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Pentagram Design, Limited Art Director: David Hillman 

Cathay Pacific Airlines required an identity for their new first-class 

and business-class lounges, restaurants, bars, and spas at Chep Lap 

Kok, the new international airport in Hong Kong, designed by Foster 

and Partners. The project required the generation of lounge names, 

as well as the development of related visual identities and a 

functional, clear, and appropriate signage system. 

The objective was to create an overall visual attitude communicating 

a sense of sophistication and elegance-an oasis for the stressed or 

exhausted traveler. It was also important for the names, identities, 

and graphic language to complement the minimalist lounge interiors, 

designed by architect John Pawson. Pentagram named the first-class 

and business-class lounges "The Wing," and created a horizontal, 

bilingual logotype that is appealing and legible to both local and 

global travelers. Bars and lounge areas within The Wing were 

individually named in order to differentiate one from the other, 

and included "The Haven," "The Long Bar," and "The Runway Bar." 
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Designers: David Hillman. Deborah Osborne 
Photography: Nick Turner 

The logotypes were combined with a sophisticated graphic language. 

A number of cool, serene images were commissioned for printed 

collateral, with a simple palette of fresh, aquatic colors. The 

business-class area of The Wing features a range of atmospheric 

soft-focus photographs, while the first-class area displays a series 

of sharper black-and-white images. These visual devices were just 

as important as the logotype in defining the spirit of the identity. 

Creative director David Hillman and his team at the london office 

of Pentagram had a very close working relationship with project 

architect John Pawson to ensure that the identity and visual 

elements were complementary to the interiors. The project was 

completed in approximately three months, and was launched 

in the summer of 1999. 

----
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The Wing logo, which communicates a 

sense of sophistication and elegance, was 
applied to a variety of objects, including 

penc.ils, above, used in the lounge to create 

brand continuity. 



Pentagram designed print applications including menus, corporate 

(and passenger) stationery, and bar accessories such as napkins, 

coasters, and sugar sachets. The design program also included a 

sign age system with a series of brushed, acid-etched, stainless­

steel plates, in-filled with cool gray. In addition, the client asked 

Pentagram to select the crockery, cutlery, and other accoutrements 

for all lounge areas, bars, and restaurants to maintain a strong and 

consistent visual language. 

Cathay Pacific chose to work with Pentagram because the fi rm had 

created many effective and appropriate logos in the past for a number 

of Hong Kong-based and other far-eastern clients. Pentagram had 

also worked with one of the clients in Hong Kong on another project, 

who recommended Pentagram for the Cathay Pacific job. 

Aesthetically, the identity reflects the need to present The Wing (and 

other areas) as an oasis for exhausted travelers, and to complement 

the sophistication and elegance of the lounges themselves. It was 

also integral for the solution to be legible to travelers from around 

the world, and to reflect the brand values of Cathay Pacific without 

conflicting with their core identity. 
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The Wing not epad, above, and the stationery 

system, opposite, reflect the fresh aquatic 

color palette, and atmospheric soft-focus 

photographs used by Pentagram to convey a 

sense of serenity for weary travelers at Hong 

Kong's Chep Lap Kok International Airport. 





Ph.D Creative Director: Clice Piercy 
Art Director: Clive Piercy 

Alex Goes is an up-market women's sportswear line launched by 

Quiksilver. Ph.D was involved in all aspects of the development 

of this clothing line from the beginning. They developed the name 

and identity, worked on product development, and the art direction 

and advertising. 

Targeted for smart, hip, active women, Alex Goes is a flexible 

identity. There is no single logo for Alex. A lone green dot-a Go 

Light- appears on the exterior of the garments, whereas one of 

thirty different custom-woven labels adorns the inside of each piece. 

The project was essentially an exercise in nonbranding to establish 

a brand. Ph.D tries to be smart, and reflect the intelligence of their 

clients in the work they produce, and Alex Goes is a great example 

of this philosophy. 

In addition to the identity, Ph.D designed a full range of applications, 

including stationery, advertising, print collateral, clothing labels, 

hangtags, and promotional items. 
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Designer: Clive Piercy 
Photography: David Tsay, Coliena Rentmeester 

alex goes 
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One of the thirty different custom-woven 

labels for Quicksilver's Alex Goes brand of 
women's sportswear features one of the 
many logos created for the company. 
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Promotional sales brochures for Alex Goes 
fit inside a slipcase with finger tab. 

These pieces reflect the hip, active 

women who are the brand's customers. 
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Ph.D creative director Clive Piercy calls 

their work for Alex Goes "an exercise in 

un-branding." They developed a variety 

of logos, not just one, for their client. 

These logos were used very discreetly 

because the designers believe that the 

target audience for this product line is 

sophisticated and weary of being 

advertised to. The promotional pieces 

above illustrate the Alex Goes logo in 

use both in the collateral and on the 

products themselves. 



Porto+Martinez designStudio Design: Bruno Porto, Marcelo Martinez 
Illustration: Bruno Porto, Marcelo Martinez 

Who is the client? What do they do? In 2002, the group became a real company, with a different number 

The Irmaos Brothers is a clown group that has gone through different 

members, sizes, and styles since 1993, but have always worn the 

"Blues Brothers" style of sunglasses and the red clown nose. The 

Brothers produce theater, live performances, magic and humor 

variety shows, and act in commercials, TV shows, and stunts. 

What problem were you asked to solve? 

In the two opportunities we had to design the Irmaos Brothers logo, 

1996 and 2002, we were asked to design the sunglasses and a red­

nose clown face for each member of the group. In 1996, the original 

quartet of guys had become a trio of two guys and one girl, each with 

a characteristic feature (personality and face). It was also important 

to maintain an emphasis on the group's name, which was inspired by 

the Blues Brothers movie. Because the first logo had been around for 

a few years, we didn't want to lose its main characteristic, which was 

the faces of the performers. 
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of "Brothers" depending on the gig. A television commercial would 

require two or three Brothers with greater acting skills, while an 

intermission show at a beach soccer game, for instance, would call for 

up to nine acrobat Brothers. Therefore, we decided to create a logo 

that would symbolize a "universal Brother," rather than portraying a 

specific number of Brothers. The logo can also be read as the groups 

ini tials, "iB." The typography was slightly redesigned (more chubby), 

in keeping with the dancing letters mood, and applied to a stylized 

bow-tie over a colored background shape. 

The evolution of the logo for the clown 
troupe, The Irmaos Brothers, can be seen 
at right. All the logos feature a version of 
a clown face. As the group evolved from the 
original four members, to three clowns, to 
an ensemble group of variable size the logo 
had to change. Their most recent Incarnation 
Is represented by the most abstract logo. 
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What personality and brand attributes were you 

asked to convey? 

Circus clown fun, but with a modern approach. 

Who was the target audience? 

Kids (ages five to twelve) needed to be able to relate to the group's 

red-nose clown style, but adults (parents and clients) needed to 

feel that the Brothers were reliable and meant business. 

Talk about the collaborative working process between 

you and your client. 

They are great to work with. The 1996logo and stationery were 

very well-received by the two remaining Brothers from the original 

team, Nehemias Rezende and Alberto Magalhaes. Although they 

were really eager to abandon the original logo, since it didn't 

represent the actual crew anymore, they were still kind of attached 

to the idea of having their faces on it. After the 1996 logo helped 

them to acquire national recognition and some really nice work 

opportunities, they've trusted our suggestions and given us 

complete freedom. In the 2001 redesign, they were once again 

surprised by the "one face to represent many" concept. We feel 

that we always give them a bit more than they expect, and it is 

always a pleasure to work with creative, good-humored clients 

who respect the work you do. 
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What was t he creative time frame? 

Two to three weeks, from the phone ringing with the project to 

"We love it, here's the check!" 

What applications did you design for this logo? In what media? 

For the 1996logo, the low budget years, we created one-color 

stationery and two-color business cards, as well as postcards, 

posters, flyers, show tickets, silk-screened T -shirts, etc. From 

2001 on: four-color stationery, posters, invitations, announcements, 

banners, postcards for three different shows, logos, newspaper ads, 

silk-screened T -shirts, set decorations, and a Brothers unicase font. 

Why did the client choose you to design this logo? 

The writer of the I rmaos Brothers' 1996 show "Olimpfadas Brothers" 

("The Brothers Olympics") knew Porto+Martinez's Marcelo Martinez 

(who is also an award-winning cartoonist) from the years when both 

were contributors to the Brazilian edition of MAD magazine. 

-Bruno Porto 

The 1996 version {2nd) ofthe Irmiios 

Brothers identity system helped t he clowns 
acquire national attention. The system 

features both the character·drlven logo and 

actual photographs of the entertainers. 



Rigsby Design 

A 
ashford.com 

Creative Director: Lana Rigsby 
Art Director: Lana Rigsby 

Ashford.com, the largest luxury retailer online, sells exclusively 

high-end items such as watches, jewelry, diamonds, other 

accessories, and gifts. Ashford. com had been the first company to 

sell expensive watches online, but with the addition of a visionary 

new CEO, the company believed that it could be a bigger enterprise, 

and emerge as an exclusive high-end retailer. Rigsby Design was 

asked to create the main corporate identity to support that growth 

and the consequent repositioning of their client in the marketplace. 

Rigsby started the identity project with a month of market research. 

They looked at how people buy, especially online, and what the 

value of Ashford.com might be to customers versus a "bricks and 

mortar" store. The question came down to "Why would someone 

buy a $3o,ooo watch online?" The client had retained the consulting 

firm Rosetta, which had done a lot of consumer, e-commerce, and 

general Internet research. When Rigsby reviewed and evaluated this 

research, the identity solution became apparent. The designers then 

synthesized the information to develop appropriate business, 

marketing, and identity strategies. 
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Designers: Pamela Zuccker, Thomas Hull, Raul Pavon 
Photography: Terry Vine, and Ashford in-house studio 

Typically, Rigsby Design does extensive research on their larger 

projects so that background data informs their design. This was the 

case with the Ashford.com identity, where the logo answered the 

design criteria. The identity system was strategic-everything 

the designers and client thought it should be. It was also unique 

in relation to Ashford.com's competitors- it defini tely stood out. 

Rigsby Design defined the personality and brand attributes as: 

sophisticated, upscale, luxury. They created an identity system 

that is classically elegant and appeals to both male and female 

customers. Asford.com's core target customers are wealthy, 

busy, time-restricted people from twenty to thirty years of age. 

The identity project took almost two years in total to implement. 
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Rigsby Design worked with Ashford.com, 
a luxury goods retailer, to create a 
sophisticated, upscale identity system. 
The designers carried the branding through 
the packaging, seen above. 



Besides the logo, Rigsby designed packaging, the annual report, 

various corporate communications, and the website. Because of the 

designer's extensive involvement with the client, everything spoke 

with one cohesive voice. Although Ashford.com has recently been 

bought out, they are still adhering to the templates developed by 

Rigsby Design. 

Rigsby came to the project with a strong background in identity 

programs. Personality-wise the firm was a good fit with the new 

CEO/director of marketing Kenneth (Kenny) Kurtzman. Kurtzman gave 

the designers a good deal of license to form recommendations. It was 

a highly collaborative, great working relationship with a lot of trust 

and respect on both sides. In the case of Ashford.com, dealing 

directly with the CEO made all the difference in the success of the 

identity design. 

The Ashford.com print materials, at 

right, use the simple logo as a focal 
point on covers. 

The stationery system, opposite, features 

classic typography, rich stock, and quality 

printing to reflect the upscale merchandise 
sold by Ashford.com. 
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Steinbranding Executive Creative Director: 
Guillermo Stein 

Aeropuertos Argent ina 2000 

Who is the client? What do they do? 

Aerorpuertos Argentina 2000 is the Argent inean consort ium that 

manages thirty-three airports throughout the country, including 

Ezeiza International Airport, Bariloche International Airport, and 

Cordoba International Airport. 

What problem were you asked to solve? 

Argentinian airports had a high level of visual pollut ion and traffic 

flow through the airports was chaotic-these had a direct impact 

on service and on the passengers. 

What personality and brand attributes were you asked to convey? 

It was necessary to create a corporate image for the company, 

as well as to provide the airport system with visual coherence. 

The logotype we developed refers to the world as a runway. 

Who was the target audience? 

The target audience was mainly international and domestic 

passengers. This category also included couriers, airport 

employees, and service providers working in the airports. 

Talk about the collaborative working process between you 

and your client. 

An extensive series of meetings, with a lot of content and feedback, 

occurred during the whole creative process between our company 
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Creative Director: Federico Reca 
Designers: Gustavo Calebich, Nicolas Benedict, Estsban Ron, juan Pablo Cionci 

and the client. Every single point of view was taken into account 

when designing the identity. Emphasis was placed mainly on 

passengers' needs, however, employees' issues and concerns 

also impacted our work. 

What was the time frame? 

It took three years of creation and implementation. Implementation 

was done on a daily basis, at all airport locations, all over the country. 

What applicat ions did you design for this logo? In what media? 

Applications included: airplane interiors and exteriors, indoor and 

outdoor design of offices, security system elements, signage, check­

in counter graphics, totems, airway vehicles, luggage tags, boarding 

passes, catering elements, stationery, television commercials, and 

magazine and newspaper advertisements. 

Why did you make the aesthetic choices you made? 

The logotype is a combination of the world and a runway. The 

color palette provides a kind of solidness and calmness. This was 

contrasted with the yellow, which enhances security and generated 

the brand's presence through the repetition of reference icons 

throughout the airports. 

- Guillermo Stein 
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Steinbranding's logo for Aeropuertos 

Argentina, an Argentine airport management 
company, evokes t he world of aviation. 

A combination of a globe and an a irplane 
runway, it a lso suggests the letter "A." 

Pictured above are a variet y of logo 
applications in use at airports. 



Stilradar Creative Directors: Raphael Pohland, 
Simone Winter 

sichtbar 

Sichtbar Augenoptik is an exclusive optician in the midtown area 

of Stuttgart, Germany. The focus of the boutique is excellent 

individual service and an outstanding range of products. They 

offer only high-quality glasses by select designers, as well as 

other choice optical products with well-known labels. 

Angela and Hans Schneider, the owners of Sichtbar, asked Stilradar 

to redesign their entire communication concept because the logo 

and corporate identity system no longer reflected the client's 

philosophy. The client wished to use the circle of the existing logo 

in the new design. A key problem was the integration ofthis circle 

with a typographic wordmark. 

Stilradar had to come up with a logo that was unique and fresh, 

though it did not require a long duration of validity. The target 

audience was design-oriented consumers. In addition, existing 

clients, familiar with the old logo, needed to be able to recognize 

and accept the new one. 
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Designers: Raphael Pohland, Simone Winter 

The collaborative process between Stilradar and their client was very 

good. The conceptual ideas, the style of typography, the circle signet, 

and the arrangement of a set of pictogram icons were accepted by 

the client very quickly. Defining the color palette, however, took 

much longer. The old identity color was blue. The designers suggested 

that keeping this color would be a good idea, but the client wanted 

something different. A wide range of colors were recommended by 

the designers; Sichtbar opted for a deep purple for the logo and a 

smooth green as an accent. When the stationery was being printed, 

though, the client stopped the run and decided to return to the 

original blue color. Nevertheless, the designers found their client 

to be very relaxed and open-minded. One of Stilradar's first clients, 

they remain among their favorites. 



sichtbar 
<a> OC7 ... :·. .. ;:;:;;:;:. 

~ 

GERBERSTRASSE 17 

7 0 1 7 8 <E> S T u T T G A R T 
T E E 0 N 

0 7 11 607 98 81 

T E E F A X 

0 7 1 1 607 98 82 

The logo is designed in one color for easy and effective use in all 

medias. It was applied to a variety of pieces, including graphics 

used in the shop, and for mailings and stationery. There was no 

exact deadline for launching the new corporate identity, but from 

the first briefing to the printed result, it took nearly two months. 

When Stilradar asked the client why they were chosen for the 

project, Sichtbar replied that they wanted a small graphic design 

agency that could provide intensive support. Furthermore, they 

loved the designers' work and the creative potential for collaboration. 

Sichtbar also realized that the designers understood their philosophy 

and the new direction they wanted to go with the company. 

In the briefing the designers were asked to integrate the circle into 

the new identity. Their initial thought was to separate the circle from 

the Sichtbar name. The circle signet is a stylized "eye," which also 
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suggests an "s." So, the icon is a symbiosis of "eye" (optician) and 

"s" (Sichtbar). The first step was to develop a typeface for "Sichtbar" 

that was modern but not too trendy. It was for this reason that the 

seraphs were integrated into the typeface. Next, Stilradar tried to 

combine the typeface and the signet. However, they noticed that the 

equal combination of signet and typeface was not harmonic. This led 

to the next step, which was to find a solution using both elements in 

a balanced way. The concept was to develop a story around the "s" 

signet. Toward that end, three more icons were developed that tell 

the story-if you have any problems with your eyes, then you might 

need glasses, therefore go to Sichtbar. It is a playful and unusual 

identity incorporating several logo icons. Continuing in this 

metaphorical style, the Sichtbar address graphic was designed 

to resemble a vision test. 

The address graphic e lement designed as 

part of the Sichtbar identity, above left, 

resembles an eye examination chart. 

Sichtbar, an optic boutique, needed a unique 

identity system that reflected high quality 
and high style. The company challenged 

Stilradar to integrate the circle symbol 

of the existing logo with the new icon's 

signet "'s." 



A series of direct mall promotions 

Incorporate stylish Illustrations reminiscent 

of old travel postcards were created as a 

fresh way to appeal to Sichtbar's design­

oriented customers. Milan (above), Paris, 

and the Strand (opposite) are a few of t he 

luxe destinations featured In t he promos. 
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Untitled 

Who is the client? What do t hey do? 

Creative Director: Zoe Scutts 
Art Director: Zoe Scutts 

The Design Dimension Educational Trust is a charity that leads a 

wide range of cultural education projects. It is renowned for its 

innovative work with young people and teachers. Focus on Food is 

a food-education program led and managed by The Design Dimension 

Educational Trust that supports the teaching of cooking in school 

curricula. Food education forms only part of the UK's primary and 

secondary school design and technology curriculum. At the core of 

Design Dimension's work is teaching young people and their teachers 

about design and how to use it to benefit education. 

What problem were you asked to solve? 

We were asked to create a symbol that communicates the ethos of 

what Focus on Food is, and what its aims are for its target audience, 

which is primary and secondary school teachers and children. 

What personality and brand attributes were you asked to convey? 

We were asked to convey the concepts of fresh, educational, and 

fun to both teachers and children. The logo needed to be an instantly 

recognizable symbol that would become synonymous with excellence 

in food teaching. 

Who was the target audience? 

Primarily the audience was children four to nineteen years of age. 

Secondarily, we were targeting teachers, from their initial teacher 

training through their continuing professional development. 
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Designer: Zoe Scutts 
Illustration: Zoe Scutts 

Talk about the collaborative working process between 

you and your client. 

The client is a very design-aware organization. Focus on Food is 

an RSA (Royal Society of Arts) program. The RSA is a charity that 

encourages sustainable economic development and the release of 

human potential. The initial design concept meetings went extremely 

well. Subsequently, a strong bond and common understanding of the 

theme developed. It steered the identity and formed the basis of a 

mutually productive working relationship that exists to this day. 

What was the time frame? 

The initial time frame was one month to get the identity and 

supporting materials (such as stationery) produced. The quarterly 

educational magazine, which is approximately sixty-four pages 

long, is geared toward students and teachers and usually takes 

between two and three months to produce an issue from design 

to production. 

What applications did you design for this logo? In what media? 

Applications range from stationery, printed li terature, stickers, 

aprons, a website, carrier bags, posters, brochures, magazines, 

a video, and the Cooking Bus. There are many more, but this is the 

main remit of materials I have produced. We are currently aiming 

to produce a range of kitchen items: crockery, magnets, tea towels, 

and aprons. 



Education packs developed for the Focus on 
Food program, right, have a bright, timeless 

quality designed to appeal to young children. 

Why did the client choose you to design t his logo? 

Evidence of previous design work, instant empathy with client, 

excellent communication and understanding of Focus on Food's 

aims and its clientele, and the way in which the elements of the 

education program fit together. 

Why did you make the aesthetic choices you made? 

It says bright, fresh, modern, but t imeless. Fun, with an educational 

message. Our goal was to appeal to a broad audience, from young 

children to adults, so a strong visual link to fruit labeling, as seen on 

individual pieces of fru it for sale in shops and supermarkets, seemed 

appropriate. Linking a familiar labeling system to an educational 

identity gave the Focus on Food logo a cheery familiarity and a 

positive association. 

Is there anything else you'd like to add? 

The response from the clients' key audiences- teachers, 

children/students, and decision makers- has been extremely 

positive. The identity has tremendous visual appeal, is easily 

recognizable, and the client is convinced that the identity has 

helped Focus on Food become the leading support for food 

education in the country. 

-Zoe Scutts 
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The Cooking Bus, left, is a mobile classroom 

that trains secondary school children to 
prepare food. 

The Focus on Food logo, seen above In a 

series of brochures, suggests product code 

stickers frequently seen on individual pieces 

of fruit for sale in supermarkets. Designers 

at Untitled, kept the typography simple 

and bold for easy recognition. 



VSA Partners Creative Director: Jamie Koval 

~ cingular 
Cingular 

A name that stands alone. 

When BellSouth and SBC Communications merged their eleven 

existing wireless properties in 2000, the result wasn't just the 

second-largest wireless company in the U.S. It was also the 

nation's most relevant wireless brand. 

This was no accident. Early on, BellSouth and SBC asked VSA to 

develop their new company's brand, from strategy to name to 

visual identity. To make the company stand out in an overcrowded, 

communication-saturated marketplace, VSA positioned the company 

as the "refreshing alternative" in the wireless industry. They focused 

on technology as an enabler of human communications-as a single 

source for interaction and individualized services, as a channel for 

personal expression, and as a means for individual achievement. No 

matter what form technology may take, Cingular promised to make 

it understandable, usable, and valuable in your life. 
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Designer Directors: Dan Knuckey, Thorn Wolfe 
Designers: Ashley Wasem, Andrew Reeves. Nichole Dillon 
Photography: Tom Maday 

This brand positioning led VSA and its client to the Cingular name. In 

a nationwide marketplace where its peers' names bring to mind "The 

Phone Company," Cingular offered simplicity that was differentiating. 

The graphic identity of the new company followed the same logic, 

capturing the essence of the company through its human form and 

feel- simple, playful, enabling-and lending itself to a powerful 

retail presence. 

Today, the Cingular name and identity are everywhere. Built on more 

than pervasiveness, the value of the brand is its relevant, resonant 

message in a consumer-unfriendly marketplace. 

The identity for Cingular, the second­
largest wireless company in the U.S., 

reflects the brand positioning of technology 

as an enabler of human communication. 

The figurative icon, opposite, captures the 

essence ofthe company in a simple, 
playful graphic form. 

) 

) 
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The strength of the Cingular logo is apparent 

in the advertisement on the taxi top, left, 
and on the billboard ad, above, as it cuts 

through the clutter of messages in the 

urban environment. 



John Bielenberg 
Founder, Project M, The Bielenberg 
Institute at the Edge of the Earth 
Co-Founder: C2 

Creative Director: john Bielenberg 

Who is the client? What business/service/product do they provide? 

Virtual Telemetrix, Inc. (VT) is a forward-thinking, risk-taking, 

global enterprise offering best-of-breed solutions to empower 

mission-critical synergies. 

What problem were you asked to solve? Why ll)ake a logo? 

VT asked us to design a symbol to be embossed on the urinal cakes 

in the executive bathroom. Lucky for us, we were able to expand 

that small assignment into a global branding initiative. 

What personality, culture, brand attributes, were you asked to convey? 

VT wanted to borrow the accumulated power and equity associated 

with fascist iconography throughout world history. Their motto was 

"a huge %&~t* ! Company needs a huge %&~t*! "brand." 

Who was the target audience your were designing for? 

Primarily small, medium, and large. 

Talk about the collaborative working process between 

you & your client. 

It was very strange. We never actually talked to, or met, the 

actual "client." Very unusual. 
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Designers: John Bielenberg, 
Chuck Denison 
Photography: Victor John Penner 

What was the time frame? How long did it take to create this. 

I think it took about forty minutes to design the symbol but we were 

able to stretch the retainer for two years. We refer to this as a "total 

cash extraction solution." 

What applications did you design for this logo? In what media? 

All media! From patterns sewn into sock fabric to vapor trails from 

the VT Gulfstream jet. 

Why did the client choose you to design this logo? 

We spent six months on the urinal cake RFP and honestly I think it 

just wore them down. 

Why did you make the aesthetic choices you made? Ultimately, 

why does this logo look like it does? 

I like the international paper logo a lot, so I just turned it upside 

down and adapted it into a VT. 

Anything else you'd like to add? 

You should see the VT fountain. It's really neat. 

-John Bielenberg 
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KOMMUNIKATIONSDESIGN 

1. Kinetic Singapore 
3· Manx Kommunikationsdeslgn 
5· blue river 
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blue river 
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Pentagram 
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DESIGNER DIRECTORY 

AdamsMorloka,Inc. 
8484 Wilshire Boulevard 
Suite 6oo 
Beverly Hills, CA 91604 
Telephone: 323.966.5990 
Fax: 323.966.5994 
Contact: Noreen Morioka 
noreen@adamsmorioka.com 
www.adamsmorioka.com 

Atelier Works 
The Old Piano Factory 
5 Charlton Kings Road 
London NW5 2SB 
Telephone: +44 (0)20.7284.2215 
Fax: +44 (0)20.7284.2242 
Contact: Ian Chilvers 
ian®atelierworks.co.uk 
www.atelierworks.co.uk 

Studio Anthan Beeke 
Keizersgracht 451 
1017 OK Amsterdam 
The Netherlands 
Telephone: 31 20 4194419 
Fax: 31 20 4194626 
Contact: Sacha Happee 
studio®beeke.nl 

blue river 
The Foundry, 
Forth Banks 
Newcastle Upon Tyne 
NE13PA, UK 
Telephone: +44 (0)1912610000 
Fax:: +44 (0)1912610010 
Contact: Simon Douglas 
design®blueriver.co.uk 
www.blueriver.co.uk 

C2: A Creative Capital Network 
25 Congress Street 
Belfast, ME 04915 
Telephone: 207. 338.0101 
Contact: John Bielenberg 
email: john®c2Uc.com 
www.c2Uc.com 

Cahan & Associates 
171 Second Street, 5th Floor 
San Francisco, CA 94105 
Telephone: 415.621.0915 
Fax: 415.621.7642 
info®cahanassociates.com 
www.cahanassociates.com 

Carter Wong Tomlin 
29 Brook Mews North 
London, W2 3BW, UK 
Telephone: 020.7569.oooo 
Fax: 020.7569.0001 
Contact: Philip Carter 
p.carter®carterwongtomlin.com 
www.carterwongtomlin.com 

Chermayeff & Geismar, Inc. 
15 East 26th Street, 12th Floor 
New York, NY 10010 
Telephone: 212.532.4499 
Fax: 212.889.6515 
Contact: Steff Geissbuhler 
info®cgnyc.com 
www.cgnyc.com 

Concrete Design 
Communications, Inc. 
2 Silver Avenue, Main Floor 
Toronto. ON M6R 3A2 
Canada 
Telephone: 416.534.9960 
Fax:416.534.2184 
Contact: Oiti Katona and John Pylpczak 
mail®concrete.ca 
www.concrete.ca 

CPd 
2nd Floor, 333 Flinders Lane 
Melbourne Vic 3000 Australia 
Telephone: 613 9620 5911 
Fax: 61 3 9620 5922 
Contact: Dianne O'Hehir 
d.oherir@cpdtotal.com.au 
www.cpdtotal.com.au 

CPd 
100 Harris Street, Pyrmont 
New South Wales 2009. Australia 
Telephone: 61 2 9692 oo88 
Fax: 61 2 9592 0910 
Contact: lnga lidums 
l.lidums@cpdtotal.com.au 
www.cpdtotal.com.au 

Crosby Associates 
203 N Wabash Avenue, Suite 200 
Chicago, IL 60601 
Telephone: 312.346.2900 
Fax: 312.346.6818 
Contact: Kerry Hackett 
kerry®crosbyassociates.com 
www. crosbyassociates.com 

Doyle Partners 
1123 Broadway, Suite 6oo 
New York, NY 10010 
Telephone: 212.463.8787 
Fax: 212.633.2916 
Contact: Stephen Doyle 
doyle®doylepartners.com 
www. doylepartners.com 

Volker Ourre 
2931 Fairmount Avenue 
La Crescenta. CA 912143 
Telephone: 310.699.0564 
Contact: Volker Ourre 
v.durre®verizon.net 

Dynamo 
5 Upper Ormond Quay 
Dublin 7. Ireland 
Telephone: 353 18729244 
Fax: 35318729224 
Contact: Damian Cranney I Brian Nolan 
info®dynamo.ie 
www.dynamo.ie 

Format Design 
Grosse Brunnen Str. 63a 
Hamburg, Germany 
Telephone: 040 32086910 
Fax: 040 32086905 
Contact: Knut Ettling 
ettling(Jlformat-hh.com 
www.formatdesign.net 

Frankfurt Balkind 
345 Hudson Street. 1.2th Floor 
New York, NY 10014 
Telephone: 212.515.7703 
Fax: 212.830.7600 
Contact: Kent Hunter 
khunter(Jlhhny.com 
www.frankfurtbalkind.com 

Johnson Banks 
Crescent Works 
Crescent Lane 
Clapham London 
SW4 grw, UK 
Telephone: 44 (o)2o 7587 6400 
Fax: 44 (0)20 7587 6411 
Contact: Michael Johnson 
Michael®johnsonbanks.co.uk 
www.johnsonbanks.co.uk 

Kinetic Singapore 
2 Leng Kee Road 
Thye Hong Centre 
#o4-03A Singapore 159086 
Telephone: 65. 63795320 
Fax: 65.64725440 
Contact: Roy Poh 
roy@lkinetic.com.sg 

KINETIK 
1436 U Street, NW, Suite 404 
Washington, D.C. 20009 
Telephone: 202.797.0605 
Fax: 202.387.2848 
Contact: Jeff Fabian 
kinetik@lkinetikcom.com 
www.kinetikcom.com 

Kontrapunkt 
Knezova 30 
1000 Ljubljana, Slovenia 
Telephone: +386.15756606 
Fax: +386.15195072 
Contact: Eduard Cehovin 
eduard.cehovin@siol.net 
www.cehovin.com 

KROG 
Krakovski nasip 22 
1000 Ljubljana, Slovenia 
Telephone: 386 41780 880 
Fax: 386 1 4265 761 
Contact: Edi Berk 
edi.berk@krog.si 

Landor Associates 
International limited 
Sogo Hirakawacho Building, 6th Floor 
1-4-12 Hirakawacho, Chiyoda-ku 
Tokyo 102-0093 Japan 
Telephone: 81·3-3263-2291 
Fax: 81-3-3263-2292 
Contact: Tsutomu Egawa 
tsutomu_egawa @jp.landor.com 

Lippa Pearce Design 
358a Richmond Road, Twickenham 
London, TWI 2DU, UK 
Telephone: 020 8744 2100 
Fax: 020 8744 2770 
Contact: Design Directors: Domenic Lippa 
I Harry Pearce 
Contact: PRIMedia: Abigail Silvestre 
mail@.lippapearce.com 
www.lippapearce.com 

Liska + Associates 
515 North State Street 
23rd Floor 
Chicago, IL 60610-4322 
Telephone: 312.644.4400 
Fax: 312.644.9650 
Contact: Steve Liska 
steve@liska.com 
www.liska.com 



Manx Kommunlkatlons Design 
Hammer Str 156 
45257 Essen 
Germany 
Telephone: 49 (201)84 83 011 
Fax: 49 (201)84 83 020 
Contact: Iris Thieme 
thieme®manx.de 
www.manx.de 

Methodologle, Inc. 
8o8 Howell Street, Suite 6oo 
Seattle. WA 98101 
Telephone: 206.623.1044 
Fax: 206.625.0154 
Contact: John Carroll 
info®methodologie.com 
www.methodologie.com 

Mevis & Van Deursen 
Gelderseuade 101 
1011 EM Amsterdam 
The Netherlands 
Telephone: 31-20-6236093 
Fax: 31-20-4272640 
Contact: Armand Mevis, 
Linda Van Deursen 
mevd®xs4all.nl 

The Office of Clement Mok 
Telephone: 415.782.6055 
Contact: Clement Mok 
infor®cmcd.com 
www.cmcd.com 

Moria Design 
463 Bryant Street 
San Francisco, CA 94107 
Telephone: 415.543-6548 
Fax: 415.543.7214 
Contact: jennifer Moria 
info!JI.mortadesign.com 
www.morladesign.com 

Ogilvy & Mather/ 
Brand Integration Group 
309 W. 49th Street 
New York, NY 10019 
Telephone: 212.237.4354 
Fax: 212.237.4106 
Contact: Brian Collins 
Brian.Collins<JI.ogilvy.com 

Pentagram 
204 Fifth Avenue 
New York, NY 10010 
Telephone: 212.683.7000 
Fax: 212.532.0181 
Contact: Michael Bierut, Paula Scher 
info@pentagram.com 
www.pentagram.com 

Pentagram 
387 Tehama Street 
San Francisco, CA 94103 
Telephone: 415.896.0499 
Fax: 415.896.0555 
info@pentagram.com 
www.pentagram.com 

Pentagram Design Ltd. 
11 Needham Road 
London 
Wu2RP, UK 
Telephone: +44 (0)20 7229 3477 
Fax: +44 (o)2o. 7727 9932 
Contact: Steven Bateman 
email@pentagram.co.uk 
www.pentagram.com 

Ph.D 
1524a Cloverfield Boulevard 
Santa Monica, CA 90404 
Telephone: 310.829.0900 
Contact: Michael Hodgson 
mick@phdla.com 
www.phdla.com 

Porto+ Martinez designStudio 
Rua Capistrano de Abreu 44/101 
Humaita 22271-000 Rio de Janeiro, RJ 
Brasil 
Telephone: 55.21.2539.3146 
Fax: 55.21.2539.3146 
Contact: Bruno Porto 
design@portomartinez.com 

R+MAG Graphic Design 
Via del Pescatore 3 
80053 Castellammare di Stabia (Napoli) 
Italy 
Telephone: oo 39 081870 5053 
Fax: oo 39 081 870 5053 
Contact: Raffaele Fontenella 
info@remag.it 
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Rigsby Design 
2309 University Boulevard 
Houston. TX 77005 
Telephone: 713.660.6057 
FaK: 713.660.8514 
Contact: Lana Rigsby 
rigsby!JI.rigsbydesign.com 
www.rigsbydesign.com 

Sagmeister, Inc 
222 West 14th Street 
New York. NY 10011 
Telephone: 212.647.1789 
Fax: 212.647.1788 
Contact: Stefan Sagmeister 
stefan<JI.sagmeister.com 

SamataMason 
101 S. First Street 
Dundee, IL 60118 
Telephone: 847-428.8600 
Fax: 847.428.6564 
Contact: Greg Samata 
greg<JI.samatamason.com 
Contact: Dave Mason 
dave@samatamason.com 
www.samatamason.com 

Segura Inc. 
1110 North Milwaukee Avenue 
Chicago, IL 60622-4017 
Telephone: 773.862.5667 
Fax: 773.862.1214 
Contact: Carlos Segura 
carlos<JI.segura-inc.com 
www.segura-inc.com 

Steinbranding 
El Salvador 5675 
(C1418QE) Buenos Aires 
Telephone: (5411)40115555 
Fax: (5411)4776 5706 
Contact: Angle Panelo 
prensa<JI.steinbranding.com 
www.steinbranding.com 

Stilradar 
Schwabstr.1oa 
70197 Stuttgart I Germany 
Telephone: 0711/887 55 20 
Fax: 0711/882 23 44 
Contact: Raphael Pohland , Simone Winter 
info<JI.stilradar.de 
www.stilradar.de 

Stone Yamashita Partners 
355 Bryant Street, Suite 408 
San Francisco, CA 94107 
Telephone: 415.536.6600 
Fax: 415.536.6601 
Contact: Susan Schuman 
susan@stoneyamasita.com 
www.stoneyamasita.com 

Tenazas Design 
1403 Shotwell Street 
San Francisco, CA 94110 
Telephone: 415.970.2390 
Fax: 415.970.2399 
Contact: Lucille Tenazas 
pet@tenazasdesign.com 
www. tenazasdesign.com 

Tom and john: A Design Collaborative 
1475 Fourteenth Street 
San Francisco, CA 94103 
Telephone: 415.621.6800 
Contact: john or Tom 
info@tom-john.com 
www.tom-john.com 

Untitled 
Radar Studio 
Cold blow lane 
Thurnham. 
Maids tone 
Kent 
ME143LR, UK 
Telephone: 01622 737722 
Fax: 0162 738644 
Contact: Zoe Scutts 
zoe@untitled.co.uk 

Vanderbyl Design 
171 Second Street 
San Francisco, CA 94105 
Telephone: 415.543.8447 
Fax: 415-543-9058 
Contact: Michael Vanderbyl 
michael@vanderbyldesign.com 
www.vanderbyldesign.com 

VSA Partners 
1347 S. State Street 
Chicago, IL6o6o5 
Telephone: 312.895. 5090 
Fax: 312. 895.5720 
Contact: Dana Arnett 
vsa@vsapartners.com 
www.vsapartners.com 
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