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PREFACE 

he mechanics of typography — points, 

picas, didot, leading, kerning, em quad, 

en quad, and so on — have often been T H dissected in a textbook manner. Of 

course, these elements are not what 

gives typography its life, eloquence, and personality. 

The technique, if it can be rightly called that, is in the 

designer’s judgment process, in gathering the right 

data to make informed intuitive decisions — or as Kit 

Hinrichs says, to “unlock the doors to ideas.” 

In preparation for writing this book, Kit and I taped 

several hours of conversation on typography. Although 

TypeWise was originally intended to be a less person¬ 

al presentation, it became clear that readers would 

benefit most from hearing Kit talk about typography in 

his own words, not filtered through the voice of anoth¬ 

er writer. Hence, the book begins with a question-and- 

answer interview in which Kit discusses his philoso¬ 

phy of typographic design and how he works to make 

type itself talk. The remainder of the book is devoted 

to the methodology of working with type and to typo¬ 

graphically focused case studies of projects completed 

by Kit and his partners at Pentagram. 
DELPHINE HIRASUNA 

TYPEWISE 



TYPE THAT TALKS 

Q. Why a book on typography. Kit? 

What do you hope this book will give the reader? 

A. I hope it will provide an understanding of how typography is used as a com¬ 

munications tool. From a graphic design perspective, type is more than grey 

matter on either side of a photograph or an image; it is a vehicle for presenting 

information and ideas. More than that, the visual form and shape of individual 

typefaces convey different impressions that can be used to capture the 

author’s/client’s tone of voice. Typography itself can persuade and reinforce 

the ideas presented in words. 

I might add that this is not a history book. I am not an authority on the his¬ 

tory of typography. My view is that of a practitioner, of someone who uses typog¬ 

raphy as one of a range of tools available to communicators. 

Q. Graphic designers seem to focus more attention on images than 

on type. Is typography the least understood element of design? 

A. I wouldn’t say it’s the least understood, but maybe the most underrated in 

terms of effectiveness. I believe many people don’t realize how important 

typography is to total print communications — how it enhances an image, how 

it can become the image, how it influences a reader’s understanding of ideas or 

the way in which those ideas are communicated. Typography is as important 

as the imagery used. 

Q. Is legibility the most important gauge of typographic effectiveness? 

A. Good typography involves more than legibility. Type is one of the strongest 

emotional tools available to designers. Everyone, no matter what his age — 

sixty, thirty-five, or fifteen — has absorbed and continues to absorb a whole 

series of visual and typographic impressions that have a personal meaning. The 

Century Schoolbook typeface used in children’s primers, for instance, conjures 

up images in our collective memories, just as the organic letterforms used on 
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Police badge 

Every culture has its own design 

vernacular that comes from shared 

experiences and values. For Americans, 

the images shown here have inherent 

meaning, even if we don’t read the words. 

Designers familiar with a culture’s sym¬ 

bols can make visual assumptions without 

“defining” each element and can work 

with common images to convey unspoken 

messages. As designers communicate 

more and more with international audi¬ 

ences, the need to be conscious of cultural 

vernacular becomes even greater. 

Vegetable sign 

R ed letter edition of the Bible 

Manhole cover 

Vlnrld War / poster 

Tattoo Art 

License plate 

No Parking sign 

U 
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NEAREST RECRUITING STATION 
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See June. 

before “Sesame 

Street, ” children 

learned the basics of 

reading from “Dick 

and Jane” story books. 

For that generation. 

Century Schoolbook 

typeface evokes memo¬ 

ries of early education. 

psychedelic posters of the 1960s impart a different message. Typography used in 

World War II propaganda posters or in newspapers, street signage, Bibles, scien¬ 

tific journals, wanted posters, postage stamps, and novels conveys emotional as 

well as informational messages. 

On a daily basis, we are exposed to the typographic vernacular of various 

businesses, services, and cultures. By that I mean the vast array of written and 

typographic messages that are everywhere in our lives. 

Q. Can you give some examples of 

what you call "typographic vernacular"? 

A. These fall into two categories. The first and most interesting group is the 

“one-of-a-kind” message — hand-lettered “For Sale,” “Fresh Produce,” or 

“No Parking” signs. These naive, nondesigned “typographic” images are a 

vital, ever-changing part of our common culture. 

The second group is designed or at least professionally engineered. It 

includes everything from license plates and money to neon signs to computer 

display type, tattoos, crate stencils, and bus transfers. The often funky typo¬ 

graphic “look” of these items may transcend its original use, becoming a sym¬ 

bol for a whole industry or cultural expression. 

We as graphic designers need to be aware of typographic vernacular on a 

conscious level and understand the common visual language of certain type¬ 

faces. This awareness allows us to use given typefaces at appropriate times and 

in the most effective ways. 

Q. How does someone learn about 

the emotional value of different typefaces? 

A. It’s all there within us. It’s a part of our common culture, both national and 

international. It’s a matter of just asking yourself the correct questions, of 

drawing on your own memories. 
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Helvetica 

I’m not talking about absolutes here. A single typeface may be used 150 

different ways, in different contexts, bringing a different meaning to a poem or 

a business article, for instance. Every use of the phrase “See Spot run” does 

not have to be in Century Schoolbook — which conveys images of primary edu¬ 

cation, of legibility and accessibility. But the combination of the phrase and 

typeface recalls a much broader emotional meaning of childhood comfort and 

stability, of a more simple and less stressful time. 

Q. If certain typefaces bring specific feelings 

to mind, doesn't their use always create cliches? 

A. Cliches may be the most undervalued tools of our profession, as they repre¬ 

sent our culture’s commonly accepted ideas and images of itself. For the 

designer, it is crucial to understand cliches and know when to twist them in 

fresh and interesting ways. Often by simply contrasting the cliche you enhance 

the message being communicated. Jack Summerford, a Dallas designer, did 

that with a poster. He typeset the word “Helvetica” in Garamond No. 3. It’s 

elegant in its simplicity. From the word you expect one image but get something 

Designer Jack 

Summerford’s poster 

was a visual pun that 

startled graphic 

designers and typogra¬ 

phers, then left them 

chuckling. “Helvetica” 

was set in Garamond. 

T Y P E W I S E 

O 



completely different. Designers who understand the typographic cliches, the 

historical context of the typeface, gain control of their craft. They know when to 

specify which typeface to create the appropriate response. 

Size, weight, and scale of type are also part of the appropriateness. A frilly 

Spencerian script blown up across a page suddenly conveys a surprisingly new 

impression, a much stronger image. Think of typography as imagery. It isn’t just 

a set of letters. It’s words and ideas. Typography is the vehicle to express those 

ideas most effectively. 

Q. Do you have a process to develop your typographic ideas? 

A. I tend to think of the total — be it a poster or an entire book — as an 

environment, as a graphic ecological system in which type, color, scale, paper, 

illustration, and photography all work together in harmony. They cannot be 

examined individually because it is the balance, the totality of the system that 

makes it work or not work. 

Q. How do you develop 

your "graphic ecological 

system"? How do you 

start the process of gen¬ 

erating ideas? 

A. I begin by gathering infor¬ 

mation through client brief¬ 

ings, written outlines of the 

client’s objectives, identifica¬ 

tion of the intended audience, 

Graphic Ecological System 

No single graphic element determines which typographic approach 

would work best. You should consider the design as a whole — as a 

graphic “ecological system" with interrelationships of type, color, 

scale, paper, and image. The solution comes through the balancing of 

all these factors. 
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the budget, and possibly the medium. I also keep a lot of visual stimuli around 

— reference books, typebooks, magazines that I’m continually sifting through. 

One thing that works for me is the ability to draw. The connection between 

hand and eye — putting random sketchy ideas on paper and contemplating 

them — helps me expand those ideas. For me the approach to the solution 

often lies in free association. It’s a matter of stepping back and leaving myself 

open to the possibility that all ideas are relevant — not locking 

doors to ideas. Once the doors are open, the most unusual things 

begin to be generated. What gets the ideas flowing is the infor¬ 

mation gathered beforehand. Within that information, the sol¬ 

ution always exists. 

Q. How do you recognize the best solution? 

A. A creative solution always seems to be one that, when seen, appears obvi¬ 

ous, but completely unexpected. Anyone seeing it understands it immediately. 

It does not require explanation. Everything fits. There are no holes, no rough 

edges, it feels complete. You understand it more from an intuitive than from a 

logical thought process. 

Once the idea is there, once it has been stated, Tm able to make the appro¬ 

priate decisions. It seems extremely clear. I may say, “The best way to express 

that idea will be with a photograph.” I’ll probably have an idea of who the pho¬ 

tographer should be and even a feel for the light and mood of the photograph, 

how complex or simple it needs to be, how large it should be on the page. Same 

with typography. The idea will suggest the appropriate typeface, the scale, 

weight, leading, and spacing. 

Once you ve gathered 

essential information, 

the solution often lies in 

free association, con¬ 

sidering the possibility 

of any and all ideas. 
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Q. Are you influenced by other designers? 

A. Certainly. As a young designer I was very influenced by people like Milton 

Glaser, Willie Fleckhaus, Seymour Chwast, Don Trousdale, Paul Rand, Henry 

Wolf, Chermayeff and Geismar, Herb Lubalin, Lou Dorfsman, Saul Bass, along 

film poster by Saul Bass with such pioneers in the field as William Morris and Alexey Brodovitch. 

As my career developed, the influence of my peers became stronger with 

people like Massimo Vignelli, Dick Hess, and Takenobu Igarashi. But the 

strongest influence has come from my Pentagram partners and previous part¬ 

ners Tony Russell, Marty Pedersen, and Vance Jonson. 

BONJOURTRISTESSE 

tAagazine cover by Herb Lubalin Vlall mural for CBS cafeteria by Lou Dorfsman 

Record poster by Milton Glaser Poster by Seymour Chwast 
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Book plate by William Morris 
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Poster by Dick Hess 

Promotional poster by Don Trousdale 

Environmental number by Takenobu Igarashi 
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At some point, you become influenced not only by your peers and your own 

culture, but by peers in other cultures. I feel it’s part of a designer’s responsibility 

to draw from as many experiences as possible in order to keep ideas fresh in the 

way they are presented. When you look at other cultures that literally have differ¬ 

ent alphabets, different social attitudes toward color, different ways of reading, all 

those things influence you and force you to look at your work in new ways. 

Q. Your method sounds straightforward, but some may 

argue that is not always the case. What's the biggest 

pitfall? A lack of adequate information? 

A. No. I think that is rarely the problem. Without being too meta¬ 

physical, I think the problem lies in being unable to unlock the 

doors to ideas. The pitfall comes when someone assumes there are 

always logical solutions to things, that there are “seven rules” to 

follow, that design is a science and not an art. The designer must 

pursue a solution that contains logic but is not necessarily 

a logical solution. 

Q. You have said a particular typeface will occur to you as 
Classic typefaces 

remain vital and fresh part of the design solution. Doesn't that mean you must be familiar 
even over the centuries. 

The letters cut by 

Giambattista Bodoni 

in the eighteenth cen¬ 

tury, for example, are 

still in frequent use. 

with hundreds of typefaces? If so, how did you learn? 

A. I’m still learning. I can’t tell you the number of times I’ve looked through 

visually attractive, typebooks. Part of the process when I’m developing a project is to review type- 
Bodoni type is easy to J 1 1 ioij J I 

read, beautiful as indi¬ 

vidual letters, and har¬ 

monious as a unit. 

faces — familiar ones and new ones — to see if I have a visual connection 

between the character of that face and the story I want to communicate. The 

associations I’m trying to make are often multi-tiered, multi-informational. So, 

as I review typefaces I ask myself a number of questions to help make these asso 

ciations. What will the headline type be? What is supposed to happen at each 

level of information? How should the text relate to the headlines and images? 

Will there be sidebars, pull quotes, footnotes, or captions? Should the type 
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complement or contrast the images? Do I let the type lie back quietly behind 

the image and have the image tell 90 percent of the story? Or is the type going 

to be the story, the strongest element? 

Q. Obviously, designers need to stay current. Is it 

important to have a historical sense of typography as well? 

A. Mankind doesn’t progress without being influenced by its predecessors. 

Speaking specifically about type, it’s important to look back to 

understand the times in which a typeface was created, what was 

going on politically and sociologically, the technology available 

then, what has happened to the face over time. It’s quite fasci¬ 

nating. It gives you a deeper understanding of the character of 

the typeface, why it was designed the way it was and how it has 

been used and perhaps abused throughout its history. 

Q. Can you give examples of evolving typefaces? 

A. Bodoni. He was an eighteenth-century Italian master printer 

and type founder. Bodoni’s characters are considered modern as 

his serifs are unbracketed. His letters are beautifully propor- 

CM J_M PE PER PU NORD 
' A.M.CMSANOR| 

COMPAGN 

tioned and very elegant. His work was heavily influenced by early Roman 
This A.M. Cassandre 

poster from the thirties 

captured the mood of 

letterforms. The invention of metal type allowed him to create characters with the Machine Age. 
Both the sans serif 

type and image con¬ 

veyed the hard-edged, 

streamlined impres¬ 

sion of efficiency. 

strong contrasts — thick and thin strokes in each letter. Bodoni’s type was 

designed for handsetting, the technology of his day. Over the centuries several 

interpretations of his typeface have come along, adapted for the latest tech¬ 

nology. The best examples remain faithful to Bodoni’s original proportions 

and idiosyncrasies. 
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Sans-serif type became prominent during the twentieth century’s Machine 

Age. Its streamlined, hard-edged look implied efficiency, and serifs were 

viewed as superfluous and unnecessary. It helps to understand that changes in 

society and technology are often associated with the emotional character of a 

typeface. 

Currently there are about a half-dozen broad groupings of type — sans-serif 

and serif, and within these, Old Style, Transitional, Modern, Wedge Serif, and 

Slab Serif, as well as Scripts and Ornamentals. Computer type may eventually 

evolve into another category. 

Q. Are variations of classic typefaces as good 

as the originals? What do you look for in the cut of a face? 

A. I like to go back and use cuts of faces that are as close to the original draw¬ 

ings as possible. Many of the modern variations of metal cuts have a kind of 

synthetic look. The original faces had a certain character — in many cases a 

little funky and irregular, but the modern updated faces seem to smooth out all 

the edges and remove the personality. 

Q. Do you see computer-generated typography playing a larger role? 

A. Yes. It’s a question of to what degree. Many young designers have made 

computers their tool of choice. Technological improvements are occurring at an 

amazingly accelerated pace. While drawbacks still exist, it has advanced far 

enough so that we are using this technology extensively. 

Q. What are the advantages of computer-generated typography? 

A. The advantage is that it allows the designer to become the typographer, 

which goes back to how things were four hundred years ago. Historically, the 
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designer/typographer set and 

often created the type and 

designed the page. With com¬ 

puters we can do that again. 

The flexibility of this medium 

gives designers the opportuni¬ 

ty to explore more options 

with greater speed before 

making a final choice. 

Some very good new type¬ 

faces are being designed pri¬ 

marily for computers, with an 

understanding of a comput¬ 

er’s capabilities and limita¬ 

tions, on screen and in print¬ 

out. Faces designed by 

Matthew Carter of Bitstream, for instance, are excellent. He designs with a 

computer/or a computer. Yet, his design embodies the same aesthetic and 

artistic sensibilities found in typographers of a century or two ago. 

Q. How about the negatives? 

A. I think there are several aspects of computer-generated typography that 

need to be approached with special care. For example, while the democratiza¬ 

tion of typography — giving everyone access to the tools — has resulted in an 

upgrade of low-end, inhouse publications such as reports and newsletters, it 

has also led to a lot of ugly stuff — artificially distorting faces, making them 

too bold, too italicized, instead of redrawing them. 

This was especially true when computer type first appeared. Engineers, 

not designers, developed the earliest type for the sole purpose of functioning 

efficiently with the computer. Aesthetics were not considered at the time. 

Hand-Set Typography 

Hand-set metal type Ink-on-paper proof 

Computer Typography 

Computer-generated letterform High-resolution phototypesel proof 

Technology, as well as aesthetics, has always dictated how type was 

shaped and spaced. Many classic typefaces were cut in the days of 

inflexible metal casts. Compensations had to be made for the fact that 

the final impression would be ink pressed on paper. Today computer- 

generated type can be manipulated in various ways, but the character 

of the type must still be adjusted to reflect the printing process. 
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Typefaces were often blown up from 6 points to 72 points without regard to 

kerning, proportion, or balance. 

Over time, this problem has been alleviated as design considerations have 

become incorporated into computer-generated faces. But today the economic 

advantages offered to computer users sometimes obscure the fact that publish¬ 

ing in whatever medium still requires the same design judgments it has always 

demanded over the centuries. 

Q. How important is it for a designer to understand all 

typographic technologies? Do you go to your typographer 

to observe new processes? 

A. I think it is valuable to be aware of all typographic processes. It’s especially 

important for new designers to see hand-set and hot-metal type because this his 

torical development gives you a richer understanding of typography in general. 

It’s also important to be aware of the numerous variations in the redrawing 

of the same typeface within different contemporary typesetting systems. The 

most important point to remember, however, is not the technology but the char¬ 

acter of the type that best communicates your ideas. 

Q. Doesn't typography go through trends? 

Aren't certain faces in vogue? 

A. No doubt about it. Each generation creates new typography or reinterprets 

existing typography, often based on earlier typographic styling or historical art 

periods — Victorian, Arts and Crafts, Art Nouveau, Art Deco, Classical 

Modernism, Russian Constructivist, and so on. Each face is altered and en¬ 

hanced by its new “creator” to reflect or become the style of the day. 

Emigre, the magazine and typographic design firm, founded by designers 

Rudy VanderLans and Zuzana Licko, is producing a wide range of exciting ultra 

contemporary typefaces generated on and for computers. Years hence, we are 

likely to identify Emigre as the typographic style for the 1990s, in the same way 

we connect Art Nouveau typography with the start of the twentieth century. 



While a core of ten to fifteen classic 

typefaces makes up about 90 per¬ 

cent of my work, I am continually trying to 

learn about and experiment with a number 

of fringe, period, and trendy type fonts. 

This 10 percent provides the accent, the 

surprise, the twist that adds special energy 

or evokes feelings that the classics never 

will. Here are a few of my favorites. 

Non-geometric curved 

letterforms epitomize 

the sensuous style of 

the Art Nouveau 

movement of the early 

twentieth century. 

The ornamental 

Romans date from the 

late 1700s, and they 

experienced a revival 

in the 1920s and 

1930s. These faces are 

making a comeback 

mostly in contempo¬ 

rary magazines. 

Eiten with word proces 

sors, typewriter type 

still signifies messages 

with immediacy and 

basic, honest informa¬ 

tion. Avoid the modern 

“cleaned up" versions, 

however. They lose the 

tooth and grittiness of 

the original. 

Stencil, with all its 

derivations, is a perfect 

example of vernacular 

growing from typogra¬ 

phy. The strictly func¬ 

tional stenciling of 

crates for shipping 

became validated as an 

import/export symbol in 

the 1920s and was ele¬ 

vated to art by Georges 

Braque and the Cubists. 

Circus posters. Wild 

West shows, and 

sundry advertising bills 

from the late 1800s 

employed headlines set 

in dramatic, oversized 

wooden type. These 

complex, highly craft¬ 

ed, and ostentatious 

faces capture the 

emerging personality 

of America. 

Moore Computer 

became an instant 

period piece of the late 

1960s and early 

1970s, attempting to 

emulate the look of 

computer programs. 

Like the technology of 

the era, the face dated 

itself immediately. 

Cloister initials and other “illuminated” 

letters were hand painted by monks in the 

fourteenth century. A more modem, cast metal 

version was developed during the Arts and 

Crafts period of William Morris in the late 

nineteenth and early twentieth centuries. 

Traktur conjures up 

many interesting 

images: Medieval 

Europe, Teutonic cas¬ 

tles, the Gutenberg 

Bible, old English pubs. 

Although rarely used 

anymore for full head¬ 

lines, this face offers 

intriguing initial caps. 

The 1990s may be 

remembered for a flood 

of newly generated 

computer faces from 

Emigre, a magazine/ 

type design firm in 

California founded by 

two immigrants. The 

diversity, range, and 

quality of these “Mac" 

faces demonstrate a 

youthful exuberance 

and have influenced 

new directions in 

typography. 

The Roaring Twenties 

may be represented as 

graphically by 

Broadway, Parisian, 

Modernistic, and Chic 

as by flappers and jazz. 

These extremes of thick 

and thin, with and 

without serif, capture a 

glimpse of the era. 

Cess-than-beautiful 

Brush scripts of all per¬ 

suasions may be one of 

the quickest ways to call 

up the 1950s with its 

drive-in movies, hula 

hoops, and car fins. 
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As a designer, you can 

present layers of infor¬ 

mation in a hierarchi¬ 

cal order utilizing the 

relative value of head¬ 

line, caption and text 

type sizes, along with 

spacing and position¬ 

ing on a page. 
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Q. Do you use "vogue" typefaces often? 

A. Although I use maybe fifteen classic typefaces most of the time, when I 

have a project that requires a very contemporary look, I expand my typographic 

vocabulary accordingly. 

Q. How would you categorize the faces you use most often? 

A. I think in terms of three categories of typography: Classics, which transcend 

all periods of design; Period, which represent former and future eras; and 

Vogue, which exhibit the most extreme (the best and often the worst) in current 

typography. I also have typographic styling categories: leading, letter spacing, 

paragraph indents, initial caps, caps and small caps, dingbats, and all those 

kinds of tricky, voguish things that designers tend to do. 

Q. Do you talk to the writer while the design is in progress? 

A. I like to get together with the writer from the beginning of the project 

because it’s useful in developing a design solution. We can bounce ideas off 

each other, often strengthening the content of each other’s work. Together we 

can arrive at a sense of the appropriate length for the copy, the pacing of the 
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project, the style and tone of voice, what can best be communicated through 

images or text. It’s a back-and-forth process, a collaboration. 

Q. How influenced are you by the content of the copy? Some 

designs out there are eye-catching but appear to have little to do 

with the text. Why do you think this happens? 

A. I feel it’s imperative for the design to reflect the content of the text. 

Inappropriate images juxtaposed to copy and incongruent typographic choices 

can confuse the message, making it unintelligible. This often occurs because 

the designer is looking at the page and asking, “How does it look?” not “What 

does it say?” Designers can get so involved in other parts of their craft that 

they forget the basics — like reading the copy. 

Q. Isn't it also true that we tend to think in terms of division of 

labor — the writer communicates; the designer illustrates and 

adds style. Do designers forget that they too are communicators? 

A. That’s often the case. Because we are in a visual business and there’s so 

much style intertwined with the communications we’re involved with, some¬ 

times a designer will substitute style for content. It’s the curse of the profes¬ 

sion. Many design “stylists” can become very “hot,” do very exciting images, 

but they aren’t communicating anything except their own style. Ideas drive 

communications. When ideas determine the right style to be presented, 

a work will never be flat; it will always be fresh. 

Communication isn't 

the sole responsibility 

of the writer. Good 

design can’t be sepa¬ 

rated from good com¬ 

munications. Design 

without content is just 

decorative style. 

Q. How can readers use this book 

to develop their own design decision process? 

A. I think the case studies will illustrate how elements are pulled together, 

what the thought processes were in arriving at a particular choice. What I hope 

this book will accomplish is to share several years’ worth of my experiences so 

people can unlock more doors sooner than they might have otherwise. 
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CHARACTER DEVELOPMENT In considering any creative work, the question arises: What part of the 

creative process can you quantify? Why did Milton Glaser choose those 

colors for Dylan’s hair in his poster? Why did Paul Rand use a square 

serif instead of sans serif type in the IBM logo? Sometimes the answer is 

a shrug and a reply, “It felt right.’’ But the choice surely was not a random toss- 

of-the-coin decision. Some method of deduction — conscious or otherwise — 

was applied to arrive at each particular solution. 

On eveiy assignment, designers make hundreds, often thousands, of indi¬ 

vidual judgments. The interplay of each one ultimately determines the fabric 

of the design. 

While it’s impossible to pinpoint where creative ideas are found, it is possi¬ 

ble to identify the steps in the creative process: defining the problem, gathering 

information, and checking ideas for appropriateness. The answers to certain 

universal questions provide information on which to base creative judgments. 

The very act of posing the questions helps define and refine the solution. The 

solutions will be as unique and individual as the designers who create them. 

Asking the right questions 

As communicators, we’ve all heard the three principles of problem definition: 

audience, message, vehicle. Some communicators go after these answers very 

superficially — name, rank, and serial number. Others probe almost in a psy¬ 

choanalytical way to understand the subtleties. 

You don’t have to be both designer and “shrink.” But sometimes designers 

play an essential role in helping clients articulate who they are, what they are 

trying to achieve. The quality of information gathered before a project begins 

can lead to better, more focused design and ultimately to more effective com¬ 

munications. In a real sense, information is an essential tool for making subjec¬ 

tive judgments and channeling your creativity to appropriate design solutions. 
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fter limiting your 

everyday typefaces to 

a manageable core group, 

you should get to know 

them intimately, so you can 

anticipate how each face 

will look and perform in 

any situation. 
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Who is the client? 

Literal identification gives you only a cardboard image of who the client is. Try 

to identify their operating philosophy and style, distinction from competitors, 

vision for the future. Are they established leaders or number two and trying 

harder? Are they considered conservative or progressive? A New England 

financial institution established prior to the American Revolution evokes an 

identity different from that of a California bank founded by six Stanford MBAs. 

That doesn’t necessarily mean the New England bank should be presented as 

staid and traditional or that the California bank should automatically appear in 

the latest flash-and-trash style. To dispel stereotypical conceptions, the client 

may want to project the opposite of the expected. 

Who is the audience? 

Profession, age, sex, geographic location, income 

leyel all may be decisive factors in the design approach. 

Aeronautical engineers...Southwestern cattle ranchers...high 

school students...factory workers. Who are the readers, what are 

their interests? A Medicare brochure targeted to senior 



citizens would rule out the use of grey 6-point Copperplate Gothic type on 

a blue background. A skateboard promotion directed at teenagers obviously 

demands a different approach than does a mortgage lending brochure aimed 

at first-time home buyers. But try not to assume the obvious. For instance, toy 

catalogs pitch to grandmothers, not to eight-year-olds. 

What's the message? 

What are we trying to communicate here? Is the piece purely informational, or is 

the goal to sell, entertain, persuade, call to action? How do we want the audience 

to react? What impression do we want to create? An annual report may be 

required to disclose only the straight facts and figures, but 

the visual message can communicate far more about the 

:T company’s personality, philosophy, and vision. 

choice of the correct 

typeface can help your cor¬ 

porate clients come to grips 

with the visual identity crisis 

they sometimes experience. 
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■ t s important to con¬ 

sider the environment in 

which the message will be 

viewed. Elements that 

limit the reader’s attention 

— time, space, weather, L 

lighting conditions — 

may influence your typo¬ 

graphic choice. 
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What's the medium for communication? 

A poster. Brochure. Direct mail catalog. Electronic media. Three-dimensional 

exhibit. The answer forms the parameters of the project. If the chosen medium 

is complex — a 148-page catalog with multiple messages and levels of infor¬ 

mation, for instance — the typography, to sustain interest, probably requires 

complexity too. A book intended to have a long shelf life will also influence 

typographic choices. Posters, on the other hand, are intrinsically ephemeral, 

leaving greater latitude for typographic experiments. 

What's the environment? 

The term “environmental graphics” is typically associated with indoor/outdoor 

signage, but it includes much more. The dairy case in a supermarket, for exam¬ 

ple, is the environment in which the typographic impact of a milk carton must 

be evaluated. A darkened theater becomes the environment for a film title. 

Consideration of surroundings must include all the elements that compete with 

or limit the reader’s attention — time, space, weather, speed, and lighting con¬ 

ditions. A billboard must be read from a car speeding by at fifty-five miles per 

hour, narrowing the choice of typefaces and sizes considerably — as does the 

candlelight when you read a menu card in your favorite restaurant. 

What are the available resources? 

Budget is not a deterrent to creativity, but it does affect how you implement 

that creativity. A realistic evaluation of the budget will help determine whether 

a piece is printed in one or four colors, as a postcard or as a monolith the size 

of Mount Rushmore. Awareness of the total budget will also aid you and your 

client in using available resources most effectively. 
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Building a typographic vocabulary 

Okay, you’re confronted with a mind-boggling number of typefaces to choose 

from, not to mention the different typehouses who produce variations of the 

same face and dozens of newly created faces for computers too. How do you 

whittle this down for practical use? 

Looking at one of those ten-pound type specimen books for the first time 

can be intimidating. The average tome contains about 750 individual type¬ 

faces, along with multiple drop shadow, backslant, and outline variations — 

most of which are either ugly, illegible, or both. A colleague once called these 

fonts “faces only a mother could love.” Then, of course, there are pages of 

dingbats, rules, and other typographic ornamentation that heap layers of com¬ 

plexity onto an already bewildering array. 

The Desert Island approach 

Making sense of this confusion and picking out the essential typefaces you’d 

want along if you were stranded on a desert island is the first step in building a 

personal typographic vocabulary. 

Keep in mind that most seasoned designers typically work with only a limit¬ 

ed number of typefaces. They generally build their typographic vocabulary 

from a combination of classic faces, type that represents their own highly per¬ 

sonal style, and specialty faces proven to be effective in unique situations. 

These they subconsciously arrange in tiers, from everyday, all-purpose type¬ 

faces, to reliable secondary choices, to assorted specialty faces that can be 

brought out for specific occasions. 

Start with favorites 

Probably no two designers will agree on exactly which ten or fifteen faces to 

include in their own basic vocabularies, but they will almost always include a 

balanced selection of three or four faces from each broad type grouping — serif, 

sans serif, and slab serif — that they are likely to use 80 percent of the time for 
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le typographic 

“forest” can present an 

intimidating number of 

choices to new designers. 

The challenge is to narrow 

this selection to a core 

group of typefaces that 

reflects individual style 

and practical needs. 
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both headlines and body text. For example, my basic typographic vocabulary, 

built and refined over several years (and still evolving), includes Bodoni, 

Garamond, Century Old Style, Janson, Times Roman, Memphis, Cheltenham 

Old Style, Franklin Gothic, Futura, Helvetica, News Gothic, and Univers. 

Augment with variations 

Most designers usually augment their core group with another fifteen to twenty- 

five faces that are often subtle variations — Baskerville as a variation of 

Caslon; Memphis for Rockwell; Helvetica for Univers. This second tier of type¬ 

faces is used with varying frequency, sometimes making the “A” list and some¬ 

times dropping back to second place. 

Eclectic typefaces 

There’s a third tier of specialty faces that includes a grab bag of eclectic type- 

styles earmarked because they may best represent the most contemporary look 

or a specific period of history, a culture, an art style, or maybe just a unique 

style that appeals to the idiosyncratic nature of the designer. This last list ebbs 

and flows in number and variety depending on current trends 

in type, recent discoveries of old, less familiar faces, and 

newly designed faces. 

^^etting to know a fam¬ 

ily of typefaces — capital 

letters, lower case, italics 

— involves learning its 

strengths, shortcomings, 

and idiosyncrasies. 
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Know your faces 

No matter what your choice, it’s important to become intimately familiar with the 

faces in your core group. Every curve and angle of a face should be studied; the 

way a face changes with different leading and spacing; how it looks in all caps, 

small caps, and upper and lower case. Know what happens with a change in size 

and color, reverse or positive. Your core faces should work in combination with 

each other and be versatile enough to be appropriate in nearly all situations. 

T Y P E W I S E 

© 



Sf/mite a Inma/ia 9 

Mypography can speak 

in a roar or a whisper. 

Through its tone of voice, 

type projects how the text 

“sounds” visually. It can 

enhance a message, con¬ 

trast it, or detract from it. 
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Topographic typography 

Be enticing 

Typographic styling can be compared to a good road map. It tells you where you 

are and where you’re going. It points out the routes available to your destina¬ 

tion and emphasizes the most efficient ways. It also highlights and explains 

points of interest. And all this is communicated with symbols that are consis¬ 

tent and easy to read. 

Although comparing type to a map is accurate, the analogy is incomplete. 

Along with showing the route, designers must convince readers that the trip is 

worthwhile, and entertain and retain the attention of travelers who have varying 

degrees of interest in the subject. 

Tone of voice 

One way is by presenting information in the order in which people tend to read: 

headlines first, then pull quotes and blurbs, followed by captions, and finally 

the body text. Providing levels of information ensures that even uninterested 

readers will glean some knowledge of the subject, while others may be drawn 

into the comprehensive body text. 

Great storytellers have always understood the importance of tone of voice. 

Knowing when to whisper or to shout adds a richness and color to their story. 

The same is true of visual communicators, and type is often the best means of 

affecting that tone of voice. How should the text “sound” visually? 

Conversational or authoritative? Boldly assertive or gently persuasive? Urgent 

or relaxed? Factual or poetic? Typography can capture these moods. Through 

style, scale, color, and position on a page, type can tease or demand. It can 

even speak with an accent. The “tones” are as different as the audiences and 

as individual as the designer. Consider the typographic images that come to 

mind for a Grateful Dead poster compared to an invitation to the Boston 

Symphony’s opening night. 
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Trendy faces 

More often than not I rely on classics because trendy typefaces are often so 

stylish that they oveipower the message by calling too much attention to 

themselves. 

Like clothing, however, type goes through fashion fads. When hot pink with 

just a hint of chartreuse appears in leading fashion magazines, these colors 

become the rage everywhere. When Univers 59 italic with wide letter spacing 

is hot...ditto. That’s not to say that voguish typefaces should be avoided. They 

often represent the most current “edge” graphics. 

Of course, there are situations where 

trendy typefaces are appropriate and 

desirable, even when the look isn’t contemporary. The 

best and most representative typeface modes are closely 

identified with a period, and no re-creation of 

the era would be accurate without using them 

to set the typographic mood. 

These typefaces experience revivals 

— like the psychedelic 1960s type rem¬ 

iniscent of Art Nouveau or the De Stijl 

or Constructivist faces from the early 

twentieth century resurrected in the 1980s 



When you analyze the typography of a particular decade, you recognize two 

major points of identification: first, the specific groups of typefaces that were 

“in”; and second, the style in which they were set (leading, letter spacing, com¬ 

binations of typefaces, etc.). I use both to reflect a period but not to mimic it. 

There is a need for continual experimentation in typography, but be 

confident in your knowledge of the basics before heading off into every new 

typographic direction. Trendy typefaces should be used sparingly, with common 

sense and with awareness of the message — not the superficial style — you 

want to communicate. 

Not just a pretty face 

The classics, or at least my classics — Bodoni, Caslon, Century, Helvetica, 

Futura, Franklin Gothic, Garamond, Memphis, for example — are typefaces 

for all seasons, for all occasions. They transcend any single period of time. 

Like a basic black dress or a pair of 

■ ike a basic black dress, 

some typefaces are tasteful¬ 

ly appropriate for a num¬ 

ber of occasions. Trendy 

typefaces can set 

the mood for 

special situations. 

Levi’s, they can be dressed up or 

down and fit in nearly anywhere. 

No single designer or school of 

design can predict which typeface 

will become a classic. 



FI 
eople read on a num¬ 

ber of levels. Some stop at 

the headlines and cap¬ 

tions; others read the 

entire text. Typographic 

styling organizes informa¬ 

tion to increase reader- 

ship and understanding. 
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Classics emerge from repeated use by thousands of designers, in thousands of 

situations worldwide. Their versatility is expressed through their range of 

weights, the “color” of the typeface when set in body text, the intrinsic quality 

and aesthetic integrity of the drawing of each letter, and the way these charac¬ 

ters look when combined into words, paragraphs, pages, and books. Although 

there have been a few instant classics (Helvetica, to name one), most are 

proven over time and set the standards for others to meet. 

Even if you primarily use classic faces, your designs don’t need to become 

predictable. I’ve always found that true creative freedom was derived from work¬ 

ing with numerous constraints — time, money, size, color, whatever. Restrictions 

force you to review the options available. A limited number of typefaces allows 

you the opportunity to explore the variety within the character of each face, to 

ask yourself how it works at different sizes, mixed with other faces, in all caps, 

Build a hierarchy 

To handle complex material — be it primarily image, a mix of images and text, 

or exclusively text — you must establish a hierarchy of information and the 

order in which you want that information to be read. This ordering of informa¬ 

tion can take many forms. Ordering by size and importance is perhaps the most 

obvious but very effective hierarchy. Creating a pattern of even-sized images 

and either positioning them in a normal reading sequence or interrupting the 

pattern to signify importance is another approach. Or take advantage of con¬ 

trast — different weights of type, Roman vs. italic, color against a background, 

complex vs. simple, for example. Certainly position of type and image — cen¬ 

tered, top right-hand corner (at least in the Western culture), balanced on a 

page — aids in directing the reading sequence. 

Initial caps, subheads, and sidebars are other typographic techniques that act 

as signposts and a means to break down information into more digestible bits. 
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Pacing 

All printed pieces have typographic pacing whether the designer intends it or 

not. The pacing may be boring or static. Or it can move readers along, offer 

delightful pauses and visual relief, provide continuity, and establish reading 

guideposts. 

You could compare pacing and design to the same quality in literature or 

music. Most finished pieces, whether visual, written, or composed, have not 

only a beginning, middle, and end, but also a momentum with swells and lulls, 

crescendos and diminuendos, leading to a climax and denouement. 

Typographic pacing plays a role similar to that of a musical motif — an 

underlying theme developed in various colorations throughout a composition. 

The cohesiveness and familiarity provided by this melody establish reference 

points and carry the music forward. In printed pieces, readers expect the same 

thematic unity, counterbalanced with elements of surprise. 

Hypography is the way 

we “dress” our ideas for 

presentation. Individual 

styles may vary, but the 

look must be appropriate 

to the occasion and 

environment. 
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Color 

The even or irregular pattern created by the combination of the letters in each 

font defines its individual “color.” A page gains color several ways — through 

word and letter spacing, the contrast of Roman to italic, bold to light, and the line 

leading between copy. Used correctly, the texture created by the typographic vari¬ 

ety of faces, column widths and copy settings (flush left, right justified) con¬ 

tributes to making a page’s color reflect the emotion and content of the message. 

Appropriateness 

The final measure of typographic design (and design in general) is its appropri¬ 

ateness to the client, the target audience, and the conditions in which this mes¬ 

sage is presented. In other words, is the typographic tone of voice appropriate 

to the message? 

It’s like knowing what to wear to a business meeting or a beach party or a 

formal museum opening or a camping trip. All have appropriate gear estab- 



lished by tradition and practicality, which are reinforced daily through individ¬ 

ual use and cultural media. Typography is the way we “dress’* our ideas, and 

we communicate the credibility of those ideas effectively by “dressing” them 

for the occasion. 

This shouldn’t be confused with uniformity. Using the apparel analogy 

again, let’s imagine a Wall Street “power breakfast” at the ‘21’ Club. All of the 

brokers are wearing business suits, but the cut of each suit is quite different. 

One may be wearing a vest, a Brooks Brothers’ shirt, and wing-tip shoes. 

Another may have on suspenders or a bow tie. Each person is distinctive, 

dressed in a style appropriate to his or her individual personality, yet appropri¬ 

ately outfitted for the occasion. 

Be consistent with the message 

The typographic design should be consistent with the message you are trying to 

deliver. Be aware that every time you choose a typeface it communicates some¬ 

thing. It enhances the message or detracts from it. It makes a statement; therefore, 

the choice should not be made arbitrarily or independently of the message. If lead¬ 

ership is the subliminal message, don’t use a wimpy typeface. 

Also, be aware of what your audience expects and consciously choose to 

provide that or not. For example, a classically conservative typeface for a 

Johnny Walker ad may be right for the Wall Street Journal but inappropriate if 

the ad is to appear in L.A. Style or Interview magazine. 

Your typographic judgment will become more refined with every piece of 

information you gather about your client and audience. Sometimes by contrast¬ 

ing the anticipated image, you can draw more attention to the message. There 

are times when you want to stand out from the crowd, make a statement, chal¬ 

lenge convention, be irreverent, jar readers into seeing you differently. 

Choosing an unexpected typeface may then be the appropriate means. 
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Hhe wrong typeface can 

be perceived as preten¬ 

tious or incongruous with 

the message. The choice 

of typeface must not only 

complement the total 

design but accurately 

reflect who the client is. 
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PENTAGRAM CASE STUDIES Twice a year all the Pentagram partners 

converge for four days somewhere in 

the world to review our experiences of 

the past six months and to plan (or 

guess) where we’d like to be or what 

we’d like to be doing in the future. Although some 

time is directed to the “housekeeping” of our collec¬ 

tive, by far the most important and involving discus¬ 

sions center around the design “case studies.” 

These studies give us an insider’s look at the suc¬ 

cesses, shortcomings, political problems, and cre¬ 

ative challenges encountered in each other’s pro¬ 

jects. The following pages are a typographically 

focused series of selected case studies presented by 

the graphic design partners of Pentagram. 

founded, in 1971, 

Pentagram is orga¬ 

nized around fourteen 

design partners based 

in offices in London, 

New York, and San 

Francisco. Each 

designer came to 

Pentagram with exten¬ 

sive experience and an 

established reputation 

in his or her design 

field. 
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Lettei or the physical shape of the text 

be used to amplify the meaning of the words, 

a mood or metaphor, form a decorative 

ttem, or become a visual pun. Typically such 
I ■. 

agery is a one-of-a-kind experience, illustrating 

titles, headlines of magazine articles, advertise¬ 

ments, invitations, or posters. The image dictates 

the choice of typeface. Part of the fun is to be able to 

step away from classic typefaces so essential for 

readability and consider all the eccentric, funky, 

clumsy, sometimes illegible or downright ugly faces 

you may otherwise never use. Applied sparingly and 

appropriately, typography can turn words into art. 



MERVYN KURLANSKY 

Found Alphabet Letterforms don’t always come from 

I typographers or designers, but can be 

found among everyday items around the 

office, at home, or in nature. From paper 

clips to scissors, this “found alphabet” of 

twenty-six “lettergrams” was collected in 

the London office and is a simple exer¬ 

cise in typographic observation. 

This alphabet was 

gathered for an article 

on creativity for Preston 

Polytechnic School of 

Art's magazine. The 

practice of viewing 

images as possible 

letters (initial caps, 

distinctive artwork, etc.) 

is an important 

approach to maintain 

within your vernacular 

typography file. 

T Y P E W I S E 
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KIT HINRICHS 

McCall's Magazine McCall’s magazine asked us to 

illustrate an article on Christmas 

decorating from A to Z — and needed it 

within ten days, start to finish. In the 

heat of August, we worked on finding 

Christmas nutcrackers (causing a few 

sleepless nights). Although most of the 

imagery was a literal illustration of the 

copy, a few typographic images lent a 

different dimension to the story and also 

served to reinforce the A—Z aspect. 

O ur gumdrop G 

allowed us to photo¬ 

graphically produce a 

colorful letterform and 

present a familiar 

Christmas item in a 

nontraditional way. 

The letter G was rough¬ 

ly based on Windsor 

Bold Condensed. 

CHRISTMAS ADVENT, the season begin¬ 

ning with the fourth Sunday 

i before Christmas (November 

V 30th this year), traditionally 

^ spent in prayer and fasting in 

A preparation for the Feast of 

the Nativity. Endless to a 

child, but no time at all for 

in grown-up preparations like 

shopping, cooking, baking. 

Speed up this seemingly end- 

less period for small children 

with an Advent calendar, 

handmade or bought, to cere- 

moniously reveal a new sur- 

jprise each day. 

A compendium 
of marvelous 
ideas to help 
you celebrate 

the joy, wonder 
and glory of 
the season 

A Bg 
( i : cAflfPrM x w * 

The initial cap A, for Advent calendar, served 

as a strong graphic introduction to the article. 

The hand adds a rather surreal touch to the 

two-dimensional A. The D sidebar, with its cen¬ 

tered Roman text, provides a change of pace 

from the rigid columns of flush-left italic copy. 

Half-line paragraph spacing throughout gives 

the material a little more room to breathe. 

T Y P E W I S E 
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CANDLES, to gleam and 

glow and flatter every face: a 

battery of lights on a table or 

top of a chest, brightening a 

mantel, or set up at different 

heights in stemmed goblets. 

Plant colored votive lights in 

garlands down the center of a 

buffet table, or at every setting 

of a formal dinner table. 

CENTERPIECES of every 

sort and surprise. Try a paper 

one of pleated shiny paper 

fans in the brightest colors; 

cutouts of birds and butter¬ 

flies; streamers of crepe paper 

instead of ribbons; small 

unfolding honeycomb bells. 

COOKIES —as presents for 

each name on your list, and 

plenty more for around the 

house. Calories are for 

forgetting. 

CRANBERRIES strung like 

rubies, to wind around a tree, 

to ring napkins, to wrap in 

garlands. Fill little baskets 

with cranberries to hold place 

cards. 

CRECHE, the manger where 

Christmas began. The figures 

of Mary, Joseph and the 

Christ Child, surrounded by 

angels, shepherds and ani¬ 

mals, may range from 18th- 

century Neapolitan versions, 

dressed in fine fabrics, to 

naive Mexican folk art to 

Ecuadorian dough sculptures, 

to simple plaster or wooden 

figures found close to home. 

Nestle yours under the tree, 

on a table, in a bay or picture 

window, with straw and 

greens to set the scene. 

DELLA ROBBIA 
wreaths and garlands, after the Renaissance sculptors. Make one for the center of the table 
with fresh fruits studding the greenery—use apples, oranges, lemons. Wrap with rich cords. 

DOLLS, 
strings of them, cut from paper for the tree. Miniature plastic dolls from the five-and-dime, 

with angel wings attached for added delight 

DOORWAYS 
adorned with damp-proof decorations: oilcloth stockings, filled with greens and 

ornaments: branches of greens wrapped and bowed with outdoorsy ribbon; a front door 
covered in midnight blue, starred like a night sky with many tiny lights. 

DOVES, 
flocks of them, on your tree. Two-dimensional doves cut from plain white paper, with wings 

attached separately to alight on any package. Ensnare them with silver cord or ribbon. 

DRUMS, 
made from coffee tins or oatmeal boxes cut down to size and covered with white paper. 

Band with red and blue ribbons, crisscross with colored tapes or yam. 

BASKETS, perennially pop¬ 

ular for decoration, utility 

and collecting. Pack tiny ones 

with wrapped candies for 

open-house presents. Line 

and pad a medium-size basket 

with a pretty print, add lace 

edgings and bows and fill 

with aromatic soaps. Arrange 

a bunch of cocktail napkins 

like flowers in a small basket, 

or pack a larger one, like Red 

Riding Hood’s, with home¬ 

made goodies. 

BAUBLES AND BEADS 
for sparkle—circling a tree, 

winding around a length of 

greenery, filling a crystal bowl 

with glitter, arranged like 

ripened fruits in an epergne. 

ALMONDS, spiced and 

roasted; buried in brittle, 

studding a torte; snowbound 

by fondant; knotted in small 

kerchiefs for stocking stuffers. 

ANGEL wings snipped from 

tracing paper to decorate 

Packages with heavenly 

originality: 

APRONS for everyone on 

your list, from baby pinafores 

to roomy, no-nonsense ver¬ 

sions for the boys and men. 

BOWS, even for the most 

tailored souls at Christmas — 
shining satins, luxurious vel¬ 

vets, taffeta to wrap a pack¬ 

age. Tie up a whole tree or 

beribbon a wreath or garland. 

BREADS in injihite variety, 

the epitome of homemaking, 

in crusty loaves, presented on 

a rough-grained breadboard 

and tied with a gingham dish 

towel. 

In addition to the 

opening letter A, the 

initial cap typography 

was of great impor¬ 

tance to the article’s 

style. Century Old 

Style was chosen for 

headlines, initial caps, 

and body text. The 

subheads are all 

Futura Extra Bold, all 

caps. Century was an 

obvious choice. Not 

only is it a very outgo¬ 

ing. friendly face, but 

the initial caps (espe¬ 

cially when shadow- 

boxed) conjured up all 

those warm Christmas 

feelings from children's 

alphabet blocks. 

O r early sketches 

included many typo¬ 

graphic letter illustra¬ 

tions, including a 

fruitcake slice of F and 

a baked bread B, plus 

an idea that was ulti¬ 

mately used in the 

final design — a 

candleholder C. 

Vihen using cap sub¬ 

heads within body text, 

especially in a bold 

face like Futura, you 

should drop the point 

size at least one point 

to maintain proper 

balance between sub¬ 

head and text. 

T Y P E W I S E 
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The 3-D letterforms 

were photographed 

and used in several 

different configura¬ 

tions, lending an ele¬ 

ment of surprise to 

each of the promotion¬ 

al print pieces. 



COLIN FORBES 

Designer's Saturday Designer’s Saturday is a three-day 

annual event hosted by the furni¬ 

ture manufacturers of America at the 

1DC (Industrial Design Center) in New 

York. The contract design show attracts a 

large number of interior and industrial 

designers. Promotion for the event 

includes a poster, invitations, trade ads, 

and other print pieces. Drawing on the 

three-dimensional nature of this show, 

Colin had letterforms built in the Bodoni 

typestyle. These eight-inch, lacquered 

wooden letters were treated as imagery 

in the promotional campaign. 

The design solution 

grew out of Colin's 

observation that it 

would be interesting to 

treat type as a piece of 

furniture for this event. 
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As physical objects, 

the letterforms became 

sculpture, revealing the 

intrinsic grace and 

beauty of the Bodoni 

typeface. The varied 

shapes and weights in 

each Bodoni letter sus¬ 

tain visual interest, 

something that a sans- 

serifface probably 

wouldn't do. 
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ALAN FLETCHER 

Party Invitation Not all projects have “global” impact; 

some are just plain fun. Alan 

designed a twenty-first birthday party invi¬ 

tation for the daughter of his client and old 

friend Bob Gross, chairman of the Geers 

Gross advertising agency. 

A lan turned the invitation into a full-color 

poster, which seemed a more inventive solu¬ 

tion for a party and ultimately a longer last¬ 

ing memento of the event. A playful collage, 

created with bright colors and hand-cut let¬ 

ters from wood type specimens, set a festive 

mood. The handwritten invitation reinforces 

the casual mood of the party. 

T Y P E W I S E 



ALAN FLETCHER 

John Elliott Cellars John Elliott Cellars is a London-based 

spirits wholesaler who imports fine 

French wines. When Alan was asked to 

develop the company’s identification, the 

image of early nineteenth-century 

French drinking songs set as ideograms 

seemed to capture both the product and 

a mood of conviviality. 

A couple of nuances to 

note in the preparation 

of the final typographic 

art: First, the choice of 

a hand-set type gives a 

historic, crafted quali¬ 

ty, second, the subtle 

shift in type weights 

calls attention to the 

company name and 

creates the illusion of 

wine in the glass. 

John Elliott Cellars Ltd, 11 Dover Street, 

Mayfair, London.Telephone: 01 493 5135 

Wholesalers of Fine Wines & Champagne 

Buvons, amis,et buvons a pleinverre. 

Enivrons-nous de ce nectar divin! 

Apres les Belles, sur la terre, 

Rien n’est aimable que le vin; 

Cette liqueur est de tout age: 

Buvons-en! Nargue du sage 

Qui, le verre en main, 

Le haussant soudain, 

Craint, se menage, 

Et di t : hola! 

Trop cela! 

Hola! 

La! 

La! 

La! 

Car 

Panard 

A pour refrain: 

Toutplein! 

Plein! 

Plein! 

Plein! 

Fetons, 

Celebrons 

Sa memoire; 

Et, poursagloire, 

Rions, chantons, aimons, buvons. 

Scouring the office 

library soon unearthed 

examples of wine glass¬ 

es to work with. 

Although the origins of 

the “•wine glass ” are 

based on early ideo¬ 

grams, Alan extended 

the height of the origi¬ 

nal glass by including 

the company 's name 

and message. 
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NY/LONDON PARTNERS 

Corporate Identification Corporate identification often includes 

typography as an integral if not primary 

element in its imagery. This group of diverse 

symbols illustrates the use of type manipu¬ 

lation in the creation of corporate images. 

A promotion piece for 

Simpson Paper Co., 

this track-like logo was 

created by Woody for a 

fictitious railroad 

company. 

John Rushworth com¬ 

bined elements of 

architecture and craft 

in the symbol for Art 

and Architecture, a 

society promoting col¬ 

laboration between 

artists, craftspeople 

and architects. 

Two related ligatures, 

one Roman and one 

italic, were adopted as 

the colophons for Faber 

and Faber, a British 

book and music 

publishing house. John 

created this italic 

ligature, signifying 

‘fortissimo”to musi¬ 

cians, which proved a 

perfect symbol for Faber 

Music publications. 
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Digitized O’s form the 

logo designed by 

David for Orchid, a 

software manufacturer 

in the U.K. 
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This transparent E 

was a geometric illu¬ 

sion created by David 

for Ealing Electro- 

Optics. One two- 

dimensional letter can 

be seen as two three- 

dimensional letters. 

To Mervyn, Tactics — 

the brand name for 

Shiseido’s toiletries 

for men — suggested 

gamesmanship which 

in turn suggested a 

checkerboard with 

canted squares to 

form the T logo. 

:::::: 
:::::: 

David used arrows to 

create the letterform 

and at the same time 

suggest the flow of 

business for Scottish 

Trade Centre, which 

brings manufacturers 

and buyers together. 

Woody incorporated 

the serifs of six differ¬ 

ent typefaces to make 

the symbol for Hilton 

Typographers. 

T Y P E W I S E 



NEIL SHAKERY 

Exhibition Poster Pentagram partners meet semiannual¬ 

ly in selected cities around the world 

to discuss business, works in progress, 

and finished projects. Our spring 1989 

meeting in San Francisco was scheduled 

to coincide with the opening of an exhibi¬ 

tion of Pentagram work. The partners 

hosted a gala reception for the design 

community, local clients, and friends. 

3. 

For the poster.; Neil wanted to represent the 

work of all three offices and give a hint of the 

more than one thousand images created for 

international clients, while still giving a strong 

identification to Pentagram and the exhibition. 

He came up with a push-pinned typographic 

composite spelling Pentagram, created from 

logotypes designed by the partners. 

T Y P E W I S E 
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KIT HINRICHS 

The Art Directors Club For more than sixty years, The Art 

Directors Club (New York) has spon¬ 

sored the largest, most prestigious exhibi 

tion of advertising and design in the 

United States. When asked to design the 

Call for Entries, our first thought was to 

create a series of images that described 

the competitive categories in the exhibi¬ 

tion together with well-known landmarks 

Jack Unruh, who illustrated Manhattan’s 

skyline for the cover, was one of ten 

nationally prominent artists and design¬ 

ers contributing their interpretation 

of New York scenes. ^'■ 

>■ 
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LONDON PARTNERS 

Napoli '99 Foundation The Napoli ’99 Foundation, a society 

formed to create an awareness of the 

city’s physical problems, enlisted the help 

of thirty designers from around the world to 

graphically demonstrate the level of decay 

in the city’s cultural monuments and archi¬ 

tectural masterpieces. All the Pentagram 

partners’ contributions focused on inter¬ 

preting the theme through the single word 

“NAPOLI” to communicate the idea. 

Showing the classical 

typeface Perpetua 

falling to pieces was 

John’s way of demon¬ 

strating the broken 

architecture and envi¬ 

ronmental decay of 

the city. 

Alan used wood type 

specimens for the word 

Napoli. He presented 

them in bright tutti 

frutti colors to symbol¬ 

ize the cheerful 

Neapolitan attitude, 

and then dampened 

the mood by throwing 

ink at the letterforms to 

represent pollution. 

T Y P E W I $ E 



David’s approach was 

directed more toward 

noise pollution than 

visual pollution. The 

simple substitution of a 

letter ivith an interna¬ 

tional road sign creat¬ 

ed a powerful icono- 

graphic symbol. 

M ervyn constructed 

three-dimensional 

cardboard letters to 

suggest concrete struc¬ 

tures and projected a 

photograph of graffiti 

onto them. The graffiti 

letters were then photo¬ 

graphed to illustrate the 

problems of vandalism. 

T Y P E W I S E 
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PPROACHABLE TYPE 

ome typefaces simply feel comfortable, like a 

favorite pair of tennis shoes or Sunday supper 

at Grandma’s house. These unpretentious 

typefaces don’t suggest any particular bias but 

invite leisurely reading. Often we associate them with 

familiar, everyday objects such as our first reading 

books, bus tickets, and old Sears Roebuck catalogs. 

Common to all approachable typography is easy legi¬ 

bility — simple serifs and letterforms that aren’t 

hard-edged or florid. That isn’t to say a typeface must 

be plain or dull to be approachable. The letterforms 

of Century Schoolbook, for instance, are beautifully 

proportioned and visually interesting, which explains 

why it has traditionally been used in children’s 

books. The friendliness of this typeface comes from 

its accessibility, without an attempt to be clever, con¬ 

trived, or more eye-catching than readable. 



john McConnell 

Slumberdown Slurnberdown, one of Britain’s largest 

makers of continental quilts and 

duvets, wanted to increase its presence 

in stores and retail outlets by creating a 

“shop within a shop.” John developed a 

flexible display system using graphic 

quilted panels that could be hung on a 

frame. The medium used to display our 

client’s story — a full-sized quilt — 

made a positive connection between the 

cozy quilt and the storybook theme. 

*400 

.---'000 ' 

John chose Garamond, 

often used in children's 

nursery books. Even 

with the period illustra¬ 

tions, the look is still 

fresh and contemporary, 

and from a production 

standpoint, the face is 

easy to reproduce in 

silkscreen on cloth. 

\ 



KIT HINRICHS 

Vegetables Book Published by Chronicle Books, 

Vegetables was intended to get read¬ 

ers to take a fresh look at these common 

foods they eat every day. The subject was 

presented in four sections: a history of 

vegetable agriculture in California; an 

A-Z compendium of fascinating facts 

and folklore, along with buying hints and 

nutritional information; a glossy section 

of full-color vegetable photographs and 

illustrations; and finally, recipes. 

A celebration of fresh and succulent vegetables— 
colorful pictures, history, folklore, nutrition, recipes 

Delphine Hirasuna 

Kit Hinrichs loin Tracy 

Diane J. Hirasuna 

For a subject like veg¬ 

etables, the typograph¬ 

ic tone of voice had to 

be unpretentious, 

accessible, and vague¬ 

ly nostalgic. Chel¬ 

tenham Old Style cre¬ 

ated that effect. The 

cover design, reflective 

of crate art of the 

1940s, was treated 

symmetrically, with 

brighter tones in the 

center. The first and 

last letters of "vegeta¬ 

bles ” were used to 

bracket the subtitle. 

Originally the authors 

picked the playful title 

Veggies, but were over¬ 

ruled by the publisher’s 

East Coast reps who 

thought it evoked a 

“California airhead” 

image. Like the origi¬ 

nal title, the choice of 

typeface for Veggies 

was slightly funky and 

rough-edged. 

T Y P E W I S E 
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Seed packet artwork 

lent visual interest to 

the numbers in the 

table of contents and 

also created a turn-of- 

the-century feeling 

that was friendly and 

wholesome. 

VEGETABLES: 
The Early Years 

Vegetable 
Recipes 

Sunny Cali- Most Versatile of 

foods, Vegetables 

can be served 

as soups, salads, 

side dishes, 

entrees, and 

desserts. 

Pages 121-137 

VEGETABLES: 
AtoZ 

Visual 
Vegetables farmlands were 

parched plains 

until irrigation 

turned the state 

green. 

Pages 5 -35 

Vegetables have 

been the source 

of legends, 

myths, Wars, 

and miracle 

cures. 

Pages 37-71 

Strange and 

beautiful, Vege¬ 

tables have 

personalities 

all their own. 

Pages 73-119 
Entwining vegetable 

imagery around the type 

helped to meld the two 

elements and reflected 

the book's theme. 
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Budget limitations dictated that the same illus¬ 

tration style and matched colors he used 

throughout two sections of the hook. Images for 

the A-Z text were made by inking silhouettes 

from old engra vings, and the initial caps for the 

alphabet added color accents. The recipe section 

presented the type of ethnic cuisine and number 

of serving [tortions in plate circles at the lop of 

each recipe. The typographic treatment 

enhanced visibility of this important information 

while creating an interesting graphic detail. 

Everything grows there. You can drive for hours 

past green acres. Fresno County, located in the 

center of the state, leads the nations counties 

in agricultural production. 

First Settlers It's hard to believe that when the first settlers 

arrived during the gold rush of 1849, they 

couldn’t envision the valley as the agricultural 

"Eden” it has become. In the summer, all they 

saw was a barren plain, the ground cracked for 

lack of moisture and temperatures hovering 

above one hundred degrees. Newcomers from 

the Midwest and East didn’t know what to 

moke of the region, which was wet and lush 

from about November through May and dry 

and forbidding from May through October. 

There were no sudden summer thunderstorms, 

nor was there ever any winter snow. The land 

defied familiar farming practices. 

The would-be gold miners did not, however, 

come to farm, though many hud previously been 

farmers. Their goal was to stake their claim, 

get rich, and go home. 

Soon many found that mining was frus¬ 

trating and unprofitable, while recognizing 

that fanning offered u more assured route to 

riches. "Plant your lands; these be your best 

gold fields, for all must eat while they live," 

one new Californian advised his sons. 

Food was extremely costly in the early years 

after gold was discovered on the American 

River in Sacramento. The burst in population 

happened too quickly for the Spanish ranchems 

to supply the demand. Much of the food came 

in by ship around Cape Horn. 

Those who turned to agriculture applied 

methods practiced back home beyond the 

Rockies, and grew the crops they knew best, 

such as wheat, oats, and barley. Dry-land 

Farming, which relies on whutever moisture 

nature provides on a seasonal basis, was the 

common practice in the Midwest, but in the 

Far West it produced uneven results, since some 

crops didn’t come into full maturity before the 

annual heat wave hit. 

Beans were the first important vegetable 

crop grown in California. Until the gold rush, 

they played an insignificant role in the West. 

Enterprising farmers, however, quickly noted 

that miners were buying imported beans by the 

bushel to cook over the campfire by their claims. 

Soon bean vines were sprawling all over the 

state. By 1859, California had the highest re¬ 

turn of beans in the nation. At the start of 

World War I, farmers were exhorted to grow 

even more beans for our soldiers overseas. 

In 1918, California produced more than eight 

and a half million bushels. Even after the war, 

beans remained the state's most important 

vegetable crop. Uma beans, native to Peru, 

were particularly well suited to California’s 

climate and soil and made up about a third 

of the bean production. 

Irrigating thk Central Valley Still, California didn’t realize its agricultural 

potential until irrigation practices became 

widespread. Without a pipeline of water, 

the fertile Central Valley was only suitable for 

fanning half the year. Average annual rainfall 

ranges from seventeen inches in Sacramento to 

ITie liquid nature of soup forces 

our attention on flavors, without 

the imposing distraction of tex¬ 
tures. Soups allow us to discover 

the pungent essence of endive, 

the sweetness of carrots, and the 

starchy quality of peas. 

bunches endive or 
escumle, trimmed of 
hard rib sedians 

/ < up united Hninaiw or 
Ihsrmesan < heese 

n leaspoun ground nutmeg 

ft cups < htclfcn stock 

salt and black hi 
latte Strum (hr (pern* until 

wilted, And M|ure/c 
dry with hand*. Cut 

into tlun shreds and shape 

into wainut-tiud balls, 
Hr»t the eggs. <1 Irene. olid 
nutmeg together Hung the 

t hicken stock to a boil. 
Season with unit and pepper 
to latte. Dtp the bnllt into 

the egg batter and then 
diop (Item into the lmtling 

chicken dock When the 
egg hat tel, I idle stock 
«nd built into bowU and 
•erve immediately. 

MUrUHO GREEN SOUP 

6 iup* chicken stock 

Vi pound Ivan pork, cut 
into thin, bite-shed 
I trips and llthtlp 
sprinkled with salt 

J thin tikes ginger mol 

/ pound mustard greens, 
chopped into I Inch 
piecta* 

2 teaspoon* top sauce 
(optional) 

salt to latte Bring the stock lu a 

boil, and add the 
pork and ginger mot 

.Stinmn for about 10 min¬ 
ute*. Add the mustard 

greens, cover, and simmer 
for 20 mmiitet. Season with 
soy sauce and Mill to taste 

Serve immediately. 

'/mi, Util. .loUuU,n>tutMU 

MV ft --,'v 

2 bunches watcn.rriss 

1 clone* garth , chopped 

2 tablespoons butler 

5 cup* thicken stock 

/ large potato, peeled and 
cubed 

I Vi cups bemip c ream 

suit and black pepper 
to task Wash the watercress 

well, and discard 
the timber stems. 

Save tome sprigt for gar¬ 
nish, and chop liter real. In a 

saucepan, saute the water 
cress and garlic in buttei (or 
2 minute* Add tile chicken 

slock and potato, and trail 
until the potato is soft, 

j PurAtt until smooth in a 

; blender nr food processor, 
| dividing the mixture inlo 
| small hatchet so that it does 
I not overflow the container, 

j Ihinsfer mixture to u sauce 
pan placed over medium 

lira! Stir in cream, and 
reheat to serving tempera- 

j lure Season with salt and 
pepper and serve at once. 
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WINTER MUON SOUP 

I medium whole winter 
melon* 

Vj tablespoon vegetable all 

Vs pound pork, cut into 
thin, bite-sized strips 
and lightly sprinkled 
with sail 

4 cups c hkken slock 

6 medium fresh shiitake 
mushrooms, quartered; 
i-i 6 dried shiitake 
mushrooms, soaked In 
2 cups lukewarm water 
until soft, drained (press 
nut ext es* Water) and 
water reserved, and 
quartered Pl.V lt till- IIV.-ll ll. 

350* F. Cut off top 
one-third of winter 

melon and discard. Remove 

seeds and siting) inner 
portion and discard. Set 

melon upright in deep 
masting pan. 

Heal vegetable oil in 

saucepan and Stir-fry pork 
until cooked Add the 

chicken slock and reserved 
mushroom water and bring 
to a boil. Mix in the toy 
sauce and MSG. then add 

the mushrooms, water 
chestnuts, and shrimp. 

Pour stock mixture into 
hollow of winter melon 
Dake melon in the pre¬ 

heated oven for I hour, 
or until I Ik while meat o| 

I tablespoon sop sutler 

dash of MS(j (optional) 

6 fresh ukilei chestnuts, 
peeled and sliced In 
Vs-inch-thick rounds* * 

Vi pound shrimp, shelled 
and det ained 

salt to taste 

4 sheets dried /<n*r (non). 
lightly toasted aver very 
low heat an stove until 
crisp 

V) teaspoon (Mental-style 
sesame oil 

I green onion, finely 
chopped 

melon become* clear. 
Season with salt to latte. 

Before serving, crumble 
in tlw dried lover, and add 

sesame oil and green union 
I lace melon on platter 

to serve. I .adle the broth 

into individual bowls, 
then scoop out some of the 
soli melon meat to add to 

each serving. 
*/-uuy no Am, tar .hem. «> 
t Impair culMii '\-lmhthhk 
slum man hr lubUtfafrdfm thr 
vtnOr mehm C nnOnu* *n , aul 
in a uuh.rp.ui. amt urirn Iht 
orgrlahlr it under. pimlJi ixMh 
Ihr JrtrJImm. .mrum all. J 

* * ( unmd uulri cfnrtOnd* eat hr 

A f \ 

SALADS 
N 

A salad is whatever you want 

to make it. Vegetables take on 

new personalities, depending on 

how they are combined, sliced, 

or seasoned. ITie only rules for 
a great salad are'to start with 

fresh, ripe ingredients and a spirit 

of serendipity. 

Dressing 

1 2-ounce can anchovy 
fillets, drained 

2 cloves garlic 

Vt tup oboe all 

2 tablespoons red Wine 
vinegar 

I tablespoon lemon price 

sail and freshly ground 
blatk pepper to taste Place I Ik shredded 

rahbagr in a large 
muting howl. In a 

blender or food processor, 
or a mortar with a pestle, 
blend together the anchovies 

and garlic mto a paste. 

Add the obw oil and 
vinegar. and mu together 

i well Pour over the cab 
bage. loss well Sprinlde 
on the lemon puce, and sail 

and prptKT, lews agism. 
J and serve 

'fater.ruunJr.m^rmh 
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Section dividers were 

designed to call to 

mind the character 

and feel of crate labels 

commonly used for 

shipping vegetables 

and fruit in every farm¬ 

ing community until a 

few decades ago. 

Although Cheltenham 

Old Style teas used 

throughout Vegetables, 

changes in type size, 

color, and measure and 

the integration of 

imagery allowed each 

section to have its own 

character without 

breaking the continuity 

of the book. 

Do not poel or slice a 

cucumber unlil you arc ready 

to uw it Th* tkm hold* in 
the moisture. Refrig*i*1*d in 

plastic wrap, il .hould keep 
wxft (or about a week. 

D 
OAIKON 
«Hf' komt 

OTHER NAMES Raphanue 
MillvtM tnmpprnrMlU' 

NUTRITION Vitamin. A ll, 
Hj and ( . . ill. tan and tarn 

PEAK SEASON Viu^wW 

If you’re going to rat lot. of 
tier, you hnvr to rat dailum. 

ilia Jitpaimc my. Dailum, 
which Irantlate. a. “large 

root,"contain, dia.ta.r. an 
cn/ynx tl|at aid. m the 

digestion of ilarchc*- Being 
a ncc loving prop!*, the 
Japanrw makr this whilr 

radith a part of thru 
daily dirt. 

Daikon grow* to about 

eighteen inch** long and 
ha. a put), .lightly 

peppery flavor. 

TV Japanrsr Iww at Irani 
a hundred way. to cook with 
daikon. Raw, it can be 

grated and .atm with frill or 

mrat. It * added to mtw 
(fermented Ixan paile) roup. 

It', lined III make flower, for a 
gAmi.lt, mid i» that .tringy 

while .luff that ■ put with 
sashimi (row (rib) m Jnpom>.r 
reaUtlianU. ft call bt> nhreil 

dad with cAtrot. and drrMud 
with a .weet viu.igreltr for a 

salad, Or it can lx cut into 
chunk* and put in .tew., 

A nice chamrl«Tt«lii of 

daikon m that whilr it will 
get *oft when cooked, it 
won'l dissolve 

Idlfuan, piddrd daikon, i» 
a* popular in Japan a. pickled 
mm umber* are in America. 

In the seventeenth century, 

Prim Takuan mvwiled a 
method of drying ilalkon in 
the tun and liven preserving il 

in rver bian and ioJt by 
pressing the mu lure with o 

heavy .tone. Some »ny that 

Takuant tombstone i* »haprd 
just like (lie pickling *lonr. 

Until a few year, ago, 
dnikon was wild only in 
bundle*, bedtime it wa« 
n.Miiitcd only Aden* were 

buying it. Inday it t un br 

bougltt l»y the .ingle root or 
even a half root. 

When buying, look for 
firm radi«hr. with .inooth 

white .km. Remember. the 
tummer crop i» usually a bit 
•inner than the winter crop 
became II grU Ira. water. 

Ib store, refrigerate in a 

pla.lii bag. Il dvould keep 
ctuft for more than a week. 

E 
(EMU CHRYSANTHEMUM 

Iram. The leave, ran be 
dipped ui baiter to makr 

tempura. Flower petals can 
*l*o be blanched and added 
to .nlad* Actually, th* 

petal* don't hove much flavor, 
but they do have great color, 

ShungUeu is Wild in bunrlte* 
in A.ian market*, lo buy, 
pick llte one. with firm Iram 

and tightly tinted buds. 
Avoid any bunches that look 
wilted or volbw. 

Refrigerate in a pint I it: 

bag. U.c within about (mu 
day.. 

OTHER NAMES: Chrysanthemum 
(Wmorium, yutlutul rliryuui- 
themuni, druogiku, long ho. 

NUTRITION. Vitamins H and C 
and mint rub. 

PEAK SEASON /^i/e/Wmno 
early Match. 

Chrysanthemum it not only 
Japan'. national flower; one 

variety tt a very popular 
vegetable. 

‘Die edible chrysanthemum 

i. called shunyilcu by the 

Japanese or chop »ti«y green, 
and i* harvested for it. nro- 

malic leave* and flower buds. 
Since the bud. are mid 
unopened, it1, not an nllrnc- 

live plant. ThaJnpaiXM 

treat it a. n leafy vegetable, 
•erving it alone <t» a side 
dith like tpinach or com* 

billing il with meal, and 
oilier vegetable*. The flavor 

i« quite strong, so conk it 
before rating. 

If shunglku i.n t available, 
yuu can substitute ordinary 

garden chrysanthemum 

shade family, which includes 
potatoes and tomato**. It 
we* introduced to F.urope 

ui the thirteenth century, 
brought in via the Middle 

Fatal along the silk route 
from China 

Tlx Arab*, who received 
this “egg fruit" from China 
amund the fourth century, 

probably Iwvc tlx greatest 
numlxr of way* of pruparmg 

it. In fact, it* considered purl 
of the "liride price" lo have a 

repertoire of dozen* of egg¬ 
plant recipe*. In Turkey 

there'a a dish railed intom 

IriHim," it i. .aid that when 
tlx religious leader', wive. 

*emd tin. dub, lx iwoorxd 
in ecstasy. 

The French, who call 
eggplants luiberglne, are 
famous for tlwir mlahrullle. n 

tasty vegetable .tew con 

•i*lmg heavily of eggplant 
Mott people in the Umlrd 

Stale* are familiar wrth tlx 

bug#, purple globe eggplant 
There are tcverul other 
varieties. including long, ovul 
one. that the JnpancK call 

tuuubl. 
There are also small 

egg'.hoped while vnriittris, 

which may explain how the 
vegetable got it. tuune. 

ggplant was 

| part of the cargo that 

j came into Europe via 

; the Middle Eastern 

I silk route. At first it 

was greeted with dis¬ 

trust. The Italians 

called it a mad apple, 

and herbalist John 

Gerard claimed it 

had “mischievous 

i^ggplant* are tort of 

spongy and bland, which 
make them exceptionally 
versatile. They abrorb the 
flavor of whalrver they are 
cooked with, while supplying 

a certain btilkines* that ad. 
a* a meat"extender " 

To buy. look for eggplant 

with taut, iltmy skin Old 
eggplant* develop bitter tkin> 
and lough tmrdt. 

Refrigerated in a plastic 

hag. eggplant* will keep for 
about five day*. 

OTHER NAMES N.lanum melon- 
gena, aubergine, nouibi. 

NUTRITION Small amounts of 
oitamlm uml niiiitniU. 

PEAK SEASON: July through 
August. 

Thi* native of India i» part of 
the to-called deadly niglit- 

50 

CNOlVC ANO ISCAROtE 

OTHER NAMES l 
mdieia i rnpn, curly-kaj 
rmlhx Cuhorium endow 
ialifnlia. 

NUTRITION Vitamin A nnd Iron 

PEAK SEASON Year-round. 

Rwamle and endivr are like 

fraternal twin., which create, 
ronx confusion. 

Although thry look like 

tlxy belong to the lettuce 

family. botanic ally tlxy 
are chicories And, 

being rhxorie., both 
are .lightly pungent. 

Endive grow* m a looec 

head and ha. ciwp, curly, 
ragged vtlged, neirow 

leave. The outer one* are 

green, becoming progre.sively 

yellower toward tlx Ixart. 
Ksiarolt it a broad leaved 

endive. It* leave curl a bit 

and it. heart i. a pale 
yolluw. loo. 

T he twn are trialed to tlx 

Belgian endive, also tailed 
witloof. which i* a blanched 
brood-leaved chicory .ptoul, 

Iml tlwir relnliou.hip it 
vary distant- 

Produce (tore* sometime* 

mart endive a* cm ami* and 

both a* chicory, mid it all 
get* very confusing, etpcrutlly 

| if you luvve tent someone else 

, lo do tbr .hopping and be or 
1 dx down I know which one 

! vnu meant. 
f jidnt- and oxarolr dale 

luck lo ancimt time.. In 
France, however, they vmm’l 
considered a food until about 

j tbr fourteenth century. 
Fairopeoro often arid tlx»e 

j leave, to roup. and other 
| moked di«he>, but in tbe 
I United Stale*, they nr* 

I mostly u»ed raw m salad.. 

| To buy, look for tender, 
cn*p leave, with no sign 
of willing. 

| Refrigerated in plastic 

I bag*, tlxy will kccji for 
j about three day*. 

j SNOKITAXE MUSHROOM 
I &' ■ mr Ifey tah-Icuy' 

OTHER NAMES Flammulma 
wlutipe*. snout pull . golds n 
needle. 

NUTRITION VUamin. HamU\ 
potassium, troll, ami phosphorus 

PEAK SEASON Kro-roW. 

I w»» 6r*t introduced to thi» 

drlicatr white nniihroom in 
Kyrrto, Japan, several year* 
ago. A Irxnd brought out a 

huge bowlful of enokilake, 
which the added to sukiyaki. 

Thew mushroom, had such o 
wonderful silky texture that, 
much to the a*toni.hnxnt of 
nyy host. I proceeded to eat 

about a pound of them, 

ignoring everything else on 
the table 

Once available only at the 

whim of nature, mush¬ 

rooms today can be 

cultivated as a commercial crop. 

New Asian varieties of fungi are 

coming on the market each year. 

Two of the most popular Asian 

mushrooms are shiitake, a 

pungent-flavored fungus that 

tastes like it grew wild in the 

forest, and enokitake, a delicate 

threadlike mushroom with a vel¬ 

vety texture. 

T Y P E W I S E 
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KIT HINRICHS 

The Nature Company The Nature Company is founded on the 

premise of “increasing our sense of 

wonder in the natural world.” Through 

mail-order catalogs and retail stores, the 

Nature Company offers products that 

range from inflatable dinosaurs to mala¬ 

chite earrings and animal print T-shirts to 

fossils. Its stores, located in shopping 

malls, museums, and at historical sites 

around the country, create a tranquil 

shopping environment often enhanced by 

falling water, wind chimes, lush green 

plants, and the music of natural sounds. 

TH] 
NATURE 

CO] 

The Nature Company 

first asked us to trans¬ 

late its corporate phi¬ 

losophy into a visual 

identity. Selecting the 

correct typeface was a 

key. The company had 

adopted an education¬ 

al approach for most of 

its products and want¬ 

ed to convey the atmo¬ 

sphere found in the 

store as a place where 

families could come to 

shop in a nonintimi¬ 

dating environment — 

something between the 

British Museum of 

Natural History and 

The Gap. We chose 

Century Old Style to 

capture that feeling. 

tiotepad cubes have become popular in The 

Nature Company’s graphics line, covering sub¬ 

jects from minerals to flowers to butterflies and 

fish. The use of Century Old Style caps provides 

for strong name recognition and also harmo¬ 

nizes with the subject matter. Note: The Nature 

Company logo (top) in corporate uses always 

includes the “bunny. ” But we’ve designed the 

system to allow for the substitution of other 

natural images such as leaves, elephants, birds, 

etc. This adds interest and subtly expands the 

identification of the company without blatantly 

stamping its logo on every item. 

T Y P E W I S E 
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for one spring catalog, 

we developed a tabloid¬ 

sized publication to 

highlight the year’s top 

fifty products. Number¬ 

ing of the items gave a 

unique aspect to the 

content. The complex, 

knitted” look of the 

page required a highly 

flexible format for the 

type, from flush left to 

flush right to centered to 

irregular rag-arounds. 

This would normally be 

a typographic night¬ 

mare, but within the 

context of these high- 

energy layouts, it works. 

The correspondence 

of caption to product is 

important in catalogs. 

We 've found that plac¬ 

ing type adjacent to the 

product gives an imme¬ 

diacy of identification 

and improves the 

buying climate. 

Many products sold by 

The Nature Company, 

from bird seed to cedar 

chips, are marked with 

simple labels and tags. 

A basic style guide 

explaining correct type, 

spacing, and visual 

relationships has 

allowed the company’s 

inhouse design group to 

implement its own limit¬ 

ed packaging program. 

T 

Call Toll 
Free 800 
227-1114 
in California: 
800-782-0033 

U Who’s Who 
in The World 

of Animals. 
Without a doubt the most readable, 
best illustrated survey of the world of 

animals available today, The new 

Macmillan Illustrated Animal Ency¬ 
clopedia contains more than 1900full 
color illustrations by renowned wild¬ 

life artists and concise biographies of 

the. animals by leading authorities. All 
major families of birds, fish, reptiles 
and mammals covered. 
An invaluable ref¬ 

erence tool and / 

beautiful artwork / 
in its own right. / 

9 >a" x imr / 
hardbound / 

93121A / 
$35.00 / 

/ 

Inflatable Globes I 
Great for Any Age. 

These brightly colored and fully detailed vinyl Earth 

globes are just as accurate as any formal table model, 

but they can also be dropped, squeezed, kicked or car¬ 
ried in a pocket to school. Just blow 

them up and they 'll stay full M ' 
for month*' 10- ' diann 

-0,’ u' 

•!■ >: W,'.» ' " 

idol,,, sio.oo ’’'Vki. 

JlAJ "Flying Puffins" 
for Jugglers or Puffin Lovers. 
This happy set of bean-bag puffins is 

. actually designed for juggling. Their 
L great popularity makes us feel, however, 

that lots of people air taking them 
home for personal puffin pets. 

3V," high. M115A Set of 

three $10.75 

Dolphin Trifold 
Notecards From The 

California Academy 
of Sciences. 

The playful, popular Pacific- 
White-Sided Dolphins from 

the California Academy of 
Sciences Museum are the sub¬ 
ject of The Nature Company’s 

newest note cards. Each trifold 
card is packaged with a blank 

sheet of fine notepaper to pro¬ 
vide additional writing space. 

You 'll have trouble deciding 
whether to send these off in 

the mail or to keep them as 
desktop sculptures for your¬ 

self! 4Vz" x 7Vz'.' Set of eight 

cards and envelopes. 
It4343A S8.95 AUDUBON ZOOLOGICAL GA 

' 

This Monkey 

Climbs Up The 
Back and Over! 
Each of these 
shoulder-clinging 

monkeys is an origi¬ 
nal airbrush T-shirt 

design by Ken Holly 
(creator of our last sea¬ 

son 's hit Venus Flytrap 
shirt), and features printing 

both on the back and over the 

shoulder onto the front. They're 
highly unusual and original, and a 

lot of fun to wear. 100% cotton, in 

adult sizes S (34-6), M (38-40). 
L (42-44) and ExL (46). Be 
sure to specify size. 

#5133A $16.95 

21 AmJ JL Our Favorite Sea-Otter Poster. 
One of the finest contemporary animal photographers, feff Foott always 

captures the spirit of his subject perfectly. His California Sea Otter—the. 
latest in the Nature Company's Wildlife Series—is a fine example, with its 

irrcsistably lifelike detail Available unframed or framed (as shown) in 

metal sectional frames with acrylic pane. 25" x 27." 
*9165A Unframed $20.00#9166A Framed $90.00 

T Y P E W I S E 
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Grow 
Your Own 

Crystals! 
Each of Hint npirtaculai crystal growing 

kits yields a crystal about fit* inches long and 
sevrtai smaller ones Though not the real 

minerals they mrmbk. they display the same 
st natural qualities and beauty Each kit con- 

tains a packet of premixed chemicals which 

dissolve in water and form their crystals in 
about five days. For ages 12 and up. 

41131A -Amethysf purple $9.95 

HL32A "Emerald "green S9.95 

S1133A “Qmrtx"while $9.95 
*1154A Set of Three Mineral Kits $27.75 

19 
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Dino Mugs Are 
Mealtime Hits. 

The clever people at Plum 

Designs have put their won¬ 

derful dinosaur designs 
on four brightly colored, 

heavy ■ plastic stacking mugs 
that will bring many 
lunchtimes of delight for 

all the neighborhood kids. 

*1104A Set of 4 Dino 
Mugs $11.25 

N NEW ORLEANS LOU I S I A N A 

f Our Best Discovery' 
Kit Ever! 

This special assemblage of three of our most popular discovery tools 

includes a solid metal gyroscope, ad#" radiometer whose photosen¬ 
sitive blades spin tender the influence of light, and a 3" acrylic prism 

/breasting full-colot rainbows in tkr sun Equipment for hours of fun 
P1191A Science Discovery Kit S14.50 

■■■HU 

f f Dinosaur Models From Originals 
in the British Museum. 

Our fme set of Hfrlihr dinosaurs tn extra-heavy molded plastic arr 
modeled after iuH-stie originals in the British Museum They 'll 

23 
World Wall 
Map Can’t 
Rip or Tear. 
One of the graphically 
finest large-scale wall 

maps we n ever seen— 
bright, bold and contem¬ 
porary. usable anywhere 

from an aecutite board 
room to a children s play¬ 

room. Made of a unique, 
virtually indestructible 
and non loanable paper. 

Terek* .from Du Pout 
Measures 5314 “ x 30Vtm 

•8260A $20.00 

T Y P E W I S E 
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Adding finesse and 

impact to the ubiqui¬ 

tous 800 telephone 

number is another 

important detail in the 

development of a cata¬ 

log. We originally 

chose Onyx because its 

compressed letterforms 

allowed us to have a 

large size without los¬ 

ing much product 

space, and it contrast¬ 

ed well with Century 

Text. The only draw¬ 

back was its thin 

“thins." Unfortunately, 

when screened to create 

a colored seal, we 

found that many buy¬ 

ers misread a 4 for a 1 

and were calling a 

very irate company 

twenty-four hours a 

day. We rectified the 

problem by photo¬ 

graphically compress¬ 

ing Century Bold 

Condensed. 

Original Onyx 

Revised Century 

Bold Condensed. 

The best proof of a 

type 5 effectiveness is in 

multiple, varied uses. 

Specialty products like 

this kid's Tyran¬ 

nosaurus rex T-shirt 

exemplify the continu¬ 

ity of image allowed 

by a consistent but 

flexible typographic 

approach. 



that identifies the mer¬ 

chandise and gives 

real content about the 

product to the buyer on 

such items as inflatable 

iguanas and penguins, 

botanical stickers, and 

nature posters. 

THE NATURE COMPANY 

14" x 74" GIANT INFLATABLE 

vjiant among today’s lizards, the Iguana is harmless to other ? 
lives in areas between southern Canada and the tip of South, 

habits and form of Iguanas vary greatly: some live in trr a 

are ground-dwelling, and one is marine. Although thr / 
North, Central, and South America, a few specie? /Gj 

the Tonga and Fiji Islands and some smaller s- 

of the U.S./Mexican border. The Nature C 

is accurately detailed and measures 14" x Gl j/rfp % j 
allow for easy attachment to walls or ceilint T M 
for repairing accidental punctures. \N w? 

CAUTION: THIS PRODUCT IS NOT TO 
ns used as a flotation device. 

T/ie educational text 

areas are designed to 

read like information 

labels you would find 

in a museum. The 

large size is to invite 

reading by children. 

Keeping in mind the 

educational aspect of 

most Nature Company 

products, we designed 

a line of packaging 

Please note the contin¬ 

ued integration of 

product with title type 

— making for not only 

a closer association 

with the product but 

also a subtle reminder 

of the company logo. 

T Y P E W I S E 
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Multitudes 

i 
A Crash of Rhinoceroses. A School of Fish. 

A Litter of Pups. A Flock of Sheep. A String 
of Ponies. A Covey of Partridges. A Pride of 
Lions. A Herd of Elephants. A Plague of 
Locusts. A Colony of Ants. A Covey of Quail. 
A Kindle of Kittens. A Leap of Leopards. 
A Pod of Seals. A Sloth of Bears. A Rafter of 
Turkeys. A Pace of Asses. A Walk of Snipe. A 
Gam of Whales. A Nest of Rabbits. A Gang 
of Elk. A Fall of Woodcocks. A Dule of Doves. 
A Skulk of Foxes. A Dissimulation of jl Birds. 
A Spring of Teal. A Peep of Chickens. AoBevy of 
Roebucks. A Business of Ferrets. A Bale of gar 
Turtles. A Pitying of ^ Turtledoves. A Drift of 
Hogs. A Paddling of Ducks. A Siege of Herons. 
A Trip of Goats. A Charm of^ Finches. A Cete 
of Badgers. A Deceit of Lapwings. A Shoal of 

Bass. An Exaltation of Larks. A Drove of 
Cattle. A Singular of Boars. A Tidings of Magpies. 
A Gaggle of Geese. A Congregation of Plovers. 
A Husk of shares. An Unkindness of Ravens. A 
Labor of Moles. A Richness of Martens. A Cast 
of Hawks. A Knot of Toads. A Descent of jjy 
Woodpeckers. A Sounder of Swine. A Mustering of 
Storks. A Clutch of Eggs. A Bouquet of Pheasants. 
An Army of Caterpillars. A Hover of Trout. A 
Flight of Swallows. A Troop Kangaroos. A 
Clowder OF'TPf Cats. A Watch of Nightingales. 
A Barren of Mules. A Shrewdness of Apes. A Rag 
of Colts. A Murmuration of Starlings. A Building 
of Rooks. A Smack of Jellyfish. A Harras of Horses. 
A Parliament of § Owls. A Route of Wolves. A 
Host of Sparrows. An Ostentation of Peacocks. 

Ti ie Nature Company 

1 w. ir>. AM \1Al WIMMtM t‘.t> 

" M ultitudes " started 

as a collection of ani¬ 

mal group names 

brought to The Nature 

Company as a poten¬ 

tial product. The piece 

had been set in 

Helvetica and carried 

no emotional impact. 

This kind of product 

lives or dies on the 

choice, size, style, and 

color of type. 

Cheltenham Old Style 

in caps and srmdl caps 

was chosen as the new 

type for several reasons: 

Its character teas com¬ 

patible with Century 

Old Style and put in 

mind English alphabet 

books; the condensed 

drawing of the face 

allowed large point 

size: the caps/small caps 

gave consistent color to 

the text and set off the 

colored animal engrav¬ 

ings. The box rule was 

part of the overall 

graphic vocabulary we 

created for The Nature 

Company. 

T Y P E W I S E 
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KIT HINRICHS 

Stars & Stripes Stars & Stripes began as a modest 

fund-raiser for the San Francisco 

Chapter of the American Institute of 

Graphic Artists (AIGA) and mushroomed 

into a major auction of original work by 

ninety-six leading graphic designers and 

illustrators. Contributors were asked to 

design a contemporary interpretation of 

the American flag and keep the artwork 

to a 12x18-inch size. An editor from 

Chronicle Books was invited to attend 

the auction and the following day asked 

to publish the works. 

dvo*lo itiimi ■ 

Chris Hill's pencil flag 

defined the hook's 

theme on the cover. 

Composed of 2,400 

colored pencils, the art¬ 

work graphically com¬ 

bined the flag and a 

design tool in a single 

image. The textured 

background provided a 

complex area for the 

book title so strong, 

clean type w<ts essen¬ 

tial. “Stars & Stripes ” 

was set as a single 

word title, using a 

change in type weight 

to optically achieve the 

word spacing. 

vvvvvwv wwww 

The typography was kept simple and unob¬ 

trusive to avoid detracting from the art on 

each page. Futura Extra Bold was used for 

the designers' names and initial caps. The 

text was in Bodoni Book. Because we want¬ 

ed to give this presentation a museum cata¬ 

log feel, we maintained a symmetrical for¬ 

mal with all type and images centered. 

Along with accommodating the various 

styles of the artists, the typography had to 

complement Americana featured in the 

introductory chapter. 
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NEIL S H A K E R Y 

The Bump Book Baron Wolman, a photographer/pub¬ 

lisher friend fascinated with images 

of flying, approached Neil about design¬ 

ing a book on the Goodyear blimp. The 

book, two years in the making, contains 

some of the best aerial photography ever 

taken from a blimp, as well as of one. 

The project’s challenge was to develop a 

format and typographic design that cap¬ 

tured the spirit of the blimp without 

overpowering the photographs. 

Sometimes you discov¬ 

er a face that says, 

“Use me, ” for a specific 

piece. Frankfurter is 

one of those faces. Its 

shape and genre were 

perfect for the title, 

and its numbers gave a 

special stamp to chap¬ 

ter heads. Neil con¬ 

trasted the “blimpish” 

Frankfurter type with 

Helvetica Light, using 

caps for the chapter 

heads and upper and 

lower case for the text. 

BEHOLD 
THE 

BLIMP! 

The documentary tone 

of the photography 

seemed to demand a 

fundamental, no-non- 

sense journalistic 

approach. Justified 

columns and vertical 

rules gave a newspa¬ 

per-like formality to the 

typography. As- a foil to 

these Falslaffian dirigi¬ 

bles, I can't imagine a 

better styling. 

T Y P E W I S E 



WOODY PIRTLE 

Neiman Marcus In addition to carrying a vast array of 

nationally branded merchandise, 

Neiman Marcus develops and markets a 

considerable range of proprietary items, 

from suits and dresses, chili and pop¬ 

corn, to baby products. Woody was asked 

to design a line of packages for Neiman 

Marcus baby lotions, oils, and shampoos. 

Since the “NM Baby” 

project required the 

design of individual 

items and a complete 

product line, establish¬ 

ment of a uniform 

typographic style and 

graphic format was a 

must. Bodoni was ulti¬ 

mately selected because 

of its classic, upmarket 

demeanor and its com¬ 

patibility with the 

line's illustrative 

image and delicate 

pastel color range. 

la the initial stages of 

design development, 

many concepts, formats 

and typestyles were 

explored, from script to 

Fulura Extra Bold. But 

once the “cow jumped 

over the moon” graphic 

was accepted, Bodoni 

emerged as the right 

route to follow. 

T Y P E W I S E 



TYPE AS IDENTIFICATION Typography often serves as a corporate icon. 

Used in this manner, the chosen typestyle 

does more than present an impression of 

the company; in effect, it visually becomes 

the company. Because its recognition value is built up 

through repeated association of the corporate name 

and typeface, the look should not easily grow tire¬ 

some. As such, typography used for identity must 

appear contemporary yet classic, distinctive yet 

extremely flexible. The “alphabet” must have enough 

depth and breadth in weights, sizes, and italics to 

accommodate a variety of uses — from stationery, 

brochures, and product identification to outdoor sig¬ 

nage — and be adaptable enough to work in combina¬ 

tion with other typefaces and design styles. Plus the 

typeface must be able to evolve with the company as 

it grows and shifts in direction over the years. 

T V P E W I S E 



ALAN FLETCHER 

Mandarin Oriental 

he Mandarin Oriental operates a group 

of prestigious hotels in the Far East 

and western United States. They asked us 

to create a corporate identity system that 

conveys an impression of luxury and class 

with an oriental flair. Alan made a folding 

fan the corporate emblem and set the name 

of the hotel group or individual hotel in 

Garamond between two rules below the 

fan. The identity system used a separate 

color for each hotel — for example, red for 

Hong Kong, saffron for Bangkok, and so on 

— plus grey for the Hotel Group. MANDARIN ORIENTAL 

THE HOTEL GROUP 

THE MANDARIN 

MANILA 

THE ORIENTAL 

SINGAPORE 

THE MANDARIN 

HONG KONG 

THE MANDARIN 

VANCOUVER 

THE ORIENTAL 

MACAU 

THE ORIENTAL 

BANGKOK 

Plantin captured the 

deluxe personality of 

the Mandarin Oriental 

and fulfilled a very 

practical need. Since 

the application of the 

identity had to be done 

locally in countries 

throughout the Pacific 

Rim, Alan had to 

select a typeface that 

was readily available 

all over the Far East. 

Research indicated 

that Planlin was 

available in metal 

typesetting and photo¬ 

setting systems. 

T Y P E W I S E 
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KIT HINRICHS 

Art Center Ail Center College of Design, with 

campuses in Pasadena, California, 

and Vevey, Switzerland, is one of the 

world’s most prominent design schools. 

Art Center students are educated in such 

diverse disciplines as transportation 

design, illustration, photography, adver¬ 

tising design, graphic design, film, and 

environmental design. When we were 

asked to aid them in developing an iden¬ 

tification program, it was a rather daunt¬ 

ing assignment, not only because of the 

school’s international standing but 

because every member of my graduating 

class of 1963 would be watching. 

The basics of the sta¬ 

tionery program obvi¬ 

ously key off the logo¬ 

type. We had two mes¬ 

sages to deliver here: 

the strong, profession¬ 

al, well-managed 

organization; and the 

bold, creative designer 

leadership position of 

the school. The “corpo¬ 

rate ” side we managed 

with a restrained use 

of color (grey and 

warm red) and a dis¬ 

tinctive, not artsy, sta¬ 

tionery format. The 

creative aspect was 

handled with solid pri¬ 

mary colors on the 

back of the letterhead 

and business card and 

inside the envelope. 

TYPEWISE 
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Within the profession, the nam of the school 

has never been the formal Art Center College 

of Design, just the punchy Art Center. We fel 

the main identification of the school s oul. 

use that as the official wordmark. Al ough 

one might be inclined to choose the ist con¬ 

temporary typeface to show the scho , as a 

cutting-edge design institution, we purposely 

chose a more restrained approach for two 

reasons: First, the audience was broad, 

including design professionals, students, 

businesses, government, and nonprofits: and 

second, the logo was only a small part of a 

complete communications program. It was 

crucial that the logo not compete with hut 

complement the posters, catalogs, magazines, 

imitations, newsletters, and sundry other 

items that should be more contemporary. 

the logo is based on 

Futura Extra Bold with 

many subtle variations, 

like T’s with one-sided 

crossbars. We connected 

“ArtCenter” and let 

color or value difference 

the words. 



These spreads from Art Center 

Review, a tabloid magazine sent to 

alumni, affiliates, and students, show the 

flexibility of the design format. The nar¬ 

row, newspaper-like setting of Bodoni 

works equally well in setting off the 

trademark pencil (a regular feature), stu¬ 

dent work, or a conglomeration of differ¬ 

ent typefaces. The composition of the 

word “magazine” below demonstrates the 

variety of typographic tones, styles, and 

periods appropriate to the article on mag¬ 

azine design. Bodoni captions were set 

vertically to simulate Japanese charac¬ 

ters on the fourth spread. 

Art Center's discrete logo allows each of the 

school's publications to maintain a distinct 

identity. Review's front cover features a cus¬ 

tom-designed alphabet by Photo Lettering for 

its masthead, befitting the unique standing of 

the college in the design field. The striking 

cover also includes a table of contents strip 

using images and Bodoni numerals and text. 

T Y P E W I S E 





MERVYN KURLANSKY 

MOMA Oxford The Museum of Modem Art Oxford — 

a small, distinguished museum 

housed in a converted Victorian brewery 

— approached us to design its graphics 

program, which included hanging ban¬ 

ners, a signage and stationery system, 

shopping bags, and a complete poster 

campaign for numerous gallery exhibi¬ 

tions. The architecture of the building, 

with its columns and structured layout, 

inspired the linear pattern of the new 

identity, while an extra bold modem type¬ 

face for the name provided dramatic con¬ 

trast to the vertical rules. 

Signage for Cafe 

MOMA and elsewhere 

is a combination of 

Futura Light and the 

Extra Bold used for the 

logo. This grouping 

makes a handsome, 

adaptable, yet consis¬ 

tent format for the 

museum. 

The clean black square 

with the stark white 

Futura Extra Bold let¬ 

ters spaced within the 

pattern of vertical rules 

is the core of the iden¬ 

tification program. The 

bold, sans-serif typeface 

was chosen to represent 

the museum's exhibits 

of twentieth-century art. 

The rules give a struc¬ 

ture for the entire sys¬ 

tem and serve as a uni¬ 

fying element in indi¬ 

vidual items. They also 

echo the building’s 

grid-like interior. 

lAervyn developed a 

poster series to publicize 

upcoming exhibitions. 

The distinctive rule of the 

museum’s identity system 

quickly associated the 

event with MOMA with¬ 

out prominent mention 

in the headline. 

The museum ID system 

had to be flexible 

enough to work in sev¬ 

eral colors without los¬ 

ing its integrity. The 

purity of the black- 

and-white, “umbrella" 

identity served to 

enhance and empha¬ 

size colorful individual 

items like bags and 

banners. 

T Y P E W I S E 
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JOHN MCCONNELL 

Editions Payot Editions Payot publishes fiction and 

nonfiction books in French. John was 

commissioned to develop a program for 

both lines. He knew that confidence in the 

quality of the publisher is key in giving 

the public the confidence to buy authors 

who are lesser known or up-and-coming. 

A tasteful, consistent cover program estab¬ 

lishing identity for the line and bringing 

individuality to the authors was the goal. 

The ongoing program includes the design 

of more than 150 titles per year. 

Hervejaouen 

Le fils du factcur ameri £ 
Cynthia Ozick 

Le rabbi pa’ien 

T/ifs initial cap P, using a traditional book 

publishing symbol as the counter, was devel¬ 

oped as the company trademark to aid in 

identifying books at a glance on the front 

and spine of each edition. 

T Y P E W I S E 
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The nonfiction line is 

distinguished by its 

bleed, spectrum back¬ 

grounds with uncom¬ 

plicated graphic or 

photographic images 

and Helvetica typo¬ 

graphy. The bleed 

black background 

with a broad range 

of illustrations is 

used for fiction. Typo¬ 

graphy is Caslon 

upper and lower 

case for this series. 

Claude Gutman 
La folle rumeur dc Smyme 

Thierry Mangnac 

Fasciste de Stockholm 

T Y P E W I S E 
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WOODY PIRTLE 

A bold, central graphic 

element was fashioned 

to be international in 

feel and visually strik¬ 

ing in a large interior 

space. The concept was 

a black mark that 

began as a brush stroke 

and grew through vari¬ 

ous stages of digitized 

sections. The mark sym¬ 

bolized culmination of 

the productivity theme. 

InfoWorks Info Works, a contract furniture market 

held in Dallas, creates a new theme 

for each year’s show. Woody was asked 

to symbolize information that works 

along with design, technology, and pro¬ 

ductivity. The entire promotional pro¬ 

gram was built around cropped segments 

of the mark and InfoWorks wordmark. 

The fractured sections found their way 

onto shopping bags, posters, badges, and 

promotional brochures. 



Four sets of seven large 

banners were bung 

throughout Dallas' 

World Trade Center, 

showing the mark's evo¬ 

lution from brush stroke 

to digitized structure. 

Dividing InfoWorks 

into two typefaces — 

Bodoni and Helvetica 

— improved under¬ 

standing of the origin 

of the name and made 

the wordmark more 

distinctive. 

T Y P E W I S E 
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john mcconnell 

National Grid The British government has operated 

nationalized utility companies for 

more than fifty years. The National Grid 

Company was created in 1989 in a move 

to privatize many government monopolies. 

As the nation’s major carrier of electricity, 

the National Grid sought two identifi¬ 

cation solutions: to create an identity sep¬ 

arate from the government and to raise 

awareness and reassure its constituents 

that the job is well in hand. 

The National Grid 

needed an extensive 

sign system for its 

equipment and proper¬ 

ties, along with safety, 

no trespassing, and 

other informational 

signs. Helvetica, set 

flush left and aligned 

with the symbol’s cen¬ 

ter, created clear, infor¬ 

mative signage. All 

“danger” information 

was called out in red. 

l A r 
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iohn created a stylized 

high-tension tower as 

the corporate symbol, 

with the name in 

Helvetica Light. Thus 

typeface was selected 

because its clean, well- 

drawn letters commu¬ 

nicated a no-nonsense, 

no frills, leGs-get-to- 

worh attitude, while 

visually reinforcing the 

structure of the symbol. 

National Grid 

symbols have been pro¬ 

duced for executives 

and customers on such 

diverse items as ties, 

paperweights and 

lapel pins. 

TYPEWISE 
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ALAN FLETCHER 

Reuters Reuters is an international news agen¬ 

cy and communications network 

headquartered in London. In addition to 

supplying press information, the company 

provides a high-speed data service to 

businesses and financial institutions. 

When Alan began the project over fifteen 

years ago, the brief was to create a distinc¬ 

tive, memorable logotype that could be 

used in any scale and reproduced in virtu¬ 

ally any material and that would be recog¬ 

nizable when reproduced by different 

techniques. Design excellence is particu¬ 

larly important to Reuters as its clients are 

sophisticated experts in communications. 

The Reuters van is one of the dozens of 

applications for the logo, ranging from 

annual report to the desktop monitor. 

Punched tape machines once used for infor¬ 

mation transmission provided the idea for the 

corporate logo. The uncomplicated 

line-only styling allows it to be reproduced in 

fine engraving or flexography with no dis¬ 

cernible loss in image. 

Helvetica was used as the 

corporate face for the stationery program 

because it is readily obtainable on photoset¬ 

ting equipment around the world. It also 

serves as a neutral typeface. 

Many corporations 

present a corporate 

logo as a gift to clients, 

employees, arul cus¬ 

tomers — thoughtful 

but not useful. Alan's 

solution was to turn it 

into a game puzzle. 

Given much patience 

and a steady hand, the 

stainless steel ball 

bearings can be jug¬ 

gled to reveal the com¬ 

pany logotype. 

T Y P E W I S E 
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TYPE WITH PANACHE 

ometimes, as in the case of fashion, it is not 

what you say but the way you say it visually 

that counts most. Typographic style can 

communicate quality, elegance, good 

breeding, exclusivity. A letterform of classic beauty 

makes a statement of its own. It speaks volumes 

about the subject, implying by association that this 

is a person or product of sophistication, taste, and 

uncompromising high standards. Type with panache 

isn’t staid. It’s distinctive and sometimes irreverent 

without being outrageous, current without appearing 

trendy. Inherently, panache is transitory, redefined 

with the changing times — and always the epitome 

of self-confident style. 



WOODY 

P I R T L E 

Alberini Wine Alberini, a Texas 

i vintner that 

imports Italian 

wines, asked 

Woody to develop 

a distinguished, 

“Eurostyle” hottle 

label. With the cur¬ 

rent flood of wines 

from all over the 

world, Alberini was 

interested in taking 

some risk in pro¬ 

ducing the label. 

The main challenge 

was that it had to 

have style. 

The distinctiveness of 

the label has many ele¬ 

ments, starling with 

the use of Univers 39 

as the typeface. It's 

extremely contempo¬ 

rary in appearance 

(spaced type) but 

grounded in classic 

typographic traditions. 

Turning the type side¬ 

ways gives the label its 

edge — not only 

because of the angle, 

but because the formal, 

alnwst rigid, typo¬ 

graphic organization is 

so contradictory to 

wine label convention 

that you can’t avoid 

paying attention to it. 

The simple, clean 

typography plays 

against the colorful 

background of a wav¬ 

ing Italian flag. 

T Y P E W I S E 
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The Skald masthead is 

a modified Bodoni. 

Letter spacings between 

the K and A and the L 

and D were too extreme 

in their normal 

configurations, so the 

foot of the L was short¬ 

ened and the entire A 

erf* 

The magazine's the¬ 

matic identity is the 

exclusive use of exotic 

faces on each cover. 

Polar bears and 

Tutankhamen, animal 

totems and Japanese 

children all serve to 

represent the personali¬ 

ties of regions of the 

world to visit. 

'•*' •o'1. 

Skald Magazine Skald is a quarterly travel magazine 

designed for Royal Viking Lines — 

the premier worldwide cruise line. Past 

Viking passengers (who represent over 

50 percent of the line’s current passen¬ 

gers) are the audience. This is a highly 

sophisticated group of travelers who look 

for the unusual and unique in travel, 

along with the most luxurious accommo¬ 

dations and superior service. 

The editorial focus is on destinations 

and the means to get there. The writing 

tone and design are decidedly soft-sell. 

jssm 

redrawn. The word was 

then condensed 10 per¬ 

cent to achieve greater 

size and strength 

on the cover. 

T Y P E W I S E 





Every issue has a “Day-in” center 

spread. The role of this section is to 

involve the reader in an insider’s look at 

that edition’s special city. The spread 

always includes a map, an overall num¬ 

bered guide to the map, and a visual ref¬ 

erence to each location. 

Typographically, there are several lev¬ 

els to these spreads. A combination of 

Helvetica and Bodoni type gives a hier¬ 

archy to the information, as do the num¬ 

bers reversed from red circles to identify 

key points. These same identification 

points are cross-referenced for easy 

comparison with the main text and serve 

to break up a rather dense block of copy. 

The main text is set in Century Old Style 

Italic, signifying a subtle difference from 

major articles and softening the entire 

look of the page. 

The table of contents is 

intended not only to 

inform, but to pique 

interest about the stories 

in each issue. The 

images, of course, carry 

most of that burden, but 

the oversized page num¬ 

bers add a strong infor¬ 

mational and graphic 

impact to the page. 

SKALD 
- 

The first time visitor: If you're an early riser, begin at O dialer 

Garden, a gixxi s/x>t to watch Chinese shadow-boxing or 1hi Chi. 

Then, catch the 0 Peak Tram to climb up O Victoria Peak. (Sit on 

J the. right for the best view going up.) At the to}>, look out cm one 

of the world's busiest harbors and visit the O Fblk Arts Centre to have a 

chop made, or commission your name in calligraphy. Follow the marked foot 

path dawn the Peak if you're up for a Ipi minute stroll. Then, catch a cab to 

wind ycrnr way around the island. Head for Stanley, stopping to admire the 

beach at 0 Repulse Bay (so crowded on summer weekends, the natives call 

it. “excuse me" beach). Stroll the open-air market in O Stanley for everything 

from gingko nuts and exotic melons to cut-rate designer jeans and handi¬ 

crafts. Then, on to O Aberdeen, where, the boat people live. A short trip on 

a sampan, or water-taxi will take you through a float¬ 

ing community of fishing junks. You'll go by Hong 

Kong’s three floating restaurants where locals and 

tourists enjoy the day's catch. Head back through the 

historic Western District to the Q Star Ferry termhud. 

The ferries run all day, and about 8 cents (US) buys 

you one of lifds grandest rides. At the other side there’s 

shopping extraordinaire-from the 0 Ocean Terminal 

to O Nathan Road's “Golden Mile? Fbr time oid, drop 

in to the 0 Peninsula for high tea or cross the road to 

the serene elegance of the © Regent. You can finish the 

day at. the ® Peking Garden Restaurant (StarHouse, 

Tsimshatsui, Kowloon) with Peking Duck. 

£ 

l ■ mcbj 

To recall 
the sky over 
Victoria Peak, 
just bring 
home one of 
these dazzling 
silk or paper 
kites. 

what better sou¬ 
venir of the time 

of your life than the 
timepiece of your life? 

Watch shopping is 
a pleasurable 

bargain hunting 
experience. 

1/ you can't find it at the 
Stanley open-air market, it 
may not exist. Exotic fruits, 
designer jeans, wooden toys, 
painted parasols -and the 
worlds irveitest shoppers 

Vine Havana 
are bargains 
Haig Kong, 

knowledgeable 
salesman 

will escort 
you into ■ 

temperature 
controlled 
chamber 
and help 
with your 

choice 

You can wrap your 
self m luxury for halt 
the price of furs on 

Fifth Avenue. Quality 
furriers can be 

found m The Lane 
mark and 

Princxfs 
Arcade 

Editorial transportation m 
connection with the *A Day 
in Hong Kong" feature was 
provided through the 
courtesy of United Airlines 

A typeface can take on 

a completely different 

look purely by its spac¬ 

ing. The isolated letter- 

forms echo the isolated 

loaves of bread that 

illustrate the story. 

T Y P E W I S E 
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Some things never change High tea 
at the Peninsula Hotel is stV a joy 
The strings play on as guests 
rubble cucumber sand / 
vnches and sip Earl Grey / A 

liong Kong's custom 
tailors wilt take 

your measure and make 
you a suit faster 
than you can say 
‘haberdashery‘ 

Antiques - from hand 
carved figurines to 

tine vases to jewelry - 
abound on Hollywood 

Road Be prepared 
to find treasures from 
all over Asia and then 

to bargain politely 
for whatever you want. 

^ Seeing clearly 
was never easier- 

B or cheaper. Optical 
B goods are 
Er price or less. Bring 
f your prescription and 

have glasses or contacts 
made up. 

Trte only thing wrong with a ride on 
the Star Ferry is that its too short 
There's hardly time to take in the 
junks, freighters, /etfoifs. femes, and 
liners-and you're there No matter, 
just hop back on for the return trip 

Lucky you-a return visit. If you're a shop- 

m per, you can head for © Hollywood Road 

^ to explore Hong Kotig’s antique district. Or, 

O ^ irisit © Kansu Street, You Ma 7hi, to visit 

rfc>- the jade market and watch buyers and sellers use 

elaborate hand signals to conduct their business. 

There’s a bird market, too, on © Hong Lok Street. The 

■ '■ Chinese love birdsong and you’ll hear a symphony of 

it.. Bargain hunters may want to trisit the silk, linen, 

_ and leather outlets in © Hung Horn (both ttie China 

Morning Press and the American 'Women’s Association publish guides). If 

you're an intrepid sightseer, devoting a halfday or so will take you to a Hong 

Kong you’ve never seen, Fbrty-ftve minutes by © jetfoU wilt take you to the 

Portuguese colony of Macau with its Mediterranean avenues and rum-stop 

casinos. A halfday bus ride will take you into the © New Tkrritories, through 

small forms tended by black-dad Hakka women and parkland where mon¬ 

keys play in the trees and lotus dot the duck ponds. At the trip's end you'll 

come to Lok Ma Chau, and look across the Skum Chum River to the Bamboo 

Curtain which serves as China’s border Another half-day alternative is 

a trip to © Lantau on a junk to see unspoiled beaches and enjoy a vegeta¬ 

rian lunch at a Buddhist monastery. Fbr repeat visitors, Hong Kong’s 

adventures never end. 

’r“- 'Whether 
it s an antique 

vase or a dinner 
set painted to your 

design. Hong Kong is a 
bazaar of fine shopping 
for porcelain 

The occasional typo¬ 

graphic wild card gives 

an added style to the 

publication. The loose 

script is not only a 

fresh flourish, but a 

meaningful piece of 

historical calligraphy 

of the hind found on 

early sailing maps. 

The captions are set in 

the normal styling of 

the rest of the maga¬ 

zine but often rag 

around the image. The 

reason for not keeping 

a uniform measure 

and style is twofold. 

First, a complex spread 

like this needs to have 

the copy relate to the 

individual subject for 

easy identification. 

Second, since the 

images fit together like 

a jigsaw puzzle, why 

not enhance this with 

integrated type? 

The integration of 

cherub with title adds 

a richness to the words 

and content to the mes¬ 

sage. It’s important to 

note that the cherub is 

not just placed on top 

of the words or over¬ 

printed but is truly 

entwined. You could 

describe it as the dif¬ 

ference between an off- 

the-rack and a custom- 

fitted suit. 

The rather formal, 

bookish structure of the 

spreads created by box 

rules, centered folios, 

and traditional typog¬ 

raphy allows for a 

greater freedom in use 

of extremely varied art 

and photography. 

T Y P E W I S E 
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we borrowed the typo¬ 

graphic vernacular 

from prime, “Grade A” 

beef and transferred it 

to the title — adding 

information, visual 

interest, and color. 

OF FOOD AND DRINK Some of life’s spoil¬ 
sports grump, 
if it’s fun, it must 

be illegal, immoral 
or fattening. 

But there’s an excep¬ 
tion to that tiresome 

rule. The exception is 
fish, glorious, delicious, 
non-fattening, good- for- 
you fish. Prom the del 

icate pink of poached 
salmon to the shimmer 
of rainbow trout to 
the succulent quiver 
of a Bluepoint oyster - 

the creatures that 
inhabit the sea are one 
of life’s pleasures that 
are good for the body 
as well as the spirit. 

On Royal Viking 
Line, the acquisition, 
delivery, preparation 
and presentation of 
fresh fish and shellfish 

preoccupy the talents 
and energies of a small, 
but fiercely dedicated, 
cadre of food people. 
It all begins with Bob 

Koven, Purchasing 
Agent and self-con¬ 
fessed lover of halibut, 
shark, and almost any¬ 
thing else that comes 

equipped with gill or 
shell. Koven’s job is to 

find, purchase, and 
arrange delivery of en¬ 
ough fish to feed some 
of the world’s most de¬ 

manding and discrim¬ 
inating diners-Royal 

Viking Line passengers. 
As a small example 

Lobster 

of the magnitude of 
Koven’s job, “On an av¬ 
erage we fly 700 pounds 
of live lobster every 
21 days to each ship.” 
Accomplishing that job 
finds him on the tele- 

must ap¬ 
prove each 
shipment of fresh 
fish,” explains Koven. 

That approval process 
can be nerve-wracking 
for the suppliers. “The 
delivery meets us at 
port, and the chef 

makes his personal 
inspection and taste 
tests. If he’s not happy, 
he can reject the 
whole shipment.” 

What does the chef 

phone chasing Austra¬ 
lian lobster tails and 

Hawaiian mahi-mahi, 
it finds him arbitrating 

tastes in smoked sal¬ 
mon (the Norwegian 

officers and crew claim 
Norway’s is best, some 
European chefs argue 
for the Scottish var¬ 
iety, the Americans 

advocate the smoked 

Pacific delicacy), and it 
finds him investigating 

Pink Alaska Salmon 

possible substitutes 
for the extravagantly 
expensive Alaska 

King and Dungeness 
crab. (There aren’t any 

acceptable substitutes, 
he says, at least not 
on Royal Viking Line.) 
But Koven, demanding 

procurer though he 
is, pales next to the 
toughest critics of all— 

the Royal Viking 
Line chefs. 
“Each chef 

look for? “He looks for 
freshness, for color in 
the gills, for bright eyes, 

for firm, non-flabby 
flesh. He’ll pop open a 

few oysters and taste.” 
Getting the fish 

to shipside is no small 
task. At many ports, 

local suppliers and 
distributors bring the 
fish in. There’s salmon, 

( 
Swordfish 

halibut and rockfish in 
Alaska; salmon, shrimp, 
haddock, lobster and 

smoked fish in Scandi¬ 
navia; beautiful rainbow 
trout, just one hour out 
of the water, in Greece; 

delicate crab legs and 
sea bass in Chile; live 
lobster, orange ruffy 
and John Dory in Aus¬ 

tralia; and Pacific spe¬ 
cialties like mahi-mahi, 
ono-skipjack tuna, 
and ahi-yellowfin in 

Hawaii. In other ports, 
Koven maintains 

quality' control by air 
freighting everything 
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Or idea of combining type and image 

seemed simple until we saw how much the 

salmon would obscure the word. Since we 

wanted to shoot the fish with ice and water 

literally on top of the type (thus preserving 

the refraction of the type through water and 

ice), we cut an already quite condensed type¬ 

face (Onyx) in half and filled in the letter- 

forms where the fish would overlap. 

Norway Haddock 

What’s 
special nutritionally 

about fish is that it 
marries the complete 
protein of the animal 
kingdom with the low 

fats of the vegetable 
kingdom. What fat there 

is in fish is the best 
variety-u nsatu rated. 

from oysters and top 
neck clams to salmon, 
swordfish, and snapper 

to ships in the Orient 
and the Mediterranean. 

“We give the chefs 
a long, long list of what’s 

Red Snapper 

available, and they 
order from that.” 

That list varies ac¬ 
cording to the weather, 
food fashions, and 

the creativity of local 
suppliers. Part of the 
challenge of Koven’s 
job comes from the daz¬ 
zling variety Mother 

Nature herself supplies. 
We live in a watery 

world, with the world’s 
oceans covering more 
than two-thirds of the 
planet’s surface. Inhab¬ 
iting those oceans are 
nearly 25,000 species of 
fish and shellfish. FVom 

the cold, seemingly 
inhospitable waters 
of the North Atlantic 
come herring and cod, 
haddock and halibut. 

<#• 
John Dory Fish 

skate and witing; from 
the Mediterranean, 

sardines and anchovies, 
red mullet, anglerfish, 
bass, swordfish, and 
some varieties of tuna; 
from warmer tropical 

waters, sweet red snap¬ 
per, croaker and shrimp. 

Serious fish enthu¬ 

siasts claim almost 
everything is edible in 
the sea, and will wax 

euphoric over the joys 
of pickled whelks and 
sea urchins on toast. 
Though these may 
never show’ up on Royal 

Viking Line menus, the 
variety is boundless- 

and best of all, surpris¬ 
ingly, reassuringly, 

good for you. 

easily digested, and 
eagerly used by the 
body’s tissues. The 
protein is high quality, 

rich in amino acids, and, 
except for shellfish, 
remarkably low in 

cholesterol. 
Legend has long 

maintained that eating 
seafood has a salutary 

effect on one’s love life. 
That belief, as luck 
would have it, is 

grounded in some fact. 
Seafood is rich in the 
elements-Vitamins 

Ahi-Yellowfin Tuna 

A and D, phosphorus, 

iron, copper, and iodine 
-that nutritionists 

believe contribute to 
both libido and perfor¬ 
mance. Little wonder 
then, that Lord Byron 
and Casanova were 

great lovers of both 
seafood and ladies. 
Madame Pompadour, 

no minor light in affairs 
of the heart, was 
reported to have cooked 
up filet of sole a la 
Pbmpadour before her 
liaisons. Claims scien¬ 
tist Dr. Nicholas Vinette, 

“Those who live almost 
entirely on shellfish 

and fish are more 
ardent in love than 
all others.” 

Living entirely on 
seafood seems like 
a blessing rather than 
a deprivation when you 

travel. There’s salmon 
to enjoy off Sitka’s 
coast, smoked eel at 
the fjords, and deli¬ 
cious sea bass from the 
waters near Puerto 
Montt. Fbr those who 

love to travel, to eat, 
and to love, fish is 
a triple delight. 

g 

1 
t 

The narrow columns of 

type visually contrast 

the word “FISH” and 

allow for numerous fish 

silhouettes to punctu¬ 

ate the copy. 
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KIT HINRICHS 

American President Lines American President Lines — a 

i Pacific Rim intennodal cargo carrier 

— requested a long-term format for its 

wall calendars (a mainstay of that indus¬ 

try). Competition for wall space is fierce 

in worldwide shipping offices, and a 

graphically compelling, informative cal¬ 

endar was crucial. The solution, viewed 

in hindsight after several years, has 

proved to be an effective, flexible format 

that has subtly evolved without losing its 

original strengths. 

One hundred and forty years ago, the Pacific 
Ocean was a quieter place. Gold had not yet 
been discovered. California was a collection 

of cattle ranches and sleepy towns, and little trade 
existed between the Pacific Coast and Asia But in 
1848 events took place in California that changed 
the United States, the Pacific Ocean and the world. 
American President Lines and its predecessors par¬ 
ticipated in these events. In 1988 we celebrate our 
140th anniversary. To recognize such a landmark, this 
calendar salutes the events and ideas that shaped 
our company and your marketplace. By using photo¬ 
graphs that reflect the spirit and the style of each 
period, this year’s calendar covers 140 years of service 
on land and sea We take pride that APL and affili¬ 
ates in the American President Companies group 
have grown and prospered through serving the 
Pacific, the Indian Ocean and North America-the 
world’s most dynamic trading regions. Today, we 
look to the future with confidence. We anticipate 
continued good fortune for all of us blessed with 

' ’ these vital markets. 

Times Roman provided 

many attributes in a 

single face: style... 

classic in character, ele¬ 

gant in its drawing, 

with a family of 

weights and variations; 

strength... a business¬ 

like, unfussy character 

that complemented 

APL’s corporate ideali¬ 

ty; legibility... when 

you need to read them 

from across the room, 

the clean, clear numer¬ 

ical configurations are 

outstanding. 
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The overall concepts 

from year to year have 

covered such diverse 

subjects as interna¬ 

tional interdependen¬ 

cy, art of the seas, puz¬ 

zles, a 140-year view 

of APL, and so on, yet 

the strong typographic 

structure and consis¬ 

tently arresting photo¬ 

graphic images by 

Terry Heffernan have 

accommodated these 

thematic changes 

comfortably. 

The desire to present 

not only handsome 

photography and cal¬ 

endar dates but inter¬ 

national holidays and 

detailed editorial com¬ 

ments required this 

multitiered typograph¬ 

ic design formal. The 

relationship of color, 

size, and positioning 

brings a visual and 

informational hierar¬ 

chy to the copy. 

!l '^trrrrrrrr ■ rrrMirr^ ft1 ft 

Silk fever reached Its peak In the 1920s, 
and raw silk dominated cargoes front 
Asia. Vie value of some cargoes 
approached $10 million, and getting 
them to port on time was of the 

essence. The regular schedules of passenger 
ships made them a reliable transport, so while 
passengers swarmed the upper decks, steve¬ 
dores /tacked the cargo area with bundles of 
raw silk. Then captains and crews raced across 
the sea, cutting crossing lime front 19 to 10 
day's. The President Jackson (I), outrunning all 
the others, made the voyage from Yokohama 
to the port of Seattle In just nine days and 
SO minutes. 

June 

AMERICAN 
PRESIDENT 

LINES 

^ he moment the silk-laden ships 
touched dock, hatchesJlew open and 

I the silk was unloaded Into waiting 
trains. Unloading look as little as eight 

L minutes per railcar: the Whole process 
was finished before passengers disembarked. 
Threatened by high Insurance costs, hijackers, 
and trade speculators, these locked and sealed 
"silk trains" traveled nonstop across the conti¬ 
nent with every, light and flag set in their favor to 
make the best time possible. Vic fastest 
trip-front Yokohama to Seattle by ship, 
then oil to New York by tmhi-tookjust 12 days, 
one hour, and IS minutes. 

1 2 3 4 

5 6 7 8 9 10 11 

12 13 14 15 16 17 18 

19 20 21 22 23 24 25 

26 27 28 29 30 

T Y P E W I S E 



PETER HARRISON 

'21' Club 

ew York’s elite ‘21’ Club sought to 

establish a new identity system 

when its ownership changed. The new 

management wanted to signal a vital, 

contemporary direction but preserve the 

traditions for which the restaurant was 

famous. The identity system designed by 

Peter had three core elements: a logo¬ 

type around ‘21’; marbleized paper that 

changed color palette for individual 

pieces in the program; and graphic refer¬ 

ence to the Club’s well-known iron jock¬ 

ey hitching posts, done through a spe¬ 

cially commissioned Paul Davis painting 

of jockey and horse. 

Torino numerals created a distinctive 

image for ‘21.’ 

Sodoni in wide letter spacing resembled handsel 

type and suited the mood of the Davis painting. 

HIE BREAKFAST CLUB 
Ancillary identity pieces for ‘21’ were set. 

in Torino all caps. 

The typography for ‘21 ’ had to suggest ele¬ 

gance, style, and refined taste. The choice of 

two classic typefaces — combined with mar¬ 

bleized paper and traditional oval and square 

shapes to frame imagery — made the statement 

that thus is an enduring institution. In its fined 

form, the ‘21' identity program encompassed 

more than a hundred items, ranging from cigar 

boxes, menus, and matchbooks to wine labels. 
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NEIL 
SHAKERY 

Mercury Typography To promote its ser¬ 

vices, Mercury 

Typography asked six 

San Francisco Bay Area 

designers to create a 

poster featuring their 

favorite typeface. Neil 

chose Times Roman, 

setting off each charac¬ 

ter in the alphabet so 

that the beauty of indi¬ 

vidual letterforms could 

be fully appreciated. 
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KIT HINRICHS 

Beaux Arts Ball The Beaux Arts Ball is 

the major fund-raiser for 

the design and architectural 

wing of San Francisco’s 

Museum of Modem Art. 

Each year a different design 

firm is asked to create theme 

graphics for the ball, includ¬ 

ing posters, invitations, tick¬ 

ets, and program. Tradition¬ 

ally it is a masked ball, so 

we incorporated masks sym¬ 

bolizing San Francisco’s 

food, ethnic groups, archi¬ 

tecture, and unique climate 

in a single poster 

Saturday, November 18 

9:00 PM-2:00 AM 

San Francisco Marriott 

777 Market Street 

Ball Tickets: $75 

Dinner and Ball: $300 

Tickets Available at: 

City Box Office: 392-4400 

Bass Ticket Outlets: 

762-BASS 

For furtfier BALL 

information call: 362-7397 

Wth 
Entertainment By: 

Peter Mintun 

Viva Brazil 

Timmie Hesla and the 

Converse All-Stars 

The Solid Senders 

The Ultras 

Pastiche 

E.C. Scott 

Plus a MIDNIGHT 

SURPRISE not to 

be missed! 

ARTS 

B A l_ L_ 

W/iori developing the 

poster and bus shelter 

cards, we felt the masks 

carried so much style 

and mood that the 

typography should play 

a more supportive role. 

The headline copy is 

Copperplate Gothic 

with Futura Light Text. 

Please note the flush 

left or right copy on 

each comer of the sheet. 

Justifying copy against 

the edge helps define 

the poster’s proftortions. 

Futura Extra Bold ini¬ 

tial caps give a visual 

accent to text copy. 

CostuME Parade 

Award Categories. 

Tremendously Titillating 

Teams 

Dynamic Duos 

Sensational Single 

Triumphantly Tasteless 

Best of Ball 

Judges. 

Andrew Belschner 

Michael Casey 

Oriando Diaz-Azcuy 

Charles Pfister 

Bill Thompson 

To 
benefit the Department 

of Architecture and 

Design of the San Francisco 

Museum of Modern Art. 

Presented by the American 

Institute of Architects, San 

Francisco Chapter and the 

Modem Art Council of 

the San Francisco Museum 

of Modern Art. 

Sponsored by the 

San Francisco Marriott. 
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A SHORTAGE OF SPATE AND WORK, 

EPS ALMOST FORCED HaRRV AND 

David, the mail-order gour¬ 

met FOOD COMPANT, TO MOVE ITS 

NATIONAL PHONE CENTER FROM MEDFORD, 

Oregon, until U S WEST Communica¬ 

tions ADDED HIGH-SPEED DATA UNES ALIO'*' 

ING THE CENTER IN MEDFORD AND ONE 165 

MILES AWAV TO OPERATE AS A SINGLE UNIT. 

They call us a “Baby” Bell. But we’ve grown so much in our first six years, 

we’re not sure the description still fits. ♦ Since 1984, our annual reve¬ 

nues have grown 33 percent, to $9-7 billion; net income 25 percent, to 

$ 1.1 billion; assets 63 percent, to $25.4 billion; and your quarterly dividend 48 per¬ 

cent, to $1.00. ♦ We’ve grown in scope, focusing on four areas: communications, 

data solutions, marketing services, and financial services. ♦ And we’ve grown 

from a regional phone company and directory publisher to also become a leader in 

the American financial services and marketing services industries and a rapidly 

growing international communications company with 

active or proposed projects in Hong Kong, the United 

Kingdom, France, Hungary and the Soviet Union. 

Strcitcyc Fonts: Communications/Data Solutions 

U S WEST Communications (formerly Mountain Bell, 

Northwestern Bell and Pacific Northwest Bell) provides 

US WEST As one of America’s “Baby Bells,” US 

. WEST provides telecommunications 

services to more than ten million cus¬ 

tomers in fourteen western states. In all its 

annual reports, US WEST has sought to 

establish its regional identity through the 

use of a western motif, such as Navajo 

Indian designs. The primary photographs, 

however, featured its state-of-the-art tech¬ 

nology and worldwide scope. 

Garamond, a classic 

serif face, was selected 

to enhance the western 

flavor of the report. The 

large point size makes 

the text more inviting 

to read. 
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Reversing captions out 

of black would have 

been inappropriate for 

longer copy, but at this 

length, it serves as a 

sidebar story and adds 

a strong design ele¬ 

ment to the western 

character of the spread. 

The six-page educa¬ 

tional insert main¬ 

tained typographic 

continuity by using the 

same body text and 

caption style as the 

operations section, and 

by breaking from the 

large, wide measure of 

the body text, it graph¬ 

ically announced a 

change of subject. 

Telecommuting can be a great way 

TO SKIP RUSH-HOUR TRAFFIC, AND 

MAKE THE MOST OF YOUR TIME. 

Combine a personal computer, 

FAX MACHINE, AND A PHONE—ADD VOICE 

Messaging and Custom Calling features 

like Call Waiting and Speed Calling— 

AND YOU'VE GOT THE INGREDIENTS FOR THE 

PERFECT OFFICE-IN-THE-HOME. 

5 
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PETER HARRISON 

Mead Corporation Mead, the parent company that pro¬ 

duces Mead and Gilbert papers, 

has sponsored a major annual report show 

in the United States for more than twenty 

years. Mead asked Peter to prepare a pro¬ 

motion for release in the month of 

September, which is traditionally the time 

when companies get serious about the 

design and paper selection for annual 

reports. Peter created a piece that was not 

only for, but about, September and all the 

unique events — from Chairman Mao’s 

death to Buddy Holly’s birthday — that 

occurred in that month. 

A Month of Days from Mead and Gilbert Papers 

City Light with its crisp 

serifs and mechanical 

lette forms offered a 

nontraditional, slightly 

quirky, typographic 

complement to the irrev¬ 

erent, tongue-in-cheek 

images. The centered 

dale on each diary page 

serves as a signal differ¬ 

entiating it from the 

“National Cat Health 

Care Month” and 

“Opportune Time to 

Begin Logging” 

spreads that punctuate 

the promotion. 
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Some typefaces evoke the mood or impres¬ 

sion of a period of time, an exotic place, a 

distinct culture, an art movement, a sport, 

an industry, or a specific influence in ways 

nothing else can. Evocative type should not attempt 

to mimic a time or place, but to echo and reflect its 

character. While the design itself might be contem¬ 

porary, the type can bring an element of nostalgia or 

a time-dated quality as desired. Type can also be 

used to set a subliminal tone and actually tie several 

different periods, styles, or looks together with a 

common thread. To do this effectively, designers 

should not only have a sense of history but be as 

familiar as possible with the typographic vernacular 

of their own and foreign cultures. 



NEIL SHAKERY 

Champion Paper Champion’s laid papers were viewed 

primarily as stationery stock, and 

the company wanted to show other uses. 

For the promotional program, Champion 

wanted to feature six individual and 

unrelated places. To tie these locations 

together, Neil designed a uniform look 

by creating separate fold-down posters, 

each highlighting a specific place. 
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selected because it 

appropriately expressed 

a character common to 

the diverse locations 

featured. An extremely 

readable typeface. 

Times Roman makes 

what might normally 

be a daunting amount 

of copy inviting to read. 

Names of the localums 

and paper are printed 

in soft colors to provide 

product identification 

without overpowering 

the images or text. 

Champion 

wmt- 
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PETER HARRISON 

Fannie Mae For the fiftieth anniversary of Fannie 

Mae — the Federal National Mort¬ 

gage Association — Peter was asked to 

prepare a commemorative book that 

explains the activities of this quasi-gov- 

ernmental nonprofit organization. The 

basic idea was to discuss the “American 

Dream” of owning your own home and 

Fannie Mae’s role in helping people 

achieve that goal. The book is organized 

into depictions of American life over the 

past half century and told by decade. 

Since we were trying 

to evoke a sense of five 

distinct periods of time 

while still maintaining 

a consistent typograph¬ 

ic look, we selected 

Garamond for Us uni¬ 

versal, classic charac¬ 

ter that felt comfortable 

in each decode. 

The Dream of Home 

Yes, we Americans want a home of our own. Probably not the one we 

grew up in, or even the one we live in now, much as we low it. 

The fact is, we want a succession of homes. We are a nation of movers, 

not homesteaders. Nearly fifty million of us-one our of five Americans - 

will move this year. *J1 Our mobility is a trait that distinguishes us 4Tlk ,rom our 

World forebears. They inhabited the same ancestral homes —and samc 

social strata - for generations. In America, we move as easily from home to home 

as we do along the social and economic ladder. Sometimes we even take 

our home with us, as an astonished Charles Dickens discovered while on a tour of New England in 

1840. “I walked into the villager Dickens wrote, “and met a (buttlinghouse coming down hill 

at a good round trot, drawn by some twenty oxen!" *D YY'e Americans are a nation of immigrants — 

for the most part poor immigrants —some even unwilling immigrants. It has been the greatest 

dream of these immigrants to work and save and own their own homes. It’s a dream that burns just as 

brightly today in the minds of new immigrants and those who have not been able to afford this 

dream - the poor and homeless. U For those of us who can afford a home, we don’t want just any 

home, we want a better home, a home more suited to our rising station in- life and to the size 

of our growing family. For us Americans, a home 

is rather like a suit of clothes. Starting out, we 

inhabit hand-me-downs, perhaps a bit frayed in 

places and in need of repair. Later, if we make enough money, we hope to pick out brand new 

homes, right off the rack so to speak. Eventually, upon achieving a measure of success, our ultimate 

dream is to have a home tailor-made to our specifications — to reflect the importance of our 

accomplishments and the uniqueness of our needs and tastes. 'I*hc typical American home 

is, of course, a detached single-family house. And what docs it look like? As the social and 

cultural historian Russell Lyncs once 

were to ask almost anyone, even a 

make a picture of a typical {American] 

chances are that he would draw a more 

observed, “If you 

child, to 

house, the 

or less 

square, two-story house, with a front door in the center flanked by a couple of windows on either 

side, and with a steeply pitched roof and a chimney at one end, or possibly with one in the 

middle. He would, in other words, draw something like a Cape Cod cottage? Me Lyncs went on to 

- -U^ut ^,c American house is not this—it is a confusion of 

^ styles, of romantic notions, of avenues of escape, and of hopes for Utopia? 

*J1 Whatever effect living in such houses may have had on the American 

™ psyche, the business of building the houses has certainly been a driving 

force in the American economy. 'I'hc materials used in the typical American 

house—of which some 1,200,000 were built in 1987- include 9,726 board feet of lumber; yy gallons of 

paint, $02 pounds of nails, 7yo feet of copper wire,yy cubic yards of concrete, 12 windows, 10 interior 

doors, four exterior doors, two toilets, three sinks, iy kitchen cabinets, a refrigerator, and a dishwasher: 

I’hc siyo billion spent on residential construction in America each 

year in the mid-1980s accounts for something over four percent of the 

gross national product. In addition, home building triggers over syo 

billion in other expenditures for such items as labor, utilities, sales 

taxes, and real estate taxes. Not surprisingly, residential construction 

the introduction was set offfrom the rest of the 

book by the use of a wide-measure, heavily 

leaded copy. As is often the case in wide- 

measure settings, the use of paragraph symbols 

allows the page to maintain a continuity of 

color and not be hampered by bad paragraph 

breaks and dreadful widows. Note that 

most of the images with copy ragged around 

them are at the beginning or end of the 

measure, thus reducing the amount 

of copy interruption. 
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A series of section 

openers was designed 

to identify the decades, 

each with a pattern 

reflective of the art or 

graphic style of the 

period but faithful to 

the same typographic 

styling. 

THl at 4T DtrilHtoV 

ttlTI <•« 

it > «U(»v itn'istsc 

• n»««vr cti4TU>nn i.iartrr 

r*r m\o ro* Hocsisr, is 

i.innwi — ittiTuriiiJtia r 

T/ie all-caps copy with 

its wide leading helps 

to set the captions off 

from the major body 

text, which was set in 

upper and lower case 

with normal leading. 

I he advance* achieved in building technology in die doldrums of die Thirtio ptoduicd a variety of 

inexpensive mineral*, sucli as composition board. cinder block, and itplialt tile. 1 Untie railing 

gate way to mass production, which led to the most fat-reaching advance of all; ptefahricatinn. Hack in 

iiatft.pancr*hv hail gawked at the prefab house that home builder l-nslcr Gunnison had 

elected in (iranif Central Station IWt iindeiiiahly, the use of factory -built doors, window*, and walls 

nit construction time and tost* substantially During Wodd Wat II, sonic ;oe,oooprvtib 

mini w ere built in the ruth to build houses for defense worker*. Alter the war. himvtcr.no gmoutit 

of building tould keep up with the demand. More than ten million returning war veteran* 

again took tip residence, many wherever they could find it - mi trailer*, ijinnitet lint*, mi plus gtaitt 

tdot.or uitb rclarivv*. *il I 'lw end of the war brought about one of the greatest lumtirig 

b. «.m» in \ mu Kail bistort I lousing stattv shot up ftotn lid.oooin tU4f to one million in nj4f>, then 

11 million in W4- A good part nf the increase wav fueled ht the iv44 C».l. Hill of Rights, 

winch offered returning tcicrans long- term VA-guaranteed moil gages with no monet dost n, 
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REFRIGERATORS 

iV-fo 

HOUSEHOLDS 6,'u0 

WITH 

HOUSEHOLDS 

M ITH INDOOOR 

PLUMBING 

GALLON OF MILK JVC 

Cllll.DRL V PER LZJ 

FAMILY 

HOUSEHOLDS <la0 

WITH IT 

ROOMS PL R HOUSE y.- 

HOUSL HOLDS 

WITH (ARS 

HOUSEHOLDS WITH 

TELEPHONES 

PL OPI L PL R HOUSL 

HOUSL HOLDS 

WITH RADIOS 

HOUSL HOI DS I* ITH 

VACUUM CLEANERS 

ipSo 

t.i 

sr% 

pp.S** 

pS’h 

si. So 

pfi*t> 

lS 

i of 

pS<*t 

pp.pVv 

pp.pH 

The inventive design of 

this chart by Nigel 

Holmes lets the reader 

make swift graphic 

comparisons between 

time periods. The sin¬ 

gle hairline rule across 

both sections makes for 

easy reading of the 

statistical data. 

G O i 

n ■! i 

A A < 

Graphs in the form of 

pictograms vividly con¬ 

veyed other data with a 

minimal use of text. 

iV 
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KIT HINRICHS 

Oakland A's The Oakland A’s baseball organization 

(like most big league ball teams) 

promotes the team and its varied activi¬ 

ties to corporations in hopes of financial 

support through the sale of box and sea¬ 

son tickets, advertising sales, and prod¬ 

uct promotions. This promotion was 

developed in conjunction with ad agency 

Hal Riney & Partners and had been pre¬ 

determined to evoke the feeling of pin¬ 

ball games in the 1940s and 1950s. The 

tone of the copy was decidedly tongue- 

in-cheek, intended to take a humorous 

view of baseball and its rituals. 

Setting text to conform 

to shapes is a wonder¬ 

ful device to identify 

special information 

and highlight impor¬ 

tant areas of interest, 

but be warned that you 

must work closely with 

the writer to achieve 

quality results. The 

subtle use of letter and 

word spacing also aids 

in fitt ing copy to 

specific line lengths. 

The funky, cozy char¬ 

acter of Cheltenham 

was perfect for both the 

copy’s tone of voice 

and the down-home, 

1940s look of the illus¬ 

trations. It worked well 

for straight text, side- 

bars and heads but was 

also easy to set in 

curves and boxes when 

needed to call up the 

traditional baseball 

typography found on 

scoreboards, uniforms, 

and banners. 

Tl* object of tlie gmnr >. k> grt to excited 
you can hardly apeak. 

EikIcimxI find otv (I) Oakland Alameda 
County Coliaeum complete witln 25 
plnym. one (only mu', mercifully) Kmxy 
Ccoine. 42.32? h/itdou*, Id MART 
Imiiu, 12 hour* of mime, mir *imimrr mu 
I Caution: mi is hull, ,u,d a ncnrehoar.l 
ca|Mdilr of handling imuimeralilc iruuny;* and 

mn Arrive at tlv #00*. A key moment (or 
WJ thole of you will. can. A del,cate ] 
lulancr muit 1* found Ih ween paikingcluw 
to the polk (alum walk, lung drive nut) mu! 
parking clnac In thci parking carta (long walk 
in. rltort drive out,) 

Iftl F.ydiall your *wt inn.'lire people in the 
I.. J Maud* can lm m mieictoiig n« llir 
(•eojilo em the field. Somdimei even nton 
intimating, dcjiendiiig on wliat thoy'tc 
Wranng. I'M, are rrfenir^of Ciwtae.tn niirry 
A» cajn full of UaeMI bultinii. «ny old 
I ■rluiu, ami tlie like, llut you knew that.) 

H#! Ci* wlh the muiic. It* mre to know 
H»J that vdren yon tit id and dance at the 
Cnliteum, no one caret if you c»n‘t, 

yJSjVkW,,rwtheum|»irw 1 ■. , , 
1^34 luayert term to uvwtrr tliii one williout 
M too much ttoublo, 

awvara r, 
inuicuo 1 VMA.OXC.MAV \ 

XUVtVtX XU ^ 
kntxMWwmiin 
\ »«vow wot I tv. 

I tMI/tl 
rmr A 

I I UUUUU.ll 
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The vernacular typog¬ 

raphy inherent in the 

illustrations themselves 

dictated that only one 

typeface be used in an 

involving but sec¬ 

ondary fashion. Where 

appropriate, we pulled 

type and images from 

the illustration to 

enhance the message. 
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KIT HINRICHS 

Simpson Paper When Simpson introduced a new 

line of recycled papers, the com¬ 

pany wanted a concept that suggested the 

outdoors and a concern for nature — 

something between L.L. Bean and the 

National Park Service. We suggested 

“The Naturalist” as the overall theme in 

its broadest interpretation — from 

botanist to poet to composer. The artwork 

was gathered and commissioned to recall 

a simpler time — not over-produced, but 

with honest, traditional values. 

T/ie choice of type for the cover and the natu¬ 

ralists ’ names gives a typographic preview of 

the individual essays found behind each 

stepped page. The source of the cover type was 

an old Bernhardt Brothers type specification 

book from the 1920s. As the type was unavail¬ 

able from any typographer, we photostatted the 

I face and cut it together. Printing the cover in 

I letterpress added credibility to the simple, 

low-tech character of the promotion. 
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The large 24-poinl 

Garamond made a 

strong introductory 

page. We wanted the 

copy read and fell that 

it set off the jewel-like 

quality of the natural¬ 

ists' names. Garamond 

was chosen to give an 

appropriately accessi¬ 

ble, bookish look con¬ 

veying a character 

indicative of the early 

part of this century. 

*▼* aturalists come in many types. There are those 

^^^^^^who engage in scientific studies, write nature 

essays, paint or photograph landscapes and 

creatures, or simply reflect on man’s place as 

a participant in the larger world. Whatever their medium 

of expression, they bring to their subject a sensitivity to the 

marvels of nature. Through their eyes, our attention 

is turned outward to a blade of grass, to the land as it once 

existed, to the order of evolution, to the song of a robin. 

All inspire an appreciation of the natural world, In this 

same spirit, Simpson has developed EverGreen Text and 

Cover with respect and consciousness of our natural 

resources. This completely new recycled paper is part of 

Simpson’s effort to use the gifts of the forest wisely 

and efficiently. ^ With this introduction of EverGreen, 
A 

Simpson celebrates the role of naturalists in America. W 
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Typographic echoes are important in a book 

that has so much variety in it. Our choice of 

Engravers Regular and Bold was an echo of 

the front cover type. It also captured the feeling 

of Audubon's period. Note: /4s you can imagine, 

initial caps can be awkward with quotation 

marks when used at their normal size. We find 

the use of the quotation marks sized to the body 

text is a satisfactory solution. 

r h i t t C o r i k i o n 

The type, like the quote, has a rugged elegance 

to it. Memphis Bold was also a face in common 

use during Jack Londons era. Please note the 

rags around the wolf. We rwrmally avoid rag¬ 

ging around centered images because of the 

difficulty in legibility. However, we decided to 

continue with a single measure as the interrup¬ 

tion of only a few lines was manageable, and 

the look of a bookplate would have been adverse¬ 

ly affected if we had changed to two columns. 

S l M P 1 0 S E £ « C I HV 

“I went to the woods because I wished to live deliberately, to front 

only the essentialfacts of life, and see if I could not learn what it had 

to teach, and not, when I came to die, .discover that I had not lived.” 

—Henry David Thoreau, from “ Walden” 

as £»• excuse 

“ACTS OF CIEATION ABE OM1D3C- 
I 

. lido Leopold (10ST-194B), who once t t . 

1 ■ 1 v' ’ I', ! /1 /// / / // 
NA1ILY EESE1VED FOl GOIDS AND 

u orkal fir thr L’S. fbrm Serrhr. mu cn 

IPOIETS, BUT HUMBLE1 FOLK MAY 
is 

^ odtoratrofuMl.frnnvuigrminl 

CI1CUMVENT THIS IESTKICTION 
.1 :L In.lr..— ' -y y dj y 

\_ / y / l 
IF THEY KNOW HOW. T© PLANT A 1 

< \ . jf. trr*> 

PINE, FOR EXAMPLE, ONE NEED 

IB E N El IP © E T; 

ONE NEED ONM OWN 

a da.ui in enzironntntal literature. 

A shovel: 
—AlAu Leopold, from 'A Send County Almanac" 

l v 0 M r C O V t A to L t 

ianson Italic and Roman best described the 

classic nature of Thoreau the philosopher/writ- 

erI naturalist. In a practical vein, the type need¬ 

ed to be strong enough to print over his photo¬ 

graph without losing its character. 

Candide, not your everyday book face, was 

selected to reflect the overall 1920s-1930s feel 

of the piece and to resemble the etched look of 

the pine cone and bough. The large, line¬ 

spaced quote allowed the biography to run 

gracefully between lines. Note: All-caps set¬ 

tings pose a legibility problem in long text. 
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The choice of Boston Script came afterfinding 

these wonderful shell prinls. We noted that the 

numbers and Latin titles on the print were etched 

in script, and we felt that script would not only be 

historically correct but also appropriate to the 

lyrical nature of the author’s quote. 

S i mriox £vi*c» t ix 

ctxr.c ot-it i e it 

One of America's heroes, Meriwether Lewis, 

demanded a ceremonial, almost plaque- 

like look for the typography. In keeping 

with the formality of this approach, Bembo 

caps and small caps in a justified measure 

ivere chosen. Size and leading were changed 

to separate his quote from his biography. 

I 'he Missouri Bottoms 

-L on both Sides of the 

River were crowded with ; 

Buffalo. I sincerely believe 

THAT THERE WERE NOT LESS 

THAN TEN THOUSAND BUFFALO 

within a Circle of two 

Miles . . . There are such 

Numbers of them that there 

is one continual Roar.’* 

noted Meriwether Lewis 

in his expedition Journal. 

Lrxis (1774-1 I09) an» William Cum lx» 
mi •Coin o> Dncovtmv* iuu?mo» laou Tin 
CO*T»l« TO THI Plane lltTU' i£oj*o6 PltllOIST 
Tuaiui Jimaos !s*t*Lc?io li«u. no o>cj mini 
u ni' ii cxjtalt. to"tur xo;-.ci oi me coc*T»Y...ir» 
asiui kci, wa. wjiatuM, in mogcnmi. iun- 
wcv tiinuus umiui - so iu u nur mat u 
MW TO 13, AXO VAT AiTC tl UTrfVL UK IttLX OJOOt'l.. 
Oh tiii unomos, Liwii muiiiTUT coujcito 

The chiseled look of Memphis Bold Condensed 

serifs enhanced David Stevenson’s wood cut 

illustration. The all-caps name J. Burroughs 

cut in the log gave us the idea to use the same 

initial caps in the body text. 

Cheltenham Bold Condensed was outgoing, 

down-to-earth, and when set within the box 

rule, made an interesting contrast to Ward 

Schumaker’s bright, loose apple illustrations 

and handwritten names. 
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ivironmental typography is directed pri- 

marily by the conditions in which it will be 

viewed, although it does not preclude con- 

sideration of the emotional value inherent 

in a typeface. The external setting can alter visual 

impact and convey a different message from that 

same face used on a printed page. Physical con¬ 

straints — such as lighting conditions, weather varia¬ 

tions, and normal viewing distance — as well as 

manufacturing costs may narrow the choice of type- 
1 

face and determine whether it is executed in three- 

dimensional letterform or silkscreened on a wall. 

Typically, environmental signs are permanent instal¬ 

lations that convey public information — safety 

warnings, establishment names, freeway directions 

— and, as such, the type style must appeal to a 

broad-based audience of passersby. 



The freestanding 

arrows, each eighteen 

feet high and weighing 

two tons, were made 

from sheet steel and 

coated with the same 

salt-air resistant paint 

used on North Sea oil 

rigs. Special fixing 

points allow the signs 

to be moved using 

cranes and forklift 

trucks. Helvetica 

Medium provides the 

name efficiently and 

leaves the character 

and style to the arrow. 

Docklands 

ondon Docklands Development is 

responsible for developing industrial 

space on docks in the east end of London. 

The company wanted to show that a trans¬ 

formation was underway and to provide 

urgently needed directional signs. John 

designed huge sculptural arrows that 

added color and interest to the desolate 

landscape. The shape of the sign commu¬ 

nicates as much as the words. 

TYPEWISE 



ALAN FLETCHER 

Lloyd's Of London 

Established in 1698, today Lloyd’s of 

London is the center of the interna¬ 

tional insurance market. Lloyd’s moved 

into its sophisticated new headquarters, 

designed by Richard Rogers Associates, in 

1986, and Pentagram was commissioned to 

design signage for the high-tech building. 

Alan’s approach was to create signs that 

would complement and emphasize the 

innovative architecture while providing an 

effective system of orientation. 

Signs were precision 

engineered, like the 

architecture itself, and 

set forward from the 

surface by insertion 

between the modular 

wall panels of the 

building. Each sign 

was designed and engi¬ 

neered by hand, and 

letters and numbers 

were cut out of alu¬ 

minum panels by com¬ 

puter laser. The panels 

were stove-enamelled in 

primary colors to enliv¬ 

en and code the areas 

in the building’s interi¬ 

or. The signs were 

designed, manufac¬ 

tured, and installed 

over eighteen months. 

Once the concept of 

cut stenciled letters was 

established, the ques¬ 

tion of which of the 

many stencils to choose 

arose. Corbusier 

Stencil, designed by 

architect Le Corbusier, 

seemed the ideal 

choice. Not only was 

he an architect of mon¬ 

umental stature, his 

alphabet is the most 

distinguished and 

handsomely designed. 

n addition to the stan¬ 

dard direction, informa¬ 

tion, identification, and 

statuary signs, a number 

of special signage proj¬ 

ects were undertaken, 

including a numbering 

system for underwriters' 

desks, a plaque com¬ 

memorating the opening 

of the building by the 

Queen, and a large 

granite cylinder in the 

street to identify the 

building, embellished 

with a compass rose to 

point you in the 

right direction. 

._ 
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DAVID HILLMAN 

Tate Gallery of Liverpool The Tate Gallery’s newly renovated 

museum was looking for a flexible 

interior signage system. Permanent signs 

were needed to designate the administra¬ 

tive offices, cloakrooms, restrooms, and 

movable temporary signs for new shows, 

closed exhibits, information, and so forth. 

The gallery is located in a converted 

warehouse, and the new interior retains 

many of the original features. 

Movable temporary- 

signs were made out of 

fret-cut aluminum on 

turned steel bases. A 

letter Q was used to 

indicate where visitors 

should queue, and a P 

was used for “press ” or 

“party. ” These bright 

blue, red, and white 

symbols not only allow 

for immediate infor¬ 

mation changes, but 

add a sculptural ele¬ 

ment to the museum’s 

stark white walls. 

David developed the 

entire sign system in 

black and grey using 

classical typefaces. 

Permanent signs were 

produced in cast iron 

and positioned flush to 

the walls. Gill Sans 

Bold was chosen 

because of its chunki¬ 

ness and strength, 

which allowed it to sus¬ 

tain slight deviations in 

the casting process. 

Decals for secondary 

signs were set in Bembo, 

because it went particu¬ 

larly well with Gill. 
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PETER HARRISON 

Norwest Center Architect Cesar Pelli commissioned 

Pentagram and Calori + Vanden- 

Eynden to produce the interior and exteri¬ 

or signage for the Norwest Center, a major 

new building in downtown Minneapolis. 

The edifice replaced a classic 1930s Art 

Deco building that had burned down, 

and part of Peter’s brief was to retain a 

continuity of style. 

T/ie deeply beveled 

brass capital letters 

add a degree of finish 

and architectural 

quality rarely seen in 

contemporary signage. 

The brass rules run¬ 

ning behind the letters 

bring a Deco look to 

the type and fit com¬ 

fortably with the Deco 

image on each side of 

the entrance. 

T Y P E W I S E 



MERVYN KURLANSKY 

Leo's Leo’s new management team decided to 

I change the image of this cooperative 

food store chain in England from its origi¬ 

nal low-end, marginal service tradition to 

a more efficient, modem, and upscale 

market. A new building was designed as 

the prototype for the upgrade, and 

Pentagram was commissioned to develop 

an appropriate identification and complete 

signage program for the new stores. 

The checkout counters' 

prominent red dia¬ 

monds (echoing the 

logo) and handsome 

Bodoni numbers 

support the sense of 

order and efficiency. 

The comprehensive 

program included 

parking andbus signs, 

employee aprons, 

departmental and 

directional signs, as 

well as supermarket 

basket handles. The 

blue type with red dia¬ 

monds became a well- 

defined hallmark 

throughout the store. 

The major sign is a 

white cube erected 

above the store for 

360-degree visibility. 

Mervyn selected Bodoni 

because of its classic 

quality. That typo¬ 

graphic characteristic 

aids significantly in 

countering the previous 

low-end, low-service 

stigma of the stores. 
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INFORMATIVE TYPE _______ 

hen we pick up a newspaper or instruc¬ 

tional manual, we look for information 

— clear, simple, succinct. We expect 

the material to be presented in a style 

that will not strain our eyes or our patience but will 

promote quick comprehension. In some instances, 

immediate, no-nonsense facts are all the reader 

seeks. Text intended to educate, however, elicits dif¬ 

ferent emotional expectations. When a book or finan¬ 

cial report is selected, for example, readers are pre¬ 

pared to receive lengthier, more detailed data that 

they hope will be interesting and even entertaining. 

Tradition has made serif faces the preferred style for 

books, newspapers, and educational texts. Frequent 

exposure to certain typefaces has even precondi- 

a scholarly or authoritative 

are used. Awareness of these dis¬ 

tinctions can sharpen the impressions we make. 

tioned us to expect 
. 

account when 
. ; f /.y-A.';V/ 



KIT HINRICHS 

The Nature Conservancy The Nature Company and the Nature 

Conservancy, a nonprofit environ¬ 

mental organization, collaborated on pro¬ 

ducing a calendar describing little- 

known facts about unusual, endangered, 

or extinct plants and animals. Entitled 

“The Daily Planet,” it took the form of a 

note cube containing 365 ecological 

facts. Gary Overacre ingeniously illus¬ 

trated a panoramic landscape that ran 

around the entire cube. 

Information was 

intended to be brief but 

encyclopedic. We chose 

the bookish Garamond 

for the text, while 

calling out the names 

of the flora or fauna in 

Franklin Gothic. The 

date, which needed to 

be ‘'first reading, ” was 

made the largest ele¬ 

ment and was further 

set off by being placed 

outside the boxed rule. 

' "f 
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KIT HINRICHS 

Potlatch 

Potlatch 

Potlatch Corporation Potlatch is a diversified forest prod¬ 

ucts company that manufactures 

fine printing papers, paperboard, tissue, 

and wood products. In an annual report 

theme series that ran over six years, the 

company presented an encyclopedic 

look at a single aspect of its business 

from both a historical and a contempo¬ 

rary perspective. Photographs, illustra¬ 

tions, and charts were combined with 

vignette-style captions that allowed 

readers to glean information without nec¬ 

essarily reading an entire essay. 

the large copy block, 

set in Times Roman, 

presented the subject 

overview, with captions 

conveying detailed 

information. 

Recognizing that read¬ 

ers typically look at 

images first, then read 

captions, and finally, 

maybe, read the longer 

text, we made the text 

invitingly large. Scale, 

position, and color 

gave the text promi¬ 

nence, even with many 

competing images. 

The Logger 
Chainsaws and maneuverable 

; skidding equipment have relieved 
loggers of much back-breaking 
labor. And, highways and four- 
wheel drive vehicles nowallow 
them to commute to work from 
nearby communities. 

While a logger’s life is physi¬ 
cally easier than a few decades 

1 ago, in many ways his skill is 
more critical. In centuries past, 
loggers concentrated on taking 
the best logs at the least cost 
lin'd paving the rest behind.Today 
most parts of the tree have 
value. Loggers must cut with 
the end uses in mind, while 
remaining sensitive to envi¬ 
ronmental concerns and the j 
forest management plan. 
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A n all-text story cap¬ 

tion — in this case the 

Logger Titles glossary 

— could throw off the 

balance of a spread. The 

solution was to treat it 

as a single visual ele¬ 

ment by boxing and col¬ 

oring the text. The use 

of initial caps and a 

mix of italic and Roman 

faces created a lively 

visual effect and set the 

copy apart from the cap¬ 

tions. The subdued grey 

kept the copy from over¬ 

powering the impact of 

the primary text. 

Logger Titles: ; 
MoreColorilianPomp! 

B ull-of-the-Woods 
On-site boss ofu logging 
operation. Now called 
"Lnillbuck." 

A religious logger. 

Sh lyelhips 
A fust rigging man Chokersetter 
Tally Whacker 1‘crsnn who uttuches short 

cables, called chokers, to 
logs for skidding. Also 
known as a “hooker." 

Person who recorded 
log measurements called 
by the scaler,_ 

D nnkev Pundter 
Yarding equipment 
operator. In the old days, 
portable steam engines 
were called “donkeys.” 

Any logger Also called 
“brush ape" 

’Whistle Punk 

11 auk 'lender Person who passed signals 
front the rigging slingcr or 
chokersetter to the donkey 

; ding logs. 

lioss of the rigging crew. 

R ocul Monkey 
Woodpecker Jon Htchl. an independent uni- 

tractor lor l\itluUh in Minrysot, 
r- .10.Mm' .1 new breed of lugg it 

■ \ century ago the profession attract 

f man) ndvtrmn i* Ibdiiy log 
nltea well-educated businessmen 

who look upon ttntbet 

harvesting .is a 

silvKtdtunil 

Road maintenance man. 
Also culled "swamper." 

y7? • ,^ppT a-, u 

,s, joj 
2S»*a 
Hi * , 
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The stamped lettering 

on plywood reinforced 

the caption information 

that plywood was intro¬ 

duced at the 1905 Lewis 

& Clark Centennial. 

The design for all Potlatch annual reports 

began with 1-1/2-inch high thumbnail 

sketches, which served as conceptual 

blueprints. Size relationships, type measures, 

and overall graphic styling is worked out 

during this stage. is evident in the printed 

spread below, the visual structure remained 

intact despite evolutionary changes. 

The word “Pine ” in 

Times Roman succinct¬ 

ly communicated the 

theme topic for the 

year, with the introduc¬ 

tory essay set in over¬ 

sized type and featured 

in the cream-colored 

box. This allowed us to 

have the impact of a 

title page without los¬ 

ing the spread for 

other important edito¬ 

rial copy. A series of 

secondary red text 

blocks was used here 

and elsewhere in the 

book to focus attention 

on special information. 

H; 
[igh in the Sierra Nevada 

mountains stands a gnarled 
bristlecone pine with only 

a few tufts of green needles protrud¬ 
ing from its grey limbs. The 4,600-year- 
old tree, named Methuselah, is the 
oldest living thing on earth. 

Like Methuselah, pine is a survivor. 
The hundred or so pine species have 
a natural range from the Equator to the 
Arctic Circle. The genus has evolved 
to survive in nearly every climate. 
Sometimes this means that seeds lie 
dormant in the ground for years, wait¬ 

ing until the nght conditions allow them to germinate. 
No wonder primitive man worshipped pine. Its evergreen 

needles that flourished even in winter cominced him pine 
was eternal. Ancient Greeks and Romans, too, regarded 
pines as sacred. And Mayan Indians believed pines were 
not only living but animate beings. 

Western Europeans held no such mystical beliefs, but they 
greatly respected pine for its practical value. Tall straight and 
durable, pine limber was ideal for construction, furniture and 
shipmasts. More uniform and supple than most hardwoods, 
pine could be easily worked with simple tools. Other parts of 
the tree were useful, too. Nut-like seeds of some species were 
deliciously edible. Pine resin made pitch products important 
to shipbuilding, which later created the naval stores industry. 

The broad applications for pine served as an important 
force in the development of Western man and gave impetus 
to settlement in North America. 

Pine, fortunately, is not only the most prevalent tree genus 
on earth, it's also the most versatile. In the United States. 
36 pine species play a major role in the forest products industry. 

For Potlatch, pine is vital in each of our three land-based 
operating regions. In Idaho. Potlatch grows ponderosa. western 
white and lodgepole pines. In Arkansas, loblolly and short- 
leaf are the key pine species. In Minnesota, jack and red f 
(Norway) pines dominate our softwood management program. L 

Pine is used in virtually all of Potlatch's manufactured ! '- 
products-lumber, particleboard, specialty products, fine print¬ 
ing and business papers, bleached pulp and paperboard, and 
household tissue. 

Certainly, if ever a tree deserved to be revered, pine would 
be the popular choice, for centuries it has inspired man 
spiritually and offered him shelter and livelihood. And with 
responsible forest management, pine will continue to serve 
man for centuries to come. 

A n old logging saw 

(called a “misery 

whip”) underlined and 

bracketed the title and 

illustrated the theme 

subject. It’s important 

to consider headline 

size and position 

together with concept 

and image development 

so all elements support 

each other. This spread 

tells two interrelated 

stories: a general essay 

on harvesting, and 

specific sidebars in 

cream-tinted boxes that 

describe the company’s 

regional operations. 

* I 1 

Relation periods ^an be equally long in northern Minnesota, while lands m 
southern Arkansas produce saw logs as often as every 35 years 

Growing and harvesting raw material is a complex task. Even before one tree i 
v ut. woi*dljnds experts devote many hours to studying the ramifications of a hare 
mg plan on overall forest management 1 hey sometimes need to act as trustees tor 
young stands ul trees that will be bequeathed to another generation to harvest. Vt 

' ■ .c belter spacing to young stands. Selective TS 
itarvesting and overstory removal take out designated trees f 
which block light and rob nutrients and moisture from m 
y< >unger. faster-growing trees. ()ther areas may call for a £ 
c learcut - complete removal of a tract of timber, for economic ) 
or environmental reasons. 

By implementing varied silvicultural, or'TarmmgT 
methods, it is possible to achieve specific management 
objectives, while pulling together the sizes and species 

5*- 
d 

a v/z/v/W/vf wv/Yw/fv/ Uti\{ y/TVfV/fVfV/WV 

me time, supplying sufficient raw materials to meet current demand is cvscntu1 
\t Potlatch, each mill specili 

quired by ,the mills. 
Keeping all these factors in mind, logging managers 

'ones, skidding trails, yarding sites, and road 
brest floor and prevent sod erosion. 

\t 
M mnesota 

llieieniiy and economically 

\rkansas 

esol lues that 

their calculations is the concept of sustained yield/ 
Sans thjt in establishing a harvest plan, managers must hal 
h current and future, with the rate of forest regeneration 

In Arkansas. Idaho and Minnesota - Pi >tlatch\ three woo 
asket rcgions-the woodlands departments vttisfv volume 
:quiremenls through a combination of logging on contpai 
tnd, buyme contracts to log on other ownerships, bolh'pu 
nd private, and log purchases 

I conomic considerations arc hasic to any harvest sc hen 
l)kh also must consider terrain, timber size and condiuoi 
[ream and drainage patterns, soil types and wildlife prolcc 

Incorporated into the {dan are a number of forest nunag 
tent options. For instance, some raw material can be secu 
wn commercial thinning-the removal ol small diameter 

As a resul 
s total wood liber recovery 
idc from the log 
ing must be viewed as the' 
ew growth cycle, as well as the culmination of the I | 
nt involves much more than cutting down trees and ; | 
The care that we take in managing our timber i 
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Charts and graphs can either help readers 

visualize complex information or bore them to 

death. Color codfs for this flow chart are 

based on the cast shadows used on many of 

the, silhouetted photos in the report. The neces¬ 

sity of using 7-point type mandated Helvetica 

as the type choice because of its readability. 

Wand-lettered branch 

type is an essential ele¬ 

ment in communicat¬ 

ing a Wild West tone 

and integrating head¬ 

ings into the image. 

Wistory 
The invention of paper in China in 
105 A.D. created a force that trans¬ 
formed the world. In every culture it 
reached, paper provided a convenient 
means of disseminating knowledge 
and accelerated the development 
of civilization. 

Before paper was introduced to 
the West in 1150. the written language 
hum largely reserved for priests, 
scholars and aristocrats. The com¬ 
mon man could neither read nor 
write. Writing nuiterialf h*tf rare and 
expensive, and the task of writing 
itself was laborious. Pan hmem 
to make a single Gutenberg bible. 

- for example, required the skins 
' of300sheep. 

W' 

A 

ft 

l 

The spreads shown on 

this page come from 

different annual 

reports, but we main¬ 

tained a continuity of 

design and typography 

from issue to issue 

while varying details. 

This theme on paper- 

making featured a 

timeline that ran 

along the bottom of 

each page. The time¬ 

line was set in 

Helvetica to set it apart 

from the captions. 

{'“IjY'y., ,* for more lhan300million 
vj 1 U W 11 1 years, pine has weathered 
the temperamental changes of nature, slowly 
adapting to habitats from the Arctic Circle 
to the Equator Though far-reaching in its 
natural geographic range, pine's northern 
heritage is noticeable in its physiological 
characteristics. Its esetgrecn. necdlclike leaves 
are covered with a weatherproof wax Haiti, 
woody cones encase winged seeds, which, once 
released, can drift great distances with the 
breeze. Nearly symmetneal branches radiate 
from a central slcm that grows straight toward 
the sunlight. 

Enlike hardwoods, the cellular structure 
of pine is pnmittvcly simple Pine wood cells 
do not perform specialized functions, thus, 
cell composition is more uniform and less 
densely arranged This predictable cellular 
struclurc. along with the tree’s long straight 
trunk, gives the wood excellent machinability 
As a result, pine is one of the most produc¬ 
tive umber trees in the world 

A cross section of a log 

illustrated events that 

affected the life of the 

tree. Boxed numbers 

were keyed to inset 

information. Note that 

the initial caps for all 

italic captions are in 

Roman to add subtle 

interest. 

Distorting the “load 

ticket ” type created a 

3-D effect for the graph 

illustration below. 
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National Medical Enterprises National Medical Enterprises — one of 

America’s largest health care 

providers — owns, operates, or manages 

over five hundred facilities worldwide, pro¬ 

viding thousands of services. In its annual 

report, NME wanted to show the variety 

and complex interactions of its many health 

care services. In text form, this description 

would take several pages to explain. Our 

challenge was to develop visuals that would 

give readers an impression of the scope of 

NME services at a glance. 

Originally we planned 

to color code the text for 

each hospital unit 

(three groups, three col¬ 

ors), but we abandoned 

the idea when we found 

that the colors read 

badly against the figure 

and the groupings were 

too heavily concentrat¬ 

ed in specific parts of 

the body. 

\m\\' 
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The concept of complete head-to-toe health care 

was depicted with a six-panel. 38-inch foldout 

that featured call-out captions and smaller 

images detailing the many ways NME con¬ 

tributes to a patient s health. Since services diffei 

for men and women, the gatefold had a man on 

one side and a woman with child on the other. 

The cover title, headlines, and initial caps were 

in Univers 39, and text was in Garamond. 

before assigning pho¬ 

tography and illustra¬ 

tions, we needed to 

review the exact place¬ 

ment of all captions to 

be used. These rough 

working dummies, 

with typed captions 

taped in place, served 

as a road map for the 

final type and design. 
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1 A. GREAT 

AND WILD PLACE 

AWAITS YOU ITS 

SECRETS ARE 

YOURS TO EXPLORE 

AND TO KNOW ALL 

WE HAVE DONE IS 

MAKE THIS SPECIAL 

PL ACE ACCESSIBLE 

TO YOU. AND THEN 

PROVIDE YOUWITIl 

COMFORT AND 

DIVERSION WHILE 

YOU ARE HERE, 
uiV'sSi' 
o.'O.Y' 

LINDA HINRICHS 

Aspen Skiing Company Aspen Skiing Company, with major 

iresorts in Aspen Mountain, Butter¬ 

milk, and Snowmass, operates the lift 

areas, ski schools, and other programs as 

well as two luxury hotels at famous Aspen, 

Colorado. A reorganized management 

asked ad agency Hal Riney & Partners 

along with Pentagram to prepare an adver¬ 

tising and promotional program highlight¬ 

ing Aspen’s year-round attractions. A highly visible but 

understated campaign 

pitched the upscale 

skiing crowd through 

advertisements placed 

in sophisticated peri¬ 

odicals such as Travel 

& Leisure, Esquire, 

and Vanity Fair. 

Linda created an 

uncomplicated format, 

using caps/small caps 

styling, for all cover 

art. This gave a 

unified identity to the 

program collateral 

and allowed for 

changing images and 

color coding materials 

to match individual 

needs, for example, ski 

maps for each resort 

area, ticket folders, 

and so on. 

N 

— 
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Hembo — elegant 

and distinctive — was 

chosen as the typeface 

for all advertising and 

promotional materials. 

At first, however, the ad 

agency and Pentagram 

were using two differ¬ 

ent typographers, 

which resulted in com¬ 

pletely different settings 

and a different look. 



Aspen Skiing wanted 
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Ac Goethe ,v 

IVtuiennul j 

!' N* 

The Atfxni wl)i<uHf open 
for ■rmUri) bxMnls 
lW Mtma Mi'Snmuii 
thVlrrnna Am ton am Jim/ 
2«. while ihe A«,-en Center foe 
Crmronmenul Stndkt elTen 
U'i«W wo ii Mate-on LA/. 
HaHaen Like and the top of 
Aipcn Mnufiun 

TV S4m Qww Oonkib 
pr ovules * nitt-tv tpreuesitat 
won *» well *• molt it the 
Sundrik Restaurant nop 
Atpen Mountain, duly from 
Jim/ IS la September 4. thee 
na mtkiWa mreugb the end 
of September 

TV pctfotmmg un ttr n 
integral pin of TV Atpeni u 
well fntivilt md workshops 

Tin 40nt Annum. AirtN 
Muuc ftvnvAt ■ n held 
Jan' U through August 2D. 
Prtf/ywwurt are utlubl liy 
•n •- Mou like plate In lh< 
Atpen Mhoc Toil. 

AtWtDAMtl Ct'MMCTUIN 
prneiin |»tfcmuncti. cUnet 
and WMtktliopvJune 1-5. 

WOHO RAlANCt Court atNCI 
fncuart on iV choxrt avail¬ 
able b and harmony and 
kilim oi on/ Inn. Junr 1-4. 

A inn Community Tin Amt 
iugnimpcmgiVw.)mrl(-IO. 

Tin AwtM Tntxiat Com 
VANY.a irudcni ensemble 
acting oimpimy. now mim in 
uxtJi nan,Junt IS-August 2S. 

Snowumv Air-i.-t lima 
nun Tui-arut a teiulen! 
professional Iroupe, petfonni 
original piuJorriom in reper- 
tnry forma!.Ju« 2v-Augi.it 23. 

Man) Klifmci and wotk- 
thopt are held during the 

Hum! Drugn (Wimtr 
m Aipoi iuobMo for n> 
JVlh year.June 1J-M.TV 
Aofnwn Hamk Ant Otner 
Summer Vforkthopt begin 
on June I and rommur tliroogb 
Scplrmbrr II.. TV Alpen 
Center for Environmental 
Seudiei Naiueahtt lield 
School conducts senium. 
June l'1-Augtitt II. The 
Aipen Inuilule l ire Lnrute 
Serin ukci place on Tuevlay 
ewningi.JoiK 27-August 22 
And die Atpen llutoncal 
Society limit union daily, 
June ll-Srpieniber 24 foe 
a until fee. 

Outdoon town will enjoy 
tV Wretoewlty Night Rode®/ 
llaebrcoc at the Snowmau 
Sublet, June 2H-August 30, 
while rugby fant can watch 
ihr Gentlemen of Aipcn play 
bnnae gamei on Saiurdjyi 
in Wagnet Park. 

1 
ThunJay 

Aipcn Dance Connection 
Spring Concert. J*ir (.’» 
Win Id Balance Conference 
begins, through June 4 

Diner:Jm l;i 

Vmnhf 
Atpen Community Theatre; 
tanking an the RaimiaJ 

9 

Theatre: l.uiktng ** '"r BaihevU 

K) 
.Vumrdey 

Tlieatnr. f-»r4-.rif m /he Railroad 
Rugby: Gentle*** ofrlipenit 
Sne Mnirc lltupei 

13 
lUmday 

Inremanonal Deugn Con¬ 
ference in Atpen hegmt 

15 
Thadiy 

Silvrt Qwm Ucrmlolt open* 
and Tup of the Wot hi Njiueal- 
itt Wilki begin daily through 
September 4, 
TV Atpen Tlicarre Company: 
Frankie andJthnttf in eke 
Clair Jr Lame 

16_ 
FrtAey 

TV J ire fhmkt/ Johnny 

17 
SarnrAey 

Theatre: Fntehie andJaknji 
Rugby: Crmlrmrn ef Atpen n 
IMIhrtrCM 

rliralic /VaAvandJrhemy 

22 

40th Annual Aipen Muuc 
IV«l»*I Icgmv Aipen 

Gmuan Ketllee* 

Mae - «o belli So toon begin, 
daJy through Scparmbn 4 
Rugby Owiewnu ef ,4/prn it 

25 
imitf 

Aipen ffccml Otkeimt/ 
}.*[> Uettet' 
Andeenon Ranch Ara Center 
Anpi Onearadd/dmin 

lieimunnS Laptoaa Sul’reei 
Snow huh Ara ft Ceaftt Sir 

JO 
Ue*j»r 

QwInlV 

begMU. ClufiMt Rrweeew; 

11 
Tlmdey 

(3a.hr Ainu.' <u /A, KVebr* 
Aipcn Summer Dane* fetnial: 
sJu* Uenkt’l ft Ciwyiary 
ope nt,tliruugh July 14 

12 
Rbdneiiay 

IIW /nueweie Cawm* 
Snowman'Aipen Rmcrtoey 
TVaire l*reivw Nignc 

13 
Tknrtday 

.4 ■ Hirmnf U Sen .£*'/ Carfpa 
and.4m.Viei.- 
TVaiee: la«7» flay Lyi.iintu 

H 
FnJjf 

lyo Oumiet 5|mpVny/ 
IV/ IVneP 
Tltfaire: He^eJ .Vtm. LyuwnaU 

15 
.Samrday 

-SfniM an ike .MaunUm. Smog 
IVe fnmuner muJc lire Sim- 
deek,* Aipen Mountain 
Opera: lion in ffcTS Hiwun’ 
TVatre; dAmuir Iteue 
Uyl May. /.yumuta 
Aipen Summer Dance Fein cal: 
X'n jarni Altnig Datri 
dmtfi July M 
Rugby. Genllemrh t/.dipen rt, 
f>e»ier l/(|/iloadeo and 
fiwCanw 

J6 
ShkJjt 

,4apr. Frtinul Oeihemi’ 
TVaur /Iriennw Hear; 

Lei Damn benefit for Aipcn 
Art Mineum ft I laexr Aipcn 
Alr-nelhni StiiliA H,ll CVI 
Inrpr, SK A 10K. Snowman 
Atpen cut Irnaii Open linali 

’ROM THE HASP. OF ASPEN MOUNTAIN. THE 

I SILVER QUEEN - THE WORLD’S LONGEST. SIN¬ 

GLE-STAGE, VERTICAL RISE GONDOLA-TRAVELS 

TO THE 11,212-rOOT SUMMIT IN 13 MINUTES. 

REVEALING A MAGNIFICENT, 360-DEGREE VIEW. 

Daily during the summer, you may gaze 

UPON THE PEAKS OF SOME OF COLOR Al X3’S LOFT¬ 

IEST ■•POUUTEENERS: DISCOVER AN ABANDONED 

MINER’S SHACK, LEARN TO DIFFERENTIATE BE¬ 

TWEEN A YELLOW-RUMPED WARBLER AND BLACK- 

CAPPED CHICKADEE OR TREAT YOURSELP TO A 

LEISURELY OUTDOOR LUNCH AT THE SUNDECK 

TVaerr: TV CVrry OwhaM 
f.ywonau 
Iblict/Aifcn .Uawner Dame 
SeW St-Jent /Vr/etnta*/ 

28 
Stday 

dip. f hanker SjmpkM/ 
Alnrey SUlin" 
TVatre: An/pt Sneer. 1-piitM* 

29 

Muuc Auccyaiet of Atpen* 
Jerrf«nWr• 
At|vn Summer Dance Irtuea 
StotheB Rev anJ Ota* ^um 
1 Vane: .1iinau.Jia.rr 
LoftPUpLptntMJ 
Rugby: Gentlemen el A irm 

Pahrllbtojeri 
Theatre- TV Chmy (Mud 

2 
lleWdiy 

Urdfir 1 a men Oninm' 
TVatre: Anpel Sneer 

3 
Tknnday 

A* firmavl drlm .l-rjet' 
Tkeane: Lreyi Iter. 
OnwbnOtaiwp 
Atpen I Ltue-.al Society 
AwmM llemet Terr 

lyaaurd Siatk-e* 
Thraftr: J V Cherry On tuei. 

5 
.Vunrday 

II -c , 
Opera tlarei Jn J-gfy^r 

Seine hr II nrIter (tprna 

It kdurtdr, 
Opera: .Water in Jif;pr' 
Atpen Sununer Dance leu in I • 
Lairtciy fkama C/mjiany 
tinuuglijuly 22 
Theater. M..r>V 

20 
Tknrtday 

‘ “ tf ll1ii...7V 

Anreri.-an /Iran QtantrT* 
Tlteatic. Angel Street. Lftiunu 

21 
Friday 

a4yen Oumler S)mpkjtej.' 
Kemrti Jean' 
Tbcauc. Lwy 1 /’lay; LptUteui 

22 
iae.rday 

Uenr/ii Man© Kami' 
Tbeaiee; drhaxunr- Beta; 
dn(e/.Sareet LpiuraU 
alipen Hiitental Snirly diruf 
•Hv Danu," Staliard I l.vuie 

23 

Cimder Slnm‘ 
Thru Ire, /iunbradjaio/ 

25 
Wrda; 

freauelleria/Neu-.W-w,- 
Tlieaue: WinJalie 

26 
It kdnrtday 

Smtwniuh'Atpen Rcpcnuey 
Tlieatre Prmcw Night. 
TV Cherry ( Wnf and 
TWteand/Wy 
Aipen Sun liner Dance foiint 
Cniftrlr Ikonair to July 29 

30 
Arufay 

■Irpm I'n'irvl Onh/Mw* 
TVaire. ,4 rlauae Hrjr 

31 
.Wanday 

Tire Aipcn TkrairrCccnpam 
.4rprrr I’lyttiyh > Jymac, 
ihrvt gh Augiail 2 

Summer in TV Arpeni it la 
full iw.ng VVileleii cita® 
cimtmur, uKlu.(ie>g a ipeeial 

Ht.ttlltY ENVMONMDft 
CimoNM ah:i Pi «Nt t.w 
taper ti aaklrrtt pretting 
eneHittimental iuun.Sfinw 
man CoofewiKY Centrt. 

1 

Afnra. /a sV MrmUm' 
Stung IVrfoimar-re imde the 
Sumbyk; Aipcn Mnuitao 
Theater: diViue Bear; 
d^prl ,4rmt Dennicn Cn«nap 
Aiper, Art Mutrom foie 
Snineinatt CjaiWnmS fomal 
of Perfonmng Am 

TVaur TVCkney Onkol 
fVuue enl/Anry 

23 
IKWiay 

TVatre: .Injri .Inert 
ftenkte at/ /ninny 

2d 
Tknnday 

TVaire. fiudead fnUny 
Wmabur Irncndaib-t. Sy.n- 
prnaum. ibiougk Auguu 2T 

25 
/Way 

TVatre; -Will Jnftc 

26 

TVatre: 
Fall Mail III awl-Snowman 
Rugby . Ceajlemen //Atfr* H. 
fVmrr Jfurhymiu and 

27 

to promote the fact that 

the area was a great 

place to visit even after 

the prime ski season. It 

did this with a calen¬ 

dar of cultural events 

that included every¬ 

thing from the famed 

Aspen Design Confer¬ 

ence to balloon races. 

il.a.- 

nmi 

TValic: .Irkunuar Bear, 
Drunken Gremrpt 
Atpen Aft Murrain lair 
Snowman Childrens IVttiesI 

Tialtf 
CkahrUuirat the ilVrler’ 
Theatic: fjnyV’lay; 
Dlnakrtt Grrtrttnpi 
Atfien Sommer Dance 
Icitiral: Italic! WrU itprni 
ftamtnmJJuStl 

9 
Ilrdneaday 

.Smim,- 

TVaire: ‘/V Chewy (MW 
FWVuwfJ.dnoy 
Rugby: Crellm* -V.-taper rv 
hearraaer (KryW/l Tiyen 

10 
IUrU.7 

Art timing carah Afttiu 6 

TVaur. .Inge/ Same WillJ..V 

11 
Friday 

/Ii,-eo Oumfyr .Symp&Ay/ 
fcAmr pjtirltS 
Theatre: /.wy> Flay; AIMJnlir 

12 

Opcia ftjyre//j»>ma‘ 
J/uVanlViVaur.. 
Suing Perfotiaancc inta-lc llte 
Sinideik." Atpen Motuuain 
llallet Well, final peifomianrr 
nteaire: Artunuur fl/ae 
Tie Cktrrj (InnjrA 
Ftjnkif .mj Ji'Hnnf 
Amlenam Ranch AlBCetlter 
AranulAnAMlitm 
Smiwnutt Aloft Cral'tt Fur 

13 

dyre /Vmnajdnirarru* 
Opera: Tire *<f the Sami’ 
Tlieattr: .Irfea-oau- Bear 
Fiwlar uV Juirrny 
Andeititn Ranch Am Grain 

Atpen I Inimical SooclyS 
GsrJm /laely Siallard I lasne 
Snowman Amft Craft. Fan 

M 
WaWry 

Opera: ilupe/J lata 
Theatre: One .4if PI 

15 

September 

While many « 
nfferingt cor 

ircgmnutgl TV Stiver Quern 
(mndnia and Sbi.cn llrDt bar 
loufl conlinitr on weekend 
■ehnhrlri tasul Septendwr 24. 

SfMi it enihmum w ill at rive 
for errlieyhall and tugby tour 

keep TV Aipentllrelr with, 

Arnra FILMFEST-Grrai 
filan fiom Septemlier 20-24. 

ArmtuiaN Ramti Art. 

cnnlanue. Se|MrtrbeT U-lk 

1 
Wdflr 

IL-d CnMutt' Wlieeks 
Centrnrual Pioilucucm 

Saturday 
Red Orounn* Whe/le: 
Cmteimial Producltnii 
Annual MolhnUle Volley hall 
Tntnnaiueni Irry.im. Atpen 
Rughy. Gmlrmm rf AIpm it 
to Mi It*gifChS 

3 

Red Gramm’ Wiiceler 
Crnirnrual 1'induelimi 
Me.licii.de Vollryliall 

Af'-nday 
CaWl/y 

Mollirilnd/ VoUeyltall 

j Nettled to a valley on tlte 

wcucm dope of the Rocky 

Mountauu, on land where 

Ute Intlum once lived, u 

a town called Aipen. I lere, 

'f' near the hank* uf 

(he Roanng (iark 

Jy' Rim. wlioie icy 

watm origuulc ui a giaaal 

am below bilepcndener 

IV. pnnpeclon untied 

in lMTV witli picka ui ihett 

haiidi and hope m (liar 

hearts. Surrounded by 

mnunanu ndi with ore. 

Atpen w-at ileuined to be 

llte We of one of (hr 

brpnl iiKvr tirtkct m North 

America. Within IS years, 

die mull mining camp lead 

become (lie ihitd laty>cvl 

ary m Colendo. with ttyUdi 

Victorian bmxva (hree- 

Mory opera hntoe, htenry 

aoctety. amuaernent park and 

race track, luxury Intel, 

and two raiirnadv 

Ul tin latch. AipcnS 

imprtal pnapenty was short- 

hwd. In WX Proadent 

Ckreiand convinced Cora- 

grnt to repeal the Sherman 

Act of UMU, causing the 

bottom ui (a/I out rf the 

tint market At die century 

turned, many of AipctiS 

mine, are I Ituklmgt were 

boarded up and oret grown. 

ftaery yrres latrt, a new 

group oftenkn arrived 

in the Retiring Fork Valley 

with dreams of (lieu own. 

And uxljy. Ixull Aspen 

and the newer Snowmau 

eeaoet—a vdlagr and tki area 

located up die Brush Cnvk 

Canyon—combine die 

gentility of a Wi.it an I mi¬ 

lage with die exciionc-nt of 

tuunc. dancr. drama, and 

die great outdoon. 

Mere you will itroH 

lachc-i in triif ennte 

Ime pteked dteir way 

,1 among potholet and 

1 mud, their nenca in a 

taic of perpetual pinch 

apian the utie/U enunatmg 

from dte uwmdh and 

unelten Inull on the I sank, 

of the Roaring Iratk. And. 

in die mantlet of Aipenitet 

a emtury ago, you will «t 

at tables tn ban which once 

were saloon i wuh sawdsesi 

«i the (loon and dine in 

restaurants cm fresh trout 

and wild game. 

wi low 2J million aars 

of land form tlac larges! 

lucinnal forest in Colorado, 

Snowmats and Aspen are 

bordered by die Maroon 

Helh-Snowinao, lluntet- 

Frytngpan and Collegia te 

(Vila Wilderness Areas. 

By slay, you might uke 

a ride in a hot air hsUoon, 

plunge through wlutervaicT 

rapids on the Colorado or 

Arkansas rivers, breakfast on 

the trail with the gang Irani 

T Lazy 7, hike, bike or run 

to the summit of Independ¬ 

ence Rais, play IS holes or 

tlwtc lets in Soowmasi, ex¬ 

plore the remains of a nearby 

ghort sown, watch a cow¬ 

boy tame a krone at tile 

Snowman Rodeo or limply 

lusk on a rock in a sun- 

warmed meadow. 

Convocation eck lira ting 

the 200th birthday of the 

Germasi poet iml ilramatisL 

precident for die 'iJ® 

mounam com- 

munity, wlietr in 

uiminct, myrud 

arriso gailict as 

patticipants and tpcctatnrs 

in ptogranuolTcred by the 

Atpen Imttnite, the Aipen 

Muuc Letova], Dance Asjen, 

tlic Snowman/Aspen Rep¬ 

ertory Theatre, the Interna¬ 

tional Design Conference, 

(lie Aif<cn/Snowniau I 

anti Wine Chute, the 

Writ erf Confe 

die Andcnon 

Center. In 

Aipcn Aft i 

xltlbWl 

out Aspcni Victorian center | 

and the Snowmau Village I 

MaD. any dung and every¬ 

thing from Ibiiic. 

and ilunntonet to l-sliitu, 

trvilnl leather, rtclted glass, 

smn)uet sod Imulcd edi 

vailable. 

The amount of infor¬ 

mation required to 

explain the comprehen¬ 

sive range of summer 

activities could have 

been a nightmare if not 

organized correctly. 

The informational dif¬ 

ference was achieved by 

the typographical tex¬ 

ture created with con¬ 

trasting all caps, upper 

and lower case, just¬ 

ified and ragged copy. 

. ke Mum*/ nnU Looted 

wrthui die heart of the 

Willie Rjwt National Turrit, 

PtFASF ftllOMt (OH MORE INF* 

Snowmam Central Reservations at 1-800*33 

AmNONTdALHtstRVAiMiN* at 1*800*262* 

AsmnSxiuvu Company Rums ation* at 1*800*S25* 

Silm CJtrfvn OvuliJa 
Mam*. Ib-llt llut Tour 
weekend only uTmiule 
Lal'inata VullryVll 

C ’!*• ra /eta 

The Aspens 
Snowm ASS • ASI'E n 

Atprt! Involute FWtAtwv 
Serin hegnuIVveke Arid. 

28 

Snowman Sublet Wninetclay 
Night Rodeo/TLirbeciee begeti 
TVaire- I n»W *mlJMf 

29 
UnmAjf 

At livening B Wi ike Hmmm 
SmmgQmetrt' 
Snowmau'Atpen Rq*rt.-w> 
TVatre Preview Night. Angri 

Theatre: Trankif end JcknHf 

FwVy 
Alptv dumtrr S/mptonf' 
Snowman ‘Aipra Repertory 
TVaire atul At|*ra Camp 
School for rhe Deaf: Cmu 
Ckrfr Cala CoRibinni Benefit 
Theaite- Angr1 Sum; 
IVhr «mJ JMnf 

JULY 

A variety of events are the per¬ 
fect ccitnplement to nuideiot 
aetiritiri such at hiking, hill¬ 
ing, ballooning and raflitIK. 
Tbii ir.onik The Aipent offers 

1989 Asnh SuMMtft DaNcs 
FevtlVAt-CrtebraieJ fot Ut 
rdeaif mu of (he enunnyh 
lino: tlanee. pee fnmit July S- 
Aurum 12. 

Amx Waiiixs- Coni m/mz 
it held July 9-2!. for roniem- 
poeary leaden and wriiers. 
TV puWic h wdeome ai mou 
ruentr fot an -audiimg" fee, 

An in Danct CoNNHTrillN 
CjaMaoHuiNiAi Danc.x 
RtTKSl often an intensive 
tcn-Jay wiUcrnrU retreat on 

Attfn Tikat h Courum 
Tmao Annual PiAtwiiiciirt 
Ftaauw min ores nop reduced 
work of American play¬ 
wrights. July 31-Auguit 2. 

1 

Mu IV tw tie AUmnum. 
ArneruJn Hnut Cjninlrl’ 
Atpen Mounuin 
(Wiry Siegel and CcKMffmnt’ 
TVauc: Angel Siren; 
franke *nJJeAnuf 
AipmtSnowmau FtvJG Hrine 

Rugby: Gentlemen // .liyr* is. 
Demer /btfowti 

2 
SutUtf 

Itzhuk /Vr/nw’ 
TVatre: Frankie/®/Jshnny 
M & U'ine CUuie, eonunuet 
1‘ttkm County Air Show TW 

3 
MetUuj 

Hmewn Siring Quartet 
ALunveluii* 
Theatre: Fneekie anJJohnny 
M&UAurCUn* 
Independence Day IaicwotIsi 
Display. Snowmau Vtlhge 

4 
TutJty 

hUrpndemr Day BmJ CVtvtr* 
Old Fashioned -till ofjuly Ccke- 
heatu>n .V Paiadc. Rfcwrnki, 
Atpen Tunes Foot Rate, Atpen 

Aipen Summer Dame ftrmul 
begir.t with Miami Qty Dalle i 
Theattr: Ftanhie anjjehmiy 

6 
- TTmnity 

•4« liming uni llmmjman- 
Lm-Hi’ipOJn IV* 
TVatre: Augrl Sunt 
Mitt J*he 

7 
FnVy 

Aiftn CLamfor Symphony 
I'emllay' 
Atpen Dance Connectiun: 
famumental Dam 
Petfrimamn in PMepUn 
Tlieaue: Argn Stmt; 
SIMJulie 
Mdi Annual Snowmau Hot 
Air Balloon Feunal begun 
tlrrmunnSLiptraas StaJliona 

Symfkeuu -ftpr" Onurt* 

fttjiwiwn in PuHi Phun 
Ti*iIre .IrknvarBwe 
Aufet Siren; Mili Julie 
Hoe Air Balloon Fnuvil 
I leemtannk Liptzzan SoIIkmm 
Snowmau Am A- Crafts Fair 

9 
S5 

Aipen FeviueiOnkrrni' 
Heh Annual Aipen M rw-T 
Caufnener hegans 
Cmemni il Dane 
fttlinnnu/SWn 
Thrauv A-kmna* tone 
Aipcn Hnannexl Society 
bCn* Sartai Wile JI loo* 
OdW* Aipen Smvuer Dave 
Seheal and Aanttmp Smnmn 



The cornerstone of the 

collateral program was 

the 160-page Aspen 

Guide, which included 

colorful accounts of the 

area's natural history 

and early settlements, 

along with directories 

of shops, tours, lodg¬ 

ing, and ski areas and 

restaurant critiques. 

30 33 

liubey Mirk; 
■Ihrnv'tmm 

MALL 

34 

31 g 32 

Hf/ywr 
link 

Whirl1 /*» 
Opmilhnw A* 

hit w 
'Picture H 

2 The adjoining map, 

one of several through¬ 

out the guide, indi¬ 

cates historical build¬ 

ings by number. 

Helvetica was chosen 

to convey the map 

information clearly, 

but Bembo continues 

as the major textface. 

The colored triangles 

are used to indicate the 

direction of the 

“Wlicn I am skiing at European 

ski resorts, I have always a 

dream of real deep powder, pee 

feet groomed slopes, friendly 

people at the lift stations and 

excellent service in hotels and 

restaurants. When 1 came to 

Aspen, my dream became 

reality." 

- Canter Rcimann 

Trawl Ediuw/zlk'TKkofuM? 
Munich. West Germany 

' s ^ 

entrance. 95 

T Y P E W I S E 



Backcountry 

You are on your own in the | 

hack country. Aspen Skunp 

Company has no responn- 

biliocs, no ski patrol, no 

avalanche control and no 

services beyond its ski area 

boundaries. If you choose 

to take rcsportsbtlity tor your ; 

actions, access to public 

Lands beyond the ski area 

boundary may be made 

through U.S. Forest Service 

Gates. Rescue in the back- 

country is under the jtlnsdic- , 

non of the Pitkin County 

Sheriffs Office. 

Teal Map Symbol, 

Symbols and color codes 

are designed to aid the duet 

unfamiliar with Aspen 

Mountain Black diamond 

“most difficult' and double 

black diamond 'expens 

only" trails are steeper and 

require more advanced skimp 

skills than similarly marked 

trails at most other ski areas. 

Please pick up an official 

pocket-size trail map before 

skiing the mountain of 

your choice. 

Aipm Mountain Ufa 

There are 8 lifts at Aspen 

Mountain Conditions per¬ 

mitting, aJI lifts open at 9 am. 

and dose at 3 JO pjn. except 

Lift 6 which doses at 3:45 

pm. Tile last gondola ndr 

down from the top is at 3 JO 

pan. (Hours may vary with 

Daylight Savings Tune.) 

Ski maps are amaz¬ 

ingly complex because 

of the variety of infor¬ 

mation they must com¬ 

municate: the direction 

and names of the runs, 

degrees of difficulty, 

relative proximity to 

lifts, and restaurants, 

first aid stations, etc. 

To facilitate readabili¬ 

ty against a busy 

background, trail 

names were set in 

Helvetica caps and 

reversed out of colored 

panels. Major land¬ 

marks were set in 

Bembo caps. 

Lodging in Hie Aspens 
by Elizabeth Fatten 

trig atcomrndmons in TV Aspms 

range from slopende luxury hotels 
country mm to condomin¬ 

iums milk fully-equipped kitchens 
and munavrd Vsanexan fumes. 

Most lodges included m A 

Guidebook to The Aspens offer a 
complimentary conlinmul or full 

breakfast andaptrs-sb refreshments. 
Many condominiums include daily 

maid service in their nan. 

In the hsung following 

are members of either the Aspen 

Chamber or Snow-mass Resort 

Associations, many of which haw 

been assigned Quality Ratings 

by the Aspen-based Premier 

Lodge Rating Syaem.Thcsc rat¬ 
ings represent a composite of 

overall quality, maintenance, 

care, ambience, amenities, facili¬ 

ties. services and extras provided 
Members not choosing to be 

rami by Premier are hszrd with a 
brief description AH properties 

are luted m alphabetical order by- 

property type. For information 

on renting presale branch contact 
property management compa¬ 

nies or the Aqsen or Snowman 
Central Reservations 

RATINGS AND CODES 

TV gumi-book\ wardfoopemn ha* 

dtbgmcwus of 1-5 Mounun halo, 
with 5 btirgg rrserwd only foe tfcoir 

emsukred oorpncmul--both in terms 

of The Aspens and naunuedr. Some 

properttes have been mogmrrd as a 
[Special Lodging Experience| or 

[Exccptionil IkVr). 

AAAAA Exceptional lodging: 

usually htB-srmce. 

jbeee-oatngr icrnm andlaciliars. 

AAA IfrygooJ udm med fdeasmt 

AA Good LMgmg value milk fnert 

■mar and ion burs. Often veil 

pnmtdbu-MrMr* 

9 ur fatbits, aed homed armtt 

ARrponc a 'pies' m trrnn. 
Ionian iromfm 

LEGEND KFY 

9 — etmiiar or utdoor bmed pood 

IfT^-krakiaPuC-.iek 

wlimp«pnnM - mMy 
hntaes F - hnpUr m wr .* ail 

mum. ft - trnememi an pmsmtn 
AEV. MC,e«.; cmkr cards. 

SS-1S — indicates regular season 
awschaged for the smallest to Lugest 
available room or condominium 

unit. Prices during ui/ue and holi¬ 

day season fluctuate dramatically: 
phase ask for details u hen booking 

yvurroenubon 

ASPEN AND SNOW MASS 

PROPERTY MANAGEMENT 

COMPANIES 

IThese listings include companies 
and their rentals that are not wholly 

managed by the company listed! 

Aspen Genital Pnpertia 

Specializing in individually- 

owned properties throughout 

Aspen. 415 E Hyman Ave. Suite 

105. Aspen; 303-125-7301. 

Arprn Chateaux Company 

Located one block from the Sil¬ 

ver Queen Gondola. Amenities 

vary depending on property. 

731 E. Duram Ave.. Aspen. 
3Q3-92S-1KO. 

Aspen Choke Properties 

Spccialamg m condomumims 
ui the Aspcn'Snowmass area. 

Many dtfferent locations and 

amemnrs to choose among 630 

E Hyman Ave. Sate 1. Aspen. 

303-92S-1328. 

.lym Cluh Management 

Guests at all managed properties 

have complimentary privileges 
at the Aspen Club health and fir- 

new center. The company man¬ 

ages several condominiums at 

Chateau Chaumont. Chateau 
Dumont. SoutlipouiLand private 

homes, 520 E. Durant Arc.. 
Aspen. 30V925-&7M). 

Apm Gondola Management 

FuD-seroce company with prop¬ 

erties ranging from economy to 

luxury . 61" W. Man St. Sate B. 
Aspen; 303-92S-4517. 

Aspen Resort Aitcmmadanom 

A snuB company representing a 

variety ol'propcron m the Aspot 

areas A duplex on F.. Hcipkns and 

a Juph-x and cottagr at 518 West 
Francis were quality rated, hut 

were not. 100 S. Spring St.. 

A^ett; 303-925-4772. 

/tpm-'Swiuaan Can 

A avlt variety of sunktneusini 
and homes n Aspm and Socm- 

maw. raugavc from economy ■> 

haxury. P. C>. Box 6026. Snow- 

mass Village. 303-923-4488. 

/UptwtW Comdmusrismr Mamagrmtw 

Comfi 

Offirtwg studios to two bed¬ 

rooms with loft units in the til- 

133 

▲▲ 

▲▲▲ 

▲AAA 

▲▲▲▲A 
Becau.se of the diversi¬ 

ty of services offered at 

each lodge, Linda 

devised a series of sym¬ 

bols ranging from “five 

mountain” (exception¬ 

al) to “one mountain” 

(basic) for easy iden¬ 

tification. By hanging 

the lodges ’ names in 

the left margin, a 

quick alphabetical 

search can be made. 

1/ ’s important to main¬ 

tain a family look in a 

communications pro¬ 

gram, even for leaflets 

that change frequently. 

This illustrated series 

of single-leafflyers 

used the same typo¬ 

graphic styling as the 

balance of the group. 

T Y P E W I S E 
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DAVID HILLMAN 

The Guardian After nearly twenty years of the same 

i design format. The Guardian sought a 

more contemporary style that applied the 

benefits of new technology. Any change, 

however, was tampering with tradition and 

the way people perceived and read their 

newspapers. Part of David’s challenge was 

to keep these traditions in mind along with 

the fact that daily newspapers must be 

hastily put together by a team of journalists 

who are usually not trained designers. 

A goal was to use the 

speed and flexibility of 

new technology to 

bring bach the craft of 

newspaper design. 

Once the format was 

developed, about fifty 

journalists and subedi¬ 

tors had to be trained 

to carry it through. 

David presented lay¬ 

outs in a foreign lan¬ 

guage because he felt 

it helped journalists 

focus on the look 

rather than the written 

Motoring_ 

Judith Jackson road 
lasts the BMW 3201 
with the lid off 

Saturday 
March 10 

■oua 

No room her 
for Mickey 
Mouse 

treatment of the story. the growth 

Inds over 
reports 

W#«|| 
iifl 

Wi%# 
The Guardian 

before its redesign. 

THE GUARDIAN » 
frwilom o( ilio pt»» ta no4 tw onuuul oMra. Uil » rltbi lo bt rwoml 

Top judges spurn Spycatcher ban 

RUC obUrucled 
Stalker inquiry 
■.-y-... _-y. 



...<n cneiib . 
.iiion in 1433? It got o 

the Red Sea and arguably. 
Kennedy notes, was the last sig 
nificant display of Chinese sea 
power until an 18-vessel force 
ventured back into the South 
Pacific in 1980. But the chance 
to discover’ Portugal before 
Portugal discovered everything 
was lost. 

There again, take the Prus¬ 
sian General Staff which Ken¬ 
nedy elsewhere likens in its ef¬ 
ficiency to modem Japan's 

'mistry of Trade and Indus** 
’’TV When it contempt 

- Tnn Nation 

The feature sections are 

set in flush left and rag 

right columns. 

-al equation to prove 
ar Cook was speaking ii. 

iebate on the Social Security 
Bill, currently being rushed 
through Parliament to correct 
the many glaring mistakes in 
the Social Security Act 1986 
which is ushering in these mas¬ 
sive changes to the system. Lit¬ 
tle mistakes, such as forgetting 
to provide Social Fund officers 
with the legal powers to pro¬ 
vide loans to claimants, one of 
‘he central and most importan* 

•mges introduced by the A 

*kes ? Unworkable k 
•'anirkv - 

The hard news section 

is set in justified 

columns. 

The computer allowed 

David to invent his 

own point system so 

that all text could be 

aligned on a page. A 

separate program was 

written for dropped 

caps. The section heads 

are all combinations of 

Garamond Italic with 

a Franklin Gothic 

“Guardian, ” giving a 

visual reprise to the 

masthead styling. The 

body text is Nimrod, a 

computer-generated 

typestyle. 

Environment 

/ , / Allton Kronaki S 
/ Gandhi of the Amazon 

Science Guardian 

Beyond the 
bamboo curtain 

^yr\ Health Guardian 

m When the mooring 
has to start 

Arts Guardian 

Mandela and Masakeia: 
the Wembley combo? 

Leisure and Travel 

Yachts, canoes, liners 
and narrow boats. Pluai 
how to learn to sail 

Money_ 
The Bud«eb how It 
affects your family 

wrGuardian 

EnvmmmentGuardYan 

Keep a place reserved in the 
fridge for the poulet roti 



KIT HINRICHS 

Champion Paper As do all fine printing paper compa- 

i nies, Champion regularly produces 

promotional material that shows the range 

of their papers and demonstrates their 

ability to handle a variety of printing 

techniques. For this assignment, we were 

asked to create a calendar that visually 

described time. Our solution was to 

design a calendar illustrating twelve peri¬ 

ods of time, from eons to seconds, by pro¬ 

gressively reducing the size of the image 

as you reduced the amount of time and 

the length of each page. By perforating 

the leaves just below the calendar dates, 

we also created a paper swatch book. 

A Year A Season 

^ ; v17^ 7«i li ii ci< a r-B c3b53 sjsri2 u 
U tSMst’aOllnu&MVKrMiijiazissIsX: 

A Month A Week 

*4« i.*HH7>4aa(!i>Hbei>a»i»jcs.as> 

A Day An Hour 

» kiuuBUKini'uia.iiiis 
kc Ii? !■ r r,l,OH U |<>3 -.i;.J.vy l 

' ' ''*?i“'4" "Cr ” ” ” ^^f*-” J'~ *.* "' • v »' it iVjj u 6 a * ii 3 iitji -i a,— 
'• 7 »'• t) u u 14 in>*17 x n vs ssii .s *. r * n n i 

1 ’ ’ - '•'••'"■'■■iUBipT-rtiia-zrSiui&Tiil&to.. 

A Minute 

11 :>M*Tm'UtU;<o*r a»r; loti 

.4 Second 

1983 

Jan. 
SSMTWTFS.S M T W 

123456789101112 

We reviewed several 

typefaces — Times 

Roman, Goudy, 

Palatino — before set¬ 

tling on Garamond, 

which had handsomely 

drawn, old style num¬ 

bers that had sufficient 

style to maintain inter¬ 

est over a long period of 

time and could be read 

from a distance, essen¬ 

tial for any wall calen¬ 

dar. The beauty of the 

numbers was particu¬ 

larly important because, 

as the images became 

smaller with each pass¬ 

ing month, the numbers 

became a more promi¬ 

nent part of the visuals. 

T Y P E W I S E 



Champion 
Champion International Corporation 

fssmtwtfssmtwt f s sm 

141516171819 20 2122 23 24 25 26 27 28 29 30 31 

Classical Age 

v/-< /) 

lM6-prestni. Sputnik. 
John Glum. Yuri 

Gagarin. Neil 
Armstrong, first man on 

the Moon. Cape 
Canaveral. Apollo 11, 

‘The Right Stuff," span 
shuttle Columbia. 

In vnr needfor certainty, we iij In 

comprehend (be term we use to 

define periods of time, but not even the 

language of poetry can convey the 

immensity of eon. A billion years is too 

much lor the mind to conceive. In that 

timt. continents have moved, stone itself 

has been created and destroyed, and 

veiy recently in an eon's terms, 

civilizations have risen and disap¬ 
peared. But antic thingS do survive, 

among them the chambered nautilus. 

It is our link'almost unchanged- 

u ith a world that existed an eon ago 

An Eon 

TYPEWISE 



NEIL SHAKERY 

McKesson Corporation McKesson Corporation (formerly 

Foremost-McKesson), a major 

pharmaceutical and retail products 

distribution company, wanted its 1980 

annual report to focus on its plans and 

strategies for the coming decade. They 

requested a look that represented a 

visionary view of the future and 

reflected a “big picture” strategy. 

Managing for Growth: 

ic-r-A'i 

The typeface choice. 

Remington Typewriter, 

came naturally. This 

low-tech, journalistic 

typography conveyed a 

sense of immediacy and 

freshness of idea that 

suited the text and dis¬ 

tinguished McKesson’s 

book from the sea of 

slick annual 

m' 

V-jfV: 

A counterpoint 

to the typewriter type, 

Franklin Gothic was 

used for the large pull- 

quotes, which are effec¬ 

tive in explaining illus¬ 

trations and presenting 

highlights of the text. 

y 



T/ie conceptual 

nature of the text de¬ 

manded a fresh, non¬ 

literal approach to the 

imagery. Neil asked 

Jean-Claude Folon of 

Belgium to create the 

series of symbolic 

illustrations for 

the report. 



m: |pe can exude a youthful vitality. The latest 

faces are often used when presenting contem- 
JT O 

orary fashions, but even classic faces can 

appear provocative through spacing, color, or 

nontraditional organization. Bouncing letters or plac- 
| 

ng words at vertical or diagonal angles can bring an 

energy that would be inappropriate in another eon- 

text. Mixing more than one typeface within a single 

word also injects a freshness in typography. An 

impression of youthful energy can be directed 

toward any age group — whether its members are 

ten, forty-five, or sixty. It’s important to be sensitive 

to how each age group expresses youthful energy and 

to be influenced by these perceptions without mim¬ 

icking them, which can appear condescending. 



MERVYN KURLANSKY 

Shiseido Shiseido, the world’s third largest man¬ 

ufacturer of toiletries and cosmetics, 

sought a lively image for its new toiletry 

collection called Trendy, which offers a 

range of hair, body, and facial care prod¬ 

ucts for Japanese youth. 

Kenneth and Meniyn 

considered contempo¬ 

rary elements — music, 

architecture, typography, 

video promotions, film 

and fashion — to arrive 

at a collage of symbols 

which they combined 

with Japanese and 

English lettering in 

bright day-glo colors. 

The typography, known 

in Japan as “scrambled 

communication, ” was 

used to evoke freedom, a 

breaking of the rules, 

and nonconformity. 

T Y P E W I S E 
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LINDA HINRICHS 

V-'S0ffl 

''Nti&SMmfy 

UC Santa Cruz In its main recruitment brochure, the 

University of California at Santa Cruz 

wanted to establish its position within the 

world-renowned UC system and present 

its own unique character and strengths. 

The design had to be young and contem¬ 

porary enough to appeal to teenage col¬ 

lege applicants, yet conservative and 

serious enough to meet the approval of 

their parents' who were likely to read the 

brochure with equal interest. 

A mix of warm, human-interest photographs, 

vignettes of regional history, professor profiles, 

student projects, and course information was 

presented in a complex but expansive layout, 

woven together with Bembo typography. The 

cover masthead has a bit of neo-1950s 

typography and adds an “old is new ’’ 

styling to the book. 

Hunning captions ver 

tically throughout the 

book allowed an 

opportunity to expose 

the unexpected, adven 

turesome side of the 

university, while let¬ 

ting the dramatic pho 

tographic images 

stand unobstructed. 

Named by Science Digest 
as one ol the lop 100 

U S. scientists under 40. 
Sandra Faber is a pioles- 

sor ot astronomy and 
astrophysics, atlilialed 
with Lick Observatory. 
Prolessor Faber, who 

researches the formation 
and evolution ot galaxies 

and the lonnation ot 
structure in the universe, 

ms part ot a group ot 
seven astronomers who 
discovered a large how 

ot galaxies called the 
Great Attractor. She is a 
member ot the National 

Academy ot Sciences. 

The Drill Chamber, shown here, 
was jointly constructed by the Santa 
Crux Institute lor Particle Physics 
and Slanlord Linear Accelerator 
Center (SLAC) in Palo Alto. The 
detector contains about 6.000 wires 
that pick up signals Irom the pas¬ 
sage ol charged panicles through 
its volume. An hour's drive Irom 
Santa Crm. SLAC is one ol three 
ledeially funded accelerators in the 
nation. UCSC maintains data links 
Irom campus computer terminals to 
large SLAC computers. 

During its 100-year 

Lick Observatory has been 

scene of major 

discoveries. Located on nearby 

Mount Hamilton, Lick is head¬ 

quartered at UC Santa Cruz, 

which is also responsible for 

managing the University of 

California component of the 

new VV. M. Keck Telescope. The 

Keck Telescope, a joint proj¬ 

ect of UC and the California 

Institute of Technology, will 

be the world’s largest telescope 

once its construction on the 

summit of Manna Kea in 

Hawaii is complete. 

T Y P E W I S E 



Snu, bux:hkm 

Mffi^ROCESS 

KfmtWOs, a group ol Santa Crut graduate 
Wrdenls perlormed pioneer work in me new 
Held ol chaos theory, which examines the 
seemingly unpredictable behavior ol complex 
systems and discerns orderly patterns within 
the chaos. This science has potential appli¬ 
cations in lields as lar-rangmg as medicine 
and economics. UCSC's Center lor Nonlinear 
Science continues research into chaotic phe¬ 
nomena This computer-generated image was 
created by UCSC graduate Jim Crvlchlield 

Mathematics prolessor 
Ralph Abraham who has 

been ai the forefront ol 
research in dynamics, 

lounded UCSC'S Visual - —• 
Mathematics Prefect to 

explore the use ol inter¬ 
active computer graphics in 

teaching math. This image 
is Irom the book Dynamics: 

The Geometry o! Betravior, 
coauthored by Abraham. 

Prolessor Michael tanner, 
chairman ol the computer 
and inlormahon sciences 
program, is an expert on 

ever-correcting codes that 
ensure the reliability ol 

data transmissions A con¬ 
sultant to Ford Aerospace 

and Communications. 
Prolessor Tanner has- 

designed coding systems 
tor NASA He holds patents 
on etroKorrecting coding 
systems and tault-tolerant 

computer memories 

Linda's design for UC 

Santa Cruz vieurbooh 

displayed not only the 

usual information 

sought by prospective 

students, but the excep¬ 

tional beauty of the 

campus and surround¬ 

ing areas. The extreme¬ 

ly leaded main text 

provides contrast with 

the photo captions. 



KIT HINRICHS 

MOCA The Museum of Contemporary Arts in 

Los Angeles wanted a brochure to 

help guide families through its galleries 

and to highlight the works of some of its 

best-known artists. To capture the person 

ality of the museum, the brochure had to 

be lively, contemporary and reflective of 

the diversity and experimental nature 

of MOCA’s art collection. 
The MOCA guide was 

set in five languages: 

English, Spanish, 

Korean, Chinese, and 

Japanese. The design 

had to be flexible 

enough to allow for 

length variations of up 

to 15 percent resulting 

from translations. 

;hisouim—Jti 

of««w0tclNrH;;AuEMs- 

'«oTOs 

T»E «i WEWANt, 

The edges of the open- 

die-cut mg pages were 

to reveal the colors and 

patterns of the pages 

that followed. The die- 

cuts reinforced the bold 

geometric shapes that 

formed the Chermayeff 

& Geismar-designed 

MOCA logo. Futura 

Light with Extra Bold, 

a clean, modern sans- 

serifface, was used for 

the English and 

Spanish text. 

T Y P E W I S E 



MERVVN 

KURLANSKY 

Polaroid Europe 

hen Polaroid 

introduced 

a new camera and 

film throughout 

Europe, it asked John 

Rush worth to coordi¬ 

nate an advertising 

and poster campaign 

with its agency. 

The event came 

together as a gallery 

featuring the work 

of eighteen interna¬ 

tional designers, 

including Mervyn. 

0 0 9 L u s / < Af 

p 6 0 0 P L u $ * / At 

\ 9 O L A #? o / < * 

o O \ D 6 0 0 6 * 

* ❖ * * O / /> G * <0 

£ V 1 6 < O o 

-« -« -< O <A □ 0) c o S r 

o - o > o 1 o Co * * 

> * > d 0 > A o * 

** $ N IAI n \ * A O 

* O $ N 1 \ \ 

> 0 0 9 a \ o * 6 

> t d s n -i d 0 0 9 

Polaroid 

M rrvyn created a 

poster using a spiral of 

words to draw the eye 

to the film at the center. 

Simply by turning in 

concentric circles, the 

unadorned typeface — 
Helvetica Bold — 
gave a sense of energy 

to the characters, while 

allowing for quick 

readability even with¬ 

out word breaks arid 

focusing the eye to the 

center square. 

T Y P E W I S E 



PETER HARRISON 

Warner Communications Warner Communications (now Time 

Warner), a company we’ve worked 

with for over fifteen years, has entertain¬ 

ment businesses ranging from books and 

magazines to records, motion pictures, and 

cable television. We were asked to create 

an ultracontemporary quarterly corporate 

news magazine for employees and cus¬ 

tomers. For the publication, called Currents, 

Peter designed a vital, energetic, noncon¬ 

forming format, appropriate to Warner’s 

youthful products and audiences. 

This cover carries the line “With apologies to El 

Lissitsky, ” an important designer from the early 

days of Russian Constructivism. The strong 

structural organization of the page and the 

typography associated with this early twentieth- 

century designer influenced many graphic 

designers later in the century. The cover typog¬ 

raphy was created by scanning the type from 

the original El Lissitsky cover into the computer, 

cleaning it up, and creating new characters. 

T Y P E W I S E 



from issue to issue. 

Currents is consistently 

inconsistent in its body 

text and typography; 

only the name remains 

the same. Each issue is 

a visual surprise. 

Currents’ large tabloid 

size is emblematic of 

many music and video 

publications. The com¬ 

bination of several type¬ 

faces on a single page, 

as well as in a single 

word, is a typographic 

trend of the early 1990s 

and perfect for the tot¬ 

ally ephemeral quality 

of this publication. 

T Y P E W I S E 



The same iconoclastic design and typo¬ 

graphic approach are used throughout 

Cu.rrmls' inside spreads. The freshness 

and vitality of this approach is normally 

left exclusively to the realm of record and 

CD jackets produced by Warner. To see 

this bold, graphic direction expressed in 

the official corporate newsletter conveys an 

important message to employees about 

being innovative, taking chances, and not 

being afraid to fail. 

The center spread is 

always a surprise. In 

this case, the need to 

turn it to read involves 

the reader in a partici¬ 

patory way. The type’s 

irregular form not only 

creates an interesting 

graphic shape, but 

serves as a wonderful 

frame for the Randy 

Travis photos. 

The back page of each 

issue, like the cover, is a 

typographic potpourri. 

The mixture of various, 

often incongruous, type¬ 

faces, coupled with ver¬ 

tical headline settings 

and unexpected sizes 

and measures, conveys 

an extremely youthful 

and energetic image. 

Few record com ponies 

hove ciperieeced the 

dramatic rise thot 

Elektro Records hes 

ockieved in recent years. 

Throughout its history 

Elektro has been unique 

in the discovery ond 

development of o wide 

range of artists, among 

them — Jackson Browne^ 

The Cars, The Eagles and 

Linda Ronstadt. How* 

over, Elektra's fortune 

has soared recently 

under the astute direc¬ 

tion of lob Krosnow. He 

assumed leadership of 

Elektro in 1983. 

Elektra's biggest year> 

1 988, was highlighted 

by several popolar new 

releases — Anita Baker, 

Linda Ronstadt, Tracy 

Chapman ond Metallica 

among others. In 1988, 

Elektra's revenues in* 

creased by more than a 

third over the previous 

year. In addition, 

Elektra's artists won 

some of the industry's 

top honors, including 

eight Grammy awards. 

Krosnow, in a recent 

interview soys his 

company's success is no 

A It's something thot we've 

been building towards It's 

actually been the lost three 

years that this kind of 

momentum has been build 

ing. and I just characterize 

this as the re-establishing of 

Elektro as one of the great 

companies that services the 

needs of the great American 

music public and the 

world's music public 

Elektra was in the dol 

drums before you took over 

the company, and some 

believed the label wouldn't 

survive What was the turn 

mg point for the company? 

A This is a business of tal 

ent To say that Elektra 

wasn’t in as good a shape 

os it is now is the under 

statement of the year I 

think The Los Angeles Times 

characterized it best when it 

said Elektra Records went 

from being 'an outhouse to 

a penthouse" I think Time 

magazine also character¬ 

ized us as being the 

'Intrepid* record label But I 

think that Elektra is so tied 

in to what i* does musically 

it's hard to separate 

This company puts out 

very few records, and 

each record has o very 

clear raison d'etre — that's 

the difference 

We make very specific 

types of recordings, whether 

its to work with Linda 

Ronstadt on her Mexican 

olbum thot she did or to 

sign on someone with the 

character of Reuben Blades 

or choose to take the path 

with a Tracy Chapman, 

someone who is flying in 

the face of the Gordon 

Gekko, Wall Street Greed 

is Good,' the '80s Reagan 

philosophy, or to choose to 

work with someone like 

Anita Baker who is not a 

manufactured product. 

Metallica is another 

example We choose our 

product very carefully 

What were the building 

blocks which led to today s 

success? 

A The artists ore your 

building blocks We're no* 

chemists here We don't 

manufacture anything here 

We choose people to work 

‘with, that's the blocks The 

quality of our artists the 

fact that we were awarded 

21 Grammy nominations by 

our own peers I certainly 

think distinguishes us from 

anyone else Such pubixa 

tions as Time Newsweek 

The New York Times The 

Los Angeles Times ond The 

London Times — the most 

important and most serious 

newspapers and weekly 

newsmegozmes - cover 

what we do on a consistent 

basis They don t do that 

with other people We don » 

put out purely pop or Ruff 

Again I'm not criticizing 

anyone else What dishn 

gutshes us is thot we hove a 

philosophy ond that philos¬ 

ophy is to try to be our best 

ond to try to do the best 

with the best 

H What about Nonesuch s 

recent critical ond sales sue 

cess involving such classical 

ond contemporary artists as 

John Adams, Steve Reich 

and the Kronos Quartet? 

A When we rebuilt 

Nonesuch. I brought in Bob 

Hurwitz And Bob and I 

decided together thot we 

would not try to compete 

with Deutsche Grommo 

phon ond do some 

Beethoven Symphonies 

done by some of the great 

est conductors in the world, 

or try to do string quartet 

music or chamber music by 

traditional people We 

decided we would go into 

the American culture and 

market, ond choose people 

like John Adorns, Steve 

Reich, Phillip Glass ond the 

Kronos Quartet We would 

choose artists working in o 

contemporary held, ond do 

contemporary music ond 

carve our niche We con't 

compete with Deutsche 

Grommophon or Columbia 

Master works, the Columbia 

classical label They've been 

domg it 50 yeors and 

they've been domg it 

incredibly well 

If we wonted to succeed in 

it we had to find a place 

where first of oil. we had 

competence ond where we 

had a relationship with 

what the musical genre was 

all about Also, that wo 

opproooted it, thot.we »ym 

pathi/ed with it, and we 

were able to support it emo' 

iionolly and in every other 

way And ham that phitoso 

phy of saying yes there 

ore great American com 

posers out there, they're out 

there, now it's just up to us 

to hnd them lo separate the 

wheat from the chaff, and 

say Hey. let's find these 

people let's record Steve 

Reich Let s record John 

Adorns Let's support these 

big operas Let's support the 

Kronos Quartet Let them 

do unrecorded classical 

pieces, classic pieces Just 

because somebody didn't 

write them two hundred 

yeors ago does not in ony 

way moke them less volu 

able let's pursue that area ‘ 

I think our success speaks 

for itself Let's bring the 

Bulgarian Singers to 

America Let's record the 

Gypsy Kings Let's do some 

thmg everyone in the world 

isn't domg That's what I 

demand from myself and of 

everybody that's on this 

team And it is o team | 

om not certainly sitting in 

this choir doing all of this 

myself We' hove a great 

staff of people here 

What do you look for in 
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A story on Andy 

Warhol was set in type¬ 

writer type to create the 

feeling of a journal or 

diary. The same type- 

style used as silkscreen 

art is an appropriate 

integration of word 

and image. An interest¬ 

ing visual note is 

Warhol's portrait, print¬ 

ed like a 3-D comic, 

another of his many 

pop culture influences. 

The initials WEA 

(Warner, Elektra, 

Asylum) splashed 

across the page would 

not be as effective with¬ 

out the contrasting 

restraint of the typo¬ 

graphic columns with 

which it interacts. 
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picking your team players* 

▲ I think there are several 

qualifies you look for when 

you hire someone 

The quality that preempts 

ooy other quality that I look 

for m someone I wont to 

work with is the ability to 

think On their own terms 

I cIan t wont someone turn 

mg on the radio and after 

hearing Whitney Houston 

o» Bobby Brown approexh 

me saymg ' Me* 1 ve got an 

artut |o»t like that If you 

want to lose my interest the 

best way to do that is to 

wolk into this office ond 

scry Hoy I *© jus* found an 

artist tfmt s o combination of 

Ste«>e Wonder and Elton 

John That s the last thing 

this business needs 

Everybody has got to think 

like that for exumpie look 

at The Sugartubes they re 

a bond from Iceland We ve 

got a new band called The 

Pixies thats going to take 

the country by storm Again 

something totally unique 

What's the significance 

of Elektra Records becom 

•ng Elektra Entertainment in 

1988* 

▲ We are certainly in the 

entertainment business The 

records certainly bring in all 

the revenues as of now But 

this video phenomenon is 

not lost on our customers 

And we have been very 

successful m the video busi 

ness The Metallica video is 

close to 170 000 units ond 

the Motley Crue video is 

doing very well as is the 

Amta Bokei video Also. 

The Cure is another band 

They have two videos 

whose combined soles are 

in the 100.000 unit rongo 

You start looking then you 

say Hey we sold 750 000 

v.deos m the last year And 

these videos aren t being 

given away They re not 

58 98 you're paying 520 

to S25 for a video There s 

a market out there and the 

film business has proven 

that A ma|or business 

within the film industry is 

their video rentals and 

soles We have started our 

laserdisc videos we are the 

only ones I'm aware of that 

is marketing our laserdiscs, 

side fiy sirie with our video 

tapes We have them man 

ufoctured far us I feel the 

business is moving towards 

on audiovisual eqreiumce 

I think the young people 

today who are growing up 

with MTV ond seeing all of 

these eatruvaganyos the 

eight year olds the 1? 

year olds the 16 yeo» olds 

who will be starting their 

bands in the next several 

years they will hove such 

an imprint of the visual 

capacity of mu»»c that 

they're going to puisue that 

as well as the audio 

Wo ve started our children s 

line We ve joint ventured a 

company with Nickelodeon 

And this year we ll be 

putting out six to ten video 

tapes and videodiscs for 

children They range in 

audience from age four to 

14 the same audience that 

Nickelodeon has on tolevi 

sion I don t think kids today 

are |ust going to go out and 

buy a record And the some 

with Nonesuch We wif! be 

making a video of The 

Nutcracker Salle* What «f 

you live m towa ond you 

can't get he»c with your 

kids Why should you be 

cheated out of that expert 

ence We re going to bring 

that experience to you 

That s why we re in the 

entertainment business 

Music will always be the 

primary source which we 

will bring to the picture, 

but the picture will be 

important 

Qi What are your major 

challenges* 

▲ The challenges are to 

fmd the right people to 

work with That's olways 

the challenge The business 

is more competitive now 

because music is a way of 

life Ygu take music with 

you wherever you go Its 

not like reodmg a book or 

seeing a him If it's really 

greot you see it twice 

maybe If you buy a record 

it lasts a lifetime The market 

■\ there so the challenge is 

not to build the marker! The 

challenge is to hnd the right 

people to introduce to the 

market And those so called 

building blocks you talked 

about tho» s talent 

Talent always wins 

If you choose to work with 

talented people you will 

ultimately win 

if you re able *o hang in 

there long enough if you're 

financially able to stay with 

the program you will wind 

up a winner providing you 

have the insight the intu¬ 

ition whatever that sixth 

sense is to work with peo 

pie who are quality talent 

•1 Any special plans for the 

next year* 

A I don't think about next 

year I m thinking about 

three years five years from 

now Next year is already 

out of my hands I’ve 

already signed the acts that 

we're going to be dealing 

with next year When I sign 

an ocV I'm saying Where 

is this act gomg* I don't 

want on act to come m here 

and say, I've just written the 

greatest things I ever wrote 

in my life Because if that's 

it then there’ll be a one 

album situation on our 

hands 1 need to have some 

one like Tracy Chapman 

come into my office and sit 

in this exact chair and play 

me some songs and soy. 

This is what I feel right 

now These are my feelings 

now This is who* >s gomg 

through my mind, my body 

now And you listen and 

you say to yourself How 

can a person this young 

know all of this And what 

is she going to know several 

years from now This is 

someone who is obviously 

interested in people inter 

es*ed ip how people treat 

people Interested in the 

quality of Ide You don't 

have to be a rocket scientist 

to soy I wont to associate 

myself with that 

You ve hod success with 

breaking international or 

foreign acts, but do you 

expect more in the future? 

A There will be more inter 

national artists certainly 

Absolutely t think our A&R 

department does it in waves 

coming up on the beach 

Every month someone from 

our A&R department is 

someplace else, whether it's 

in France Australia 

Englond or Italy We re 

there on the scene, look at 

the Gypsy Kings the album 

hos sold over 360 000 

Can you tell me who in the 

hell would sell 360.000 

copies of the Gypsy Kings 

We sold 150.000 of the 

Bulgarian Singers releases 

Somebody out there likes 

this music 

^ Is Elektra setting a trend 

in music* 

A I never think in setting 

trends The last thing you 

want to be is cocky I can 

do this. I con do that All 

you can say is I want to be 

the best Everyone defines 

the best in their own way I 

mean I have my definition 

of what the best i$, and 

everybody be*© has the def 

inihon and we're all in sync 

We're not interested in set 

tmg trends starting trends 

or following trends We're 

interested in being the best 

Choosing the best talent 

That's the only trend we re 

involved in. 

And certainly we didn t set 

that trend because a lot of 

great records came out 

before I was born Billie 

Holiday set trends. Bessie 

Smith set trends Mahalia 

Jackson set trends Count 

Bas»e set trends Duke 

Ellington set trends The 

musicians ve* trends We're 

a record company 

^ How would you describe 

yourself* 

A I can describe it in very 

simple terms I am a guy 

who loves what he does 

and I have very high ston 

dards It may sound like 

arrogance, but it's not I 

feel that you have so much 

time each day You have to 

make your own priorities 

When I wake up in the 

morning I know what I need 

to do ond I know what's in 

my way 

What are your goals fo' 

Elektra* 

A I want to be the best ond 

I also want to be the 

biggest I don f want to be 

the biggest and the best 

First I want to be the best 

then I want to be biggest 

And I think-we're well on 

our way 

T/iis cover story por¬ 

trays Bob Krasnow, 

Elektra's president, as 

a revolutionary within 

the record business. 

The companion article 

to the El Lissitsky cover 

(previous page) carries 

more of the same 

Constructivist graphics 

of the 1920s and 

1930s. Together with 

the “Workers Unite” 

illustration, the Futura 

typography, bold rules, 

and perpendicular set¬ 

ting reinforce the theme 

of the article. 
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INDEX 

A 
Alberini Wine, 93 

alphabet, 16, 47, 70, 80, 104 

American Institute of Graphic Arts 

(AIGA), 72 

American President Lines, 

100-101 

annual reports, 19,106-107,108-109, 

132-35,136-37,146-47 

Art and Architecture, 54 

Arts and Crafts type, 20, 21 

Art Center College of Design, 78 

Art Center Review, 80-81 

Art Deco type, 20, 127 

Art Nouveau type, 20, 21, 37 

Aspen Skiing Company, 138-41 

audience, 12, 24, 26, 41-43 

banners, 82, 86 

Baskerville, 32 

Bass, Saul, 14 

Beaux Arts Ball, 105 

Bembo, 121, 126,138,140,141,150 

Bible, 10,21 

billboard, 29 

The Blimp Book, 74 

Bodoni, 16,17, 32, 38, 51, 72, 75, 

80, 86, 87, 94, 96, 102, 128 

books, 29, 130; designed samples: 

62-65, 74, 84-85,112-15 

Boston, 121 

Braque, Georges, 21 

Broadway, 21 

brochures, 76, 86, 150-51, 152. 

See also promotion programs 

Brodovitch, Alexey, 14 

Brush script, 21 

budget, 13, 29, 64 

c 
calendar, 100-101, 131, 139,144-45 

calligraphy, 97, 106 

Candide, 120 

caps, 22, 23,114, 120,138,139,143 

captions, 16, 34; designed samples: 

80, 97,107, 114,132,133,137,150 

Carter, Matthew, 19 

Caslon, 32, 38, 85 

Cassandre, A. M., 17 

cast-metal type, 18, 19, 21, 77 

catalog, 29, 68-69 

Century, 38, 69; Old Style, 32, 49, 

66, 71, 94, 96, 99; Schoolbook, 8, 10, 

60 

Champion Paper, 111, 144-45 

charts, 115,132,135 

Cheltenham, 116,121; Old Style, 32, 

62, 65, 70, 71 

Chermayeff & Geismar, 14, 152 

Chic, 21 

Chronicle Books, 62, 72 

Chwast, Seymour, 14 

City Light, 108 

classic typefaces, 16,18, 21, 22, 30, 

38, 46; designs with, 100,102,112, 

126,128, 148 

cliche, 11,12 

client briefings, 12 

color, 12, 33, 34, 38, 39,41, 70, 

100,101,133 

computer-generated type, 18-20, 

21,143 

Copperplate Gothic, 27, 105 

corporate identification. 

See identity, visual 

Currents, 154-57 

decorative type, 46 

De Stijl, 37 

Designer’s Saturday, 50-51 

digitization, 54, 87 

dingbats, 22, 30 

display materials, 61. 

See also packaging program 

Docklands, 123 

Dorfsman, Lou, 14-15 

drop shadow, 30 

dummy, working, 137 

E 
Ealing Electro-Optics, 55 

Editions Payot, 84-85 

educational text, 10, 70 

Emigre, 20-21 

Engravers, 120 

environmental graphics, 28, 29,123 

exotic type, 94. 

See also specialty type 

F 
Faber and Faber, 54 

Fannie Mae, 112-15 

Federal National Mortgage 

Association, 112 

financial reports, 130 

Fleckhaus, Willie, 14 

Fletcher, Alan, 15,45, 52, 53, 58, 

77, 90-91,124-25 

Folon, Jean-Claude, 147 

footnotes, 16 

Forbes, Colin, 45, 50-51 

Foremost-McKesson. 

See McKesson Corporation 

fourteenth-century type, 21 

Fraktur, 21 

Frankfurter, 74 

Franklin Gothic, 32, 38,143,146-47, 

131 

Futura, 32, 38,49, 72, 75, 79, 82, 

105,149, 152,157 

G 
Garamond, 11, 32, 38, 61,106,112, 

119,131,137,143,144 

Gill Sans, 126 

Glaser, Milton, 14, 24 

Goudy, 144 

graph, 115,135 

graphic ecological system, 12 

graphic vocabulary, 20. 

See also typographic vernacular 

The Guardian, 142-43 

H 
Hal Riney & Partners, 138 

hand-cut letters, 47 

hand-set type, 20, 53,102 

Harrison, Peter, 45,102-103, 108- 

109,112-15,127,154-57 

headlines, 16, 32, 34, 46, 134,156 

Heffernan, Terry, 101 

heirarchy of information, 29, 34, 

38, 96,101,134, 139 

Helvetica, 11, 32, 38, 71, 74, 85, 87,88- 

89, 90, 94, 96,123,135,140,141,153 

Hess, Dick, 14,15 

Hill, Chris, 73 

Hillman, David, 45, 54-55, 59, 126, 

142-43 

Hilton Typographers, 55 

Hinrichs, Kit, 48-49, 57, 62-65, 66- 

71, 72-73, 78-81, 94-99,100-101, 

105, 106-107,116-17,118-21,131, 

132-35,136-37,144-45,152 

Hinrichs, Linda, 45,138-41, 150-51 

history of type, 8, 12, 17, 20, 21, 110 

Holmes, Nigel, 115 

hot-metal type, 20 

I 
identity, visual, 24, 54-55, 76; 

examples of, 53, 66-71, 78-79, 82, 

88-89, 90-91,100,102,106, 

128-29,138-41 

ideograms, 53 

Igarashi, Takenobu, 14,15 

illuminated letters, 21 

Info Works, 86-87 

inhouse design group, 68 

initial caps, 21, 22, 39, 52; examples 

of, 48, 64, 84, 94,105,133,135 

invitations, 34, 46, 47, 51, 105 

italics* 19, 38, 41, 76 

J 
Janson, 32,120 

John Elliott Cellars, 53 

Jonson, Vance, 14 

justification, 74,105,139 

K 
kerning, 20 

Kurlansky, Mervyn, 45, 47, 55, 59, 

82-83,128-29, 149,153 

L 
labels. See product labels 

layouts, 142,151 

leading, 13, 22, 37, 41, 112, 114,150 

Le Corbusier, 124 

legibility, 8, 60, 100,120,128,137 

Leo’s, 128-29 
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letterforms, 46, 55, 60, 69, 96, 

98-99, 108 

lettergrams, 52 

letterpress, 118 

letterspacing, 22, 37, 41, 94, 96, 

102,116 

Licko, Zuzana, 20 

limitations, design, 38 

Lissitsky, El, 154, 157 

Lloyd’s of London, 124-25 

logotypes, 56, 66, 70, 78, 80, 90, 102 

Lubalin, Herb, 14 

M 
magazine, 48-49, 80, 94-99,154-57 

The Manchester Guardian. 

See The Guardian 

Mandarin Oriental, 77 

manipulating type, 19, 69, 98, 99 

maps, 96,137,140, 141 

masthead, 80, 94, 143, 151 

McCall's, 48-49 

McConnell, John, 45, 58, 61, 

84-85, 88-89,123 

McKesson Corporation, 146-47 

Mead Corporation, 108-109 

medium, 13, 19, 29, 61 

Memphis, 32, 38,120, 121 

Mercury Typography, 104 

mixing typefaces, 37, 55,155,156 

Modernistic, 21 

mood, 36, 46, 110 

Moore Computer, 21 

Morris, William, 14^ 15, 21 

Museum of Contemporary Arts 

(MOCA), 152 

Museum of Modern Art (MOMA) 

Oxford, 82 

N 
naive lettering, 10 

Napoli ‘99 Foundation, 58-59 

National Grid Company, 88-89 

National Medical Enterprises, 136-37 

The Nature Company, 66-71, 131 

Nature Conservancy, 131 

Neiman Marcus, 75 

News Gothic, 32 

newsletter, 19, 156 

newspaper, 10, 130, 142-43 

New York Art Directors Club, 57 

Nimrod, 143 

Northwest Center, 127 

numbers, 63, 68, 80, 96, 100, 102, 

124,128,135, 140 

o 
Oakland A’s, 116-17 

Onyx, 69, 99 

ornamental type, 18 

outline type, 30 

overprinting, 97, 121 

Overacre, Gary, 131 

P 
pacing, 22, 40 

packaging program, 66-71, 75. See 

also identity, visual 

Palatino, 144 

paragraphing, 22, 112 

Parisian, 21 

Pedersen, B. Martin, 14 

Pelli, Cesar, 127 

Period type, 21, 22. 

See also twentieth-century type 

Pentagram, 7, 44-45 

Pentagram Exhibition poster, 56 

Perpetua, 58 

photosetting type, 77, 90 

pictograms, 115 

Pirtle, Woody, 45, 54, 55, 75. 

86-87, 93 

Plantin, 77 

Polaroid, 153 

positioning, 34, 101, 133,134 

posters, 1, 21, 24, 29, 34, 46, 86; 

examples of, 17, 47, 56, 83, 104, 

105, 111, 153 

Potlatch Corporation, 132-35 

product identification, 76, 111, 149. 

See also identity, visual 

product labels, 93, 102,149. 

See also packaging program 

promotion program, 46, 50-51, 

116-17,118-21,138-141 

prospectus, 57. 

ft 
Quotes, 16,34,146 

R 
ragged copy, 68, 97, 112, 116, 

120,139 

Rand, Paul, 14, 24 

readability, 46, 111, 135,141,153 

Reconstructivist type, 37 

reference material, 13, 68. 

See also type specimen book 

Remington Typewriter, 146 

Reuters, 90-91 

reversed type, 33, 96,107, 141 

Rockwell, 32 

Roman type, 17, 21, 39, 41,133, 135 

Royal Viking Lines, 94 

rules, 30, 70,77, 82,115,127, 157 

Rushworth, John, 45, 54, 153 

Russell, Tony, 14 

Russian Constructivist type, 20, 154, 

157 

s 
San Francisco Museum of 

Modern Art, 105 

sans-serif type. See serifs 

scale, 12, 13, 34, 133 

scanning type, 154 

Scottish Trade Center, 55 

script, 12,18, 91 

serifs, 17,18, 30, 55, 82,130 

shadow-boxed type, 49 

Shakery, Neil, 45, 56, 74, 104, 

111,146-47 

Shiseido, 55, 149 

shopping bags, 82, 86 

sidebars, 16, 39, 48, 107, 116,134 

signage, 10, 29, 34, 76; designed 

samples: 82, 88,124,126,127, 

128-29, 130 

Simpson Paper, Co., 54, 55, 118-21 

size, 12,33, 70, 76,101,106,134,156 

Skald, 94-99 

slab-serif type. See serifs 

Slumberdown, 61 

small caps. See caps 

specialty faces, 18, 30, 46, 55. 

See also trendy faces, wooden type 

Stars & Stripes, 72-73 

stationery, 55, 76, 78, 82, 90. 

See also identity, visual 

Stencil, 21,124 

style guide, 68 

subheads, 39, 49 

Summerford, Jack, 11 

symbols, 54-55, 59, 84, 88-89, 

112,141,149 

sr 
table of contents, 63, 80, 96 

Tactics, 55 

Tate Gallery of Liverpool, 126 

technology, 21, 142,154 

telephone numbers, 69 

text shape, 46, 116 

text type, 16, 32, 34; designed 

samples: 49, 94, 107, 111, 114, 116, 

133,134, 143 

three-dimensional effects, 50, 51, 55, 

59, 135 
♦ 

Times Roman, 32, 100, 104, 111, 

132-133,134,144 

Time Warner. 

See Warner Communications 

titles, 46, 72, 137 

tone of voice, 34-35, 62 

Torino, 102 

Transitional type, 18 

translations, 152 

transparent letters, 55 

Trendy, 149 

trendy type, 19, 36, 148 

Trousdale, Don, 14, 15 

twentieth-century type, by decades, 

10,17,18, 20,21,37, 62,116,118, 

120,151,152,155,157 

‘21’Club, 102-103 

type specimen book, 30, 55, 118 

typewriter type, 21, 157 

typographic vernacular, 9, 10, 21, 

22, 30, 52, 98,110,116 

U 
Univers, 32, 36, 93, 137 

UC Santa Cruz, 150-51 

Unruh, Jack, 57 

upper and lower case, 33, 114, 139 

US WEST, 106-107 

V 
VanderLans, Rudy, 20 

variations, typographic, 18 

Vegetables,, 62-65 

Victorian type, 20 

Vignelli, Massimo, 14 

visual language, 10, 11 

visual pun, 46 

Vogue type, 22. See also trendy type 

w 
Warner Communications, 154-57 

wedge-serif type. See serifs 

weight, 12, 13, 39, 72, 76,100 

Windsor, 48 

wine label, 93, 102 

Wolf, Henry, 14 

Wolman, Baron, 74 

wooden type, 21, 47, 51, 58 
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TYPEWISE TYPOGRAPHY 

This book was set in Bitstream fonts of Bodoni and Futura and was produced on a Macintosh 

computer with the Quark XPress program, and output on a Linotronic 300. 

Bodoni was created in the late eighteenth century by Italian typographer Giambattista Bodoni, 

who is credited for introducing the modern Roman style of typography. Futura was designed in 

the late 1920s by Paul Renner, an architect associated with the Bauhaus school. 
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ABOUT THE AUTHORS: 

Kit Hinrichs 

Kit is one of fourteen partners in Pentagram, an 

internationally recognized design firm with 

offices in London, New York and San Francisco. 

Prior to becoming a partner of Pentagram, he 

was a partner of Jonson Pedersen Hinrichs & 

Shakery. His accumulated design experience 

incorporates a wide range of projects - annual 

reports, sales promotions, exhibits and editorial 

graphics — for which he has received countless 

design awards. Kit has been an instructor 

at the School of Visual Arts in New York, the 

Academy of Art in San Francisco, and California 

College of Arts and Crafts. He is also coauthor 

of the books Vegetables and Stars & Stripes. Kit 

has been a past executive board member of 

the American Institute of Graphic Arts and is a mem¬ 

ber of the Alliance Graphique Internationale. He 

frequently lectures on design internationally. 

Delphine Hirasuna 

Delphine is the principal of Hirasuna Editorial 

Services, a San Francisco-based consulting firm 

that provides editorial services to corporations. 

Her work in publications and annual reports 

has won numerous awards, including six Clarions 

from Women in Communications and more 

than two dozen regional and international awards 

from the International Association of Business 

Communicators. Delphine has coauthored 

two cookbooks, Flavors of Japan and Vegetables, 
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available on request 
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case studies to ex how to tap typography’s full potential 

One hundred and forty years ago, llycitocific 
Ocean was a quieicr place. Gold had not yet 
been discovered. California was a collection 

of cattle ranches and sleepy towns, and little trade 
existed between the Pacific Coast and Asia. But in 
1848 events took place in California that changed 
the United Stales, the Pacific Ocean and the world. 
American President Lines and its predecessors por- 
tici|rated in these events, In 1988 we celebrate our 
140th anniversary To recognr/csucha landmark, this 
calendar salutes the events and ideas that shaped 
our company and your marketplace. By using photo¬ 
graphs dial reflect Die spin! and die style of each 
period, this year's calendar covets 140 years of service 
on land and sea. Wc take pride diat APL and afTili- 
ales in the .American President Companies group 
love grown and prospered tlirough serving die 
Pacific, the Indian Ocean and North America -the 
woridk most dynamic trading regions. Today, we 
look to the future with confidence. Wfe anticipate 
continued grind fortune for all of us blessed with 

- --- these vital markets. 

Trademark Panache 

Packaging Vitality 

Corporate Identity Marketing Distinction 

Creative Techniques High-Impact Publications Period Impressions 

Artistic Logotypes Versatile Identity Program Effective Architectural Signage 

Typography is the voice of persuasion in communications. 

Used skillfully, it invites readership, supports ideas, 

elicits emotions, evokes an era, brings cachet to a product, 

becomes a work of art. Graphic designer Kit Hinriehs candidly 

discusses his own creative process and uses vividly illustrated 

innovative Exhibition System inventive Ideograms 


