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‘Symbol’ is a colossal word. In religion, literature and art,
symbolism has engrossed and fascinated thinkers

and believers, writers and artists down the ages.

One of the great games of civilization is the creation of
symbols, their concealment, uncovering, interpretation
and study. The way in which the graphic symbols in this
book also lend themselves to these subtle games is
what makes the subject so entertaining.

Changing meanings

What is meant by the word 'symbol’ here needs some
defining. This presents problems, because the definition
has changed over the last century and continues 1o

do s0. One reason for this is the lax and relatively recent
nterchangeability of the terms ‘symbol’ and ‘logo’, which
has been and still is confusing. Design is & business where
the latest buzzwords can be embraced without too much
thought being given to the consequences. So it was with
‘logo’ when it first entered the language in the 1930s as a
cute and fashionable short form of ‘logotype’

Logotype stems from the Greek logos, meaning word, and
relates to any typographic styling of a name or word that
makas it easily recognizable or significant as a mark of
ownearship or identity. But if logo’ once meant the same as
‘logotype’, it no longer does. It has departed from being a
clone of its parent and come to mean a more general mark
of identity. For some, a logo no longer even has to invelve
a word or words. For others, add a logotype to a symbol
and get a logo. But that is a kind of post hac raticnalization
of the confusion.

This modern use of ‘logc’ has pushed the meaning of the
‘symbol’ into a corner. Once the idea of a graphic symbol was
simple: it was an all-embracing term for any single coherent
visual device that denoted identity, recognition, swnership or
iation. But now that logo’ has taken up much of this space,
‘symbol’ has had to make room for it and confine its meaning
1o only those abstract or pictorial graphic devices that

represent the essence of identity. This simpler definition
has had the effect of refining the subject of graphic symbols,
giving it a new and distinct status within identity design.

At one time or another, designers have also appropriated
other words for use in the modern business of graphic visual
identity, probably for no better reason than that they sesmed
to be fresh and appealing alternatives to the status quo and
were taken up in much the same spirit that ‘logo’ was.

'Crest, 'badge’, ‘seal’ and ‘'emblem’ come from particular areas
of identity such as heraldry, correspondence and engraving;
they could also just be called symbals. Likewise, 'signature’,
‘totem’ and ‘icon’ are names for symbals that first qualified

in ather spheres, from personal identity to religion.

There are also words that are technical and thus legitimataly
describe types of symbol. Ag such, ‘monogram’, 'logogram’
and ‘pictogram’ are particular and explain and define
themselves. Then there are systematized craft symbols
such as 'hallmarks’ and symbols used as ‘trademarks’

or ‘brandmarks’, which are vested with a certain kind of
emational appeal and power. 'Mark’ has become popular

as a useful catch-all. So a look back over the story of

symbol design is best placed in this context of multiple

and changing definitions.

Writing and trading

The family of graphic marks that are symbolic in part or

in whole was once large. Symbols represent ideas and
information, objects and feslings. The alphabet is a system
of visual symbols used to denote language. As Eric Gill
admonished: ‘Letters are not pictures but signs far sounds.”
If languaga is phonetic, writing was originally simply a means
of recording it or conveying it to people out of earshot,

or for the record. But writing also then became a primary
expression in itself, extending the spoken language into

the written language — the phonetic intc the graphic.
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The use of symbols in trade and commerce goes back to the
origins of market society. In the ancient world, makers' marks
(titull picti) were stamped or painted on the necks of amphorae
used to transport wine or oil. Roman brick makers and soap
makers were obliged to mark the products they sold not

just with their names but also with the place and date of
manufacture - even the name of the emperar. The practice
was labelling as we now know it, and employed visual devices
as the kernel of commercial identity. This is the realm of

the 'trademark’, which has been joined more recently by
‘brandmark’, a new word that is beginning to do 1o ‘logo’

what 'logo’ once did to 'symbol’.

The recognition that trademarks had their own value and
needed to be protected came relatively recently in the
nineteenth century. In a seemingly innocuous event in
commercial history, a red triangle locked together with the
signature of the word ‘Bass’ was registered by the
eponymous brewery in 1875. In this, the first registration of
a trademark, we see the beginnings of an important formal
distinction between the use of makers' marks as symbols
of product value and as mere conveyors of information.
The commercial power of the symbol was dawning.

Business identity styles became more geometric and
simplified as art nouveau waned towards the end of the
nineteenth century. In 1907, another significant step in the
progress of commercial graphic design was taken when
Peter Behrens, designer of the trademark symbol for AEG,
made it part of a comprehensive design scheme in which
he applied the symbal to all print work, products and
architecture for the company. This was the first complete
corporate identity system.

The distinction between information and persuasion has
continued. Symbols that are used to distinguish, label or
indicate category are useful in the control and functioning of
an ordered society - a bit like filing. This informative role has
spawned all sorts of specialist designs, which have had their
own line of evolution, particularly in the form of the pictograms
and computer icons of the present day. In functional symbols
there are no hidden agendas; what you see is what you get.
In fact, clarity is everything, and the ambiguities and
competitive subtleties of trademark symbols are

deliberately missing.

Trademark symbols, on the other hand, trigger emotions
through the allusions inherent in their design or by the
associations they build up over time as they come to
epitomize the spirit and reputation of what they represent.
This is part of branding, where brandmarks have become
a subset of trademarks and are thus prized as assets in
themselves - in some cases, the most valuable asset a
company may poSSess.

Functional symbols

So, functional symbols are those graphic devices that are
not invested with any power other than their overt function.
They represent or replace words of language in order

o concentrate meaning more efficiently so that it can

be understood, at a single glance, by anyone from
anywhere. Althaugh they are not represented in this

book, they nevertheless contribute to, and use, the same
assumptions of meaning that effect the design of trademark
or brand symbols.

Often the work of the same designers as the creators of
trademark symbols, functional symbols are everywhere.
Public signs, especially on roads, have a language of symbols
that changes and develops as people learn and become more
adept atinterpreting it. As with any language, the intention is
for the symbols to be understood instinctively, without having
1o think about how. The meaning of an arrow used as a
symbol of movement and precise direction on a road sign

is obvious, even though the original object has not been
commonplace for over three centuries. Visual literacy also
allows the arrow to be used for trademark symbols.

A language consisting of graphic symbols that could be
understood anywhere on the planet was the dream of many
leading designers of the modernist movement in the last
century. In the 1870s, American industrial designer Henry
Dreyfuss published an exhaustive ‘dictionary’ of graphic
symbols that he had collected and codified by meaning and
categorized by use. The belief was that these could be the
basis of a universal means of communication, the prelude

to a more generalized way of communicating, seen by some
as liberating humanity from the straitjacket of specialization.
However, this was before the actual practice of globalization
superseded the assumptions and boundaries of modernist
universality, when the dream began to die along with many of
the purist tenets of the movement. Maybe it is just hibernating
while the media - the Internet, mobile communications and
computing, satellite positioning and navigation - catch up.

The limitations of the symbol language are illustrated by the
road sign next 1o a bus lane or parking bay that consists of

a symbaol with, underneath it, the words ‘at any time’ — a kind
of reductio ad absurdum, especially for anyone who doesn’t
know what the symbol means in the first place. However, the
failure of a system of functional symbols to become a global
language has not been due to the failure of individual symbols,
which continue to be used and refined as visual literacy
develops around the world.

Computer icons, ancther family of functional symbols,

were born towards the end of the last century. The Mac
icons invented by Susan Kara for Apple Computers in the
early 1980s were part of the revolutionary Macintosh
interface. Along with the computer mouse, the appeal of
these simple, intuitive symbols helped to turn what was a
frighteningly complicated machine into a docile, friendly piece
of fruit. With ever increasing sophistication fuelled by the
competitive war between the Mac Operating System and



Microsoft's Windows series, the development of computer-
screen icons has continued the trend of helping to bring the
computer closer and closer to becoming part of our bodies
and brains.

Incidentally, the core definition of the word ‘icon’ has
developed in two different directions into two new and
seemingly unconnected meanings. The original icon was

a sacred representation of a Biblical scene or figure painted
on a small wooden panel and venerated in the Orthodox

and Catholic Churches. The idea of the icon as a small image
signifying a greater power was hubristically appropriated

by the designers of compuier-screen symbols to convey

the potential or power that may be tapped by the click of a
mouse. And the meaning of ‘icon’ as something venerated has
come 1o be used to describe anyone or anything of godlike
status in popular culture, from classic cars to star celebs.

Codes and practice
Nith this proliferation of symbols replacing words in 80 many
aspects of life, graphic designers have claimed semiclogy -
the analysis of signs and symbols, originally confined to
terature but increasingly adapted and applied across most
cultural forms - for its relevance to their work.

As graphic design becomes one of the most important
communication disciplines, applicable 1o practically every
aspect of culture, the temptation is to define visual semictics

n this specific context. This would give the graphic designer
an academically approved understanding of what signs mean,
n theory providing a formal set of tools and the skills to
ncorporate them meaningfully into design work.

—owever, semiotic codes are systems of signs that involve
relationships and meaning, and are partly subjective and
oartly objective. So, comprehending a visual grammar of ideas
s difficult because the creation of graphic images depends on
conceptual, social, emotional, implied and thematic meanings.
Semiotics cannot be easily adapted and applied to graphics
until new codes are defined that embrace specifics such as
sisual structure, typography, photography and colour.

Design and its messages are also relative. The way people
receive several meanings from visual messages and interpret
them differently is semiotically complex. Nevertheless itis a
process that is changing ways of understanding the world,
and will eventually, inevitably, require a specific and effective
semiotic framework.

Trademark symbols

n a world of persuasion, commercial, political and ideological
advaocates vie for the attention of the public. It is here that we
find those symbols that are designed as bewitching devices
10 bestow on their owners the far-reaching implications of
power. This is a take on the phrase ‘patent symbol’, which is
a tautology; by definition, trademark symbols have power.
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Paul Rand, whose work included trademarks for IBM, UPS,
Westinghouse and ABC, was one of the great exponents of
graphic design in the high modernist period of the latter part
of the twentieth century. His designs helpad set the styles
that endure 1o this day, characterized by simplicity, neutrality
and clarity with an added measure of wit and playfulness,
On the power of the trademark, he wrote:

‘A trademark is not merely a device to adorn a letterhead,

to stamp on a product, or to insert at the base of an
advertisement; nor one whose sole prerogative is to

imprint itself by dint of constant repetition on the mind of
the consumer public. The trademark is a potential illustrative
feature of unappreciated vigour and efficacy; and when
used as such escapes its customary fate of being a boring
restatement of the identity of the product's maker. ?

In the competitive world of commerce, it is crucial for a
product's maker to be seen as unigue, or at least different.
And the mare distinct that difference, the better. Where the
common man is the market, the full potency of the graphic
symbol is realized in those marks of identity that are
trademarks or brandmarks. The emational — some say
spiritual — power of the symbol creates and consolidates

a sense of belonging and so inspires allegiance and loyalty.

The use of the symbol as a tool of business began as a

mark of ownership but soon became a mark of trade as well,

It has long been connected with the modern idea of branding,
and the word 'orand;, like symbol itself, has changed its
meaning over time. For most of the last century ‘brand’ meant
the image of a product in the market — the kind of psychological
disposition it generated in people through its definition and
reputation, and its visual representation by a trademark

or brandmark.

The origins of branding, literally the marks of ranch ownership
seared on the rumps of cows with a branding iron, give us

an idea of just how long the symbol has been recognized

as a tool of commerce and trade. The emotional point of the
brand is: who the cow belonged to might also signify how
good the beef was. So the brandmark was not simply a

way of recognizing which cows belonged 0 whom but also,
by extension, how valuable they were in the market.

The notion of the brand experience, which is now combined
with the idea of brand image in the marketplace, was a
sophistication of brand creation and analysis. So the brand
has become a symbolic idea or feeling created in the minds of
the public, and consists of all the infermation and expectations
associated with a product or service.

With the increasing importance of the brand as a concept,
the stock of the graphic symbol as its representative also
began to ascend. In the symbol you see how you feel about
the brand; itis the epitome of the brand's essence.
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ional associations, and towns and cities. So 'branding’
ome the term for this completenass. And the visual
atrepresents it has become the 'brandmark’, jostling
aitn 'symbal’, ‘logo’ and 'trademark’ in the never-ending
search for advantage and marketplace ‘cool’

The art of commercial identity has come full circle, from the
significant marks of gods and rulers, to the early visual marks
o7 business and on up to the modern brandmarks that
cominate the dreams and lives of today's committed
consumers. Nike, the Greek goddess of victory, has
ransformed into Nike the all-conguering athlete's brand
symbolized by the swoosh mark that is recognized the

woric over, the famous attentions of anti-globalization

critcs notwithstanding.

Symbol forms
£ =tudy of the top 1000 companies in the Unitad States

Manhattan's and 13 per cent representational or

such as Apple’s). Another 14 per cent had composites
| and name, and the rest had logotypes that used

=5 Or initials.

~lzn FHletcher, whose work included identity design for
==uters, the Victoria & Albert Museurmn and ABB, was one of
‘s leading, if most idiosyncratic, graphic designers, who
udied in the United States with luminaries Paul Rand and
Joset Albers. He was a knowledgeable judge of what made a
symbol work:

Zommercial symbols are like people. Some are reasonably
out ogether but lack personality, others are aggressive, or

s, or merely unpleasant. Occasionally one encounters
eresting character. Whatever the case, to be effective,
demark must meet a set of criteria: the utilitarian values

D relevant, appropriate and practical and the intangible
zuziites of being memorable and distinctive; and that
someathing extra, the visual tweak which creates a unigue

p nality. ¢

ot
(=]

~rom being an all-embracing term for any visual device of
Jentity, worship or language to becoming a niche definition
single abstract representation of the spirit of a group,
pany or alliance, the symbol is graphic design atits most
ed. The symbols gathered by Angus Hyland and Steven
man in this book are divided into the abstract, based on
s and geometry, and the representational, based on

me the abstract symbol is the purest form of trademark
entation. The geometrical forms involved include

s, circles and triangles - the classics of Bauhaus
Jesign theory — and variations aon these, as well as arrows,

dots, rings and many othars. The abstract design allows for
interpretation; its meaning is not set — until, that is, it becomes
the unique signature of the organization or brand it rapresents.
The circle, for instance, may be used because it symbaolizes
containment or inner strength, or it may represent the planet,
thereby suggesting international or global reach. But these
codes are far from clear and most symbols based on the
circle are created for arbitrary reasons of taste or whim.

Symbols categorized as abstract forms adopt mostly a
hard-edged machine regularity and simplicity, which appeals
10 a sense of order and certainty while allowing them to be
reproduced easily and efficiently. As such, they are also the
inheritors of Mies Van Der Rohe's famous modernist tenet:
‘Less is more. Where for over a century the trademark
symbol has been reproduced in print, and designed to be so,
the abstract symbol meets the present and future by lending
itself more readily to the television and computer screen,
mainly because it can be animated more freely.

Representational or pictorial forms deliver more literal takes
on the name or activity of the owner. Seminal examples are
the Apple symbol with a bite out of it, signifying the partaking
of the tree of knowledge. The Shell mark is now sg well
recognized that the company name has been dropped
entirely, without any lass of power. This first happened after
the introduction of the 1340s version created by Raymond
Loewy, probably best known as the designer of Greyhound
buses, Studebaker cars, and streamlined trains, including the
wonderful Pennsylvania S1.

Alan Fletcher suggested that the rose was the classic
example of something commonplace if beautiful that moves
easily into the symbolic® A rose is a rose is a flower of course,
but it has a distinguished record as an easily reference
symbol. lts five petals were identified with the five wounds

of lesus con the cross. The pinkness of the classic rose gave
its colour to the Frenchlanguage - and wine. In England,
roses stood for the royal houses of York (white) and
Lancaster (red} and thus became competing symbols of
allegiance in the Wars of the Roses — still serving the two
counties today. A rose is also a delicate English maiden.

A red rose is a symbol of love especially favoured on St
Valentine's Day, while a white rose is a symbol of chastity.
And as an emblem, the rose is deployed for the England rugby
team and as a trademark for Cadbury Roses chocolates.

Twenty-first-century moves

Once just stamped or painted, then printed, symbols now
have 1o be designed for an unprecedented diversity of media.
The reguirement is for them to read well at extremne sizes,
formats and resolutions — as a menu icon on a mobile phone,
on the URL bar of a website, as a TV or movie ident as well
as in print,

The impact of digital media is not confined solely to how a
symbol can be made to behave within its various applications.
The computer also has a profound and productive impact on



the working practices of graphic designers. Profound because
those most laborious effects and illusions that previously
could not be atternptad without help can be achieved quickly
and precisely; productive because ideas can be transformad
into reality and then applied efficiently in the flash of a
«eyboard stroke and mouse click.

The demand for symbols 1o be effective in a greater range

of media and sizes requires that symbol design continues to
=volve. Where once the designer might have exploited the
ncreasing availability of colour in the printing process, now
Therz is the opportunity to digitally engineer a symbaol to work
on the dynamic interfaces of mobile phones, Internet sites and
2-D virtual environments. Designing for multilayered (build-up)
or ime-based (animated) effects has moved from a fringe
rement to the mainstream in the first decade of the
ty-first century.

Zutures change and styles change — often so gradually that
~zraly anyone notices. But, as ever, the avant-garde eventually
mes the convention. Yet many of the guirkier, most

tive symbols of the twentieth century would not get

= ook-in today at the reviewing committees of commissioning
23 or their marketing departments. Perhaps the

at digital processing technology grants to the
rst-century designer has enriched the cleverness
mpoverished, the range of symbals. Is a symbal now

d 10 catch the eye, or just 1o compensate for its
_rr=markable design?

T2 workc for its living, a symbol has to be seen; in fact, it must
o= a7y exposed. Repetition and recognition are what it is

i =d for, so that it can build a bond with the emotional
sitions of the consumer’s mind. Without that, its

ng, its interpretation, the artfulness of its form and its
ness are nothing. How much of the power of the

)l is understood by the public, or even the designer, is
m Often the creators of graphic symbols, working 1o a
=nt's brief, will admire only the neatness of form and the
=czpsulation of an idea, rather than the power it will bestow
Jztermining the fortunes of the client.

= ng into these guestions of power, overt and covert, that
s represent, designer Lora Starling describes, and
n=ms of, deeper influences inherent in the symbol than are

= Y supposed. Here, we move from the idea that the
of visual identity lies somewhere in the same emotional
s seeing an old friend in a familiar suit to the post-
- Us, post-rationalist mystical idea that a trademark
= ool has an aura of indefinable but determining energy.®
o knows? Butjust as the acceptance of the conceptual

=rizinly true that as modernism loses its grip on the
n and education of designers, more intuitive and
riptive parameters are being used to judge the
of symbol forms. If semiotic theory is created

v for, rather than adapted to, graphic design,

= 0

then a usable sat of tools for comprehending the symbolism
of symbels can be built up and disseminated to create a
gtandard, and thus universally understood, visual language.

For each generation, the call of originality and newness is
defining. People who think they know differently from what
went before often get to be designers. After all, designers
want to be responsible for making something entirely fresh
out of nothing. Despite warnings that ‘nothing is new', creating
a symbol goes a long way towards scratching that itch,

A transformation of the symbol, from a general mark into a
specific graphic form, has taken place. The simplicity of the
symbol lends itself to ubiguity with its propagation through
print, mass production, television and the computer screen.
Much is invested in its creation because it wiglds power —
and thus makes money. As a visible device that represents
an abstract ides, the symbol does not just derive power by
expressing the gualities of its awner, it also creates its own.

Ericz Gill, An Egsay on Typography, Sheed & Ward, Longon, 1831
Henry Dreyfuss, Symbol Sourn ok, MoGraw-Hill Book Company,
Mew Yore, 1872
Eagbert Jacobson
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MicroPlace finance, USA

2 LKAUSA, 2007

< warm, optimistic symbal for an organization

2 gimis to alleviate global poverty by

ng everyday people 1o invest in the world's
ASRing panr.

KartaMira Travel Company tourism, Ukraine
zhot brand devalopment, Ukraine, 2008

f overlapping circles suggests myriad
ays around the warld.

Replenish UK nealth and beauty, UK

ted circular maotif supparts the nalursl
15 promoted by this beauty product

8.

7

Luges music, Finland

Hahrrio, Finland, 2008

A circufar musical stave represents the
Foundation for the Prametion of Finnish Music,
Sidd her Rundfunk broadcasling, Germany
Stankowski « Duschak, Germany, 1954

A simple image of an antenna tor a radio and
television broadcaster.

Septemvri manufacturing, Bulgaria

Stefan Kanchev, Bulgaria, ¢ 1960519705
Syrbol for a manufacturer of stael pipes.

East Coast Radio broadcasting, South Africa
Mister Walker, South Africa, 2005

Symbol suggesting the radiating signal (and
perhaps rising sun); designed for Durban's
number one radio station,

9

10.

Target retail USA

Unimark International, USA, 1970

To maintain congsistency acrass the Target brand,
Unimark/Chicage simplified the symbol for this
histaric American supermarket chain; itis still in
use today,

Journal of tha History of Biology publishing, LSA
Cevid Ford, USA, 1968

Fublished by Springer, this internaticnally
acclaimed scientific journal has used the same
mark far over four decades.

Macquarie Bank finance, Australia

Cato Fartners, Australia, 1954

MNamed after Australia’s currency founder,

this symbol recails the country's first currency:
1hee ‘holey dollar'.
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™. Thomas Kolb consuitancy, Germany
St _eoele Visusile Kommunikation,
Sy 2004

oo “or 2 ‘puilding biologist” who provides

o o how 1o create a healthy home.

~e —ar« finds inspiration in the archetypal natural

Touse 3 snail shell,
= Cycle Sports Schiftland retail, Switzerland
s 5 MOder Switzerland, 1996
* mw Tom a bicycle chain clearly identifies
Te ousress of this bicycle shop in northern
Sereranc
= Ewotec AG modical research, Germany
WS TZAM Germany; 1999
syrmibolize potential, hinting at the
therapies developed as a resuit
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14.

Querini § arts and

culture, ltaly

Studio Carmuffa, italy, 2001

A distinctly modern mark for an archive, library,
and museum in an historic Venetian house;

it reflects renovation work and embelishments
intreduced by the 20th-century Italian architect
Carlo Scarpa.

La Fondatlon Motrica charity, France

Landor Associates, international 2007

Symbel for a French charity aiming to improve
the guality of ife for those suffering from
cerebral palsy.

18. GMDRDP public services, UK

Funnel Creative, UK, 2007

Uniting the various drug action teams of Greater
Manchester, this symbol reflecta the initiative's
full-service approach to drug treatment and
reducing deaths.

Gala Acceas Project evenls, Japan

Ken Miki & Associates, Japan, 1983

Symbol for an event promating envircnmental
[SENEES

. Matlink transport, Australia

Cornwel Design, Australia, 2005

This symbol is part of a comprehensive identity
pregramme for 'the Met” aimed at reflecting a
much improved service.
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19. Bettar Place cnergy, USA
Adcis Crason, USA, 2008
Symbol far a ciean energy brand represanling
& desired global move from petral pump to
electricity plig,

20. Boston ratail, Poland
Karo Shivka, Poland, 1992
A simple, dynamic mark for a high street retailer
of audic-visual eguipment.

21. La Gacetadelos N ios newspapers, Spain
Crues mas Cruz, Spain, 1992
A simple profil-chart motif proved the perfect
solution far Spain's leading daily financial
MEWSADCT,

22, Statistics Norway gowvsrnment, Norway
Enea Fingor Design, Norway, 1953
Aminimal gyrbal clearly commuricatas the
client’s mission t2 delver accurate, dependable
statistics,
23. FantiniElettronica healthcars, llaly
Hrunazzi&Associat, italy, 1964
An clectronic pulse symbalizes the products
manufactured by this Miansese company.
24. Under Graph music, Japan
Good Design Company, Japan, 2004
A literal interpretation of a lapancse rock
band's name.

25.

26.

27,

2g.

Cukiernia Jotka tood anc beverages, Poland
Karo! Shwika, Poland, 1984

A bold, abstract symbol far a confectioner

and patisserie.

Avit publishing, Potand

Karal Siiaka, Poland, 1950

Astrking symbaol for a Palish publishing nouse.
Kavir Tire Company manufaciuring, iran
Ebrahim Haghighi, lran, 1985

Bold geometric forms are cleverly combined ta
sJggest a moving whaal,

Victorian Cytology Service hcalthcare, Australis
Sadgrove Design, Austratia, 1997

Symbol for Australiz's largest ey talogy tost
laboratory.
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Putlic transport, UK
Edward Johngton, UK, 1916-19

The world-famous ‘roundel' device has its origins in platform signs
designed in the early twentieth century to identify stations on the London
Underground rail network. The bar and circle, as it was then known,
comprised a solid red enamel disc and a blue horizontal bar upon which
the station name appeared.

Designed to distinguish the station name from the myriad type styles and
imagery of surrounding advertisements, the bar and circle provided the
inspiration for today’s roundel, designed by Edward Johnston (1872-1944)
between 1916 and 1919, Having been commissioned to design a new
typeface by the Underground's publicity manager, Frank Pick (1878-1941),
Johnston also updated the bar and circle motif, which he referred to as a
‘bulls-eye'. By 1917 he had reworked its proportions to accommodate the
new typeface and Underground logotype; the red disc became a circle
and the new symbol was registered as a trademark.

Officially signed off in 1819, the new roundel was applied across publicity
material and began to appear on station exteriors and platforms from
the early 1920s. Today, it is used across the entire Transport for London
{TfL) network, with changes in colour distinguishing particular modes

of transport. For example, the Underground still has a blue bar and a red
circle, Tramlink has a bright green circle and a blue bar, London buses
have an all-red symbol and the core TfL symbol is all biue.
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29. Coloplast healthcare, Denmark
Hans Due, Denrnark, 1968
A 'global’ mark suggests the international reach
=t & brand specializing in colostomy and ather
~ealthcare products.

30. Rock Institute cducaticn, USA
John Rieben/University of Wisconsin-Madisan
Department of Art, US4, 1995
Symbol for an educational facility focusing
or 'earth science’ studies.

31 RedEléctrica da Espafia =nargy, Spain
Cruz méas Cruz, Spain, 1987
Dynamic symbol for the corporation respansible
for Bpain's pawer transmission system and
slectricity grid.

32. CEZA property, Paland
Karol Sliwka, Poland, 1991
Evocative symbal for a company renting office
oremises and warehouses.

33. Powlatowa Spéldzielnia Pracy Uslug
Odziezowe-Skérzanych manufacturing, Poland
Karol Sliwka, Polend, 1964
Symbol representing a manufacturer of leather
clothing and accessories,

34. Louisiana Land and Exploration energy/
exnloration, USA
Arnold Saks Associates, USA, 1976
Fluid shapes suggest the natural resources
desired by this oil and gas exploration COMpany.

35. Science and Art publishing, Bulgaria
Stefan Kanchey, Bulgaria, ¢.1960s-70s
A dynamic mark suggesting progress and
Creativity.,

36, Macel Pin energy, Croatia
Likovni Studio, Croatia, 2003
A gimple, stylized illustration of a flame for
a company distributing gas equipment.

37. Norsk Films AS film, Norway
Faul Brand, Norway, 1968
A camera lens and its aperture provide the
inspiration for this symbaol.

38. L'Hotel duLac hospitality, Japan
Ken Miki & Associates, Japan. 2004
A stylized flower exprasses a moder n, aspirational
tone for a luxury hatel,

38. Multicultural Arts Victoria
arts and culture, Australia
Cato Fartners, Australia, 2009
A graphic representation of giobal cultures
being attracted to and converging on the
state of Victoria,
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Epiderm healthears, Austraiz

Cato Partners, Australia, 2006

An crganization awarding grants lo soientific
research, educalion programmes and publiz
relstions activities.

For Company Management [linance, Poland
Logotyoy.cor, Poland, 2007

A complex gymbol expresses the innovative,
forward-tiinking approach af this financial
congaltancy.

Bank Direct finance, New Zealand

Cato Partners, Austral
The symoal for New Zealand’s firgl wirtual' bank
combines technolooy with a globe.

43, 215t Century M

4!

o

of Ce
Kanazawa arts and culture, Japan
Taku Satoh Design Office Japan, 2004
Framed artwaorks reflec: the wore an display

al this gallery of internatioral contemporary art.

ary Art,

. Jernova food and beverages, Jkraine

Artemov Artel Ukraine, 2001

Arustic mark reflects the use of Irsditional
millslones and certified organic corn, and braad
baked in firewood oeens,

. Zee retail Switzerland

Vingineuf dogres san Switzedand 2008

A playful, creative syrrbol supports the
designer wy brand's “art is medicing’ straoline.
Commissioned oy Charactarslalionoom,

46, Retallack Hotel & Spa hospitality, UK

47,

, LK, 2007

yrobal for & lusury resortin Cornwal
rasells the county's praud Celtic heritags.
TVL licensing, UK
The Partoeres, (K, 2008
Mew syrrbal far the LK's TV i sing body based
on the univarsaliccnfor a bullon; the tick
conveys o sense of positive respansitilily.
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48, Souperie restaurants, Estonia 51. Moshl Moshi Mind fashion/healthcare, Denmark 54. LifeSensor lzchnology, Germany

LOOVVOOL, Estania, 2007

Custamers combine different soups at this
ourmet takeaway, A series of circles aymbolizes
the choices.

Designbolage!, Denmark, 2008
Simple geometric forms mirrar the holistic
approach of a fashion and well-being brand,

. Global Waste Technologies recyziing, UK

KMS TEAM, Germany, 2007

Symbo! for a web-basad application allowing
users to compile persanal health histories.
The intersectirg circles form a ‘medical’ cross

48. AFF consultancy, Norway Ranch, UK, 2008 while alluding to information transfer and privacy
Migsion Design, Norway: 2004 Ihrae averlapping circles suggest themes contral. Commissioned by Inter Companert
Water ripples this management consuitancy's of renewal and continuity; the bold executian Ware AG.
facus on seif-development through shared further supports tha company's innavative spirit, B6. LapponlaHouse property develioprment, Finland
ingights and experiences. 53. Peapod transport, USa Porkks & Kuutsa, Finland, 1939

50, Tram SA transport, Greece Arnell LSA, 2009 Cloudberricos are a Lapland delicacy and provide

HGV Plerre Vermeir, LUK, 2004
The symbol for a public Iram system in Athens
suggests the journey and tracks,

A playtul mark symbolizing an innovative
‘reighbourhood electric vehicle'

the ingpiration for a symbel supporting the client's
desire w enhance its customear's joy for life'
thraugh sustainable architecture.
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C N D (Campaign for Nuclear Disarmament)

Man-profit arganization, UK
(Gerald Holtom, UK, 1958

Organized by the Direct Action Committee Against Nuclear War, the
first Aldermaston march took place on Easter weekend, 4-7 April 1958,
Several thousand people took part in the inaugural 52-mile march from
Trafalgar Square to the Atomic Weapons Research Establishment at
Aldermaston in Berkshire. The first four-day march captured the public’s
imagination and, at their height during the early 1960s, subsequent
marches attracted tens of thousands of activists. A familiar sight at
those marches - and at any peace march since — was the nuclear
disarmament symbol designed by Gerald Holtom (1914-35).

A professional artist and designer, Holtom was a graduate of the RCA
and, as a conscientious objector to war, an ideal candidate to design a
symbol for the Aldermaston march. Combining the semaphore letters
N' (the angled, downward strokes) and ‘D’ (the vertical stroke) to spell
‘Nuclear Disarmament, Holtom designed one of history's most
recognizable symbols. Holtorn explained that the design was intended
to symbolize a 'human being in despair’ with outstretched arms.
However, he later expressed regret at the elerment of despair in a
letter to his friend, the American pacifist Ken Kolsbun, saying he would
have liked to have inverted the symbal to suggest a more positive,
proactive tone.

Although initially designed at the behest of the Direct Action Committee,
the symbol wasn't copyrighted and was adopted by the Campaign

For Nuclear Disarmament, also founded in 1958. Still used by the CND,
Holtorm's symbol has transcended its intended use and is now recognized
across the globe as a symboal for peace in general, as well as for the
ongoing campaign for nuclear disarmament.
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1.




1 Roch inati of Technology 3. Commonwealth Bank finance, Australia 5. HanszKjall Larsen architectures, Norway
ation, USA Cato Partners, Australia, 1997 Pal Brand, Norway, 1970

oger Remingtaon, USA, 1969 Symbol based on the five stars of the Southern Bald mark oesigned far an Oslo architacture firm.
= netly modern mark conveys the innovative Cross constellation; il communicates an historizal 6, Prefnan.p. construction, Slovakia
championed by RIT. The symbol's designer Statemnent in a CoNemMparary mannsar. Frantisek Bobarn, Siovakis, 1965
=nitly Professor of Graphic Design at RIT. 4. Ontera manufacturing, Australia Symbal for a company specalizing in building
Z Museo Fotografia Contemporanea THERE, Auslralia, 2004 products.

== and cuiture, ltaly Two sguares refer to the products created by the 7. Orma|Brescia) manufacturing. ltaly

FM Milano. italy;, 2004 largest manutacturer ot modular carpet tligsin AG. Fransong sl 1867
“e=calive space suggests the cutling of an artwark Augtralia and Now Zealand. Symaoal for 2 manufaciurer of prassed and

= 2 galery showeasing contemporary photography. rolled matzls.
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Deutsche Bank

Finance, Germany
Arnlon Stankowskl Germany, 1974

Anton Stankowski was a founding partner of German design firm
Stankowski + Duschek and one of the true giants of corporate identity
design; that Symbol is peppered with examples of their work is testament
to their expertise in this area. However, the symbol highlighted here is
arguably one of the finest carporate marks ever designed.

Deutsche Bank is cne of the world's leading providers of financial
solutions, a European global powerhouse serving the financial needs

of corporations, firms, institutions and private and business clients
worldwide. When the bank was founded in 1870 an Imperial eagle led its
identity; this was succeeded in 1918 by an oval containing the initials ‘DB
Although there was a brief return to the eagle, the ‘DB’ initials on an oval
ground remained the bank’s core identity for many years. By the 1970s
the banking industry was changing and Deutsche Bank identified the need
for a new symbol - one that reflected the changing times, an extended
service palette, the introduction of modern techniques and technologies
and increasing globalization.

Eight designers were invited to submit designs and when Stankowski's
was selected it reflected the bank's positive attitude towards progress and
change — it is bold and simple, yet it must have taken many by surprise. The
diagonal stands for consistent growth and dynamic development, while the
square suggests security; on its website, Deutsche Bank summarizes the
symbal as representing ‘dynamic growth in a stable environment’. It sought
an identity that was easy 10 apply in any medium, striking, unmistakable,
free of any ‘fashionable’ accent and able to stand the test of time.
Stankowski met the brief perfectly and the resulting symbol speaks for
itself in any language. In 2010 Deutsche Bank relaunched its brand and
visual identity so that the symbol - unchanged since 1974 — is used
independently of the Deutsche Bank logotype, in line with other global
superbrands and reflecting Stankowski's original recommendation.
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i a
8. Ragistro Tumoridel Piemonte a Valle 13. FirstBank finance, USA 18. Grabennikav publishing, Russia ard Germezrmy
d'Aosta bea thmrc. Amaid Saks Associalss, USA, 1966 Gy, Russia, 2007
A strong square built arourd a smaller squars A stylizad apen book with a bookmark is the

I ’k for a cancer ragisler ; corveys a scnse of security. symbal tor & publisner of bocks on mansgement,
i e in Turin, | ne geometric ] 14. Market Squared consutancy, UK rmarketing and human resources.
loorrents in rasearch and Applied Waorks, UK, 20604 19. Sliistra (Lipa) manufacturing, Bulgaria
ooumentation. Crrawing on the typical road fayout of a Roman Brefan Kanchey, Bulgaria 3

a. Narodna Prosveta publishing, Bulgaria. mar ket town (roads laid notn-south and A solid symbal tor a furniture factory: Lips is Slavic

chel Gui =7ls east-wesl with tho market square in the centre), far tho talso called lime ar lircen) tree, which
L mark fara BLIga.| publister. this symba! was designed for a consultancy ir Savie my lhology was considered sacred.
10. Permanent Conerete construction, Carads providing advice on how to creats successful 20. Kihara Project Offlce Ine. 1own o'anning, Japan
Chris Yanatt Lrd, Canada, 1940 markesds in the UK and oo nt inental Eurcpe. Kon Miki & Associates, Jagan, 199!

A solid, ¢ ztural mark for an Ontanc 15. Land 1sstall Ni h arts and A simple arrangoment of squares tor an

SOmEaTy ﬁrUd ing reacy-mixed cororets. culture, Germany architectural panning group.
n aticns, Gerrrany Stankowski + Duschek, E:ermar]y, 1985 21, Akademie filr Blldende Kiinste Jot

JuSChtK Germi 6 0 Syrmbal for a state show (caunty fair in Garmany's Gutenherg Universitit Mainz
Lawer Saxcny regicn. educali:;n.G mary

BT 16, Mikkeli City tourism, Finland sohek, Gerenan: A000

12. Poengauer Holzbau construction, Austria Karl Pipoa, lnfand, 2007
rt Dosign, Austria, 2004 Syrnbal ingpired by the city's grid plan and coat histaric fhineland town of Mainz.
bulding and a timber profie, at arms ifrom which he bow motif derives), [tis

= company emaloying traditional usually seen in blug, which reprasents the city's

o cesgn and build wooden nouses. lakes and |he Firnish flag.

17. Studentlibrary ecu: flibraries. Bulgaria
Stefan Kanchev, Bulgaris, 19603 - 70z
A dynamic symbol suggesting rows
boorshehes.
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22,

22. Lucy Lee Recordings music, Belgium
Coas!, Bafgivm, 2004
A pold mark Tor g Brussels-based lsbel
specialzing in contemparary club rmusic.
23. Dautsche Rentenversicherung
fnance, Gerrmnany
0T TEAM, Garmany, 2005
Twa fields complement each other, lonming &
are and cxpressing the integrity of this
(Garman pension fund.
24. Thinkbox marketing, LK
Kent! yons, UK, 2006
A thougnt bubbile communizates the creative-
tninking thems ane clignl name with clarity,

25.

Premier Lifts anginsaring, UK

AZ Design. UK, 2003

A simple but of*ective image symbalizng the un/
oot nalure of this Tt ousinoss.

. Third Millennium Gate

property development, Japan

Koo Wikl & Assooigics, japan. 2000

Symoal lor ar innowvalivee architeotura) projecl
inOzaka.

. Axalink telzcoms, Russia

finckAea Dosign, Russia, 2008

Four geometric Torms arranged at angics suggest
the multiple services provided by this Russian
1elecoms brand.

28.

29.

Currant TV broadeoasting, USA

Peter Savile & Brart Wickens, USA/UK, 2005
Symbal suggesting that this groundbroaking
cabzle nesbwark and multirmedia orand powerad
oy user-generated cOnterTis awaiting inaut.
Uhimann Pac-Systeme

marufacturing, Gormany

Stankowsk! + Duschek, Germany, 1986

2hillir use, the aymbal evokes the products and
associated services provided by a manufacturer
of pharmaseutical packaging machircs
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40,

=

42,

B Sman Space Commerclal Properties
e, JSA
o= S, USA, 2004
Zrascape for a property company
= 7 restaurants, retail and
sTET=rTen 5paces.

B Laselereis Esslingen tourism, Germany
Smewoweze - Duschek, Garmany, 1990
—ormEoorany mark hinting at the medicwval

man town and its

rict.

I Wesse Frankfurt svents, Germany
Z=rwowse - Duschek, Germany, 1983

s suggest the logistics involved in

tion graunds in Frankfurt),
Iin use.

erty, Germary

gn, Crech fopublic, 2004

¥ communicating the nature

vor'd's largest trade-fair arganizer

34,

a7

38.

Inteco telacoms, Germany

Stankowski -~ Duschek, Germany 1992

A gimple mark maoc up of small pixel-like squares
far atelecoms and computer-scicnce-systams
company.

Mitae information technology, Spain

Zorracuing, Spain, 2005

A pixellated mark supports the clicnt's
technology-lad approach.

. DAAQ (Dictionary of Australlan Artists

Onling) arts and culture, Australia

Naughtyfish design, Australis, 2005

A pixeliated symbol for an anline searchable
archive of Australian art and artists.

Marcus Beala Architects Ltd architocture, UK
Appiied Works, UK, 2004

A spiral of suitably architectural rectangles whoss
proportions derive fram the Foonacci sequencea.
Ministry of Culture Rapublic of Croatia
gavernment, Croatia

Designsystarn, Croatia, 2007

Symbol suggesting the rich and varied landscaos
of 21st-century Croatian culturg,

39.

40.

41,

=

42,

Akitt, Swanson + Pearce archileclure, Canada
Frnst Barenschen, Canada, 1977

Suggesting architacture and innovation,

the symbol far this Toronts practicn s stilin

use today,

SoftPartner AS information technology,
Denmark

Funktum Design, Denmark, 2002

A dynamic mark suggesting innovation for a
compary providing services and administrative T
syatems for small and meadium-sized enterorises.
Evanston Art Center arts and culture, USA,

tack Weiss Associates, USA, 1986

Avibrant mark represanting one of the o dest
and argest visual art certres in lilingis,

The Bank of New York finance, L'5A

Lippincott, US4, 2005

Alvely aymbal superseded in 2007 ater the elient
merged wth Melen Bank 1o bocome the Bank of
MNaw York Wellon.
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M OT Currently administered by VOSA (Vehicle & Operator Services
Agency), the MOT test is an annual examination of autormnobile safety,
) ) roadwarthiness and exhaust emissions applicable to most vehicles in

Gowernment fvehicls testing, UK ; ;

Jock Kinneir UK, c.1960 the UK over three years old. Wander around the more industrial areas
of any UK town or city and you'll see this familiar symbol on the signage
of garages both large and small, indicating that they offer MOT testing
services. The symbal is an endorsement of roadworthiness, also often
displayed on car windscreens.

Look closely at the triangular composition and you might spot the letters
'MOT!, indicating the Ministry of Transport, the government department
that introduced the test. However, the ubiquitous nature of this symbol
and the abstract qualities that make it such a clear and distinctive
margue transcend lettering in much the same way, for example, as the
International Paper Company symbol designed by Lester Beall in 1960.

Jock Kinneir {1917-84) designed the MOT symbol around the same

time, probably during the late 1960s when he was working an a number
of projects tor the Ministry of Transpart and Civil Aviation, a period
during which he and Margaret Calvert designed the Transport typeface.
MOT tests were introduced in 1960, with Kinneir's symbol the first and
only symbol used to identify test centres. Half a century later itis still
going strong.
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e of a pyramid,
15 a distinctly

nany that solls

5.

MyState finance, Australia T
Cornwel Design. Australia, 2007

Aorew identity foliowing the merger of Tasmania's
largast credil unicns: slandstate and Connect

Financial.

Klinikum der Universitiat Gottingen 8.
heslthrare, Germany

Stankowski + Dugschek, Geremany, 19/7

A distinctive take on a'medical cross' far a

university clinical centre.

Civil Airports, Sofia transport, Bulgariza

Stefan Kanchev Bulgaria, c.18605-70g

An eleqant symbaol evoking the romance of flight.

Hager Tehallt t=chnzlogy, Garmany
Stankowskl + Duschek, Germany, 1938

Diynamic mark for a leading supplicr of solutons
and services for residential, commereial and
industrial electrotechnical installations.

SEL communications, Gormany

Stankowsk! + Duschek, Germany, 1954-81

A slriking mark. nspired by amanaling sigrals.
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s USA. €.1970s
positive mark designed

paper group's three
graphic paper, packaging

or arts and
2= 0 Soston.

12,

13.

EPRI consultancy, UK

The Partners, UK, 2008

Four triangles converge an a single paint,
symbolizing the pinpointed clarity offerad oy this
rezaarch-led consultancy.

Young Presidents Association professional
associations, LSA

Danne Design, USA, 1985

This crganization of young busincss leadars
conousts educational initiatives aimed at training
better execulives for he lulure,

14.

Kumba Resources mining, South Africa

Misrer Walker, South Africa, 206!

Ore of the angie's dots is in a different colour
o indicate precious ori hidden noneath the
earth's surface.

Marino 10-kyo property developmert, Japan
Ker Miki & Associates, fapan, 2007

Tne symbool designea for this muitifarmily bousing
developer suggests boeth & houss and a family.




