The Firm

Adam Rozum Design (ARD) is an international graphic design studio offering
a full range of design services, from posters and publications to interactive
presentations. A significant body of its work includes logos and visual
identity programs.
ARD maintains offices in Syracuse, New York, USA,
and Chetumal, Quintana Roo, Mexico.

A Different Book

One summer day in 2006 I was organizing my portfolio, getting ready for a
presentation. I grouped my portfolio items by categories: brochures here,
printouts of the websites there. Finally, I gathered all the logo and identity
projects. I looked at my logos and realized that over the years I had created
a large body of work and had accumulated a lot of experience in this highly
specialized and difficult design field. In my studio, I had worked with many
design interns from various design universities and colleges, and realized
that they could benefit from the methods of design I developed over the
years. That’s when I first got the idea of writing this book.
LOGOS presents designs by one designer only and it describes how the type
of client, the amount of input or the nature of a challenge can differ from
case to case. It also illustrates a particular, even if subjective, process of
designing an award-winning logo.
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One More Good Logo Designer

I grew up in communist Poland during the late 60s and 70s. I was often
fascinated with packaging, publications, and logos from the other side of
the “Iron Curtain.” These colorful designs stood in sharp contrast with the
uniform, colorless packaging and marks produced at that time in Poland.
There were many talented designers in Poland in the 60s and 70s. After all,
before the second World War, Poland was one of the leaders in commercial
design in Europe. Artist and art theorists like painter Władysław Strzeminski
or constructivist sculptor Katarzyna Kobro were applying and contributing
to what was taught in the German Bauhaus, or professed by the Dutch
movement De Stijl. Also, as a result of Poland’s geographical proximity to
Russia and a common Slavic heritage, polish artists and designers of the
pre-World War II era had strong ties with the Russian/Soviet avant-garde
movement. After the second World War, however, in communist Poland the
majority of enterprises were state-owned, and there was therefore no need
for competition. As a result, there was no need for creativity in commercial
design. The tradition of world-class design was there, but the opportunities
to design well were scarce.
There was one enclave of design, however, that flourished in the 60s, 70s
and 80s in communist Poland. It was the field of movie and theater poster
design1. Created by artists like Jan Lenica, Henryk Tomaszewski or Jan
Młodozeniec, to name just a few, Polish artistic poster art was praised
around the world, winning numerous international awards. Its style was
highly artistic, and it almost always used a single idea, an intellectual
shortcut to convey its core message to the viewer clearly and quickly. In a
sense, it was doing what a logo ought to do. I was charmed and influenced
by this form of expression and communication.
Wspolczesny Plakat Polski byJanina Fijałkowska. Publisher: Arkady, Warszawa 1974.

1

There were stores in Poland with merchandise from other, non-communist
countries. In those stores one could see packaging, advertisements, point-ofpurchases (POPs), and more for Levis, Wrangler, Marlboro, Camel, Winston,
Coca Cola, Pepsi Cola, Rolex, Mont Blanc, etc. The merchandise was
expensive. Few Poles could afford it, but everyone could enjoy the designs.
I had been exposed to graphic arts all my life. My father had a small graphic
design shop and he was quite good, especially in typography, which is an art
form in itself. I started designing when I was ten. Most of the designs were
for fictitious firms and brands. I was trying to capture what I thought was the
flavor of the part of the world from the other side of the “Iron Curtain.”
In November, 1982, I left Poland to live in the United States. The reason?
During the days of protest against communism I was lucky to be employed
by the Solidarity headquarters. My position there was to design publications
and information materials such as pamphlets and posters. The experience
was great. I had the freedom to design with only one requirement – to make
the information clear and make it “quick.” We were not in a position to
waste our limited resources. I had to inform and educate people in the most
efficient way. As a result of my Solidarity involvement, the authorities gave
me a passport and the “advice” to leave the country. I accepted.
In the Solidarity days I learned how information and commercial design,
besides being a form of art, must fulfill its core purpose: It must convince a
person to act – buy a product, inform a worker, or get a person to a theater.
When I arrived in the U.S., my long-held vision of the dream design world
was shattered. The U.S. is naturally saturated with thousands of enterprises,
large and small. Each needs some type of marketing, design and, especially,
a logo. Over the years living in the U.S., I have seen thousands of logos,
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but only a few good ones. I realized that back in Poland I had only been
exposed to some top-shelf brands from the West sold in special stores for
a few privileged Poles.
I realized then that the United States could use one more good logo designer and here I was.
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“In the beginning was the word.”

Whatever your philosophical or religious associations with that phrase,
you can’t deny it’s a powerful way to start a story!
When you’re considering the topic of a logo as it applies to a business mark
or identifier, that phrase couldn’t be more apt.
The word, “logo,” or, more properly, “logos”, comes from the Greek term
“lego,” meaning “I say.” It had its origins in a word that was variously
interpreted as a “ground, plea, opinion, expectation, word, speech, account
or reason.”
While that may sound like a wide range of meanings, each of those
meanings is spot-on when the topic is a corporate identity mark.
“Word” is probably the most common understanding of the Greek “logo(s).”
Our modern understanding of “logo” is the single image which represents
all the blocks or units that make up the organization or individual it
stands for. Today we understand a logo as a simple, concise, and highly
identifiable image, word, or some combination of these that conveys a
world of meaning to the viewer; typically, everything that a company
or product is, stands for, and embodies: its quality, price, value(s) and
organizing principles.
An early use of a “logo” or “mark” was a cartouche (in ancient Egypt,
a series of symbols enclosed in an underscored oval) that represented the
name of a Pharaoh or other official or noble person. Later, a king or one of
his representatives – and they alone – would possess a ring with his
symbol on it which could be pressed into hot wax to seal a document,
rendering it authentic.

Most historians of graphic art will credit Bass with the first “modern” logo –
a simple red triangle and script font – that was created in 1876. Since then,
logo creation has been an important part of most corporate marketing and
advertising. Companies desperately want us to see a particular symbol, know
immediately what product or products it stands for, and to have positive
associations with that symbol and what it represents.
But first, let’s spend a little time considering that original Greek term, λέγω
(lego) and its various meanings. Each meaning informs us about the power of
the simple little “logo.”
I say: When a logo is created, the company and the logo designer, are
attempting to “say” everything you need to know about what the company is,
what it does, and what it means to us, the consumers. The image might be a
simple graphic swoop, but what is being “said” might really be something like
this: “High quality, expensive, state-of-the-art sports footwear that will make
you look like a good athlete who takes sports seriously and can afford pricey
athletic shoes.”
A ground or plea: This meaning relates to “grounds” for an action, or “plea”
in a legal proceeding. It’s a statement of a case. A modern logo makes the
case for the company by simply being there – and being readily identified.
When you see the Coca Cola script, you – and everyone who’s used its
products since 1886 – know that you’re going to get a reliably tasty
“soft” (as in, not alcoholic) beverage.
Opinion or expectation: This is probably the meaning of “logo” closest to
a modern marketer’s heart. It’s a corporate dream, and demand, that when
a consumer sees its corporate “mark,” “logo” or “identity,” they’ll already
have an opinion formed about it, and an expectation of its quality and value.
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Companies go to extreme lengths to make sure we have a good opinion of
them and their products, and that we have a firm set of expectations when we
see a particular logo on a product. You know before you enter the restaurant
what you’re going to get when you see the McDonald’s® arches, just as you
can count on a Cartier watch to be classic, elegant, and expensive!
Word or speech: Words and speech convey ideas. They’re what we use to
communicate our thoughts, impressions, needs and values. A good logo will
speak to the viewer, and communicate in one simple glance all that a company
works so hard to make it stand for.
Account or reason: This is the “why” of the word. Heraclitus, in the fifth
century BC, used “lego” as a term for a principle of order and knowledge.
Why do I want this product versus that one? Why will I spend more to get a
particular name on my shirt, or car, or pen? Not only is the logo speaking for a
company, but it’s also speaking for me, as a consumer. It tells the world what
my choices, hence value, taste, income level, and style are.
All of this should make quite clear why the design of a logo is so vitally
important. The logo must visually match the information – factual, emotional,
and sensory – that the organization wants to convey to its consumer. For a
marketing-aware organization, its logo is literally the first, and last, word –
the word that says it all.
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The Challenge

Logo design may be one of the most challenging areas in graphic design,
thus making it the most difficult to perfect.
An effective logo should:
1. Be unique in order to prevent confusion with other logos
among consumers.
2. Be functional (can be used in many different contexts while
retaining its integrity).
3. Be effective whether reproduced small or large.
4. Work in “full-color” as well as in two-color presentation (black and
white), spot color, or halftone because, most likely, it will be used in
different media.
5. Display basic design principles (space, color, form and clarity).
6. Represent the brand/company appropriately.
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Look for the Core

A few years back, I had a summer intern work in my studio. She was a
graphic design student at Syracuse University. I decided to incorporate
her in my work on an identity package for Roth Steel, a Syracuse, New
York company that buys scrap metal, old machinery, cars, cranes, etc. I
asked my intern to provide a few ideas for the logo. I was very curious as
to how she would approach the assignment.
My intern was serious about her work. She immediately began
downloading images of rusty metal, old cars, and machinery from the
Internet. In a few hours various “metal” solutions and font treatments
appeared on her screen. At the end of the day, she showed me fifteen
graphic treatments. Unfortunately, each treatment represented the same
idea executed in a different style.
We talked about her designs the next morning. Actually, I talked and she
listened. I informed her that I simply tested her approach to this design.
I explained to her how to properly begin an identity design process.
Know your clients! Let them describe their business, production, goals,
and most importantly, the image they want to communicate to their
audience or clients.
Before beginning to work on the logo, I had a long meeting with the
management of Roth Steel. We toured their plant. Back in their offices,
I learned about the history of this family-owned business. As we talked,
I noticed that they viewed themselves not only as a company that buys
and sells scrap metal, but also as a recycling enterprise contributing to
a cleaner environment. It appeared to me that the recycling and clean
environment aspect was the key to this design.

Perhaps I was guilty of not sharing the content of my client meeting with
the intern, but I was testing her, expecting that she would ask questions
about input from Roth Steel. Later, I redeemed myself by explaining to her
the whole process.
The above story illustrates that what a company does or manufactures
is not necessarily the primary information that their logo needs to
communicate. It may need to illustrate the firm’s particular culture or
ideology. The story also shows the historical shifts in what people value
most. Environmental issues, being perceived as “green,” are currently of
great importance to many. It is important to listen to your client and hear
what they really mean, not necessarily what they verbalize.
This book shows logo samples that I designed for a variety of enterprises.
It illustrates that each input or challenge is different. The client can give
little input or try to take total control of the project (not good!). The end
result, however, should be a simple work of art that communicates for the
client two basic ideas: “This is who I am, this is what I believe.”
Technology changes quickly. Today’s designer must consider the multitude
of uses of his design in new media. Some logos are printed, some are
only used on a computer screen. Logos may incorporate sound or
animation. However, the main function is the same: the logo communicates what is important for a firm, brand or product. The impact of
technology also affects the tools we use to design logos – new software
and faster computers – but the idea is not generated by a computer. It
originates in the designer’s mind.
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There are three parties influencing the final shape of any commercial design:
the client, the designer, and the audience.
Good design cannot be created without a client who gives solid input. Good
design can not be created without a talented and knowledgeable artist. No
design is good if the message is not understood by the audience.
Today, more than ever, clients and designers must be aware of the fact that
what is acceptable or desirable locally may be offensive or misunderstood
abroad. We live in a global community. Thanks to the Internet, information is
global. Travel is easier and faster than ever; Products, services, production
and design cross all borders and continents.
The aim of this book is to share with students, teachers and fellow
designers my experiences in, and my methods of, creating effective and
award-winning logos. If this book helps students and designers in their
efforts, my goal has been achieved.

Final, client-approved logo design for Roth Steel.
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Methodology – The “How” of a Logo

I wish I could tell you that there is a simple, step-by-step method for “how
to create a great logo.” But if there is, I haven’t found it. Each logo demands
that you find it in its own way. But what I can share with you are the tools and
techniques I’ve found useful each time I approach a logo-designing challenge.
When starting to design a logo, it’s always helpful to remember what a logo is.
A logo is a condensed piece of art that is both form and function, image
and story.
It is shorthand for everything an organization represents.
The logo is often part of a larger package of marketing work for a company
(an “identity”), and for me, as a logo designer, it’s the cornerstone, without
which other marketing efforts might be useful, but not nearly as impactful.
Imagine an ad campaign in which customers have instant recognition of a
brand when they see it.

So, as a logo designer, you need to be able to command a wide range of tools,
materials, palettes and options, and be able select, reject, and use them
intelligently.
Tool 1: Trends and fashions. Colors, print and photographic styles, even
buzzwords and news stories. A logo designer needs to know what’s new,
what’s hot, what’s fading and what’s been done to death. It may or may not
be useful to you and your client to reflect the latest trends – there may be a
reason for you to use something trendy. If your client sells solar panels, for
example, and right now “green” is trending hot, it may make sense to go with
that trend to capitalize on how aware everyone is of all things environmental
– or you may want to go exactly against type and do something very different
to make you stand out. Either way, you need to be very aware of the world
around you and what people are saying and doing.
Tool 2: What you learn from your clients. I can’t say enough about this.
Every logo design begins with a client discussion - sometimes one,
sometimes many: as many as it takes to get the story.

A logo also has to be designed with repurposing in mind - it has to be readily
adaptable to a variety of media: billboards, letterheads, television spots,
magazines, business cards, and so on, without losing its effectiveness or
appeal. Some marketing specialists even go so far as to say that it doesn’t
matter what a logo looks like as long as it’s used consistently across all media.
Although as a logo designer I am not in a full agreement with this view, it is
certainly true that consistency is key in creating brand awareness.

Understand your clients. What is it they want to communicate to their
customers or public? What are they not saying but telling you by the way they
act, dress, talk, and otherwise conduct themselves that portrays their values
and attitudes? What do they get excited about when they talk, and what do
they pass over without much interest?

What all that means is - creating an effective logo can be extremely
challenging. Logo design is widely considered to be one of the most difficult
graphic design fields.

One very important aspect of client discussions is what I call their “vocabulary.”
Every client has one. In the LiveU case study (see page 26), one of the clues
to the final design was listening to, and really hearing, the words the client
frequently used: “curved paths,” and “paths crossing.” They weren’t using
these expressions in a visual sense. For them, these were conceptual
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ideas about how their organization worked. Words and expressions like these,
when used frequently, and even more so when used among client groups
almost as a “private language,” can be a real clue to how they privately “see”
themselves. My job, as a logo designer, is to turn that self-concept into a
visual reality as a logo that reflects back to them their inner or core selfconcept. When they see such a logo, it will not only excite and satisfy them,
but it will also work for the public as a real representation of who they are
and what they stand for. To know my clients, I need to learn their vocabulary.
To learn their vocabulary, I need to listen to them carefully and thoughtfully.
Some clients will have a great deal of input, and might even show you what
they think they want. Others may have little to say, and offer you little or no
guidance. Either way, my job is to listen respectfully and carefully, and keep
digging until I get the information I need to move forward.
I try to talk to as many employees and decision makers at my client’s
organizations as possible. And I try to listen deeply, with all my senses,
sometimes even surprising them by hearing, and feeding back to them,
what they meant, but couldn’t articulate.
Tool 3: Additional Research: Learn about the industry, the client’s
competition, the client’s history and future plans, or anything else that might
seem relevant to this particular client’s situation. This will provide you with
the context in which the logo will have to function. It may be tied to the
firm’s history, or make a break from it. For example, “Kentucky Fried Chicken”
changed its name and part of its logo to “KFC.” The reason was based on the
public perception that fried foods were unhealthy. KFC broke the tradition
for a good reason. There may be a wealth of value in a firm’s history. If a
particular firm has been in existence for many years, there is a good reason
behind it. Most likely, it is the quality of its product or service, or client loyalty.
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In such cases it may be wise to retain the logo’s visual connection to
the past.
Finally, with my tools prepared, it’s time to go to work to find a solution.
Many creative people will tell you that the solution, the story, the painting,
the work, seemed to spring “effortlessly” from some creative unconscious.
While this may seem to be true, that creative burst is really the result of many
hours of thought, research, questioning, talking, listening, learning, comparing
and evaluating. If you’ve done all that, when you actually begin to work, the
answer can often seem obvious, clear and singular.
I now begin to sketch, adding and subtracting elements, sometimes making
unexpected discoveries as I do, until I sense proximity to the solution. While
there is no magic, there is a sense of “rightness” when I am approaching
what I believe is the correct solution to the client’s need.
Even though there is a certain sense of “feeling” my way to a final solution,
I also work from a checklist. Each client’s logo must meet certain criteria, and
these criteria will vary from client to client – and must satisfy both me and the
client until we have reached the right solution.
Let’s take another look at the LiveU case study. While the three logos are very
similar, each one had subtle differences, and only the third logo met most
of the objective criteria (see the checklist, page 28), and could therefore be
confidently considered the best solution.
When I present my solution to clients, I spend some time up front preparing
them for what they’re about to see. I want to be sure they understand the
thought process that went into creating their logo. And while I don’t want

to seem obvious about it, I want to make sure they have the visual and
intellectual tools they’ll need to properly evaluate the work, not just judge
it on their like or dislike of a certain color or shape or individual idea alone.
I want them to really see and understand the solution based on an entire
set of important criteria that it meets. It is helpful in the presentation to
explain the significance and meaning of colors used, the origin of shapes and
motifs which may have root in the company’s history, or the use of particular
typeface. For example, Helvetica, Univers, and Frutiger are sans serif fonts,
which signify classic modernity, while Times or Garamond are serif fonts and
may be associated with reading, newspapers, tradition. It is a good idea to
explain such nuances to a client.
It’s also important when presenting the design solution to a client to do so in
context – using the “what, when, why, where, how” of the logo – so that they
will see and understand it as it will actually be used. It may be important to
show them the logo as it will appear in a particular setting, such as a website,
a billboard, a magazine page, an ad, and so on. I try to present it using
the vocabulary of the client - the one that I have learned during previous
meetings - so that it becomes a real part of their world, and they can see it
fitting into and representing their organization.
Unlike many designers and agencies, when I present, I generally present one
solution and one solution only. In my opinion, presenting several solutions
conveys to the client that you are not supremely confident in any one of
the logos you are offering. So, I present one time, one logo. If this is not
successful, I may try to use some convincing and persuasion, based upon
what I hear in their responses. If they remain unconvinced, I find out why the
logo was not successful, and begin again.
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The “Sound” of a Logo

In reading a newspaper article, a book, or a slogan, we do not read the words
letter by letter. Because we come across certain words over and over again,
we recognize them by their overall shape and not by their individual letters.
When we see the shape of the word “great,” for example, we do not read it
letter by letter. The entire shape of its distinct set of characters resonates
with the sound “great” in our brain.
When presented with the challenge of designing a logo, the designer should
recognize the potential of a simple typographical treatment.
Some years ago I was designing a logo for a hearing specialist.
The organization, Oviatt, was named after its founder, Dana Oviatt.
I saw the unique potential of a strictly typographic treatment of the design.
The name was short. The opening “O” was beautifully rounded and the two
final “t”s completed the sound nicely.
Dana Oviatt, Ph.D., operates three clinics that service people with hearing
problems. Oviatt’s initial suggestion was to design a graphic component that
would indicate the clinic’s role.
However, the moment I placed the letters “O-v-i-a-t-t” on the computer
screen, I saw the elegance of the arrangement. The uppercase “O” was
perfect in its roundness. The name was short. It didn’t have to be read but
could be seen as a unit instead. The horizontal stroke connecting the two
“t”s enhanced the look without distorting the letters. Given the nature of the
clinic’s services, using the “sound” of the word itself in the design seemed
appropriate.
26

Hearing & Balance. We Listen.

The winning design for Oviatt
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The “Soul” of a Logo

There are thousands of logos out there! We see them every day in stores,
on the street, on television, in newspapers and on the Internet. Many are
familiar, like Nike, IBM, and Toyota. They may bring to mind a catchy slogan
or a sexy TV ad. Still, we pass by most of them emotionally unmoved.

While we entertained various design options, it was obvious to us that in
order to motivate donors to reach for their checkbooks, we would need to
appeal to their hearts and not just their eyes. It would be best if we could
appeal to both.

Some logos that we see are skillfully composed or cleverly illustrated,
but as clever as they are they fail to move us; They lack soul.

The green, yellow, red, and black colors of Zimbabwe’s flag offered a simple
and colorful design component. The other, and necessary, component was
the name of the organization itself – “It Takes a Village.“ To these elements
we added a child’s face. Not one child’s face but many different children’s
faces, which varied from letterhead to letterhead, from one business card
to another. The children in the photos looked directly into the camera,
directly at the reader. Curious, sad, happy, worried. They were real kids.
The logo got its soul.

When beginning the design process, logo creators explore different
avenues, colors, and themes. Eventually, a logo takes shape. It is then
presented, approved, and sold. Many designers stop there. Some take the
extra step, and with one more idea, one more stroke of a pen or one more
click of a mouse, they make a modification, an addition, causing a design
that was clever, but nothing more, to come alive. It gets its soul.
Logos may receive their emotional component through different techniques.
Here is one example of a logo created by ARD that came alive.*
Some years ago ARD was given a task of creating a logo for “It Takes a
Village,“ an organization that runs an orphanage and a school for youngsters
in Harare, Zimbabwe. The organization’s funding came mostly from donors
in the United States.
“It Takes a Village” needed professionally designed materials but had
limited financial resources and desperately wanted to keep the orphanage
and the school open. So ARD offered its services for free.

*Read the complete case study on page 52.
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Same logo, two faces.
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Components of a Logo

A logo may consist of: a mark only (see example 1), logotype only (see example 2),
mark + logotype (see example 3), mark + logotype + tagline (see example 4).
If a logo consists of more than a mark, the designer may designate visual contexts
in which any of the components can be dropped or used individually.
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LiveU – Case Study
Client’s Description

LiveU was an emerging collaborative web project dedicated to teaching
the importance of nurturing your whole health, that is, taking care of your
mind, body, spirit, and community. Launched in fall of 2009, LiveU serves as
a central information hub for the many Syracuse University resources that
promote health and wellness. From beginner’s yoga to coping with stress,
the LiveU website has something for everyone interested in improving the
quality of their life in big and small ways by using short how-to videos,
feature articles and advice from users.

These features would tackle subjects like body image and the media, mindful
eating, and the impact of toxic household products and how to find healthier,
more sustainable options.

Current content areas and topics:
“Mind” feature articles on emotional and mental health, including latest
research findings, pieces on new coping methods, and items highlighting
programs designed to help students deal with stress, such as the
Mindfulness Based Stress Reduction (MBSR) course.

Community feature articles on making a commitment to low-impact living,
special profiles on service organizations, how to be a better roommate,
neighbor or classmate, and taking the first step to community involvement.

“Body” feature articles that teach about how to go beyond the basics of
eating three square meals a day and getting 8 hours of sleep.

Design 1 – Progression
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“Spirit” feature articles on everyday ways to find happiness, discovering
your spirit, how to feed your spirituality, exploring a different religion
than your traditional one, and understanding the power of meditation and
contemplation.

Though primarily intended for a student audience, the team wants the site
to be accessible and appealing to anyone. Of particular concern with this
audience is the fact that many students find advice from health/wellness
professionals and other “old people” preachy and uninteresting. That said,
this site will have a balance of content from experts and items from
students to students.

LiveU – Case Study
Logo Development Process

LiveU is an initiative at Syracuse University that, via its
web site, promotes, explains and presents ways to help
SU students live a balanced and healthy life on physical
and spiritual levels. The client was a group of seven people
responsible for the LiveU initiative. To begin the process
we first met with two of the group leaders. The final
design had to be approved by the whole group. ARD was
contracted for the project because previous attempts to
design the logo had failed. None of the logos presented in
the past had earned the consensus of the entire group.
During our initial meeting, our hosts described the LiveU
project, and gave us a written description. We needed
a good understanding of the initiative and also some visual guidelines. To
understand our clients’ tastes and preferences, we asked for some samples
of their favorite logos. Then, back in our studio, we began working
on the project.

RIGHT:
Initial two ideas
presented at
second meeting

Our first challenge – any visual component/mark added to the front of the
logotype was competing with the “U”. One solution to this problem seemed
to be to put the logotype on some type of background. The color choices
seemed obvious – green conveyed anything organic and blue signified water,
sky, and an open space.
We presented our first two designs at our second meeting. There was not
much enthusiasm but we received very good feedback. Describing the
various interconnected aspects of a quality life, the client often used terms
such as “curved path” and “paths crossing.ß” Showing our first two attempts
to the client rather than a final solution was a risky idea but we did it to draw
out additional input. The result was that the client accepted the colors and
the organic feel of the logo. It was a good start!
During our third meeting with the two leaders of the group, we presented
three possible design options for the final LiveU logo.The leaders considered
all three ideas but suggested that we only show Design 3 to the whole
group. At the formal presentation to the whole group, Design 3 was
unanimously accepted.

Design 2 – Progression
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LiveU – Case Study
Logo Development Process

Design 3

Design 2

Design 1

The case study of the LiveU logo illustrates that there are various solutions
to any logo design task. The solutions may not be better or worse but have
different “flavors.” Selecting the final effective design often requires testing
it against a check list.
What the LiveU logo should convey/illustrate check list.
The LiveU logo should:
A.	Show that the path of life is not a straight line but a series of
loops. (Design 1)

A
B
C
D

B.	Convey that aspects of life such as good health, mental well
being, healthy diet, etc. are interconnected as crossing and
overlapping paths. (Design 1)
C.	Communicate, by using a plant-like symbol, that one has the
ability to grow. (Design 2, Design 3)
D.	Convey that one’s body and spirit should be nourished like we
nourish plants. (Design 2, Design3)

E

E.	Show by using a well-balanced composition that one has the
ability to find balance in life. (Design 2, Design 3)

F

F.	Use plant-like design but not be overly literal. (Design 3)

Design 3 – Progression
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The analysis of the check list on the left leads to the conclusion that the
most appropriate and on-target solution is Design 3. All options shown to
the clients should have solid artistic qualities, but one of them, in most cases,
fulfills the desired function more completely than the others. In fact, Design 3
was the one chosen by the clients in this case.
However, it would not be desirable to show the client the checklist before
presenting the designs. It is important that all the requirements for the logo
are first visually conveyed by the design itself. In this case, we revealed the
check list after the presentation.
It is possible for a logo to have a dynamic quality, be asymmetric, yet convey
a feeling of balance. In the case of LiveU, the visual balance was achieved by
careful spacing and strategic alignments of the visual components as shown
by the diagram, “Final Design Solution – Structure.”

LiveU – Case Study
Final Solution – Structure
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Logo Gallery

high fidelity cables
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partner for surgery
USA • GUATEMALA
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Mark - High Fidelity Cables

Creative Process - Case Studies

There is no single recipe for the creative process that results in an effective
and award-winning logo. The pages that follow present case studies of logo
designs by Adam Rozum Design. Each case illustrates the process used in
arriving at the final logo design.
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WALTON

Client

Challenge

Walton is an architectural firm involved in the design and construction of
medium to large commercial projects, from office buildings to shopping malls.

To design a logo that implies the use of new technologies that allow for
architectural forms to be artistically and technologically more flexible than
in the past.
The prominence of the name “Walton” in the logo was also important to
the client.
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Input

Solution

During meetings with Walton representatives, descriptions of their needs
focused on efforts to win new accounts. We were shown other designers’
attempts to design the logo, most of which emphasized the name “Walton”
in either ornamental or geometrical, Bauhaus-like form. The results varied
from mediocre to comical.

The final logo for Walton consists of a mark in a shape of the letter “W,”
made of a continuous translucent-like band, and logotype “WALTON” in a
simple, non-serif typeface. The kerning of the logotype is tight. The mark
“W” is rendered with round, rather than sharp corners, reinforcing the
idea of flexibility. Placed on its side, it implies a continuous wall, an
architectural form.

We listened, asked questions, and soon found a recurring theme: “Walton
is like any other mid-size architectural firm, but we closely study new
technologies which include the use of plastic, cables, fabrics, etc. These new
technologies result in architectural designs that are less rigid than in the
past. New. Shimmering. Translucent. Flexible architecture. And yes… we are
proud of the name Walton.”
The Walton representatives repeatedly used phrases such as “new technologies,” “new materials,” “non-rigid architecture” and the name itself,
“Walton Architects.”

The mark and logotype have a well-defined spatial relationship based on a
square, equal in size to the height of the letter “W” in the logotype.
The word “Architects” is dropped from the logo. Its inclusion would create a
long visual form, causing an imbalance between the mark and the logotype.
It would also take attention away from the name “Walton” itself.
Use of different screen values of one Pantone Matching System (PMS) color
achieves the translucent effect of the Mark. The same, solid PMS color is
used for the logotype “WALTON.”
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Mark

Logotype

Logo Structure

Logo
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AIDS COMMUNITY RESOURCES

Client

Challenge

AIDS Community Resources (ACR) is a nonprofit organization with a mission
to help people and families affected by HIV-AIDS.

The primary challenge was to design a logo that would indicate the
new-found hope for people living with HIV or AIDS .

When ACR was established in 1981, HIV-AIDS was just being recognized as
a deadly disease. Those infected were marked for death. The grim picture
changed in the mid 90s when new medications modified the description of
the disease from “deadly” to “chronic.” With the arrival of a new generation
of drugs surpressing the virus, new hope was born, not just for those
carrying the virus, but also for their families and friends.

Since the original ACR logo was a red ribbon, similar to most logos for
agencies in the same field as ACR, the second challenge was to create a
mark as unique as the organization itself.

Red Ribbon. The original ACR symbol.
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Input

Solution

ACR had been Adam Rozum Design’s client for a few years before we
were asked to develop ACR’s new identity. By that time, we had designed
many brochures, advertisements and collateral materials for ACR, and we
had a solid understanding of how to represent the AIDS epidemic. During
discussions concerning the design of the new logo, the recurring theme
was “new hope.”

The new logo had to include the following ideas:

The idea that ACR wanted to convey was that while AIDS was still a deadly
disease, it could be tamed. People living with it could lead comfortable lives,
with enough time to wait for a permanent cure. “Hope” was the idea that the
client wanted to emphasize.
ACR didn’t want to abandon the red ribbon component of the logo. Our initial
position was that the red ribbon was too common to distinguish ACR from
other agencies that assist people living with HIV-AIDS.
For the ACR teams that provide services to neighborhoods, the multicultural
aspect of the epidemic was also very important. AIDS was no longer a
disease associated with gay or minority populations, but one that could
affect anyone.
One more important consideration when approaching the design of the new
logo was that ACR had more experience in the field than any other similar
agency. It was active in international conferences and symposia on AIDS,
and often consulted with other sister agencies.

new hope
change from deadly to chronic
• keep the red ribbon (!)
• multiticultural aspect
• ACR’s professionalism
•
•

All this in a simple logo?
It was a lot to convey and we decided that some of the above aspects would
have to be addressed not by the logo itself but by the collateral literature
that would follow.
The final design represents the change in how AIDS is perceived and treated.
The overall plant-like form of the logo and two-thirds of the logo rendered in
green convey hope, growth, and the possibility of a cure in the future.
The color red and the ribbon-like shape were chosen to convey the
history of AIDS.
The collateral materials address the multicultural and international aspect of
the epidemic and of the response to it. They use multiple colors that include the
logo’s green and red. We used “everyday” people’s faces representing a range
of ethnic groups and ages to emphasize the multicultural aspect of the epidemic.
The high level of knowledge and the professionalism of the ACR team is
addressed with the logo’s elegance, crispness and simplicity.
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Mark

Distance “a” is based on the height
of the letter “A” in “AIDS”
Logotype
Tagline

ABOUT AIDS COMMUNITY
RESOURCES
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STONE CANOE

Client

Challenge

Stone Canoe, a journal of arts, literature and social commentary, published at
Syracuse University. Contributors to the magazine must be connected to the
Upstate New York region.

When we started creating the Stone Canoe logo, we had a splendid
alabaster carving of the Stone Canoe by Native American artist Tom Huff,
and the idea of having a top-notch literary and arts magazine publishing a
diverse mix of established and emerging artists and writers.

The title of the publication comes from an important Native American story
about the history of the area.
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To the client, the obvious choice for the logo was the use of a graphic
depiction of the canoe carving. To us at ARD, this approach called too much
attention to the sculpture, drawing attention away from the real focus:
the content of the publication.

Input

Solution

The editor of Stone Canoe envisioned a publication strongly connected to
the region, and had based the journal’s title on the story of the founding of
the Iroquois Confederacy by the Peacemaker, who traveled in a canoe of
stone. The editor wanted the canoe to be a major part of the logo and the
publication’s image.

The real heroes here were the works of art. The logo would only be a visual
recognition symbol that would not overpower the works themselves.

ARD had a different idea. We knew that the rationale for pursuing our
approach had to be strong to persuade him to accept anything other than the
image of the canoe carving.
The key input to emerge from the meetings had actually very little to do with
the canoe itself. Rather, it stressed the caliber of the editors and authors of
the publication.

Our main thought was that the future logo should work well on the cover and
the spine of the magazine. The logo should be less “obvious” than the image
of a canoe. Our hope was that the mystery would inspire the magazine’s
readers to eventually discover the meaning of the logo.
...what to do, what to do?
One day as we were photographing the sculpture of the canoe, we noticed
that with each photograph we needed to adjust the lighting to make sure
that the original carved wave pattern was not lost. This is how the pattern,
not the canoe itself, became the visual symbol linking the logo to the Stone
Canoe myth that the editor wanted to incorporate.
Additional Challenge
To convince Stone Canoe’s editor that the stylized water pattern, not the
canoe itself, was the solution. This solution could be incorporated more
effectively into various collateral materials, such as letterheads, business
cards, advertisements, and others.
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Stone Canoe Carving

Pattern

Stone Canoe Logo

Stone Canoe Magazine Spine and Cover

Stone Canoe Business Cards
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IT TAKES A VILLAGE

Client

Challenge

It Takes a Village is a nonprofit foundation that runs a program for orphans
in Zimbabwe. It raises funds in the U.S. to help a small group of children
complete their schooling from primary school through university, providing
everything from school materials to clothing and transportation.

The organization needs to continuously raise funds from U.S. donors:
corporations, small businesses, private citizens, etc. To assure the success
of fundraising, the logo needed to speak directly to people’s deepest
human emotions.
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Input

Solution

Client’s input in the logo design was limited. ARD came highly recommended
to Joy and she trusted our intelligence and creativity. Joy explained to us the
gravity of the situation and the need for effective materials, and a good logo
that would help the organization in its fundraising efforts. Joy just did not
want to disappoint the kids, and after talking with her, neither did we.

We knew from the start that for this particular logo, more so than in other
cases, we needed to appeal to people’s emotions.
Preparing for the project, we reviewed many grim pictures from Zimbabwe
and from other parts of Africa. We concluded that showing the real kids’
faces would evoke an emotional response better than any sleek artistic
treatment. For the logo to work, people needed to see the kids!
The human element was key. We decided to show the colors of Africa and
Zimbabwe and a black-and-white image of the children’s faces. The face –
a smart, sad, thinking face – would create a personal contact between the
kids and the donors.
The logo is a rectangle. One square contains the flag and the other square a
black-and-white photo of a child’s face. The name “It Takes a Village” runs
along the length of the logo.
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ROTH STEEL

Client

Challenge

Roth Steel is a company that buys and recycles metal from old machinery:
cars, used cranes, or turbines. They extract and recycle what can be reused,
and properly dispose of the waste.

For years, Roth Steel had been perceived by the public as a company dealing
with rusted metal. They needed a new image to present themselves to an
increasingly environmentally-conscious public.
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Input

Solution

Roth Steel owners told us: “Roth Steel buys scrap metal, separates recyclable from non-recyclable material, puts it in different bins and resells all
usable metals. That’s how we make our money.”

Theoretically, the solution was obvious - design a logo that would
communicate three points:

When describing to us how Roth Steel does its business, the client
frequently repeated the words “recycling” and “environment.” The Roth
Steel owners wanted the public to know that they were part of the greater
recycling effort. Scrap, rusted metal was what a person would see, but the
end result of Roth Steel’s activity was less waste and a cleaner
environment. The owners were very concerned about Roth Steel‘s image.

1. Roth Steel buys scrap metal (any metal machinery)
2. Roth Steel contributes to the community’s recycling effort
3. Roth Steel’s efforts result in a cleaner environment
Artistically, the solution was less clear. The idea gradually emerged after
several renderings. The main visual is a gear, representing any type of metal
machinery. The round shape of the gear represents the recycling of
materials. Part of the gear’s breaking out of the shape in different colors
implies a return of materials to the environment. The color blue is also used
to represent environmetal consciousness. We did the same to the name
“Roth Steel,” the color blue symbolizing environmental concerns and the
silvery-gray representing metal.
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SYRACUSE UNIVERSITY ENGLISH DEPARTMENT

Client

Challenge

The English Department at Syracuse University is held in high regard for
the quality of the education it offers. Its faculty engages such subjects
as American and British Literatures & Cultures, Creative Writing, Critical
Theory, Gender Studies, Cultural Studies and Film and includes many
noted writers.

“English” and literature in general are, by nature, intangible. That
“intangibility” of the subject made this task more challenging than
many other design projects.
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Input

Solution

The Chair of English Depatment at SU, gave us a lot of freedom and very
little input. He wanted the new logo to work well in printed
materials as well as in electronic media. It needed to be clean, sharp and
have some visual connection with Syracuse University. One of his most valid
comments was that the new logo needed to serve as a base (in a limited
scope) for establishing a fresh departmental identity.

We appreciated Gregg’s confidence in our ability to distill the essence of
the Department, but we were on our own in designing and delivering the
new logo.
Pages, notebooks, books; these were the visual items that initially entered
our thoughts and sketches. Overused and old-fashioned, these traditional
symbols all lacked the creative spark separating mediocre from brilliant.
One possible solution was to take a purely typographical approach (which
can be quite elegant) and design an English Department logo that would
consist of logotype only.
The other possibility was to take a component as simple as a blank page
and find a creative “twist” to make it “brilliant.”
The final design is a tilted blank page framed by two other pages in SU
blue and orange (the official SU colors).
But where is that creative “twist,” one may ask? The page is only a
page from a traditional standpoint. To a creative mind, it is an opening,
a “window” through which one observes the world. The blue and orange
shapes serve as a crop to frame a picture, event, or story.
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AVANT

Client

Input

After 9/11, a Syracuse, New York, marketing group was losing accounts.
The U.S. was in a recession and busineses were leaving Central New York.
Part of the solution for the group was to look for clients outside of New York
State. The group also decided to reinvent themselves, which required
changing the name and, as a result, the logo.

Although we had many discussions over countless cups of coffee, there was
no formal input from our client. We analyzed different names and possible
graphic treatments. Some ideas were good, some bad, but nothing seemed to
be one-hundred percent on target.

Challenge
Selecting a new name for a venture that has been using its original name
for a number of years was difficult. The group also needed a dynamic and
progressive logo. A logo design for any entity that is itself involved in
graphics is always difficult because the solution has to be near perfect.
This is often a reason that many designers choose only a logotype for their
names. In this case however, our client wanted a LOGO.

Solution
The solutions for the name and design came to us, at ARD, all at once.
In the early 20th century, progress was often associated with the communist
movement. The symbol for communism or socialism was a red flag. Of course,
there was a touch of a humor and irony in our choice of a red flag for the
logo. Yet, this symbol of the global proletariat is beautifully bright and can be
nicely stylized.
The name “AVANT” was short, strong, and a part of “avant-garde” that can
mean “radically new or original” in arts or a social movement. The “Avant”
logo was born.
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601 TULLY

Client

Input

601 Tully is a center for engaged artistic practice that houses an
interna-tional art gallery, incubates high school entrepreneurship, and
offers neighborhood barista certification classes in its Recess Cafe
West. 601 Tully is a living sculpture where artists, community members,
and scholars engage in the co-production of culture.

Professor Marion Wilson, a renowned artist and scholar, has been working
with me personally on several projects for her own art shows and exhibitions.
In our discussions, she mentioned the 601’s interaction with its neighbors. She
talked about the neighbors stopping by for coffee, to use the Internet, borrow
or return books (self service) or just to warm up on a cold day. The place was
designed to somewhat blend with the surrounding structures, and with its
unimposing presence and friendliness it quickly became known as “601.” Art,
coffee, interaction, creativity center: 601 is all of the above, said Marion, and
she gave me a green light to design the 601 Tully logo.

601 was an abandoned building on the corner of Tully and Oswego
streets that had become a neighborhood drug zone. Renovated by
Syracuse University students under guidance and supervision of
Professor Marion Wilson, 601 Tully opened to the public in June 2011.
Challenge
601 Tully is a concept, but it is also a coffee house, a meeting place, an
art gallery, and an idea “factory.” The fact is, it has an urban location.
601 has an impact on its urban surroundings and it is impacted and
shaped to some extent by its inner-city location.
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Solution
Urban Art; A building known as “601.” Inner-city traffic. Proximity of schools.
School busses. All of it called for a strong and “quick” visual mark. Street
signs ever-present in the neighborhood become an inspiration. Black, yellow;
Colors of a warning sign calling attention, the yellow of a school bus or a
cab. More importantly, it had to be shortened to “601.” A simple solution
came to mind: A number itself, three digits cut at the bottom, unfinished or
emerging from a horizon of a city street.
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BELLA CASA CELEBRITY FASHION SHOW

Client

Input

Ronald McDonald House of Central New York

There was very little input from Jennifer Saraceni, our local contact for the
event. She trusted our talent and we were on our own.

Challenge
We had to design a logo for a fashion show, which in its very nature is a
sensual event, yet the whole show was to benefit sick children from the
Ronald McDonald House. Balance was the key.
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Solution
After all, it was a fashion show; Beautiful women showing fashionable
clothes. Yes, it was to benefit sick children, but a good show was essential
to successful fundraising. We decided that the graphic showing a model was
a necessity. Black color symbolizes fashion, red and green, the colours of the
Italian flag, signal the Italian component of the show.
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THE CRISSEY ARCHITECTURAL GROUP

Client

Input

The Crissey Architectural Group is a small but vital and diverse architectural
firm. They do not shy away from designing a shopping mall or an individual
residence.

There was little input from Peter. He showed us some disastrous logo design
attempts and told us, “Just do it. You know my firm and my clients.”
Oh boy. What input!

Challenge

Solution

Peter Crissey, the owner and a chief architect in the firm, wanted a logo that
would separate his firm from the pack. Every small architectural firm in town
makes the same claim, “We listen to our customers, we give them the best
advice on how to optimize the investment, blah, blah, blah.” Peter Crissey
makes the same claims, but he can really deliver what he promises. The new
logo for Crissey was supposed to be “different” to turn heads (all this in a
nice but provincial town...what to do?)

The final proposed design had its roots in surrealism. Since it was supposed
to stand apart from other architectural logos, we gave it an additional level
of mystery, which surrealism does so well. Besides it being a human head,
the design is also a simple and well-structured three-dimensional object with
perfect perspective to communicate the rational and practical thinking of
Peter and his architects.

The logo was not used. Peter Crissey chose another design by ARD for his firm.
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PARTNER FOR SURGERY

The resplendent Quetzal, the brilliant bird found in the cloud forests of Central America, was
sacred to the Mayans and figures prominently in their artwork and legends. Today the Quetzal is
the national bird of Guatemala, and name to the Guatemalan currency.

Client

Input

Partner for Surgery is a nonprofit, all-volunteer organization, founded in 2001
to serve as a bridge between patients in need of surgical care in remote
communities and the international volunteer triage and surgical teams that
come to Guatemala to help the impoverished. The organization also educates
and empowers rural Guatemalans to initiate and advocate for vital health
care services on their own behalf.

The input we received was mostly the same information that appears
on the organization’s Web site: what we do, our mission, and our plans
for the future.
Predominantly “medical” ideas were encouraged. Yet, it was clear from our
phone conversations with the client that the non-medical services were just
as crucial for the communities as the medical ones.

Partner for Surgery provides the most needed, free-of-charge surgical care in
the rural, mostly Mayan communities in Guatemala.
Solution
Challenge
Although Partner for Surgery’s main activities are mostly surgical procedures
in rural, remote villages of Guatemala, medical services are only a portion
of what needs to be done to assist and empower the people in the remote
Guatemalan mountains. Partner for Surgery serves as a bridge between the
world that wants to help and the Guatemalan people that need its support.

We determined that the logo needed to communicate “from here-toGuatemala.” The Guatemalan component and the transit, movement “from
here-to-there” was essential. It seemed that the medical aspect of the
design was secondary or not needed at all.
The final approved design uses the graphic representation of the Guatemalan
national bird, Quetzal.

To achieve its goals the organization needs international monetary support.
The participation of voluntary medical and non-medical personnel from all
over the world is crucial to the mission’s success.

By using the graphic representation of the bird, we ended up with a logo
that is graceful, fluid and “alive.” It speaks to people’s hearts as well as their
sense of beauty and balance.

The design needed to address the above aspects of the organization’s
activities and needs. Our goal was to have it become yet another tool in their
“marketing” efforts.

Most people have warm feelings about animals, particularly about birds.
The bird Quetzal symbolizes movement, transit and grace. It also has an
important meaning for Guatemalans.
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LaCasa

Client

Input

Adam Rozum and his “Sloroz” Mexican corporation.

Since Adam Rozum himself was the client, there was no typical input per se.

Challenge

Solution

To invent the name and design a logo that would serve as a name for an art
gallery, a restaurant, a lounge, etc.

Since the plan for the future was that only quality art, music or food will be
sold or presented in the house, the result was a “chic,” type-only,
black-and-white logo much different from typical “touristy” signage.

The house (currently LaCasa) is located in Mahahual, Quintana Roo, Mexico.
The town is growing fast as an attractive cruise ship destination.
It is not yet known what type of commercial activity will be most desired
when the town grows to the point that it can support the business.
It was important however, that the name, the image, and the recognition be
established early in the game.
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The solution did not come easy. Eventually it was decided that “LaCasa” (the
house) will serve very well as an “umbrella” name for any kind of activity
that may take place in the house in the future.
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SHORT LOGO MANUAL
Syracuse University English Department

Clients and designers will always try to “improve” your logo. Keep them
in check by creating at least a short logo manual (set of rules).
Many corporations such as FedEx, IBM, etc. create logo manuals hundreds
of pages long to regulate every aspect of logo usage. This approach is often
too expensive for smaller organizations. On the following pages we show
a “short logo manual” created by Adam Rozum Design for the English
Department of Syracuse University.
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