Bell, it was stressed how ‘each impression contributes to the whole, each signal one piece of a mosaic, operated as a national visual communications system’. Bass had transformed an unrelated, disparate and old-fashioned series of company identities into a visually unified and coordinated enterprise. Finally, Bell really was a system.


Fifteen years later, however, under pressure from the Department of Justice, AT&T would divest itself of the Bell companies. As a result, a new identity programme was needed. Bass was given the job, but this time, thanks to a Justice Department stipulation, he had only five months to do it. The result was a blue and white striped device which suggested the speed and connectivity of modern communications.


The pace of change of many of the subsidiary Bell companies, however, was much slower. BellSouth continued to use the logo after the 1984 split until the company merged with AT&T in 2006, the same year that Cincinnati Bell also stopped using the identity. The last to display it, Malheur Bell in Oregon, finally retired the circled bell in 2009, 40 years after Bass and his team had first rolled it out across millions of applications.
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BRITISH RAIL


Gerry Barney,
Design Research Unit
1964


The arrows of indecision. The barbed wire. The crow’s feet. In the 50 years since he drew up one of the UK’s most recognizable symbols, designer Gerry Barney has probably heard them all. But he doesn’t mind. While the British public were to gradually fall out of love with British Rail as an organization, Barney’s classic double arrow logo steadfastly carried on, quietly working away as a simple but remarkably relevant piece of design.


Its workhorse resilience is impressive. It survived British Rail’s privatization in 1996, the effective re-nationalization of the railway infrastructure in 2002, and remains the de facto symbol for rail stations across the UK, used over a range of applications from platform signage and tickets to websites and travel apps. In representing two sets of tracks and a stylized set of points, Barney’s brief to design something ‘timeless’ looks to have done its job admirably.


In the early 1960s, British Railways, the nationalized rail network brought about by Clement Attlee’s Labour government in 1948, was changing. The aim was to turn it into a modern, streamlined organization, with the help of a radical secret weapon: the corporate identity. Canadian Railways had unveiled a bold ‘CN’ device in 1960, and this modern approach dispelled any doubts that the British Rail crest could not be brought up to date. Out would go the incumbent heraldic badge with its connotations of the steam age – a red lion in the heraldic sejant erect position, grasping a train wheel – and in would come sans-serif typography and a total, unifying identity system.


The story of the British Rail symbol began in 1960 when a 21-year-old Barney successfully applied for a job as a lettering artist at the prestigious Design Research Unit (DRU) in London, and quickly established a close working relationship with the studio’s co-founder, Milner Gray. Despite being forty years older than his new employee, Gray seemed to have found a kindred spirit in Barney – he became the first person in the studio permitted to work on the head designer’s drawings, and the first to address him directly by his first name.


‘I was a lettering artist, I wasn’t a designer,’ says Barney, who went on to co-found his own design studio, Sedley Place, in 1978. ‘The designers at DRU were given the brief and, to my knowledge, it didn’t satisfy Milner. So he threw it open to the rest of the studio, six or seven people. I just happened to think of this symbol.’ Appropriately enough, Barney first sketched the idea ‘on the back of an envelope’ while taking the Tube to work. ‘When I got to the office I drew it up,’ he says. ‘It was exactly how I drew it the first time, with straighter lines. I just had to formalize it.’
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Diagram showing the tapering of the angled bars used in the British Rail symbol.


DRU produced around 50 different symbols, Barney recalls, and taped them up on the studio walls. Gray, along with George Williams, director of industrial design for the railways and the representative from the British Railways Board’s Design Panel, then selected a shortlist of six designs. This eventually came down to two: a design consisting of two circles and an arrow by the studio’s Collis Clements, and Barney’s symbol. ‘Arrows were in fashion,’ he recalls.
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British Rail carpets in blue and brown photographed during the filming of the British Transport Films production, A Corporate Identity, April 1964.
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Wine glass and cutlery with the British Rail logo, 1964.
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Poster introducing The New Face of British Railways as shown as part of the Design Research Unit 1942–72 exhibition at the Cubitt Gallery in London, 2011.
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British Rail travel centre photographed during the filming of A Corporate Identity, April 1964.
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Station inspector and porter wearing new British Rail uniform, Waterloo station, London, photographed during the filming of the British Transport Films production, The New Face of British Rail, April 1966. The uniforms featured a new flash on the cap badge.
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The British Rail symbol in use on a current road sign in London.
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Invitation to The New Face of British Railways exhibition (1965) as shown in the Design Research Unit 1942–72 exhibition at the Cubitt Gallery in London, 2011.


But in an interesting twist, Clements’s design was leaked to the press – a risk inherent in using outside help to make the range of materials required to present a logo – and was subsequently abandoned. ‘Curtain fabrics were produced, carpets were woven, posters were printed, and it was all put together in the form of an exhibition,’ says Barney of the proposal stage. ‘But when Collis’s design got leaked, it only left one – the one I did.’


On closer inspection, Barney’s symbol isn’t quite as straightforward as it first appears, and much of this can be attributed to his background in hand lettering. ‘When you do a line of lettering with the characters the same height, the “o”s can look too small, so they’re always made a bit bigger,’ he explains. ‘In the BR [British Rail] symbol, the lines aren’t all the same thickness: where the angled bars meet the horizontal ones they will appear thicker at the join, so they actually widen slightly going out. But that comes from lettering, where you have to pay attention to the counters; the spaces that are left, not the thing you’re drawing. They work together.’


Writing of the project in the pages of Design magazine in 1965, Robert Spark reflected on some of the basic visual elements that DRU created for British Rail: the symbol, the logotype and a palette of house colours. These elements would then be applied to every part of the railway system, from locomotives and rolling stock, to stations and offices, signposts, posters and publicity material, uniforms and cutlery. Even by the standards of today’s multimedia applications, it was quite an undertaking.
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British Rail Inter-City 125 poster, 1977.
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A Western Region Timetable, 1965, alludes to the double arrow design.
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London Airport Timetable, 1966–67
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British Rail Timetable, 1984–85, with inventive use of the symbol rendered in three dimensions


Barney also recalls a key aspect of the identity design process that puts a graphic-design myth to bed. Legend has it that the shortening to ‘British Rail’ happened because the DRU simply ran out of time to draw up the letters for the ‘ways’ part of the name before the final pitch took place. However, Barney says that Gray had planned this change from the start and presented it as such. ‘British Railways were reorganizing the whole network, making it corporate, so wherever you saw the name it would appear the same,’ he says. ‘It was a nationwide piece of implementation. It couldn’t fail, really, whether you liked it or not.’


At the time, the influence of German and Swiss design – notable, too, in Jock Kinneir and Margaret Calvert’s Rail Alphabet typeface for the railways – permeated the Design Research Unit. ‘DRU did a packaging concept for Ilford which looked like Geigy,’ says Barney. ‘It was a big change, people were using Helvetica, moving away from traditional faces. Canadian National seemed to sum it all up. It was clean. But if you weren’t careful – boring. It took the life and soul out of things. In retrospect, there was too much, but at the time everyone wanted to use it; it was exciting.’


One idea of Barney’s, which would have rendered the BR symbol as a supergraphic device, proved to be a bit too exciting for British Rail. ‘The first designs I did for putting the symbol on a train had it covering practically the whole engine. It looked bloody great, but they wouldn’t do it,’ he recalls.


Following the demise of British Rail, Barney’s double arrow is now a registered trademark in the name of the Secretary of State for Transport, from whom the Association of Train Operating Companies can use the symbol under licence across the UK network. Barney remains proud of the work, if pleasantly surprised that it is still in use.


‘It worked because it was obvious,’ he says. ‘When you think of railways, you think of parallel lines – up this way, down that way. There was a certain amount of logic I could use to explain the way it looked, then it was a question of stylization. I’m proud that it’s lasted so long, more than anything. And I’ve never thought, “I wish I could do it again because I’d do it better.” I actually wouldn’t know what to do.’ Fifty years on, those arrows seem far from indecisive.
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BRITISH STEEL


David Gentleman
1969


The designer and artist David Gentleman discussed his admiration for the artisanal marks made by craftsmen, printers and publishers in his book Artwork. These symbols, he writes, were emblems of industry that grew out of the workplace, unlike the fanciful winged lions and unicorns of heraldic imagery, which nevertheless still appealed to many British businesses and corporations in the middle of the twentieth century.


Gentleman was asked to design a symbol for Britain’s newly nationalized steel industry in 1969. As a supporter of the nationalization policy Gentleman was, he says, ‘pleased to do it in the first place’, and his belief in the process gave the job ‘an extra spur’. At the time, British Steel’s director of information services was Will Camp, who had previously been public relations adviser to the Gas Council and had come up with the ‘High Speed Gas’ slogan during his work there. At British Steel, Camp had already tried to find a symbol for the new organization from several other designers, but nothing had worked. So he approached Gentleman, his London neighbour, for help.


‘Will wanted something in a hurry,’ Gentleman recalls. ‘It had been going on for a while, he’d been going to good firms for it [and] for whatever reason they hadn’t clicked.’ Gentleman says he worked on the designs for a symbol for ‘probably not more than a week, maybe a fortnight. I was busy on lots of other things.’


He approached the brief very much on his own terms, he says. ‘I wanted to do a monochrome symbol that would work with type and in a wide variety of circumstances,’ he says, ‘and it had to be simple and economical.’ Conveying the notion of the steel-making process had occurred to him as a possible hook, and the rolling presses were a starting point for his early ideas, which he executed in Letrafilm, using a compass with a scalpel blade attached to cut clean, circular shapes.


‘It started off as simple variants on the letters B and S,’ he explains. ‘Some contact negatives from my work book from that time show the progress from the initials, and then making play with the counters of these letters, so it became an abstract shape.’ His early work on the symbol reveals how he stripped back the two letters almost to the point of negation, taking out as much from the two shapes as possible, only the slightest inference of the initials remaining.

OEBPS/images/pg12_1.jpg





OEBPS/images/pg25_2.jpg





OEBPS/images/pg18_1.jpg
WU
Y, “\‘:v‘\\ %

i
A

i






OEBPS/images/pg25_1.jpg





OEBPS/images/pg24_1.jpg
m?ﬂ face
()
British Railways






OEBPS/images/pg23_2.jpg





OEBPS/images/pg23_1.jpg





OEBPS/images/pg22_2.jpg





OEBPS/images/pg22_1.jpg





OEBPS/images/pg13_1.jpg





OEBPS/images/pg21_1.jpg





OEBPS/images/pg16_1.jpg





OEBPS/page-template.xpgt
 

   
    
		 
    
  
     
		 
		 
    

     
		 
    

     
		 
		 
    

     
		 
    

     
		 
		 
    

     
         
             
             
             
             
             
             
        
    

  

   
     
  





OEBPS/images/pg4_1.jpg





OEBPS/images/pg17_2.jpg
| Systern Building Identification Manual

)






OEBPS/images/pg17_1.jpg





OEBPS/images/pg11_1.jpg





OEBPS/images/pg14_1.jpg





OEBPS/images/pg20_1.jpg





OEBPS/images/pg28_1.jpg





OEBPS/images/pg27_3.jpg





OEBPS/images/pg27_2.jpg
The isasdn
South Walen

Sowen Const





OEBPS/images/pg27_1.jpg





OEBPS/images/pg15_1.jpg





OEBPS/images/pg26_1.jpg
Look what you gain
when you travel by train

Pick up a free copy of the pocket timetable

Inter-City 125 makes the going easy





OEBPS/images/pg8_1.jpg





OEBPS/images/pg25_4.jpg
Kings Cross
St Pancras
Int'l

A5203






OEBPS/images/pg25_3.jpg





OEBPS/images/cover.jpg
The Untold
Stories Behind
29 Classic
Logos

Mark Sinclair





OEBPS/images/pg10_1.jpg
VOICHY

MIDNICHy
COWBOY

| ousTI
A‘ HOFFMQ
. T g -

iy IHERSTOVST

¥ "l'" *V..-c? R

—— T






OEBPS/images/pg19_2.jpg
10

1

1969

1964

1939





OEBPS/images/pg19_1.jpg





