
62 Feature Advertising design

From dancing girls to dancing in front of interactive walls, graphic design and 
advertising have forged a fascinating relationship based on form and function. 
Graeme Aymer  explains the bond…

Advertising design

U
ntil William Addison Dwiggins 
coined the term •graphic 
designer• in 1922, those toiling 
under what we now consider to 

be that particular discipline were called 
commercial designers. But Dwiggins needed 
a new term to sum up exactly what he did, 
including book design, page layout, type 
design, calligraphy and illustration. Nearly 
a hundred years on, desktop publishing and 
the internet have given that particular job 
title more currency than Dwiggins could ever 
have dreamed. 

Looking back over the history of graphic 
design, it•s essential to understand the 
importance of the Arts and Crafts movement 
of the late 19th century, which came about 
based on the work of writer, critic and poet 
John Ruskin. Ruskin argued that Victorian 
era mass production was fracturing society. 
Mass production was responsible for ugly, 
worthless products in which its creators held 
no stake, and this was bad. Instead, they 
should have a hand in their crafting, and these 
products, said Ruskin, should have a balance 
between form and function. Pragmatism 
without aesthetic concern was as bad as 
ornamentation for its own sake. William 
Morris was one of his leading proponents, 
working in the 1860s-1880s. He famously 
went on to in” uence a range of type 
originators, including Edward Johnston, 
Eric Gill and Stanley Morison. 

Boundary pushing
Arts and Crafts• highly original preoccupation 
with form and function is a thread that became 
a leading obsession for a number of European 
artistic movements before the Second World 
War. For instance, in the late 19th and early 
20th century, art nouveau experimented with 
shape, shade and form like never before. 

A predecessor of the movement, Jules 
Chéret brought Paris to life during the 1870s 
with cartoon-like colour, bringing together 
vivid imagery and typography through a 
number of giant lithographed prints. Arguably, 
though, the master artist of the time was 
Henri de Toulouse-Lautrec, who, in the 1890s, 
used ” at colour, highly abstract shape and 
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20 Labour Isn•t Working 

As the 1979 election loomed, voters had 
two choices: remain with Labour, or vote for 
a woman espousing radical economic 
reform. This campaign swayed their minds. 

 �  DESIGNER Saatchi & Saatchi 

 �  YEAR 1979

 �  MEDIUM Print/billboard

19 Orange logo

Orange emerged in 1994 at a time when 
mobile phones were for ‘oiks’. The Orange 
proposition was different. Like Apple, 
Orange promised a stylish, consumer-
focused, product, launching with a 
suspenseful teaser campaign stressing 
mobility and communication, rather than 
technology. An elegant logo and the tagline 
“The future’s bright, the future’s Orange” 
sealed the deal. 

 �  DESIGNER WCRS/Wolf Olins 

 �  YEAR 1994

 �  MEDIUM Logo and print
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18 Absolut Perfection

How do you turn a centuries-old vodka 
brand into a contemporary, dynamic, 
premium brand? With a simple concept, 
perfect use of typography and clever copy. 
Thanks to wit and artist reinterpretations, 
the Absolut campaign has remained 
timeless. It also helped that Michel Roux – 
the president of Absolut’s US importers 
Carillion – had an eye on the contemporary 
art market and good contacts within it. 
Once he’d persuaded the likes of Andy 
Warhol and Keith Haring to work their 
magic, immortality was assured. Read 
more about it on page 70.

 �  DESIGNER TBWA 

 �  YEAR 1980

 �  MEDIUM Print/display
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20  icons of   
 advertising 

design
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17 IBM logo

pure abstraction of cubism through to 
photomontage. Typography became shape and 
shape became image, with their relationship to 
each other forming the overall work. 

Also important to the Bauhaus was Peter 
Behrens• work for German appliance-maker 

AEG, which started in 1909. Behrens created a 
total design system for the company, including 
a three-letter hexagonal logo and countless 
products. His work demonstrated that it could 
be possible to create en masse while 

maintaining artistic integrity. Bauhaus founder 
Walter Gropius was a one-time associate of 
Behrens. At the heart of the school was the 
distillation of form for function. Anything 
ornamental was unnecessary and thus 
eschewed. Typographically, it meant 
producing letters in as few lines as possible, 
doing away with serifs and in some typefaces, 
different letter sets for upper case and lower 
case. It also concentrated on allowing students 
to learn, rather than teaching correct 
technique. Important “ gures in the school 
included Josef Albers, Laszlo Moholy-Nagy 
and Herbert Bayer. 

The school also had a massive effect on 
designer Jan Tschichold. His 1927 work The 
New Typography set itself up as a graphic 
design manifesto of sorts. It set out to 
unburden typography; sans serif fonts were in, 
and the rigidity of imposed grids was out. Text 

“Certainly, the work of Paul 
Rand was singular and very 
important to me”  Milton Glaser

The IBM logo was originally solid, but, 
allegedly, Paul Rand always wanted it 
striped; he had to introduce the innovation 
gradually. This 8-line version followed the 
1967 13-line incarnation, easily read while 
denoting the speed of the computer age. 

lettering to go beyond Chéret in his pictorial 
documentation of the Moulin Rouge. 

Austrian artists including Gustav Klimt and 
Koloman Moser rebelled against the classicist 
stance of the Viennese Creative Artists• 
Association, the Künstlerhaus, in 1897, 
establishing the Vienna Secession that year. 
Between 1898 and 1903 they pushed design•s 
limits in their magazine, Ver Sacrum, with bold 
lines and unheralded use of white space. 

The Bauhaus opened its doors in 1919 in 
Weimar, Germany, obsessed with form and 
function. It was a time that brought about the 
con” uence of a number of ideas previously 
and concurrently in circulation, including art 
nouveau. Russian Constructivism, particularly 
the contribution of El Lissitzky, was another. 
Greatly in” uenced by the Futurist movement 
of FT Marinetti, Lissitzky experimented 
with everything and anything, including the 

 �  DESIGNER Paul Rand 

 �  YEAR 1956-1972

 �  MEDIUM Logo

16 Beat the Whites with the Red Wedge

Lissitzky depicted his revolutionary fervour 
during the Russian civil war through using 
abstract shapes and typography. The 
conservative ‘whites’ were an 
unchangeable circle to the right that 
needed attacking from the left by the 
Bolsheviks’ cutting edge. The harsh 
geometric style was resurrected by a 
number of graphic designers in the early 
1980s, notably in the wake of Neville 
Brody’s pioneering typographic work on 
The Face magazine, which drew much from 
the likes of Lissitzky (see feature page 14). 

 �  DESIGNER El Lissitzky

 �  YEAR 1919

 �  MEDIUM Print/poster

15 Disney logo

Walt Disney’s character Mickey Mouse became a megastar of sorts 
following the � rst screening of Steamboat Willie in 1928. Featuring 
synchronised sound, the � lm set the standard for animation at the 
time, and made the animator synonymous with fantasy and family-
oriented fun. The mouse ears are simple and instantly recognisable, 
underlining these two Disney values. For some, Mickey Mouse is 
the most recognisable symbol of America and everything that goes 
along with it; for others, he represents innocence and happiness. In 
the words of Walt Disney: “I only hope that we don’t lose sight of 
one thing – that it was all started by a mouse.”

 �  DESIGNER Walt Disney 

 �  YEAR 1928

 �  MEDIUM Logo (from the original animated feature)

IBM is a registered trademark of International Business Machines 
Corporation. © 2007 International Business Machines Corporation
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should be balanced with white space, all 
combining to further the overall message, he 
wrote. Embellishments, ornamentation and 
illustration were also looked down upon. 

Between wars
Following the First World War, Europe 
was under no illusion that the world had 
fundamentally changed, and, with it, art. Art 
deco was a particularly distinctive global 
advertising movement of the late 1920s and 
1930s. Arguably a successor to art nouveau, in 
print it maintained the ” atness of colour and 
abstractness of shape, but where art nouveau 
was characterised by almost botanical forms 
and curves, deco was machine-age precision 
and geometry. Adolphe Mouron Cassandre, 
founder of Paris•s Alliance Graphique, is the 
most closely associated with the movement. 

His posters for Dubonnet, North Star and North 
Express railways, as well as for ocean liners 
Normandie and L•Atlantique are landmark 
designs. He is the inventor of typefaces 
Peignot, Bifur and Acier Noir, and his Edward 
McKnight Kauffer•s London Underground 
posters also hail from this period. 

All these movements have certainly 
in” uenced and informed today•s designers, 
traditional or otherwise. 

•On my wall hangs a reproduction of 
•Tryptique Dubonnet•,Ž says AllofUs design 
director Mickey Stretton (www.allofus.org). 
•The posters work on so many levels. There 
is structure and proportion, narrative and 
statement, it is witty and clever and yet creates 
a series of simple and striking images. The 
posters were used over a period of time, so it•s 
a brilliant example of a •slow reveal• campaign. 
The designers weren•t afraid of disguising the 

brand name with the slogan either, which 
almost suggests a precursor to the current 
trend for ambient advertising.Ž

•I admired a lot of historical work before I 
began my career,Ž Milton Glaser, founder of 
Milton Glaser Inc (http://miltonglaser.com) 
tells us. •The Viennese Secession in turn-of-
the-century Franceƒ  and Lautrec. All that 
formed a large part of my consciousness. But 
then, certainly, the work of Paul Rand was 
singular and very important to me as were 
those early pioneers of modernism.Ž

He adds: •They share vague things like 
authenticity and directness and clarity and 
drama and, beyond all, imagination. They saw 
things in slightly different ways. In many ways, 
they were innovators and not just copiers of an 
existing paradigm.Ž 

The Second World War brought about a 
shift in focus for advertising from Europe  

For 1950s America, 
a car was a massive 
hulk of chrome and 
� ns; Volkswagen 
Beetles seemed 
absurd. DDB 
addressed and 
debunked each 
popular criticism – 
quality, size, 
ugliness – with pure 
graphics and clear, 
honest copy, rather 
than � zz and 
fanfare. A new 
type of advertising 
was born. 

14 VW •Lemon•

12 Mexico 68 logotype for the XIX Olympiad

Lance Wyman combined Op Art, popular 
at the time, with traditional designs by 
Mexico’s pre-Hispanic people for one of the 
most lasting Olympic logos ever. Some 
criticised it for a lack of legibility and 
reliance on the vernacular. Plus ça change… 

 �  DESIGNER Doyle Dane Bernbach

 �  YEAR 1959

 �  MEDIUM Print

 �  DESIGNER Lance Wyman 

 �  YEAR 1966-1968

 �  MEDIUM Logo and wayÞ nding system

13 Coca-Cola logo

Coca-Cola is about as ubiquitous a trademark as you can get. It’s based on a script by 
Platt Rogers Spencer in the mid-1800s. The logo’s designer, Frank Robinson, was the 
bookkeeper of Coke inventor Dr John Pemberton, and its curves still inform all the 
product’s advertising today. 

 �  DESIGNER Frank Robinson 

 �  YEAR Trademark registered 1887

 �  MEDIUM Logo
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Courtesy of Lance Wyman
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to the United States. One hugely contributing 
factor was that many of the leading lights of the 
day ” ed Europe for the USA. Maholy-Nagy 
and Albers were among those who ” ed. Many 
took up design and teaching positions at 
magazines and universities.

America rises
The other reason was Paul Rand. Highly 
in” uenced by Tschichold, his 1946 book 
Thoughts on Design was in many ways 
almost a declaration of independence for 
American design. Like Ruskin before him, 
Rand didn•t think that mass production 
needed to be •cheap and nasty•. He reasoned: 
•Bromidic advertising catering to [the bad 
taste of the man in the street] merely 
perpetuates that mediocrity and denies him 
one of the most easily accessible means of 
aesthetic development.Ž 

Rand created plenty of advertising during 
his time, but is very much famous for the range 
of corporate IDs he designed, including those 
for IBM, UPS, ABC and Steve Jobs• NeXT, 
which was deemed so good that apparently 
Jobs even gave Rand a hug for his work!

Saul Bass was also massively in” uential, 
both for his “ lm posters and opening 
sequences, famously The Man with the Golden 
Arm in 1955 and Anatomy of a Murder in 1959. 
He also designed logos for Minolta, United 
Airlines, UPS and AT&T. 

Rand was also hugely in” uential to 
copywriter William Bernbach, who established 
advertising agency Doyle Dane Bernbach 
(BBD) in 1949. Bernbach and Rand met at New 
York•s William Weintraub agency. Both shared 
a passion for art, which became pivotal to 
Bernbach•s outlook. 

The “ rst ad agencies
Central to Bernbach was that great art and 
great copy working seamlessly throughout the 
design process yielded results that were better 
than the sum of its parts, and so ensured 
designers and writers worked in teams, not 
prevailing practice at the time. He also 
eschewed research … designers should use 
creativity rather than data when it came to 
campaigns, he believed. 

The agency wrote itself into advertising 
immortality with its range of Volkswagen ads 
in 1959. With the art direction of Helmut Krone 
and the copywriting of Julian Koenig, the ads 
used a simple image of the car, an eye-
catching headline that toyed with the public•s 
apprehension about the vehicle, and honest 
copy to answer criticism. 

The upstart spirit of DDB saw a number of 
interesting agencies kicking off. Milton 
Glaser•s Pushpin was happy to embrace 
popular culture when it launched in New York 
in 1954. In 1962, Colin Forbes, Alan Fetcher 
and Bob Gill launched what would become 
Pentagram design in London. In 1970, TBWA 

11 Silk Cut •single cut•

The middle of the 1970s saw severe 
restrictions placed on cigarette advertising. 
So Saatchi & Saatchi chose to say 
everything by surreally saying nothing. 
Quality photography and a clever pun 
ironically anchored by the government 
health warning maintained Silk Cut’s quality 
brand positioning. 

10 Nike swoosh

Carolyn Davidson was a design student at Portland State University when she was 
commissioned by then accounting lecturer Bill Knight for a logo for his Blue Ribbon Sports 
Shoes. It cost him $35. In 1988, Weiden+Kennedy’s Dan Weiden allegedly expressed his 
admiration for Nike in a meeting: “I like you guys, you guys just do it.” A campaign was born. 

9 Wonderbra •Hello Boys• 

TBWA’s Wonderbra advert wasn’t about 
comfort or support for the lady wearer: it 
was about ogling, with a sly wink. It 
summed up the time’s ‘Lads mag culture’ 
and pushed the limits of acceptability with 
its upfront copy and imagery. 

 �  DESIGNER Saatchi & Saatchi 

 �  YEAR 1983

 �  MEDIUM Display/print/billboard

 �  DESIGNER Carolyn Davidson

 �  YEAR 1971

 �  MEDIUM Logo

 �  DESIGNER TBWA 

 �  YEAR 1994

 �  MEDIUM Display/billboard
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got off the ground in Paris, while Saatchi & 
Saatchi came about in London during the 
same year. 

•In the age of modernism, which I grew 
up in, Pushpin was trying to repudiate the 
assumptions of modernism,Ž Milton Glaser 
explains. •Modernism said you had to be 
stripped of ornamentation and narrative. We 
said, hey, let•s celebrate ornamentation and 
narrative,Ž he adds.

Screen advertising
Something else took hold, certainly in the 
USA in the early 1960s and in the UK some 
years later. A vibrant print scene was being 
eaten up by television. •Television took the 
best graphic design talents away from print 

advertising,Ž sums up design critic Steve 
Heller. •When print became secondary, less 
attention was paid to the niceties of design 
and typography.Ž

Television certainly led to plenty of closure 
and cutbacks of the magazine industry in the 
1960s. However, it also became a site for 
innovative graphic design. It is home to Paul 
Rand•s 1965 logo for ABC television. In the UK, 
design agency Lambie-Nairn caused a 
commotion in 1982 by using a computer to 
animate the logo for Channel 4. Manhattan 
Design•s 1981 MTV logo is also a signi“ cant 
landmark in logo design. But it is computers … 
particularly the Mac, and Adobe Photoshop 
and Illustrator … that have had the most 
profound effect on modern graphic design. 
This brings about mixed feelings for some. 

•I “ nd the technology empowering and 
dangerous,Ž says Lance Wyman, designer of 
the distinctive logotype for the 1968 Mexico 
City Olympic Games. •It adds enormous 
potential to my creativity, but it can also be a 
bag of tricks that dumbs down my creativity.Ž 

Mosaic in 1993 and Flash in 1996 opened 
up a new front in graphic design debate. 
•The internet is NOT about design, it•s about 
“ tting data into boxes,Ž argues Steve Heller. 
•Sometimes a good designer has a chance 
to be involved, but the playing “ eld has 
changed considerably. 

However, work like Deepend•s Design 
Museum and Hoover websites in 2000, not 
forgetting Digit•s MTV2 and Habitat sites from 
the same period, suggest graphic design is 
alive and well online. Brands from Coca-Cola 
to Nike are now able to rely on online graphic 
design as never before. Furthermore, 

8 Apple logo

Rob Janoff developed this logo beneath 
Steve Jobs’ steely gaze. Arriving in time for 
the Apple II 1977 launch, it highlighted the 
computer’s unique colour display, while the 
bite ensured the logo was seen as fun, and 
an apple, rather than a cherry or tomato. 
Just don’t mention The Beatles.

7 Recruitment 
poster 

First World War army recruitment poster 
assuring the reader that if he signed up, he 
would be � ghting for all for which near-
mythological Lord Kitchener stood: king, 
country and the ‘British way of life’.

“Technology adds enormous 
potential, but it can also be 
a bag of tricks that dumbs 
down my creativity”  Lance Wyman

 �  DESIGNER Rob Janoff 

 �  YEAR 1976

 �  MEDIUM Logo

 �  DESIGNER Alfred Leete 

 �  YEAR 1914

 �  MEDIUM Print/poster
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6 Benson & Hedges •pyramid•

Even before the Silk Cut campaign, there 
was CDP’s work for Benson & Hedges. 
Many of the series’ conceits are based on 
French surrealist photography. Using the 
colours of the B&H pack, CDP managed to 
maintain premium brand positioning without 
transgressing advertising regulations.

 �  DESIGNER Collett Dickenson Pearce  

 �  YEAR 1977

 �  MEDIUM Display/poster/print 
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2 Shell •pecten• logo

5 Guinness 
campaign

When stout brand Guinness decided in 
1928 that it could bene�  t from an 
advertising push, it turned to London 
agency S.H. Benson Ltd, and a 30-year-old 
illustrator called John Gilroy. His highly 
memorable collection of animals reinforced 
the message that Guinness was a bene� cial 
drink rather than an alcoholic beverage.

3 Normandie poster
Adolphe Mouron 
Cassandre was 
very much an 
innovator in the 
� eld of advertising 
and a leading light 
of what came to 
be known as art 
deco. His poster 
for the ship 
Normandie is 
typical of his style 
of strong contour 
and integrated 
typography; note 
the emphasis of 
scale using the 
� ock of birds in 
the bottom left, 
and the mirroring 
of colour in the 
poster’s copy.

Raymond Loewy was one of the 
most innovative designers in history, 
racking up credits for redesigning 
the Coke bottle to designing the 
Lucky Strike cigarette packaging. In 
1967 he was approached by Shell 
to redesign its logo so it could be 
seen easily by motorway traf�  c.

standards like CSS and XHTML enable far 
more control over graphic design online than 
HTML-based browsers. There is even a sense 
that the web is in” uencing of” ine channels 
stylistically, such as print and television. 

•I•ve noticed how the Flash software has 
in” uenced this kind of vectorisation of 
graphics,Ž says Digit creative director and 
founder Daljit Singh (www.digitlondon.com). 
•Strong simplistic shapes with a strong palette 
provide a very strong visual language, which 
you immediately associate with the brand. 
Stella Artois has done it as well. And I think it•s 
something that should be synonymous with 
this period of time.Ž

Graphic design will also need to get to 
grips with interactivity, even product design, 

as outdoor display advertising becomes more 
sophisticated. AllofUs, for example, recently 
built an LED wall for Motorola•s sponsorship of 

the Miami Music Festival, which changed 
appearance based on the movement of people 
in front of it … including a troupe of dancers. 
Captured images were then available digital 
mementos for mobile phones. 

•Such work may serve the same purpose 
as advertising and uses familiar technology, 
but ultimately our works owes as much … in 
this particular case … to performance art, 
creative programming and set design as it 
does to graphic design or advertising,Ž says 
Mickey Stretton. 

•As digital becomes more pervasive in 
most areas … from television to iPod and 
mobile devices … ultimately, advertising 
formats are not going to be about stationary 
images, but about moving images,Ž Daljit 
Singh adds. 

Steve Heller concludes: •We have yet to 
realise all that can be done, but I do feel that 
graphic design as we•ve practised it for 100 
years is about to change.Ž  ca p

“Advertising formats are 
going to be more about 
moving images”  Daljit Singh

 �  DESIGNER John Gilroy

 �  YEAR 1928

 �  MEDIUM Display/poster  �  DESIGNER Raymond Loewy 

 �  YEAR 1971

 �  MEDIUM Logo
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 �  DESIGNER Adolphe Mouron Cassandre 

 �  YEAR 1935

 �  MEDIUM Print/poster

4 La Goulue 
au Moulin 
Rouge print

Associated with the turn-of-the-century Art 
Nouveau movement, Henri Toulouse-
Lautrec documented goings-on at the 
Moulin Rouge. His La Goulue was highly 
in� uential due to its use of abstract shapes 
and � at colours to denote movement and 
place, typical of his work.

 �  DESIGNER Henri de Toulouse-Lautrec 

 �  YEAR 1891

 �  MEDIUM Print/poster

© 2007 Shell
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1 I Love New York logo
In 1975, Milton Glaser had a design 
approved for an upcoming tourism drive for 
New York. Themed ‘I Love New York’, the 
State’s Department of Commerce wanted 
change perception of New York, to endear 
it to residents and tourists alike. 

A week after approval, Glaser doodled a 
sketch in a taxi, and realised he was on to 
something. He called the Commerce 
Department to tell them, but was rebuffed, 
as approval would be too dif�  cult. But he 
managed a meeting to show the idea. 
Approval the second time proved easy to 
gain. And so the ‘Heart’ came into being. 

As Glaser says in his book Art is Work: 
“It is true that it has become so much a 
part of the general language that it’s hard 
to imagine that it was actually designed 
by someone and did not always exist. 
Why and how this ever came about is a 
mystery to me.”

 �  DESIGNER Milton Glaser 

 �  YEAR 1975

 �  MEDIUM Logo

xx
xx

xx
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