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An A1 
expressive 

typographic 
design piece 
by Lauren in 

Sussex.

A mono print 
produced on  
a paper and 
tissue paper 
background 
by Rosey in 

London

A HUGE 
two metre 

typographic 
calender 

by Ben In 
Cornwall

A logo design for 
A family business

by Jade in 
Birmingham
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6
Edward 
Johnston;
The Worlds Greatest

MEDICAL STUDENT!?

Edward Johnston abandoned his medical studies in 
Edinburgh because of his love and interest in writing. He 
began teaching in the new lettering department at the 
Central School of Arts and Crafts and became a great 
inspiration to all of the students he taught, in particular 
Eric Gill. Gill stated that ‘The first time [he] saw 
him writing and saw the writing that 
came as he wrote, [he] had 
that thrill and tremble 
of the heart’. [Eric Gill]

Johnston’s major work, 
Writing and Illuminating, 
and Lettering, was first 
published in 1906. Recent 
consumer reviews of the b o o k 
describe it as a must have, ‘This is the book that is in 
the bibliography of every well respected book on lettering. 
This is the book every professional letterer should have on 
their book-shelf. This is the bible of lettering.’ [Amazon/
memberreviews:05/2010]. By 1910 one of Johnston’s 
students, Anna Simons translated his entire book into 
German sparking a monumental interest among German 
designers. Sir William Rothenstein remarked that in 
Germany, the ‘name of Edward Johnston was known and 
honoured above that of any artist.’ [ejf.org.uk:05/2010]

It was in 1908 when the London underground decided 
they were due a revamp with a new formed and 
recognizable identity that Johnston was commissioned 
for by Frank Pick and the public were to appreciate 
his work just as Gill did. The process was not quick 

but his typeface Johnston Sans was completed by 
1916 giving the underground a new modern feel about 
it. With his talented hands Johnston created each 
individual letter of the san serif creation tweaking bits 
here and bits there particularly on his lowercase lettering.

Some particular features of the typeface make it easily 
identifiable. According to a Wikipedia post, ‘The perfect 
circle of the letter O and the use of a diagonal square dot 
above minuscule letters i and j and for the full stop.’[wiki/
Johnston:14/04/2010] are ways that Johnston sans 
can easily be identified. The typeface is compared 
with the 1816 typeface Caslon Two-lines English Type. 
L,N,O and P have very simple yet very similar shapes.

Still to this day, the typeface Johnston created stares 
back at commuters as the use the underground 
services.  As Herman Zapf once said, ‘Nobody had 
such a lasting effect on the revival of contemporary 
writing as Edward Johnston. He paved the way for all 
lettering artists of the twentieth century and ultimately 
they owe their success to him.’ [ejf.org:05/2010]

From station to station and platform to platform even down to train to train, 
‘The legendary sans serif design developed by Edward Johnston’ [p22.
com:05/2010] inundates commuters often without them even realizing. Yet the 
man who brought the rise of modern calligraphy, in the words of Heather Child, 
‘like a pheonix from the ashes of a forgotten craft,’ [Child:ejf.org.uk] was, to 
begin with, a medical student.

Spread from 
Johnston’s 
book, Writing 
and Illuminat-
ing, and 
Lettering,

Beck Hand 
drawings
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Maps 
were just his

Hobby

In an time line article 
called A History of the 
London Tube Maps on the web 
site, ntlworld.com, the 
writer informs us that Harry 
Beck was not a famous or even 
official	designer,	he	was	in	
fact “a temporarily employed 
electrical draughtsman who, 
on his own initiative, used 
his knowledge of circuit 
diagrams and applied it to, 
then, current-day underground 
design”  [ntlworld.com/tube/] 
to develop an ‘innovation 
that would become essential 
for the comprehensibility  of 
complex networks of todays 
transport systems all over 
the world’ [Ibid].

It was in 1931 that Beck 
developed	his	first	sketch,	a	
page of thought some may say. 
In the sketch he establishes 
his design principles; the 
angles of the lines, curves, 
junctions and the mapping 
of the Thames. The sketch 
is abstract and includes 
absolutely no lettering it is 
so	graphically	simplified	it	

is almost hard to recognize 
as a map. Beck developed 
his idea in a Presentation 
visual.  Looking and 
comparing to the underground 
map of today, there are a lot 
of similarities. All real 
life suggestions on original 
maps and Beck had created 
more of a diagram to show the 
relationship between areas.

It wasn’t until 1933 that 
Becks	first	cardholder	
was published. The time 
line explains that, ‘The 
underground management was 
a little unsure of how the 
public would take to such a 
revolutionary change in the 
design.’ [Ibid]. After an 
optional survey, it became 
clear that the map ‘was 
accepted very well and was 
eventually to become held 
with great affection’ [Ibid]. 
It is noticeable that Beck 
made some minor alterations 
to the presentation design 
before the publication in 
1933. Instead of circular 
‘blobs for stations’ [ibid], 

If you have ever looked at a tube map from 1914 you 
might agree in saying that it is slightly confusing. 
Nowadays, with thanks to the genius development of 
Harry Beck the tube maps are much more simplified. An 
article on the design Museum Web site explains how, 
‘Beck represented each line in a different colour 
and interchange stations as diamonds. The crowded 
central area was enlarged for legibility and the 
course of each route was simplified into the form of 
a vertical, horizontal or diagonal.’ [designmuseum.
org:2006]

Harry Beck with his fame and fortune.
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outcome. He was apparently 
looking forward to the 
challenge of including the 
new Victoria Line in his 
next map but the writer 
claims that ‘there were 
some interpersonal relation 
problems between Beck and the 
current	Publicity	Officer	H.F.	
Hutchinson who had ‘voiced 
doubts about rectilinear form 
of Beck’s design.’ [Ibid] 
despise the rejection, Beck 
continued to produce a design 
including the new Victoria 
Line. He allowed it to swipe 
straight through the page 
to give the traveller’s 
perception of speed. The text 
claims that by many today, 
the Design Beck created 
was ‘a far superior and 
cleverer proposal than the 
one eventually used by London 
Transport.’ [Ibid] 

Nowadays, many of the 
features that originated 
in the work of Beck have 
been kept as a part of the 
Underground map design 
today. Minor changes to the 
background, such as Tariff 
zones marking that have 
been added and for obvious 
reasons, any changes to 
the lines themselves. It 
is appropriate to say, the 
work of Harry Beck played an 
important role in dictating 
the publics perception of 
design, even to this day.

Beck used tabs directing the 
eye to the lettering. 

Beck	was	never	satisfied	with	
his work, it seemed that 
problem solving ruled his 
life as he annotated, changed 
and changed again the work 
that to everyone else was a 
complete success.
The time line explains and 
shows how Beck had ‘already 
started tinkering with 
the design’ [Ibid] just 
three	years	after	his	first	
one being printed. Beck 
continued to alter his 
work new slightly adapted 
versions with ‘stretch[ing] 
of line[s]’ and changing of 
angles.

It must have come as a shock 
to Beck when in 1939, someone 
else had been requested to 
design the map for this 
year. Taken from the book, 
Becks Underground Map 
(1938) Beck expressed his 
opinion on the new artists 
design proofs, ‘I have just 
happened to see a proof of 
a new Underground folder. 
The ‘H.C.Beck’ diagram 
has been used, but with 
considerable and, I suggest, 
undesirable, alterations 
by another artist -- one 
not on the staff -- without 
reference to me.’ [Ibid]. The 
alterations made to Becks 
original design have been 
described as ‘unnecessary 
and uncomfortable. It gives 
no perception of customer 
having a smooth ride.’ [Alan 
Powers]. 

Beck continued for all 
his years of working for 
the London Underground to 
alter and adapt his design 
to create the ultimate Beck’s first 

cardholder
1933

Beck’s 
sketch
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Gary Hustwit takes us back to tracing 
the roots of Helvetica, the typeface 
that sparked controversy in the world 
of design. To set the scene, he opens 
the film with a mellow sound track 
accompanying footage of traditional 
letterpress printing as though to take 
us right back to the beginning. Every 
interview from this print forward is 
extremely opinionated whether it be 
for or against the famous Helvetica 
typeface.

The film covers all aspects and 
opinions of graphic design travelling 
all around the world. 
Whilst stopping at Amsterdam, Win 
Crovel is interviewed about his take 
on design. He goes on to explain 
how ‘designers of today, they use all 
typefaces, through each one day one 
typeface other day other typeface all 

in favour of a certain atmosphere, I’m 
not... I don’t like that.’ His statement 
supports the purpose of Helvetica, a 
clear and modern typeface that you 
can say a lot with.

I agree with David Jenkins in his 
film review published in Time out  
magazine when he says, ‘One 
highlight is an interview with German 
typographer and designer Erik 
Spiekermann who goes so far as to 
compare the uniform appearance of 
the font to Nazi soldiers marching in 
line.’ [timeout.cm:2007] Speikerman 
goes on to explain how  ‘real 
typefaces’ [Helvetica:Speikerman]
need ‘rhythm’ [Ibid] and the ‘contrast 
that comes from handwriting’ to 
conclude that ‘Helvetica doesn’t have 
none of that.’ [Ibid]

As well as interviews for opinions 
sake, Hustwit is sure to capture some 
amazing footage of the original works 
and progress stages by Edward 
Hoffman. In interviews with Hoffmans 
son, Alfred, Hustwit gains access to 
wonderful hand drawing smothered in 
annotations and corrections showing 
that Helvetica was a seriously well 
considered typeface.

Yet the argument still goes on, 
even after Hustwits sharply edited 
documentary.  As written by Matt 
Zoller Seitz in his review of the film The 
Life and Times of typeface published 
in the NY Times, ‘Whomever you end 
up siding with, you’re guaranteed to 
spend the next few days scanning the 
world for Helvetica like a child on a 
cross-country car trip playing I Spy.’ 
[nytimes.com:2007]
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Revolution 
of Printing

According to a post on Wikipedia, The British printing house 
Curwen Press was the pioneer of ‘ the design revolution 
that saw expression in British printing in the early 20th 
century.’ [wikipeida.com] The Curwen press brought to 
design the revolutionary success of printing.

In the 1950s, books were 
published using the 
Curwen patterned paper 
as bindings. On the web 
site rennart.co.uk, 
the article describes 
the paper patterns 
as, ‘contemporary, 
yet historically 
authentic.’ [rennart.
co.uk:2010] Each 
pattern was made up of 
small repeated units. 
Lithographic printing 
was used when it came 
to printing to meet the 
demands of economical 
production. Artists 
liked splitting 
colours, creating 
progressive proofs by 
drawing each colour 
on individual layers. 
When black is added 
as the layers build, 
the perception of the 
other colours changes. 

Eric Ravilious was one 
of the main designers 
of Curwen paper. At 
twenty years old, he 
was not yet working for 
Curwen but was said to 
have had the ‘graphic 
eye’ producing work on 
his own initiative. 

Ravilious is famous 
for many of his works, 
one in particular being 
his Mural at Morley. 
He created an identity 
for the establishment 
by painting murals of 
a childish ideas made 
sophisticated in each 
room showing a subtle 
form of fun as everyday 
actions go on within 
the designs. Finally, 
Curwen allowed 
Ravilious to work in 
their graphic studios 
but he only got into 
trade with the right 
qualifications	 after	
the organisation from 
the union.

Edward Bawden was 
another very popular 
designer at Curwen. He 
seemed very much an all 
round talented creative 
person according to 
an article on the web 
site stjudesgallery.
co.uk as they say he, 
‘made many evocative 
watercolour paintings 
recording the war 
effort in Europe and 
the Middle East. He 
was also famous for his 

prints, book covers, 
posters and garden 
metalwork furniture.’ 
[ s t j u d e s g a l l e r y .
co.uk:2010] Bawden 
created illustrations 
for varied companies 
and purposes. It 
was Bawden who was 
also responsible for 
designing the Shell 
adverts in 1933, a 
series of really bad 
jokes and puns of 
words, alongside, as 
stated on the rennat.
co.uk web site, ‘...a 
series of lino-cut 
printed wallpapers 
which he printed by 
hand in the attic of 
Brick House in Great 
Bardfield.’	 [rennart.
co.uk:2010]

As written on wikipedia.
org, ‘The Curwen Press, 
under the management 
of Harold Curwen, 
John's grandson, was 
at the vanguard of 
the design revolution 
that saw expression in 
British printing in the 
early 20th century.’ 
[wikipedia.org:2010]
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According to Sebastian Carter 
in his article Jan Tschichold 
— Master Typographer, “Jan 
Tschichold was one of the most 
distinguished typographers of 
the last century, and has had 
many admirers, among whom 
he himself was not the least.” 
[Carter:designobserver:05/10]
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17
Up until around 1923, Tschichold adored the 

slanted, thick and thin flow of the clear, shaped 
and economical hand lettering script style. It was 
it’s energy that was his attraction the artistic value 
of each letter that expressed more emotion. It 
was a visit to the controversial Bauhaus in 1923 
forced Tschichold’s encounter with modern art and 
design. “Tschichold would become something else 
altogether.” [retinart.net/jan-tschichold:04/2010]. 
Rigorous structures formed in his work, white 
space dominated the page but was dissected by 
straight lines and thick rules.

Avant Garde typography brought letters to the 
forefront. They became no longer referred to as 
a purely functional technique, but instead a work 
of art.An article on the web site Russianmix.
com explains how ‘blocks of type and illustration 
(frequently photomontage) could be arranged in 
harmonious, strikingly asymmetrical compositions’ 
to breaking all the traditional typographic rules.  
Avant Garde typography has its own identifiable 
features such as; variations in font and size, 
diagonals within the layouts, asymmetrical layouts 
emphasis on contrasting elements and designed 
used of the white space on the page. Some may 
say it’s easy to identify as it is a jumble of illegible 
letters.

Others may thanks Jan Tschichold for his vital role 
in the breaking of the typographic boundaries as 
he “spent a life of learning and exploring and left us 
with much to do the same.” [http://retinart.net/jan-
tschichold:2010]

Tschichold’s film posters are a clear indication of 
his new found style. They are decorative but very 
disciplined. You can see very strong diagonals 
leading the eye from one side of the page to the 
other and from the top to the bottom. This is also 
evident in his Exhibition poster for Basle in 1938. 
The changing colours of the font make it fun and 
the gridding system in place is quite clearly evident.
These techniques are not only identifiable in the 
work of Tschichold. A beautiful example is the work 
of Piet Zwart and his catalogue for a Dutch Cable 
Company,1928. Again the diagonals glide the eye 
across the page and combined with the detailed 
photography not only describes what is needed but 
shows it.

Whilst most graphic designers and students 
are familiar with Tschichold’s asymmetrical 
typographic designs, much less are aware of 
his symmetrical book design for the Famous 
Penguin books. It was in 1947 Tschichold 
was commissioned by Penguin Books to give 
the company a restyling. Although the early 
books by Edward Young were quite modern, 
they had no designated printers and no one 
in control causing the design of the products 
and as a result, they become loose. Tschichold 
successfully reformed something that already 
existed by simply adjusting the font; using 
capitals for authors name and adjusting the 
letter spacing, and redrawing a much more 
sophisticated penguin. Richard B Doubleday, 
in his article, Jan Tschichold at Penguin Books, 
explains ‘Although Tschichold had pulled away 
from the New Typography and the functional 
principles of the Bauhaus while designing 
books in Switzerland, his classical typographic 
roots had been firmly established nineteen 
years earlier and would for many years inform 
his approach to book design, particularly at 
Penguin.’ [stbride.org:05/2010]
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He, an architect and she an artist, 
designer	 and	 filmmaker,	 combined	 their	
skills to make major contributions 
to modern design of all categories, 
leaving their stamp on the design world.

According to Donald Albecht in his 
fascinating essay Design is a Method 
of Action written in the book A Legacy 
of	 Invention	 describes	 the	 influence	 of	
Charles and Ray Eames by saying they ‘…
gave shape to America’s 20th century.’ 
[Albrecht:2005:13] He continues to says 
that	 as	 they	 are	 first	 hand	 witnesses	 of	
momentous events such as the Depression and 
WW2,	their	work	defines	the	countries	social	
movements practicing design at its most 
varied and expansive all in an attempt to 
improve society; functionally, culturally 
and intellectually. The Eameses partnered 
with the federal government and America’s 
top businesses in the bid to modernize 
postwar America. “The Eameses had the 
ability to imagine Americas future, and 
their major clients- the nations government 
and cooperations- had the political, 
financial	 and	 technological	 capabilities	
to realize their vision.” [Ibid]

Kazam!, a  machine  for  moulding  
plywood  brought them their 
first	 job	 as	 a	 necessary	 tool	

during the war!? Yes the war, but, not 
as a weapon. It was in fact used to 
create leg splints based on a mould of 
Charles’ leg, for the wounded to provide a 
lightweight yet supportive and comfortable 
pain prevention. An order of 5000 splints 
was placed by the US Navy [Design 
Museum:27/04] as well as requests for 
moulded plywood aircraft parts and litters.

Their technique of moulding plywood 
developed and the pair pioneered innovative 
technologies	in	moulding	fibreglass,	plastic	
and wire mesh to create chairs for Herman 
Miller inc as well as tables and screens.  
The idea behind their work was that you were 
sitting on air. Modern movement designers 
wanted to move away from solid design and 
complex engineering creating a new postwar 
”flexible	 and	 casual	 way	 of	 living.”	
[Ibid:15] The designs were as you can quite 
clearly see, cutting edge for their time. 
Charles and Ray strived to create high 
quality yet affordable furniture ‘that 
could serve a variety of everyday uses” 
[Ibid:21] For forty years, the pair went 
on to face this challenge creating seating 
for stadiums, airports and schools as 
well as stackable chairs and multipurpose 
furniture usable anywhere and Albrecht 
writes that, ‘beyond it’s successful 
sale records, the Eameses’ furniture 
was- and continues to be- beautiful’

 The Eameses were 
designers of many 
talents and proved 
to be success 
graphically too. 

Charles designed the 

KAZAM
Isn’t it quite 

normal for a couple
 to be business partners? 

Back in the 1940’s Charles and
 Ray Eames were and odd combination.
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exhibition covers for Organic 
Home exhibition 1941 in 
which work of his own was exhibited 
in. Ray designed the cover for Arts and 
Architecture in 1942 which wasn’t initially 
very	popular.	The	Eameses	Office	designed	
promotional material for Herman Miller. No 
two designs are exactly the same, yet they 
are all easily recognisable as promotion 
for the same company. A colour scheme or 
red, yellow, black, white and varied tones 
of grey spread across the collection which 
ranges from the year 1948-1960 [Ibid:26-27].

Albrecht explains, ‘Like their furniture, 
[The Eameses] architecture promised good 
design for minimal cost…’[Ibid:25] The 
Eameses collaborated with Eero Saarinen 
on two Case study houses, one of them for 
the Eameses themselves. The house in was 
completed in 1949 and is described by 
design historian Pat Kirkham as looking 
like “a Mondrian-style composition in a Los 
Angeles meadow”. [Design Museum:27/04]. 
The house, as Albrecht describes it, was 
intended to be ‘a steel and glass box 
elevated on columns’ [Ibid:25]. But when 
the ordered parts arrived the design was 
altered and constructed with a collage of 
materials including coloured panels and 
industrial building parts ‘to suit the 
couples’ particular needs- a home that 
would function as a “centre of productive 
activities” and “a background for life 
in work.” [Ibid:25] and create a ‘more 
spacious and dwelling [house] for the same 
amount of money. [Ibid:25]  The building 
could be described as an assembly- as much 
as a design- of mass produced materials 
available to absolutely anyone. The pairs’ 

failure in the a r c h i t e c t u r e 
sector coincided with Charles’ 
disenchantment   Mof the 
architectural design process 
and it causing the disintegration of 
their works concept. [Ibid:28]. Charles 
found preference to attacking a task 
with more control as a individual.
 
The Eameses next quest was to teach science 
visually, using images and their attempt 
seems to have proven successful as Alan 
J.	 Pakula	 writes,	 ‘The	 Eameses	 films	 are	
frequently lumped into a category know as 
“classroom”	 films	 or	 “sponsored”	 films...	
While neither is technically false, it isn’t 
entirely correct either‘ [snoreandguzzle.
com:2008].	 The	 Eameses	 films	 represent	 a	
symbiotic relationship between the artist 
and	 the	 client.	 Their	 film	 Tops,	 ‘speaks	
out not at all’ [Ibid:106] as music is the 
only sound to accompany the continuously 
altering images of tops spinning. By far 
Their	most	complex	film	was	Toccata	for	Toy	
Trains(1957). The objects tell a fantasy 
story with an accompanying voice explaining 
about toys. It seems to be a statement about 
how people have lost the knack of making 
real toys. The continuous variation of the 
camera angles keeps the mind interactive 
with the hand moved objects passing across 
the screen with an accurate tempo of music.

In the words of Tibor Kalman, ‘Charles 
and Ray Eames changed everything. It was 
the	 first	 time	 that	 designers	 infused	
everyday objects with emotion. Suddenly 
common objects were able to communicate 
feeling. This [was] because they were 
designed with feelings’ [Ibid:180].
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An intreview with...

Neville

Hi Neville, Thanks for coming 
today. My first question, 
how would you explain the 
role of a successful graphic 
designer?

Lets just say, ‘ An electrician 
isn’t an option former, but 
a graphic designer is. My 
argument is that all graphic 
designers hold a high level of 
responsibility in society. We 
take invincible ideas and make 
them tangible. That’s our job.’ 
[quotesondesign.com]

So do you think graphic 
design has come a long way 
since it’s origins?

Oh yes definitely, that’s 
quite clear to see.  I think 
the problem is now though 
that, ‘We are so obsessed 
with the Net and technology 
that we forget the message... 
We imagine to be able to do 
anything, and our software 
helps us believe we can... But 
we must move beyond the 
‘how’ to reconsider the ‘what’ 
and the ‘why’...’ [www.xs4all.
html]

Okay, so nowadays most 
design is processed on 
computers, how would you 
differentiate graphic or 
digital design from ‘art’ as 
such?

Good question, (chuckles) 
‘Digital design is like painting, 
except the paint never dries.’ 
[googleusercontent.com]

I managed to catch up with Neville Brody this week and ask him a few questions 
about the role of a successful Graphic designer!



unforgettable

icons
Paul Rand, as stated in an article 
on the web site logodesigners.
com, ‘remains one of the most 
famous graphic designers in the 
world.’ [logodesigners.com] Rand 
was one of those responsible for 
the development of swiss Style 
graphic design. In his career, 
Rand produced many posters 
and magazine Covers such for 
companies such as Direction and 
even went on to create books 
of his own such as, I know a lot 
of things, with his wife Ann. For 
a book produced in 1956, the 
book shows very early levels of 
abstraction.

But by far Rands biggest 
success came from his iconic 
logo design. He designed for 
corporate identities everywhere. 
This included companies such as 
Next, ups, IBM and many more. 
Rand created colour schemed 
designs to give the companies 
instant recognition. However, 
as stated on Rands official site, 
‘Although Rand was most famous 
for the corporate logos he created 
in the 1950’s and 1960s, his early 
work in page design was the initial 
source of his reputation. In 1936, 
Rand was given the job of setting 
the page layout for an Apparel 

Arts magazine anniversary issue.’ 
[paulrand.com:2007] His work for 
apparel Arts  in 1936 is somewhat 
amusing as he layers with textures 
and shadows to create a realistic 
three dimensional effect.

On the web site logodesigners.
com the writer explains how Ivan 
Chermayeff, along with his partner 
Tom Geismar, ‘started a craze for 
abstract corporate symbols with 
designs for the chase Manhattan bank 
NBC and others.’ [logodesigners.
com:2010] and how, ‘During their 
many years of collaboration the pair 
have produced over 100 corporate 
symbols’ [Ibid] It is Chermayeff 
who holds responsibility for the 
magnificent interior design of the 
USA Pavilion in 1958. Chermayeff 
represented America in a new way. 
The text was not to be read for 
meaning, but provokes meaning of 
Americas character.

Chermayeff, also produced logo 
designs for corporate companies.  In 
the 1960’s Rand developed the Mobil 
Identity. He took it upon himself to 
create a new font for the design yet 
he kept the image of the winged 
horse. The colour scheme he chose 
to use were good combination of red, 
blue and white.

Last but not least is Alan Fletcher, 
described by the Daily Telegraph as, 
‘the most highly regarded graphic 
designer of his generation, and 
probably one of the most prolific.’ 
[logodesigners:2010]. Fletcher 
was a student alongside Rand and 
liked  working on designs that made 
his own graphic communication. 
Fletcher had clients such as Perelli  
which is still used to this day, and 
Penguin books. For Perelli his work 
was humorous as he designed bus 
posters giving the illusion of being 
transparent.

Fletcher also Produced designs for 
Designers Saturday. Using three 
geometrical shapes and three 
colours, Fletcher transformed the 
page into a very childlike, fun piece 
of craftsmanship.

All three men brought to graphic 
design, fun new techniques and 
ideas that in some cases are still 
used and appreciated today.

Alan Fletchers Pirelli Ad

Chermayeff logos

Chermayeff logos

Rand logos
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Keith 
Tyson

Ask them anything
wit

h

Dear Keith. Did you 
study at degree level 
to get to where you are 
now? If so, Where did 
you study?
Katie

Hi Katie. Yes I did 
study at degree level, 
I began my foundation 
course at the age of 
20 at Carlisle College 
of Art. After that, I 
studied at The Faculty of 
Arts and Architecture, 
University of Brighton, 
an Alternative Practice 
degree. [wikipedia.
com]. I studied there 
for three years and 
graduated in 1993. 
However, diversity is 
not something that can 
be taught.

Keith

Dear Keith.
I’m a big fan of you 
Nature Paintings, How 
were they created?
Samuel

Hi Samuel. 
Thank you for your 
compliments. The pieces 
are mixed media on 
aluminium or mirror, 
[Parasol Unit]. I use 
a variety of paints, 
pigments and other 
substances and allow 
them to interact in a 
number of ways. If you 
go to my web site, www.
keithtyson.co.uk, the 
synopsis’ on there are 
very good and will help 
you to understand the 
creating and meanings of 
my work
Keith

Next weeks Designer, 

Stephan 
Sagmeister
Write to ASK THEM ANYTHING,PO BOX, SOMEWHERE, LONDON, ENGLAND 
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The first ever animation seen on 
Television was in 1906. It was J. 
Stuart Blackton, a newspaper 
cartoonist who brought to life two 
faces using only a blackboard and 
chalk. An article on filmsite.org called 
Animated Films, written by Tim Dirks 
explains how, ‘the two faces smiled 
and winked, and the cigar smoking 
man blew smoke in the ladies face.’ 
[filmsite.org:05/2010] he goes on to 
confirm that, ‘it was the first cartoon 
to use the single frame method, 
and was projected at twenty frames 
per second.’ [Ibid] Blackton had 
combined a series of still images 
to create the illusion of movement 
and the first step towards the 
animation we know and love today.

The work of Blackton 
was soon followed 
by one of the 

first full length 
animation films, 

Fantasmagorie By Emile Cohl (1908). 
The web site wikipedia presents 
an article that explains how ‘the 
film largely consists of stick figures 
moving about and encountering 
all manners of morphing 
objects...’ [artandpopularculture.
com/:05/2010]. The film took a step 
further in advance by incorporating 
live action with animation ‘where 
the animator’s hands would 
enter the scene.’ [Ibid]. The film 
is childlike and very simple yet it 
took a staggering seven hundred 
hand,made drawings to complete.

Winsor McCay is described in 
his online biography on the web 
site bpib.com as ‘the man who 
defined the [animation] industry’ 
[bpib.com:05/2010]. McCays first 
animation hit was in 1911 called 
Little Nemo. The film begins with live 
action to show that the animation is 
created by hand drawn characters. 
But better was yet to come in 
the form of Gertie the Dinosaur 
described in a review by Daniel Yates 
on the web site imdb.com as ‘leaps 
and bounds ahead of anything else 
[he] had seen from 
t h a t time’ 

[Yates:2002:imdb.com]. the article 
presents us with ideas that the 
animation for its time was sharp 
with smooth movements and the 
backgrounds still. Yates continues 
to explain that the animation 
had character and become to 
‘understand her needs’ [Ibid]. Gertie 
the Dinosaur could be suggested 
as one of the key animations in the 
transition of animated characters 
being purely moving drawings to 
becoming characters that people 
understand and care about. [Ibid].

Walt Disney was a classic animator 
in the early days of animation and 
his legacy still stands strong today. 
Disney even went as far as actually 
bringing his characters to life by 
opening Disney Land attraction 
parks worldwide allowing children 
to meet life-size versions of their 
favourite Disney animated character. 
An article written on the web site, 
Disney.go.com, dedicated to Walt 
Disney says how he ‘was one of 
the most 
influential 
figures of 

the 20th 

Animation
Animation is a word that everyone is familiar with but not
knowledge of it’s history, would take for granted. The devel 
outstanding as the technique had moved on from 2D to 3D 21century and his worldwide popularity 

lives on’[disney.go.com:2010]. The 
writer continues to say, ‘Disney 
created global symbols, stories 
and characters that are an indelible 
part of our popular culture.”.[Ibid]
The realization that anything could 
be animated soon came around 
and Ladislaw Starewicz created an 
animation using dead insects which 
although dark and strange as a 
concept actually transformed into 
a rather humorous animated film. 
Lotte Reininger followed the trend 
creating animation out of shadow 
puppetry creating fantasy films.
Claymation has brought many 
famous animated characters into 
the entertainment world; Morth on 
Artattack, Chicken Run, Gumby, 
Creature Comforts but by far the 
most successful Wallace and Gromit. 
Nick Park created animation using 
characters moulded from plasticine 
and filmed with stop motion clay 
animation. Nowadays Wallce and 
Gromit are used for advertisement 
for Npower. In Mark S w e e n y ’ s 

article, Wallace and Gromits 
first Npower a d d , 

published on the Guardian online, 
explains how the pair are being 
used ‘in a series of TV and press 
adds over the next to years to push 
an energy efficient message to the 
public’ [guardian.co.uk:2009]. The 
pair are a well loved characters 
the public will automatically 
recognise and appreciate.
The first ever 3D Animation was the 
well loved Toy Story. If you were one 
of the people that waited until the 
cinema cleared before leaving you 
would have seen the consciously 
produced outtakes. It is impossible 
for an animation to have outtakes 
when the word outtake is defined 
on dictionary.com as, ‘A section or 
scene, as of a movie, that is filmed 
but not used in the final version’ 
[dictonary.com]. By consciously 
making outtakes, the producers of 
the film allowed the characters 
to be brought to life.
Last year, director James 
Cameron, set a new 
boundary as brought 
to the world, Avatar. A 
review of the film in the 
guardian online film blog 
quotes Kirk Honeycutt 
as he ‘call[s] the film a 

“ j a w -

dropping wonder” [guardian.
co.uk:2009]. An synopsis of the 
film written on rottentomato.com, 
by 20th Century Fox explains how 
the film ‘incorporate[s] new intuitive 
CGI technologies to transform the 
environments and characters into 
photorealistic 3D imagery that will 
transport the audience into the alien 
world rich with imaginative vistas, 
creatures and characters’ [rotten 
tomatoes.com]. The film makes 
real life and animation interact 
as though its real. The audience 
could quite easily walk away from 
their seats believing the Avatar 
characters are seven foot tall blue 
real people. As a short article on 
brittanica.com states, ‘A century 
after its birth, animation continues 
to evolve’ [Brittanica.com:04:2010].

History
always understands. It is a techniques that people, with no 
opments in animation, with huge help from the computer, is 
and advanced as far as making fiction become almost real.



In the aftermath of the First World War, 
the artistic avant-garde dreamed of and 
seeked a new world in which conflict, 
social inequality and greed would not exist. 
Modernists believed design alongside 
technology could transform the society in 
which they lived and heal with new spiritual, 
sensual and rational approaches to design. 
Modernism wanted to see the future and 
somehow mould it to how it was felt it 
should be. Artist began to move away from 
the traditional forms of art and onto a much 
more productive way of working where 
‘there is an absolute, universal truth that 
we can understand through rationalism and 
logic.’[loyola.edu:052010]

When used, the term Modern is often 
immediately associated with something 
new. In this case however Modernism 
is simply an idea or a style, a new 
manifestation. According to a small article 
on the website, artmovements.co.uk, 
‘Modernism refers to [20th century] period’s 
interest in new types of paints and other 
materials, in expressing feelings and ideas, 
in creating abstractions and fantasies, rather 
than representing what is real. Modernism 
did not only impact American and European 
artists, it also affected the architecture, 
music, and literature created during this 
period in time.

The Bauhuas School, Founded in 1919 
by the innovative modern architect Walter 
Gropius, played a vital role in the Modernist 

movement. In an overview of the book 
Bauhaus, modernism and the illustrated book 
by Alan Bartram, the writer refers to how 
‘the Bauhaus and the modernist revolution 
have shaped graphic design.’[books.google.
co.uk:05/2010]. The Bauhaus ‘stated goal’ 
as explained on visual-arts-cork.com was ‘to 
bring art into contact with everyday life...The 
Bauhaus were the virtues of simple, clean 
design; abstraction[and] mass production. 
Modernism was becoming not a matter 
of choice, but compulsory. [visual-arts-
cork:2010]

However not everyone agreed with modernist 
beliefs. In an article from The Art Digest 
(1938), Henry McBride criticized an Exhibition 
held at the famous Bauhuas suspecting 
that ‘most of the artists as “being modern 
for the sake of being modern.”[The Art 
Digest:1938] and that “the contributions 
by the pupils illustrate the fact that talent 
cannot be transmitted just by submitting to 
the teaching.”[Ibid] McBride is not alone, 
Rick Poyner in his book No More Rules(2005) 
curiosities the ‘rules’ of modernism in favour 
of post modernism. He writes, ‘ Where 
modernism frequently attacked commercial 
mass culture, claiming from its superior 
perspective to know whats best for people, 
Postmodernism enters into a complicated 
relationship with the dominant culture.’ This 
statement suggests to us that modernism 
didn’t actually give to designers the freedom 
that it claimed to give. Instead it ruled them.

Form Follows 
Function
Modernism is explained as a revolutionary movement. Richard Hollis in his 
book,Graphic Design-A concise History goes as far as saying ‘Its assumption 
became matters of faith.’ [Hollis:2005:130]. On her blog, Rebecca Reilering 
explains how the beginning of the 20th century was bristling with changes, social, 
economic, cultural and political, [wordpress.com:05/2010] and with the advance of 
new technologies and the First World War, ‘new ways of thinking were needed’[Ibid]
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The definition of the term Postmodernism… There 
isn’t a clear explanation. As stated by Rick 
Poyner in his book No More Rules its a “slippery 
term”, you cant quite grab hold of it. Some could 
argue that it is where we are now, a part of a 
revolution, a kind of change occurring. Many more 
would say they do not understand the term at all.

There are 

To simplify it to its 
extreme, Postmodernism 
is about breaking rules. 
The Postmodern movement 
introduced a time when artists 
and designers were beginning 
to as stated by Mr Keedy 
in a 1998 emigre article, 
‘react to (not reject)’ 
[Emigre.com:Keedy:1998] the 
rules of Modernism. They 
began “removing a central 
organizing theme, giving 
equal prominence to disparate 
elements, and bringing 
the background to the 
foreground.” [Gianni:1988].  
In his book no more rules, 

Nick Poyner points that 
whilst modernism ‘sought 
to create a better world 
postmodernism-to the horror 
of many observers- appears 
to accept the world as it 
is’ [Poyner:2005:11]  in 
contrast to Modernism, that 
according to an article on 
colorado.edu, ‘represents 
fragmentation as something 
tragic,’[colorado.edu:2007] 
Postmodernism ‘celebrates’ 
[Ibid] it. 

In his book, Rick Poyner 
suggests that Wolfgang 
Weingart was, ‘a seminal 

figure…that	 in	 time	
[became] postmodernistic.’ 
[Poyner:2005:19] He 
describes Weingarts 
technique as dissecting and 
distorting the use of text 
‘..until the text came close 
to being unintelligible.’ 
[Ibid:20] Poyner goes on 
to explain how, ‘Weingart 
was determined not to be 
constrained by the reductive 
conventions of Swiss modern 
typography,’ [Ibid:20] and 
concluded by praising the 
work of Weingart referring 
to it as, ‘spontaneous, 
intuitive [and] deeply 
infused with feeling...’ 24

[Ibid:20]

In his Article, Mr Keedy 
explains how initially 
modernism didn’t take 
off. He says that ‘many 
designers thought it 
was just undisciplined 
s e l f - i n d i g e n c e ’ 
[Keedy:1998:Emigre.com] 
he continues to explain 
that opinions and ideas 
were changed and people 
looked at it as ‘a new way 
of thinking about design, 
one that instigated a new 
way of designing’ [Ibid].  
Postmodernism was a movement 
rejecting all boundaries 
making Design much more 
expressive and personal.

It is clear to see that 
the movement was always 
controversial during the mid 
1990’s, and at the height 
of the changes that were 
occurring, forceful critics 
began to voice their opinions. 
According to Rick Poyner; 
‘The	first	critic	to	let	fly,	
in 1991, was the New York 
modernist designer Massimo 
Vignelli’ [Poyner:2005:148] 
Poyner continues to say 
continues to say, ‘In 
[Vignelli’s] view, Emigre 
magazine was a “national 
calamity”, an “aberration 
of culture” and a “factory 
of garbage”’[Ibid]. By far 
the worse criticisms were 
put forth by Steven Heller 
in his book Cult of Ugly. 
Poyner writes how Heller 
singled out individuals 
showing examples of their 
and referred to it as, “the 
layering of unharmonious 
graphic forms in a way 
that results in confusing 
messages.” [Ibid] 

Is it fair to say that design 
nowadays is about being 
expressive and original 
and so that the Postmodern 
movement made design what 
it is today and helped to 
develop a new sophistication 
in communication.

Designs by 
Wolfgang 
Weingart



Trying to 
understand

The P word
 To begin the book Poyner introduces 
the term to us and explores how it 
became connected with graphic 
design. Poyner continues to 
explain to us some of the words 
and phrases used to describe the 
term Postmodernism, her refers to 
it as Freewheeling, pleasure giving,  
and aesthetically adveturous. 
[Poyner:2005:18]. The first chapter 
also introduces us to some key 
figures in the rise of Postmodernism; 
Woflgang Weingart, Dan Freidman 
and April Greiman. He gives short 
explanations of their education and 
their work and looks at the way 
Graphic designers had become 
...‘totally predictable and lifeless.’ 
[Ibid] to set up the explanation 
to follow, the explanation of 
Postmodernism.

By the second chapter, 
Deconstruction, Poyner has 
created the base of his book by 
providing what you could say the 
bare essential information. In the 
Second chapter Poyner begins to 
explain more thoroughly exactly how 
Postmodernism, ‘broke the rules’ as 
it were. He refers to Deconstruction, 
in terms of rebellion as he looks 
at the Punk Rock era and how 
the design was “viewed as an 
unpardonable aesthetic offence by 
many practicing designers.’ [Ibid 40]. 
It is also in this chapter that Poyner 
seems to focus on Typography 
putting forth a variety of arguments 
for and against Deconstruction but 
concludes in agreement with Byrne 
and Witte in saying “these devices [of  
deconstructionist design] potentially 
act to clarify or develop aspects 
of a communication that uniform, 
modernist treatments sometimes 
obscure.” [Ibid:51]

The book continues by Poyner 
looking at graphic design in 
association with music. He begins 
to look at album cover designs 
and its influences. He first looks at 
German music group Kraftwerk and 
how the designer and musicians  
chose to construct an image that 
was backward-looking
If not quite nostalgic...’ [Ibid:70] 
Poyner continues to explore 
design in association with the 
representation of bands and music 
looking at the work of Malcolm 
Garrett and Neville Brody. Poyner 
moves on to look at the 1980’s 
and Paula Scher looking at he 
work along with the work of Tibor 
Kalman.

A brief explanation of chapters four 
and five reveal how Poyner begins 
to look at how the 
introduction of the 
computer affected 
design and explains 
that ‘Designers were 
quick to point out...’ 
how work produced 
using the computer 
‘resembled a kind 
of neo-Futurism or 
neo-Dada.’ [Ibid] 
He explores how he 
computer is criticised 
for giving work a 
‘less certain quality.’ 
[Ibid] In chapter 
five, Poyner moves 
on to looking at the 
controversial issue of 
designers as authors 
and again points 
out both arguments 
for and against. 
One point of view 
he discusses is that 

of Mau’s and his claims that ‘a close 
engagement with content is clearly 
essential before anything like authorship 
can be claimed.’ [Ibid:123]

Opposition is the chapter to conclude 
Poyners book. Poyner puts forth some 
of the arguments that formed during 
the period of design controversy. He 
explains how the changes ‘provoked 
a number of forceful critiques.’ 
[Ibid:148] he then justifies these 
criticisms by feeding us positives about 
Postmodernism. He states, ‘What such 
Criticisms also ignore is the degree 
to which postmodern design might 
function as a critical practice.’ [Ibid:151] 
Poyner ends his book on a question 
which clarifies that Postmodernism is 
still now fully explained.

Rick Poyners book, No More Rules looks at Graphic design style that is very complex and difficult to 
define which therefore often results in it being neglected. As a review of the book in Eye magazine by 
Laurence King, explains, ‘Poynor’s book is clearly aimed at practitioners.’ [eyemagazine:2004]
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