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erman Miller has a long tradition of

working with design consultants like

Charles Eames, Isamu Noguchi, and
George Nelson. Why an external creative
network rather than an inhouse design staff?
The driver for us is our commitment to new
ideas and solutions. This external network
ensures that we are always taking a fresh look
at problems faced by our customers without
subjecting it to our own filters. If you have only
an internal design staff, even an enormously
talented one, you are inherently limited by their
existing world view and experiences. Our ability
to tap into a broader outside network lets us
revisit and reinvent our own filters on a regular
basis and get a fresh perspective on existing
or emerging problems. This approach has its
challenges, but it often leads to the best ideas
and breakthroughs. Our creative network is
at the core of Herman Miller's DNA.
Herman Miller has continued to partner
with some of today’s great designers.
Yes. A huge contributor for decades was Bill
Stumpf, who received the Smithsonian Cooper-
Hewitt National Design Award for Product
Design in 2006, just prior to his passing last
August. People like Ayse Birsel, Eric Chan,
Yves Behar, Studio 7.5 Berlin and others have

continued to extend our design tradition.

Is there a secret to
working well with outside designers?
The central thing that we've learned is a
willingness to follow and give ourselves over to
these designers—not lose ourselves, but be
open to following them to places that we may
question in the beginning. We give our creative
network an outline of a perceived problem
and let them share their insights as to whether
we're on the right path and then enable them
to bring their own gifts to the search for a
solution. We follow them in their journey with-
out judging too quickly. One of the hardest
things to do is not to judge too quickly, based
on the first physical appearance of something.
Instead, we try to understand the essence
of what they're describing in physical form,
written form or sketches.

The genius of Herman Miller's R&D folks is
in knowing how to put the right constraints
in place so that we end up not only with a great
statement of design, a great innovation, but
something that solves real problems for cus-
tomers and has commercial value. It's easy in
some ways to come up with great designs that
don't have commercial value, but to have great
design that solves real problems and creates
commercial value, that's where the genius comes

in. That's where our R&D people make their
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The Interview

real contribution; it's their ability to know how

to put the right constraints in place to push the

creative network to a different place.

Herman Miller is known for pioneering

work in consumer research, including “global

scenario planning.” What is it?

Every few years, we do global-scale scenario

planning, where we look out a number of years

and create multiple visions of how we think

the world may change. We ask ourselves, if the

world did evolve along one of those paths, how

“It’s easy in
some ways to
come up with

great designs
-4 that don’t
have commercial value,
but to have great design
that solves real problems
and creates commercial
value, that’s where the

genius comes In.”

would that affect the way
people work, live, and
feel? These scenarios
give us vectors on which
to explore new potential
problems and new solu-
tions. Solving problems
is where our design work
begins. We rarely start
off saying, ‘We just want
a chair in this price
point.” More often, we
say, ‘Here's a problem
area that we see for
folks. How do we solve

it?" Around here we

often quote George Nelson, our lead designer

in the '40s and '50s, who used to say, ‘Design

is a response to social change.’

Cite an example of a workplace

problem you are trying to address.

Right now we see a growing need for temporal

places that aren’t as permanent as an office

nor just a meeting space, but something in

between. A question we ask ourselves is what

kind of seating is best suited for such a tem-

poral place? If you begin by trying to solve the

problem, you get a different outcome than

saying, ‘"We need to go do a chair that's $200.

Herman Miller's product offerings

go beyond office furniture, don't they?

Herman Miller has had several periods of revival

or renewal where we have changed our focus.

We don't define ourselves as an office furniture

company or even a furniture company. Our
boundary is around people and human perfor-
mance. It's around habitat and wherever we
can affect the performance of human beings
in their habitats. Problem-solving design is

at the core of what Herman Miller is, and that
can be applied to a broader field and evolve over
time. Clearly some habitats have not been
primary to us in the recent past, but are logical
and natural steps. We have historical grounding
in the home, so we can play off of that. Edu-
cational institutions have a lot of connectivity
and, in many ways, have needs that are similar
to the office and the home. And we've had
interest in the healing area for many years. Those
became the jumping-off point for us.

We also have a group called the Herman
Miller Creative Office working on things that
you can't define by environment or habitat type.
They're clearly not furniture either. The most
recent example is Convia, a modular, program-
mable sub-building infrastructure system for
electrical and data that makes buildings more
adaptable and changeable by the user. We
believe it has profound implications for the
design and management of buildings, across
multiple categories of use.

How has Herman Miller managed to stay

at the forefront of introducing new materials,
from Eames’ molded plywood to the fabric
on the Aeron chair?

Trying to solve problems in a new way often
leads us to new materials. One advantage
we have as a company is that we're not very
vertically integrated from a manufacturing
standpoint. If we were, it would be difficult to
convince ourselves to change material types.
We see ourselves more as an integrator than
a manufacturer. We're able to do material
explorations somewhat freely and give design-
ers a fairly free hand to bring us new ideas.
You have a strong financial background.

How did you learn about design?

It's almost impossible to be here for 18 years

and not learn something about design. | don't



consider myself knowledgeable about how to
design, but | have become a student of design.
| have had the benefit of great teachers at
Herman Miller, both in our creative network and
in our own management team and Board of
Directors. | have the good fortune of working with
Gary Miller and Don Goeman who have been
involved in the design and innovation processes
at Herman Miller for 25 to 30 years. Spending
time with those folks and being willing to listen
to them and have them say, ‘Let me tell you
why we're approaching it this way' has been a
great benefit. More recently I've gotten to
spend more time with our creative network.
When | was transitioning from Chief Operating
Officer to CEO, | used to sit in on every design
review launch team meeting. | spent a lot of
time listening to the details of what was going
on, not as the boss critiquing their work, but
as an observer trying to understand where it was
going. Even today, when one of our designers
is in town, Don Goeman checks to see if | have
an hour or two to meet. It's not about spending
time to approve anything; sometimes it's to
take me through the latest model and hear what
they're thinking.
You recently went to China to explore
marketing opportunities and took a team of
designers with you. That's rather unusual.
We spent almost three weeks in China doing
research into what our entry strategy should be.
Our group included Don Goeman and three
members of our creative network—Eric Chan of
Ecco Design in New York, Bill Stumpf of Stumpf/
Weber, and Burkhard Schmitz from Studio 7.5
in Berlin. About a third of our trip was cultural
immersion, visiting museums, the homes of local
people, touring emerging and old cities. A third
of our time was spent meeting with potential
customers, companies and suppliers, and a lot
of time was spent on buses, airplanes and over
dinner just talking. The power of it was that
we in management got a chance to see China
through the eyes of these very gifted creative

folks, and the designers got the opportunity to

see their creative spark through our filter as we
tried to assess the marketability and do-ability
for us as a company. A fascinating back and forth
discussion took place.

Can you share any takeaways from that trip?
We learned that the Herman Miller brand does
mean something in China and that a growing
appreciation and respect for good design exists
there. It also became clear that we were going
to have to create some design very specific

to that marketplace and we would have to hire

local people, both on the

design and management | “The one overall trend

side to really understand that we’re starting to

the Chinese culture and be . L.
it i see 1Is a less mechanistic
Herman Millerstill abides | feel to the way offices
by the environmental val- are put tOgCthGI‘. They’”
ues of your founder D.J.
DePree. What formed his
beliefs?

To paraphrase DePree:

become more
organic. They’ll

have more of

‘Ultimately businesses will . .
, > | a residential
be judged by their contri- ) )
quality in

bution to humanity and

we have a duty to be good some Ways .”

stewards of the environ-

ment." D.J. had a deep sense that we don't
really own these resources in the long run, we
simply are borrowing them, and we need
to pass them on to future generations in good
order. That's the underpinning of Herman
Miller's environmental values. Aside from the
moral obligation, there's an economic return,
if we're good at it. We have 10 target goals set
for 2010 that we call “The Power of Ten.”
They are part of our ultimate “2020 Vision”
of leaving no operational footprint on the
environment by the year 2020.

A second commitment is that 50% of our
sales must come from products that meet
the Design for the Environment protocol (DFE)
established with the help of Bill McDonough,
Michael Braungart and their Cradle-to-Cradle

principles. Our Mirra chair was the first non-

"3INSSI @



3INsSsSi @

About the Company
Herman Miller is
headquartered in Zeeland,
Michigan, and has
manufacturing facilities

in the U.S., Italy and

the United Kingdom. Its
products are sold in

more than 40 countries
worldwide.
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textile product to meet DFE in our industry.
Now we require all of our new products to go
through DFE analysis before they're launched.
For decades, Herman Miller has shaped the
office workplace. How do you see it evolving,
and is the open plan office still relevant?

Open plan offices are not going to go away, but
[ think we are going to see much more of a
mixed landscape that will vary not only by com-
pany, but by areas within a company and who
those users are. One size won't fit all. That's why
among our newer products you can see My
Studio Environment, focused on people who need
to do individual work and need an element of
controllable privacy, and Vivo, a frame-and-tile
office system. By the way, it is important that
these two products can work together harmo-
niously. At the same time, neither invalidates
what we did with Resolve, which is a more
extreme move toward collaboration. All of these
systems fit within the portfolio of who we

are and you'll continue to see more products
that fit in those kind of more temporal areas
that are neither private offices, open plan nor
conference rooms. The one overall trend that
we're starting to see is a less mechanistic feel
to the way offices are put together. They'll
become more organic. They'll have more of a
residential quality in some ways.

Where does the home office fit into

your scheme? Didn't the company enter

this segment a decade ago?

When we relaunched our residential business
in '94, we were probably ahead of the curve.
Part of the reason was the technology infrastruc-
ture wasn't there. You had a clunky dial-up
connection that made it slow to upload and
download files. Today, people can't tell if you're
at home or in the office. We will see more of

a blurring. | also think there will be as much of
a need to ask how you are going to deal with
the mobility between all of those locations. Our
drive is not just to ask how we solve issues

of the home and home office, which we do have

an interest in, but how we can address issues

that people are going to deal with between
the home, the office, and that other place.

Is Herman Miller involved

in office equipment technology?

That will be an area of growing connectivity
going forward. Certainly as we look at our
own research, we're seeing many more oppor-
tunities emerging with the advent of new
technologies. We're actively developing our

own internal capabilities and we're looking

externally for both design talent and collabora-
tive resources for new technology.

Herman Miller's commitment to design quality
extends to print communications as well. For
decades your annual report, designed inhouse
by Steve Frykholm, has been an award-winnetr.
How is your report evolving?

We want to make sure that any vision, any
product that we produce is relevant to the audi-
ence and the times. Annual reports produced
before the Web were targeted to investors and
analysts who probably don't find printed
annuals as relevant today because they can get
a lot of that data online. But we believe our
customers and employees still read our annual

report, so last year we did a summary annual



with my letter directed more to customers,
employees and other constituents. We would
like to do more of an employee annual report
talking about things at a level that we probably
can't to external audiences, but do so in as
creative a way as we have for outside groups.
We continue to think there is an audience for
printed annual reports, but we have to reorganize
the content and reinvent it for the segments

we are trying to reach.

beyond what you get from the product, you
get an experience that will enable you to
improve your business.

A few years back when your business was in a
downturn, Herman Miller made a bold decision
to emphasize research and design. What does
this say about the company's evolution?

| give Mike Volkema, now our chairman but who
was CEO at the time, a lot of the credit. We
had the choice to say, ‘We are going to be an

“We see a growing need for
temporal places that aren’t as
permanent as an office nor
just a meeting space, but some-
thing in between. A question

A Bit of History

From its start as a manu-
facturer of residential
furniture in 1923, Herman
Miller went on to transform
offices everywhere with

its introduction of panel
systems (cubicles) and
ergonomic seating such

as the Aeron chair, and
reinvention of the geometry
of systems furniture.

we ask ourselves is what kind
of seating is best suited for
such a temporal place?”

What about your SEE magazine, which seems
to concentrate less on promoting Herman Miller
products than on positioning the company as
a thought leader.

You hit the nail on the head with the term
‘thought leader.” We think that is rightly
Herman Miller's position because our products
and services spring from our focus on problem
solving and research. Our SEE magazine is

a way to connect with customers, influencers
and business leaders by sharing some of the
knowledge that we have acquired. SEE, which
features articles by our design network,

also is meant to convey the energy and focus
we put into research. It shows that when

you come to Herman Miller as a customer,

office furniture company and jettison everything
else,’ or to say ‘Let's begin to paint a bigger
picture for our future." We chose the latter and
elevated research and development funding
over other areas of our business. It was a gutsy
call. What's phenomenal about this choice is
that the path of Herman Miller has always been
about evolving to a new place—from what D.J.
DePree, our founder, saw in the 1930s, moving
from period furniture to a design-driven com-
pany, to an office furniture leader in the 1960s,
to today saying we can have a broader impact
on human habitat.

Ultimately, our greatest asset is our ability to
create. You can call it innovation, but we call it

problem-solving design.

*INSS 1@



Max Carmona

Senior Director,
Restaurant Design
McDonald's USA
Oak Brook, IL

Case Study: Environmental Design

Burnishing

the Golden
Arches

lot changed over the half century since McDonald's

proved that Americans could eat out fast and

affordably. Competitors made inroads into the
dining category that it had originated. Demand for a Big
Mac with fries lost ground to a chicken salad with non-fat
dressing. Plastic furnishing, lauded for its child-friendly
cleanliness, was scorned as synthetic and impersonal. What
was innovative then had become so “last century” now.

“Customers were telling us that they wanted to see some-
thing different, more contemporary, more relevant,” says
Max Carmona, senior director, restaurant design, McDonald's
USA. “They were tired of what we had.”

McDonald's took these comments to heart in adopting
a strategy it called “Forever Young.” But for a company with
31,000 franchise-owned restaurants serving 50 million
customers daily, it also recognized that any misstep risked
alienating both operators and patrons.

Intent on preserving what people loved about the brand,
McDonald's brought on brand-building expert Larry Light
as global chief marketing officer and conducted numerous
surveys on how to improve its demographic appeal, menu
options, dining experience, and social relevance. Part of that
plan included the first major architectural makeover of its
restaurants since 1969. Before initiating this undertaking,
management sought to learn from the experience of other
companies that had completed successful brand turnarounds.
As it happened, the speaker it invited from Nissan gave
an inspiring account of the automaker's return to profitability,
and in discussing the reimaging of Nissan dealerships,
he frequently praised the work of the designers, Lippincott
Mercer, who eventually won the McDonald's account.

At that point, the New York-based consultancy was not even
on the long list of design firms up for consideration.

In narrowing down its list of candidates, McDonald's

invited two design firms, including Lippincott Mercer, to make




Peter Dixon

Senior Partner and
Creative Director, Retail
Lippincott Mercer

New York, NY

Everyone the world over knows
McDonald’s. Its Golden Arches are as
familiar as the Statue of Liberty. So
when the fast-food giant set out to
redesign its restaurants, the challenge
was to refresh its image without
diluting its brand identity.

PHOTOGRAPHY: RAY REISS AND ADRIAN WILSON



‘Amssle

10

Case Study: Environmental Design

Customer Experience Mapping™
Lippincott Mercer follows a process
that it calls “customer experience
mapping” to analyze how people
experience a brand. It “decomposes”
the way a customer engages with
the environment to communicate
brand attributes at key touchpoints.

© Arrival

The signature
elements of

the McDonald's
brand—name,
color, and logo—
are clearly in
view as customers
approach the
restaurant.

© Entry View

The entry offers a view of the general dining area. Maintenance
was an important consideration, so fabric-backed seats were
designed to be changed easily if damaged and the louvred window
blinds to provide visual interest and simple cleaning. The mural-
size photos feature images of the local area.

© Order Counter
Budget limitations
restricted the redesign
of the order counter,
but designers created a
tidier menu board by
organizing food choices
for easier understand-
ing and placing a
wooden bezel around
the display.

Kitchen

(@)
)

Fabric Swatches
Simple geometric patterns and con-

temporary colors create a McDonald's
look, yet provide each franchise owner
enough latitude to individualize the
décor according to personal
or regional tastes.



© Adult Dining
Black-and-white
photographs of local
scenes, pendant
lights and cushioned
fabric-backed seating
give a sophisticated
atmosphere to this
dining area.

¥

© Fast Food

Bar stools allowed the designers to vary the topography inside the
restaurant through different seating heights. The bar stool dining option
also appeals to people eating alone or in a rush—and to young children.

@ Linger Zone

© Drive-Thru
The drive-thru is

® clectronic displays
that merchandise

Clublike chairs in an area that is slightly removed from

the main restaurant activity offer customers, particularly
young adults, a place to hang out with friends and work

on their laptops.

Pendant Lighting
Pendant lighting,
which subtly uses
McDonald's yellow
and red signature
colors, softens any
institutional feel and
serves as a pleasing
decorative element.

given more presence
through the use of
yellow canopies and

products as drivers wait
their turn to place an order.

‘3INSS| e
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Case Study: Environmental Design

a presentation before senior management. Such competitive
“bake-offs"—for which participants are paid—give com-
panies a chance to preview how a design firm would approach
a project before awarding a mega-contract. Each firm
was briefed on McDonald's research findings and new brand
strategy and given six weeks to prepare its presentation.
One stipulation was to think in terms of a retrofit of existing
McDonald's restaurants, not a design from scratch.

The Lippincott Mercer team was led by creative director
Peter Dixon. “Our presentation was not so much a specific
design idea, which we hate to do on spec, but an effort

to demonstrate how we think,” Dixon says. “We knew we

Whenever possible, the designers
tried to contain costs for franchisees
and respond to environmental
concerns. “We understand that it isn’t
about doing things that operators
cannot afford,” says Dixon. “By
avoiding unnecessary changes and
choosing materials that last, we try
not to send too much to landfill.”

The typical McDonald'’s restaurant has a recognizable roof line and
lighting elements that accentuate its double-mansard shaped roof.

To depart from the old look without major structural changes, a parapet
was added and exterior color enriched to a more “food credentialed” hue.

needed to do [the design] with them, we couldn't make this
up on our own. We focused on what we understood ‘Forever
Young' to mean.”

A specific recommendation that Lippincott Mercer did
make, however, was the importance of altering the double
mansard roof that had been part of McDonald's image since
the 1970s. “Our initial evaluation was that if we could do
something to neutralize the roof, we could do a lot to change
the image of the restaurant,” Dixon says. “We found a way
to modify the roof line without having to remove the roof or
do a lot of damage to the building envelope.”

The Lippincott Mercer team also presented their views
on how McDonald's could increase its appeal among 18- to
34-year-olds without alienating its strongest constituency,
kids and moms. “We explained how the competitive landscape
for young adults offers more choices of restaurants that
use design in ways that are relevant to them,” Dixon says.

A key goal for McDonald's was something it refers to

as "food credentialing"—i.e., conveying the freshness and

authenticity of its meal ingredients. To communicate that
with décor, the designers argued for the need to “deplasticize”
the brand. The mere mention of “deplasticizing”, however,
worried some managers, Dixon recalls. “They asked, ‘Does
that mean you aren't using plastic? Plastic is a great mate-
rial for maintenance.” We had to reassure them that we
meant perceptual deplasticization, the use of materials that
projected a sense of authenticity and naturalness.”
Awarded the job, Lippincott Mercer went to work trans-
lating their general impressions into specific applications.
“We use a methodology that we call ‘customer experience

n

mapping,” Dixon explains. “It's a decomposition approach
where you take the customer experience within an environ-
ment and break it into more discrete touchpoints and then
figure out how to drive brand attributes through them.”

In the case of McDonald's, Lippincott broke the experience
down into areas such as approach, ordering, eating, etc.
From there, they figured out how the attributes of “Forever

Young" could be brought to life at each point.



The first touchpoint was the silhouette of the building
itself. As dated as it looked, the double mansard roof was a
familiar landmark to millions and dismantling it would be
cost-prohibitive for many franchise operators. The designers
got around this dilemma by cosmetically hiding the old roof
behind a false parapet and a yellow sloping curve that echoed
the Golden Arches. The addition of a more gracious yellow
awning also gave the entrance greater presence.

Inside, Lippincott Mercer tried to soften the stark “fast-
food"” look by creating distinct dining zones, delineated by
different types of furniture and seating arrangements to offer

customers a choice of experiences. A “linger” zone with

of plastic without eliminating plastic completely. “In our
analysis, we found the proportional use of the yellow and
red combination created a plastic effect,” Dixon says.
“"We decoupled the colors and concentrated more on yellow,
which is the core brand color of the Golden Arches and
manifests the ‘Forever Young' idea. Coupling yellow with
materials and colors from nature like ochre, terra cotta,
sage and sienna enhanced food credentialing, suggesting
the authenticity of the ingredients. We used McDonald's
familiar red as an accent and identifier of certain important
elements—the red fry box, the pickup and pay windows

at the drive-thru.” The designers also screened off “manu-

To minimize business interruption and construction costs, new
architectural elements were installed around the building envelope.

New trade dress elements, derived from the “arches” logo geometry and
core yellow color, create a “restaurant” look that is inviting, friendly and fun.

armchairs, sofas and wi-fi connections was created to
appeal to young adults who want to hang out with friends.
A "grab-and-go” zone with tall counters, bar stools and a
plasma TV turned to the news and weather was designed to
cater to customers who eat alone. A “flexible” zone with
booths appointed with fabric-cushioned seats as well as
table seating invited family dining.

The designers also changed the topography of the seat-
ing to take away from the cafeteria look. “We created low
seating and high seating,” Dixon says. “The different types of
seating communicate choice. Customers can choose the
way they use the restaurant.”

To depart further from the no-frills fast-food look, the
designers jettisoned the harsh 2x4-foot fluorescent light
panels set in the acoustical tile ceiling. “We tried to improve
the quality of lighting with recessed lights and selective use
of pendant fixtures that created a sense of intimacy and
added some color around the environment.”

Changing color balances also helped to mitigate the feel

factured” kitchen processes while keeping an open view of
personalized steps like sandwiches being assembled individ-
ually with fresh ingredients.

Drive-thru represents about 60% of McDonald's business
in the U.S,, so it was important to turn this customer contact
point into more of a destination. Dixon explains, “We created
an entry pylon to announce the arrival of the drive-thru and
used the travel path to merchandise other products or
partners, then continued that ‘story-telling" after the ordering
with lenticular graphics that moved as your point of view
changed. The order station reprised the curved roof element.”

Whenever possible, the designers tried to contain costs
for franchisees and respond to environmental concern. “We
understand that it isn't about doing things that operators
cannot afford,” says Dixon. "By avoiding unnecessary changes
and choosing materials that last, we try not to send too

|n

much to landfill.” This goal has also led the designers on a
search for 100% post-consumer recycled cladding material,

so far to no avail. “We were able to prototype some materials
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that were cheap, could take paint and could be machined,
but the problem was that they lacked the thermal properties
to withstand 40-50 degree temperature swings during the
day. We are still looking,” Dixon says, inviting any company
that has such a product to step forward.

While being named a designated supplier for McDonald's
building materials conceivably can provide access to
upwards of 31,000 restaurants, each franchise operator is
still allowed considerable decorating autonomy. That came
as a "big surprise” to the Lippincott Mercer team who
initially thought that all McDonald's restaurants were alike.
Actually, McDonald's offers franchisees a lot of latitude in
decorating as long as they stay within a flexible framework.
Hence, any design has to allow for details ranging from
floral wallpaper to brass lamps and old ship wheels. “The
operators drive this, so the hard assets—wall finish, colors,
flooring—had to be kept neutral and simple,” says Dixon.
“The future of multiunit branding is not to be cookie-cutter,
but to create identities that are recognizable, yet can be
customized to fit into the local context, whether that is by
regulations, local codes for looks, finishes or colors, or
just to be a good neighbor that fits into the community.”

McDonald's internal architecture and design team were
instrumental in helping Lippincott Mercer understand
regional needs. Carmona says, “We worked back and forth
with Lippincott Mercer because we had the experience
of building McDonald's restaurants in all parts of the U.S.,
and know the issues that develop regarding permitting
and municipalities.” Carmona’s team also worked closely
with the Owner Operator Leadership Group, particularly
the “Place” subgroup, keeping them apprised all along.

This ongoing collaboration resulted in a design that offers
both flexibility and uniformity and anticipates concerns
down the line. The result was widespread “buy-in" by man-
agement and operators even before construction on the
first prototype began. "I haven't heard any operators say
they didn't like it,” Carmona says.

The same goes for McDonald's customers who are finding
the contemporary look as refreshing as the new menu
offerings. The broad acceptance of McDonald's revitalized
brand has helped to accelerate the pace of the makeover.
Thousands of “reimaged” restaurant interiors have already
been completed in the U.S., with more new buildings and
retrofits underway so that McDonald's can live up to its goal

of staying forever young.
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The Quiz

Graphic Clichés

By its very definition, the word “cliché” means
hackneyed, overused and trite, but that doesn’t mean

that clichés do not serve a useful purpose. Graphic

clichés are rife with implied meaning. They are often

viewed as the embodiment of an industry, institution,
emotional value or point of view. They become a
visual shorthand language that is familiar and under-
stood by a culture and sometimes the whole world.
That’s why graphic clichés are a popular device with
editorial cartoonists who need to communicate complex
ideas succinctly in a single image. In the hands of

the right designer, graphic clichés can be twisted or
juxtaposed to become fresh and exciting, witty and
revealing, and even profound. Conversely, in the wrong
hands, they simply appear obvious and banal. It’s

all in the interpretation. First, it is important to recog-
nize a graphic cliché when you see one. See if you

can identify the meaning that people attach to these.




Match Them Up

_n. Savings

The solution
Demand note
Choice
Rejected idea
Liberty
Analytical

|

|

E-motion
Freedom
Don't forget
Love

Beat the clock
Capitalism
Genetics
Military

Look closer

|

|

|

|

|

You're late
Worldwide
Fresh
Protection
Idea
Authority
Energy
This way
Honor
On target

. Health

. Faithful

. Consumerism

|

|

|
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E
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L
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0.
P.
Q
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S
T
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V.
W.
X.
Y.
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. Genius
. Calculated risk
Swear words
. Quick fix
. Danger
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Case Study: Product Design

Oakley: An Eye
for Design

Oakley marches to its own
drummer, but it has gained such
a following that it looks like it
is leading the parade.

akley defies conventional beliefs about how to grow

a business, how to develop product line extensions, and

even how a corporate headquarters should look. But
for Oakley, it works. In 2006, the company recorded net sales of
$762 million, up 18% over the previous year. In the world of
athletics, its eyewear is considered de rigueur.

From the start, Oakley favored revolution over evolution. Founder
Jim Jannard was a 25-year-old pharmacy school dropout in 1975
when he pooled together $300 to form a company named after his
dog, Oakley, to market a better handgrip for motocross motor-
cycles. He made the grip from a new high-traction material he
called “Unobtanium" that shaped to the human hand.

The success of the grip spurred Jannard to look at what's
wrong with motorcycle goggles as well. Oakley ski goggles soon
followed and sunglasses a few years after that. The first prod-
ucts to incorporate lens geometry, Oakley eyewear provided
non-distortion lens qualities and precision craftsmanship that
high-performance athletes eagerly embraced.

The holder of more than 600 patents, Oakley still puts as
much emphasis on its futuristic technology as the look of its

rr

products. “’God is in the details,” says President Colin Baden,
quoting legendary architect Mies van der Rohe and claiming
Oakley's products are “invention wrapped in art.”

Describing Oakley’'s methodology, Baden says, “We look for
problems and we invent solutions from scratch. What we saw in
eyewear was that the active outdoor person was not able to
get glasses that functioned well in a given sport. We entered
the category because no one [i.e., competitors] cared about

optics.” Baden claims that Oakley eyewear is still unsurpassed.

PHOTOGRAPHY: COURTESY OF OAKLEY, INC.
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Case Study: Product Design

Invention Wrapped in Art

Time Tank Watch

Made with ultra-lightweight
titanium, this Swiss-made
chronograph has the ability to
measure cumulative time, inter-
mediate time and split time, from
1/10th second to 30 minutes.

Sponsored Athletes

Oakley sponsors top athletes

in its major sportswear categories
to show off its products in

action. At major snowboarding
events, thousands of fans witness
Olympic bronze medalist

JJ Thomas perform gravity-defying
feats, dressed in goggles and
outerwear from Oakley.

QOakley’s signature “O"
is integrated into the
look of all its products.

Thump MP3 Eyewear
The MP3 audio circuitry of Thump eyewear
is built right into the frame, eliminating
dangling wires. The wearer can pivot

the speakers to balance environmental
sounds with the digital music or flip

them up to carry on a conversation.

Crowbar Goggles
Designed to the
standards of profes-
sional athletes, these
goggles offer a wide
unobstructed field

of vision and have
vents on the front lens
to prevent fogging.

S.l. Assault Boots

Finding standard athletic

footwear inadequate for its needs,
the U.S. Elite Special Forces
asked Oakley to design a new type
of assault boot. Oakley came up
with a stylish boot with a 6-inch
ankle-stabilizing upper, wick liner
and high-traction outer sole

grip. The boot is now available

in a civilian version.




One-Piece Snow Suit
Using a science created
for astronauts, the Storm

One suit integrates mem-

brane technologies to
maintain waterproof yet
breathable barriers and
temperature control with

reversible heat storage.

O Pack
Functionality and fashion

come together in the O Pack,
a sturdy lightweight nylon
bag with external side pockets
for bottled water and internal
media pockets. Accents

of red on the two-color pack
add style, with the Oakley
“rolling O" logo dec-
orating the tabs
and clasps.

“I could put our glasses up against anybody'’s, and you would
see a superior point of difference. That difference is our juice.
We can walk into an account and say, ‘Look, you won't get
headaches when you wear these glasses. Once someone sees
and understands that, they are lifelong converts.”

To call Oakley an eyewear company, however, is to ignore
the eclectic range of its enterprises. “We are a design-driven
company,” says Baden. “We create things that interest us. When
you want to be a company at the forefront, you really can't go
into the marketplace and look at what is going on or ask people
what they want because all there is is what there is. We are
all about what is going to be.”

The shock of the new may leave some people uneasy, Baden
admits. But for Oakley, living outside your comfort zone is how
innovations come about. “The products that we think are the
‘next thing’, we call them 'talking to the people in the front row.’
They are the people who get our jokes and can turn around and
explain them to the people in the last row. Then everyone goes,
‘Oh, okay.” When our front-row athletes are wearing our glasses
strapped to the top of their heads, we sell thousands of them.”

Even without such tacit endorsements, Baden says that
Oakley would still be driven to explore new frontiers. Indeed,

Oakley's office—or “corporate interplanetary headquarters,” as

it is officially called—looks like a set from “Star Wars". Its
bunker-like exterior leads into an equally forbidding vault-like
lobby with a torpedo in a cradle on the floor and B-52 ejection
seats in the waiting area. The building was designed by Baden,
an architect before he was asked by Jannard to head Oakley's
design functions in 1996. Today Jannard and Baden are still
closely involved in the design process.

“Buildings can be a great vehicle for making a statement,”
Baden says. “When you come here as an employee, you feel
like part of the club. The culture drives the team. That com-
petitive fierceness drives the design features we make. If you
are a competitor, you sense that we put a lot of value in what
is going on in this place.”

What is going on is all of Oakley's design and research and
development—and the manufacturing of most of Oakley's
eyewear. More than three-quarters of the 417,000-square-foot
headquarters is devoted to manufacturing. Oakley invests
heavily in technology, not only in R&D and in the products, but
in the machines that make its products. Every machine was
created by the Oakley design department. Oakley builds its
own parts, invents programs to run cutting tools, and even

develops mold processes unheard of in the world of industrial
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manufacturing. “This is all to drive the quality of the prod-
uct,” Baden explains. “There are no machines on the planet
that can make our products the way we want them. We
are forced to make the machine that makes our products.”

Keeping all of Oakley's R&D and design work in one
place offers tremendous advantages, Baden believes.
“We use a lot of rapid prototyping equipment. [ am a firm
believer in sketching and hand models, but | also am
driven to get that into the digital world so we can really
craft the product and test its functionality.” While

Oakley's creative process may take months, once the

—wooden guitars, barbells, Elvis pictures—around for
inspiration and contemplation. “Our best products
haven't started as what they were intended,” says Baden.
“A pair of eyeglasses didn't start out as a pair of glasses.
It started as a blower on a drag racer. We constantly keep
it loose in that department so we have the opportunity
to discover something different.”

Perhaps because of that, Oakley has not shied away
from products that do not fit its flagship eyewear line.
Interestingly, a portion of Oakley's business comes from
making combat boots for the U.S. Special Forces. That

Interplanetary
Headquarters

“Star Wars"” meets
“Mad Max" at
Oakley's headquarters.
The cavernous fortress

office looks ready
for intergalactic battle,

with massive water-
tight steel doors

and towering metallic
walls studded with
oversized bolts. The
message to earth-
ling competitors is
that they don't stand
a chance.

came about because Oakley was pro-
viding protective M Frame eyewear
to the military, and the relationship led
Special Forces to ask Oakley to rein-
vent performance footwear for tactical
use. Until then, no one had built an
athletic variance for military footwear.
Today Oakley boots are standard
Special Forces issue. Oakley also now
offers footwear for civilians, as well
as leather bags and backpacks.

“Our brand has evolved successfully
by pursuing design at the highest level
to gain a competitive position,” says

Baden. “This creates a construct where

outcome is front-row stuff. It is not

design has been determined, the company can create a
model and prototype inhouse in less than a week.
This is radically different from how most companies

operate, Baden emphasizes. “There, you might draw a

pair of glasses, then go describe the drawing to a developer.

The developer rolls up your drawing and has your words
in his head. He gets on a plane and flies 14 hours to Asia,
where he meets with the head of a factory and tells him
what your company wants. His words are then relayed to
the factory design engineer. In three weeks, you might
get a prototype back from the factory, but that prototype
is an interpretation of what just three people thought

it should be. You can imagine the diminishing return on a
vision that started out really good. Here at Oakley, it is
constant evolution, dialog, visualization, modeling, proto-
typing, back and forth. You get a much better end product
and get it much faster.”

The R&D and design team keep many unusual objects

about market studies. That is not what we are about.”

At the same time, Oakley focuses heavily on appealing
to outdoor sports that have as their premise technical
performance—e.g., skiing, snowboarding, surfing, cycling,
extreme motorcross. For each of these markets, Oakley
offers a selection of products, including fashion apparel.
The brand has also expanded into precision performance
products such as watches and wearable electronics.

That does not mean that Oakley will stay contentedly
within the confines of these businesses. “The most disap-
pointing point [in the process] is when we launch our
product,” Baden admits. “It is over. It is all about the hunt,
the adrenaline rush. We need our highs. We are always
looking for the next thing.”

Perhaps Oakley's corporate profile sums it up best:
“With a corporate culture dedicated to purpose beyond
reason, Oakley blends science and art to redefine product

categories, rejecting the constraints of conventional ideas.”



Colin Baden
President

Oakley, Inc.
Foothill Ranch, CA
In the early 1990s,
Oakley founder

Jim Jannard was
searching for an
architect who
shared his vision of
creating a head-
quarters that would
match the uncon-
ventional spirit of
Oakley. He found
such a person in
Colin Baden, then

a partner at Lewis
Architects in Seattle.
In addition to
designing Oakley’s
headquarters,
Baden began advis-
ing the company

on product design
and development.
In 1996, he joined
Oakley as head

of design and in
1999 was promoted
to president.
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ILLUSTRATION: ELWOOD SMITH

Design Tips

Baby
Boomers
and Seven
Universal
Design
Principles

Consider this: Over the next 25 years, the number of people
over age 65 will more than double, and an estimated 20%
of the U.S. population will be in their so-called “golden
years.” In sheer numbers, the 77 million post-World War II
Baby Boomers, born between 1946 and 1964, represent a
sizeable consumer market—except now instead of hula hoops
and lava lamps, they are driving up demand for retirement
villages and hearing aids.

More design savvy than their parents, the Boomers are not
willing to settle for things that are functional but ugly. For
them, it is not a choice of “either/or.” They want sensible and
sexy, practical and pretty, safe and stylish. They are the first
generation to believe that elegant, intuitive product solutions
are not only possible, they are a basic consumer right.

For designers, a common misconception is that practicing
universal design requires compromising aesthetics or dealing
only with things like wheelchairs and hospital beds (although
both could use a makeover). In reality, products hailed as
innovative often represent the best examples of universal
design. They become classics because they never outlive their
usefulness and contemporary appeal. The seven principles,
developed by the Center for Universal Design, show that
universal design isn’t a specialized field. It is simply thought-
ful problem-solving through design.

1 . Make
» It Equal

Designers of mass-manu-
factured products tend to
design for the “norm,” which
in the U.S. is often for able-
bodied consumers about
30 years of age, around 5
foot 6 inches tall and not
overweight. Heaven help the
rest of us who are too short
or too tall, or handicapped
temporarily or permanently.
Universal design takes
into consideration the needs
of people of all ages, sizes,
and physical and cognitive
ability. If that is not possible
in a single design, it presents
equivalent alternatives, like
wheelchair street curb ramps.

. Minimize

s Physical Effort

For a person with severe
arthritis, the simple task of
turning a doorknob can be
painful, which is why so many
new homes incorporate lever
door handles that require

less range of motion. When



designing for the frail or
elderly, the fatigue factor is
an important consideration.
Household products that
allow users to maintain a
neutral body position, mini-
mize repetitive actions and
reduce the need for sus-
tained physical effort make

performing chores more

enjoyable and comfortable.

3 . Provide
» Adequate

Size and Space

Public buildings have rules
and regulations on handi-
capped access, something
sorely lacking in private
homes. Safety-proofing a
bathroom, for example, is of
little use if the wheelchair
can't fit through the doorway.
A key principle of universal
design is making sure that
appropriate size and space
is provided for approach,
reach, manipulation and use
regardless of the user's body
size, posture or mobility.
That demands providing a
clear line of sight from
either a seated or standing
position and ample room

for assistive devices.

. Keep It Simple
» and Intuitive

User-friendly applies to more
than computer software.
Users should not have to read
instructions to learn how

to remove a bottle cap, but
that is sometimes the case.
Effective design makes things
more intuitive. It eliminates
unnecessary complexity and
arranges information by
importance and/or sequence
of use. It makes things easy
to understand regardless

of the user's experience,
knowledge, language skills

and cognitive ability.

. Allow for
» Flexible Use

Left-handed people know
that the world was designed
for right-handed people.
That doesn't have to be the
case. Universal design
accommodates a wide range
of individual preferences

and abilities. It can facilitate

the user’s accuracy and
precision and adapt to the
user’s pace. For people with
diminished strength and
agility, the kitchen and bath-
room are often the scariest
rooms in the house. Pull-out
shelves, countertops with
recessed space to accom-
modate a seated person can
make cooking more enjoy-
able for people with limited
range of motion. Adjustable
showerheads, offset water
controls that can be easily
reached from outside the
tub, bench shower seating

and grab bars offer ways

to improve bathroom safety.

6 » Make

Information
Perceptible

Well-designed products
communicate necessary
information clearly to the
user, regardless of ambient
conditions or the user's
sensory abilities. For people
with impaired hearing or
vision, using multiple modes
—pictures, sound, touch—to
present essential informa-

tion can alleviate frustration.

, Build In
s Error Tolerance

Safety barriers can be
designed into household
objects to help people who
have difficulty remembering
or comprehending or have
problems with balance and
coordination. Good design
can minimize the adverse
consequences of unintended
actions by isolating or
shielding hazardous elements
and arranging elements
according to most frequent
use or sequential steps to

complete a task.

Doorbells and kitchen timers
can be made to flash a light
as well as chime. Distinctive
use of color and tactile mark-
ers can help people judge
the depth of a stair, find their
way down a dim hallway,

or see the edge of a counter-
top. Of course, legible type
on a glare-free surface is
essential, whether reading
a magazine or instructions

on a frozen food box.
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Minda Gralnek
VP/Creative Director
Target Corp.,
Minneapolis, MN
Minda Gralnek joined
Target as a creative
director in 1990 and
assumed her current
position in 2002.

She is responsible for
Target's advertising,
branding, marketing,
packaging and in-store
communications.

Deborah Adler
ClearRx Creator and

Principal Designer

New York, NY

Deborah Adler designed
her revolutionary
prescription bottle for
her masters project

at the School of

Visual Arts. She is now
a senior designer

at Milton Glaser, Inc.

Case Study: Package Design

Clarity Is

the Best Medicine

A well-designed pill bottle may not cure diseases,

but it can save lives. Target’s Clear Rx" packaging

system, designed by School of Visual Arts masters

student Deborah Adler, offers just such a break-

through in prescription packaging.

he pharmaceutical industry often talks

about addressing “unmet medical

needs,” but it invariably means discov-
ering new drugs, not redesigning the package in
which they are sold. In fact, the familiar round
amber-colored pill bottle has remained virtually
unchanged since the end of World War I,
except for a switch to child-proof caps in the
1970s. It took a design student named Deborah
Adler at the School of Visual Arts in New York
City to question why this had to be the case.

As part of a two-year masters program,
chaired by Steven Heller and Lita Talarico, Adler
was charged with developing a product from
scratch for a “Designer as Author” course. “lt is
about authorship and owning your own stuff,”
explains Adler. The thesis assignment required
going through all the steps of designing a product
and taking it to market, including writing a
business plan and researching manufacturability.
Adler recalls that while she was mulling

over “a whole bunch of thesis ideas,” her dad
happened to mention that her grandmother
had accidentally taken her grandfather's
medication. Looking at the nearly identical
pill bottles, she could see how easily such
a mistake could be made, especially since her
grandparents, Helen and Herman Adler,

had similar starting names and were on the

same medication but at different doses. The
potential for tragedy was chilling to consider.

“| realized that my grandparents were not
alone in their confusion,” Adler says, “and |
thought maybe I'd redesign the medicine bottle
for my masters thesis.”

Redoing a pill bottle for a design assignment

was not a particularly glamorous undertaking,

which some of
Overdose:

25-34 year olds
are more likely to
take more than the

Adler's teachers
pointed out when
they asked her if

this was truly

recommended what she wanted
amount of to do. It was.
medication, As Adler began
compared deconstructing
to adults the standard
aged 45 prescription drug
and older. bottle, she

became acutely

aware that it is rife with problems. “The largest
type on the label is the drugstore logo,” she
points out. “The name of the drug often is
tucked at the bottom of the label—that's a pretty
important piece of information.”

Also, numbers are often printed on the label
without explanation of what they mean. Crucial

warning stickers are slapped on haphazardly,

PHOTOGRAPH: DON FARRALL/GETTY IMAGES
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Case Study: Package Design

Cap on Bottom

Standing the bottle on its
cap optimized flat space
for print and allowed the
label to be wrapped over
the top from a single piece
of paper. This reduced
paper waste and made it
easier for pharmacists to
attach labels. The larger
size cap has also helped to
improve grip for people
with arthritis.

Target A Guest
AMOXICILLIN 500MG
Copsule___ GeneiclocAnod
Take one capsule by

mouth three times
daily for 10 days
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Colored Rings
Adler’s design called for color-coded labels so each
household member could easily spot his/her own medicine,
but inventory and handling issues made this impractical.

A system of six colored rubber rings was substituted.

Target Red

Target reinforced its brand
identity by using its signature
red for the bottle, instead of
the standard amber color.

The transparent red is equally
effective in protecting light-
sensitive pills and showing
how many pills are left inside.
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Flat Surface

The tapered bottle forms
two flat-sided surfaces
for print, making it easier
to read information
without rotating the bottle
or turning it on its side.
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Renewal Information

All information needed to renew the prescription

dsip
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(phone number, prescription number, pharmacy
address) is organized below the second bold
line. The Target logo and name are called out
prominently in Target red.
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Information Hierarchy

Adler organized information so
that the most important facts
appear above a bold horizontal
line. Secondary information—

name, expiration date, manu-
facturer—appears below.
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Pull-Out Card
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quantity inside, refill status, doctor
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Tucked securely on the back of the bottle in a per-
manent sleeve, an information card summarizes
the most common uses and side effects associated
with the medication. The card is ideal for quick
reference and printed in reader-friendly fonts.
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Dosage Instructions Warning lcons
To minimize the possibility of taking Adler collaborated with her
the wrong medication or dosage, new boss Milton Glaser

Adler placed key details above the
bold horizontal line. Big sans serif

to create a set of 25 warning
icons to replace the more

type and generous line leading
make it easier for users to read
instructions for taking the drug.

obtuse standard symbols.
Instead of the typical stickers
slapped onto pill bottles,
Clear Rx’s warnings are neatly
listed on the back label.
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Medication Name

The all-important drug name
and strength are prominently
shown in bold type on the
front label and highlighted
in blue for greater visibility.
The information is also
repeated on top to make it
easier to spot if the bottle

is kept in a drawer.

Liquid
Medication
An oral syringe
attached to

bottles of liquid —wsmantuer
. . sawp 2.3 Yanow Aq
medication makes Injucodses) 2o ael

oY %5

. . R
measuring easier @8 Sisisei Nivipixowy
and cleaner while
reducing the risk
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of dosing errors.

T VAL ",
:,wfm‘;?ﬂ"ggsw 193 ONONE Mm!ma,,‘
e :
D@V ey

SN oo s g
INF

PHOTOGRAPHY: COURTESY OF TARGET CORP.

NSSi@

3

29



I B B

30

Case Study: Package Design

sometimes covering part of the label, or are applied vertically
to the bottle. What's more, these stickers are frequently
printed black type on red paper or orange against the amber
bottle, making readability even harder. Then, if you could
read it at all, it may say something like,”Do not take with
nitrate,” leaving many to puzzle out what constitutes a nitrate.
“I know these things seem obvious, but you have to
dumb yourself down to figure out all the problems,” says
Adler, rattling off the several points that came to her
immediate attention. It wasn't just information on the bottle
that struck her as a problem, but the shape of the bottle
too. The round shape of the bottle “makes it hard to read on
a curve,” Adler points out. “You have to rotate the bottle in
a circle to get all the information.”
Adler noticed other glaring flaws as well. The informa-
tion sheet included with the medication is “a designer's
nightmare,” she says. “Typographically, there are issues of

leading, kerning and line length. The average line length

that people are willing to
Regional Unease:

Survey respondents
in the Northeast are
least likely to feel
extremely comfort-
able talking to their

read is about nine to 10
words; your eyes get tired
after that. The type on a
typical information sheet
is more than double the

length. No one would want

pharmacist to read that. Nine out of 10
than any times the information sheet
other ends up in the trash can.”
region in Tapping into existing
the United research on how people
States. process information, Adler

also learned that if 10

people were asked to list items in order of importance, 40%
would put the first four in the same order. She kept this
in mind when she gathered plexi tubing, plexi sheets and
dollhouse brackets and set about constructing a prototype
bottle and label. She decided to divide the front label
information into primary and secondary levels, with critical
information above a black horizontal line and less important
facts below. She reserved the flat backside for warning
labels, with a grooved slot to hold a succinctly written and
less jargon-filled information card. To allow people in the
same household to identify their medication on sight, she
came up with a color-coding system—for instance, green

for grandma, yellow for grandpa.

Adler’s next step was to

Informed Women: find out if her bottle design

Women are could be commercially made.
more likely She tracked down a small
than men manufacturing plant. “I got
to consult passed from person to
with their person until | ended up with

pharmacists the actual plant manager,”

about how best to
take medication.

she says. “He was very

enthusiastic and also shed a

lot of light on the industry.”

Adler explains, “l was thinking beyond school. | would
talk to people at the plant to find out what it takes to make a
mold. How much it would cost, whether a plant had to buy
new machinery or could work with existing molds.” The new
type of prescription label also was an innovation that
required investigation.

By the time Adler completed her school project, she says,
“I knew what | had was better than what existed. Once |
realized that, | thought | should protect it by getting a patent
for my design. | took a drive with my husband to Washington
and met with the National Council on Patient Information
and Education and the Federal Drug Administration.”

At that point, Adler’s prototype could have languished
in obscurity had it not been for what she describes as
an “aligning of the stars.” After graduating from SVA, she
landed a job in the studio of her mentor, Milton Glaser.

He proudly showed Adler’s pill bottle to his friend, designer
Ann Willoughby, who was then co-chairing the AIGA Gain
conference and in touch with Minda Gralnek, creative director

for Target. Gralnek recalls, “Ann called to say she had seen a

great project from a design

student and said that person Common Mistake:
wanted to talk to someone at Nearly six out of 10
Target. Would | be interested adults in the

in talking with her? | said, United States

‘Sure, have her call me.’ | was have taken

planning a trip to New York prescription

anyway and thought I'd love medication

to visit Milton Glaser's studio incorrectly.

and meet Deborah.”

As it happened, Gralnek invited along a Target colleague
working on strategic alliances. As soon as the two saw the
design, they knew it was right for them. “I just looked at the

r

label and said, "Wow, we should do this,”” Gralnek remembers.



A few weeks later, Adler, accompanied by Glaser for
support, was on her way to Target's Minneapolis headquarters
to meet with company executives. Convinced that Target
customers would welcome the new packaging, Target took the
unusual step of fast-tracking the changeover and assigned
a 100-person Target team to make it happen quickly. Target
also brought on industrial designer Klaus Rosberg of Sonic
to work out manufacturing details.

“It took us less than a year to introduce the new packaging,

which is pretty amazing,”
Gender Difference:

Men are less likely
to read their pre-
scription information
sheet than
women. They

says Gralnek. Target boldly
designated Adler the principal
designer, making her an
integral part of the develop-
ment process.

“It could have gone in a

are also more totally different way,” Adler

likely to make
medication
errors.

recognizes. “They could
have taken my idea and said,

‘See you later,” but they

didn't. They valued me. It was

a huge collaborative effort. | worked closely with people to
make sure that the label that | designed in Illustrator could be
translated into a major software system that pharmacists
could use. | worked with bottle and label manufacturers,
and with the marketing team to make sure they told the
story. Target also had to train the pharmacists who were
at the front line."

The final prescription drug bottle remained largely true
to Adler's initial concept, except for the shape of the bottle,
which originally had a wider curved front and flat back,
requiring a semi-circle cap. The need to redesign the child-
safety cap and get it through regulatory approvals, a process
that would have taken about seven years, forced Target to
look for an alternate cap solution. Creating a wedge-shaped
bottle with the cap upside down remedied that problem.

Adler's prototype also featured a clear bottle, which
had to be changed to a darker shade since some medicines
are light-sensitive. Target chose to go with its brand color,
red, instead of the traditional amber. The color-coding
system also had to be changed from the proposed colored
paper, which would have created an inventory headache,
to colored rubber rings.

The one thing that Target didn't have to change was the
name of the pharmacy that Adler had applied to her proto-

type. Long before her affiliation with Target, Adler had chosen
Target as the hypothetical brand name on her prototype.

"I thought Target would be an excellent platform for my
idea,” she explains. “They have pharmacies. They are com-
mitted to their consumers and have a strong sense of social
responsibility, and they are committed to excellent design.

It is the core of their brand proposition. | knew they would be
more willing to take this sort of risk than other pharmacies.”

For Gralnek, the project also “proves that design isn't just
objects that are pleasing to the eyes. They are products,
processes and experiences. That is what design is at Target.”

The breakthrough nature of Adler’s prescription pill
bottle is winning accolades, not just from Target customers

but from U.S. Surgeon General Richard H. Carmona,

who hailed it as “an important
Avoidance:

31% of
surveyed

step in improving the health

literacy of all Americans.”
Target is continuing to

work closely with Adler and adults rarely

Glaser to broaden the Clear or never
read the

prescription

Rx prescription packaging

system. A follow-on to the

original pill bottle is a liquid . .
gihal p A information sheet

dispenser with a spill-proof ————
guage is standard
and doesn't seem to
differ. 15% say it's
too wordy; 14% say
it's overwhelming;
1% say it's complex;
and 10% say it's
incomprehensible!

syringe to measure out the
exact dosage needed. Adler
and Milton Glaser's studio
have also designed a set of
25 easy-to-understand warn-
ing icons to go on the back of
Clear Rx bottles.

Adler gratefully acknowl-

edges Glaser's support. From

early on, Glaser recognized

that Adler’s pill bottle was far more than a clever design
done by a smart student. It did what good design does
best—offer a solid solution to an existing problem. The
value Glaser placed on Adler’s bottle design came through
to her in a remark he made shortly after she joined his
studio. “We were riding in a cab on one of my first days on
the job, and Milton said to me 'I'd really like to see this
happen in my lifetime."” Fortunately it did.

And, oh, yes, Adler aced her class.

Inset boxes cite data from a nationwide survey conducted by Harris
Interactive in 2004 for Target.
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Business and Design Classic

The
Shopping
Cart

An example of how one spectacular
invention can prompt another is the
supermarket shopping cart. By the
mid-1930s, private automobiles and
home refrigerators had become
commonplace, giving consumers the
means and the ability to buy more
groceries at well-stocked self-service
supermarkets proliferating across the
country. Problem was that customers
usually restricted their shopping to

what they could comfortably place in
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their hand-held baskets; when it grew
too heavy, they tended to stop.

One day in 1936 Sylvan Goldman,
owner of the Standard/Piggly Wiggly
supermarket chain in Oklahoma,
contemplated the dilemma while idly
staring across his office at two fold-
ing chairs. Then it hit him. By putting
a basket on the seat and wheels on
the legs, he could form a rolling cart
—better yet, why not make it two
baskets. Working with mechanic Fred
Young, Goldman fashioned a metal
frame with caster wheels supporting
two wire baskets.

It was ingenious, but women initially
shunned it because it reminded them

of baby carriages, and men refused to

Uy,
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use it lest they appear effeminate.
Undeterred, Goldman secretly hired
a few men and women to “demon-
strate” how convenient it was to shop
using the carts. His marketing ploy
worked. Merchants across the nation
saw it as a way to increase sales.
Goldman formed the Folding Basket
Carrier Company, later issuing
improved models with nesting capa-
bilities and built-in child seats. Soon,
checkout counters and aisle layouts
of supermarkets everywhere were
being redesigned to accommodate
shopping carts. In 1940, the Saturday
Evening Post touted Goldman's
invention as “the cart that changed
the world.” Indeed, it did.

PHOTOGRAPH: RUBBERBALL PRODUCTIONS/GETTY IMAGES
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REGISTER NOW FOR THIS YEAR’'S

BUSINESS & DESIGN

CONFERENCE

DE YOUNG MUSEUM, SAN FRANCISCO

What makes a successful design project? The nation’s leading corporate
and design experts share their views and provide candid, real-life
examples of what worked and what didn't at the second annual
@Issue Business and Design Conference, offered by Corporate Design
Foundation. Special next-day option: An exclusive “behind-the-scenes”
tour of Pixar Animation Studios. Go to for details.
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Sappi Fine Paper North America
Sappi Fine Paper offers the
world's broadest and finest choice
of coated printing papers. Sappi
brands—including McCoy?®,
Lustro® Opus®and Somerset®—
are known for keeping pace with
the quality demands of advanced
printing technology. A favorite
choice of corporations, publishers,
advertisers and direct mail
marketers, Sappi papers are
frequently specified for corporate
annual reports, magazines, pre-
mium catalogs, advertising
inserts and fine art books. Sappi
is certified under the Sustainable
Forestry Initiative (SFI), Forest
Stewardship Council (FSC),

ISO 9001 and ISO 14001. Sappi
is committed to promoting a
better understanding of design
in business through sponsorship
of numerous industry-relevant
programs.

www.sappi.com

Paper

Printed on McCoy® Gloss Cover
100Ib/270gsm and McCoy® Silk
Text 100lb/148gsm.

Corporate Design Foundation
Corporate Design Foundation

is a nonprofit educational and
research organization whose
mission is to improve the quality
of life and the effectiveness

of organizations through design.
It conducts research, develops
teaching material and collabo-
rates with business school faculty
to introduce product design,
communication design and office
design into the business school
curriculum. The Foundation

also works with faculty and
students from business, design
and at least one other discipline
to introduce interdisciplinary
courses. The Foundation conducts
conferences, workshops, and
participates in other educational
programs about the role of design
in business success.

www.cdf.org

Williamson Printing

A consistent award-winner in
major printing competitions,
Williamson Printing in Dallas
offers unsurpassed full-service
printing capabilities for projects
of all types and sizes. It is known
for innovation and excellence

in prepress, sheet-fed, web and
digital printing, and is equipped
to handle both complex and
simple bindery and mailing
assignments. A strong proponent
of environmental responsibility,
Williamson Printing has earned
certification from the Sustainable
Forestry Initiative (SFI), Forest
Stewardship Council (FSC),

ISO 9001 and ISO 14001.

www.twpc.com
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