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Introduction
&

Studio Geography
Visual communication and graphic design are parts of our daily
life. All over the world, design studios are creating diverse forms of
communication. How does our physical, geographical and cultural
location influence the way we think, work and create? Are there any
similarities, differences or limitations — if so, what are they, and why?
These are challenging questions, with many possible answers. | will
attempt to answer some of them by presenting the reader with pro-
files of a selection of design studios, thereby creating an inspiring
book, with its insight into cutting edge contemporary creative work.
The studios presented are selected for several reasons. They all
produce design for cultural, fashion or publishing clients — a few also
combine them with corporate and government clients. Some of the
studios are famous, some are up-and-coming. The final criteria for
selection were my personal preferences for good graphic design, and
for their locations, hence the title of the book 'Studio Geography'.
The selected studios are located all over the world. All studios
are presented with their answers to a short questionnaire, selected
work, and images of their studio and surroundings. The questionnaires
have undergone as little editing as possible, and the short studio
profiles are based on the actual studios' own presentations. This
helps to retain the text's vitality, as it has not been made 'uniform'
by an editor. The studios contribute all the images provided. The re-
sulting variety of different locations, details, colours and formats all
tell separate stories. This open and non-uniform way of presenting
the studios allows the question of how physical, geographical and
cultural location may influence creative processes, to be further
applied to how all the images were shot and to compare how the
different studios approached the questions. The reader should then
be able to answer the question of whether we can see an actual
visual relationship between the physical, cultural and geographical
location of the studios and their featured work.

Roar Sager
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123buero
Germany/Berlin
123buero.com

3 Deep Design
Australia/Melbourne

3deep.com.au

Alex Trochut
Spain/Barcelona
alextrochut.com

Art Lebedev
Russia/Moscow
artlebedev.com

Chris Bolton
Finland/ Helsinki
chrisbolton.org

Conor & David
Ireland/Dublin
conoranddavid.com

Danny Goldberg
Israel/Tel Aviv

dgoldbergdesign.com

Deanne Cheuk
USA/New York
Deannecheuk.com

Esen Karol
Turkey/Istanbul
esenkarol@tnn.net

e-Types
Denmark/Copenhagen
e-types.com

Hjarta Smarta
Sweden/Stockholm

woo.se

Huskmitnavn
Denmark/Copenhagen
huskmitnavn.com

Itis Blank
Lithuania/Vilnius
itisblank.com

Kristian Hammerstad
Norway/Oslo

kristianhammerstad.com

Levent B. Engin
Denmark/Copenhagen
hiphouse@gmail.com

Lifelongfriendshipsociety
USA/New York
lifelongfriendshipsociety.com

Life of the Mind
USA/Los Angeles
lifeofthemind.net

Ludovic Balland
Switzerland/Basel
ludovic-balland.ch

Mewe
China/Beijing
meweda.com

Milkxhake
Hong Kong
milkxhake.org

National Forest
USA/Los Angeles
nationalforest.com



Oscar & Ewan
United Kingdom/London
oscarandewan.co.uk

PMKFA
Japan/Tokyo
pmkfa.com

PP Group
Taiwan/Taipei

paopaws.com

Rex
South Africa/Johannesburg
rexjhb.com

Reza Abedini
Iran/Teheran
rezaabedini.com

Roanne Adams
USA/New York
roanneadams.com

Robin Snasen Rengard
Norway/Oslo
snasen.no

Round
Australia/Melbourne
round.com.au

Saturday
United Kingdom/London

saturday-london.com

Serial Cut
Spain/Madrid
serialcut.com

Studio Dumbar
Netherlands/Amsterdam
studiodumbar.com

Studio Laucke
Netherlands/Amsterdam
studio-laucke.com

Studio von Birken
USA/New York
studiovonbirken.com

Twopoints.Net
Spain/Barcelona

twopoints.net
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Welcometo.as
Switzerland/Lausanne
welcometo.as

Widmest
USA/Chicago
widmest.org

Wood Wood
Denmark/Copenhagen
woodwood.dk

Zoren Gold & Minori
Japan/Tokyo
mi-zo.com
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Scene Setting

Visual Communication is a developing discipline. As an industry or
an art form, it is somewhere near the center of the communication
revolution our culture is experiencing, and it is transforming itself.
This is apparent as many illustrators, typographers, graphic designers
etc. face ethical, environmental and political questions which they
are attempting to resolve. In other words, visual communication
(call it graphic design if you wish) is developing a critical framework.
However, it hasn't been hugely successful at constructing a vocabulary
(verbal and visual), syntax or grammar in order to communicate the
complexities of its emerging discipline, to the wider public, and more
significantly itself.

To address this problem with words, ironically mirrors the pre-
dicament which is at the heart of the discipline. The field of visual
communication, is formulated around thinking and communicating
principally in terms of images, and developing strategies, that frame
or conceptualise ideas in (or into) the world of words. It balances
itself between two poles, those of words and images.

Most visual communicators struggle with the written word. Or
rather they struggle, with the gap that exists between thoughts, feel-
ings and intuitions, and the transformation they undergo when they
enter the world of words. This is essentially a problem of 'location’.
How can we locate the meaning behind the decisions and judgments
we make on a daily basis, and transfer them into the appropriate
words — without destroying the creative spirit that generated them in
the first place?

| first became aware of this tension between words and images
when still a student. One of our tutors had a show of recent films she
had made, and unfortunately, they were bad films, with little aesthetic
value and uninspiring — though very politically correct and earnest.
During the discussions that followed, we discussed the merits of
her ideas, her visual sensibilities and above all her creativity. When
challenged by one of my fellow students, she made the rather stunning
remark: "l have never had an idea, without words!". At that moment
| understood that for her, the visual medium, was one which only
approximated to what she considered, as the more worthy ideas which
exist in the verbal or written world.

Over the years, her comment has had many ramifications for me.
Over and over again | have seen a similar pattern of thinking emerge,
both in my life as a professional designer, and as a design lecturer.
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However, during the years one word has constantly rested at center
of this debate, and that is: visual creativity. The kind of creativity
demanded of a visual communicator is not the same as that which
is demanded of an artist, since the designer is not burdened by the
myth of the 'genius' which has been propagated in the world of fine
art. For us creativity does not spring from our internal psyche, and
remain as an idolised edifice, only displaying itself as a sacred work
in a gallery. Rather, our creativity springs from the same roots and
progresses out into the world, along the way it is challenged, probed
and examined. It has to engage with our clients, end users and above
all it is has to engage with the design milieu.

Visual communicators are deeply enmeshed in the language
of the urban environment, and they recognise that many of their
influences are drawn from the street — a celebration of the graphic
environment and its richness. But how can this subject of the city's
social and geographic environment be investigated?

Location, Location, Location

As if to respond to this question, Roar Sager's book has probed the
role of creativity, and identified the geographic location of the studio
as a starting point in this debate. This book is an attempt to develop
a syntax for the inspirations which define belonging. Through a series
of interviews, he has questioned designers across the world and
surveyed their relationships to; the location of their studio in the
cities they live in, their work and their creativity.

This form of examination locates the act of creativity, within the
remit of what urban social geographers would describe as texture.
This kind of texture is an expression of locality and contrasts the
creativity of London to New York, or Helsinki to Basel. What does it
mean to relate to the side walks of New York's Lower East Side as
oppose to the pavements of Dalston in London. This form of urban
geo-graphics has been gathering momentum in the work of designers
such as Dan Eatock’s developing fascination for recording the urban
language, or John Morgan's Voices of White City (working with the
Poet Laureate, Andrew Motion) to name a few.

However, what is patently transparent that the designer, like the
alchemist in his laboratory, is acutely aware of the nature, layout and
designation of space in his/ her studio in order to generate creative
acts. We witness this fascination, in the stylised photographs (taken
and styled by the featured designers) of the studios, as they plunge
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us into a series of questions about how do these studios differ
from each other. For instance do the images confirm our prejudice
that Swiss designers are precise and clean? This kind of glimpse
into the semi-public and transitional space of the studio, is analo-
gous to glimpsing into someone’s living room, and observing them
watching television. It is a moment that draws us in, and enables
us to compare our lives to those of others, without the prejudices
of familiarity.

The Norwegian researcher and anthropologist Theo Barth, has
described these insight into the lives of others as "soul prints". These
can metaphorically be described as the objects, detritus or even
nicknacks that gather in our desk draws. To observe other peoples
collections, (and in our case the designer's studio or desk), is to have
an opportunity to glimpse into their creative souls. This minutia,
which inspires moments of inspiration, are often objects that resist
easy classification such as value or style, and yet engage us all the
time defying logical delineation. Look through this book and you will
glimpse toy robots, kitsch porcelain dogs or a pair of trainers sitting
on a desk, and immediately we are made curious as to why they are
there.

Our engagement with these textural moments, which give us a
glimpse into the creative souls of others happen not only in moments
in time, but also in particular places. And the place is the designer's
studio, which is fundamental to the understanding of the role and
function of the designer. The studio is not only a workspace, it also
acts as a boundary between the designer and the client, or designer
and other designers, a gallery space, a creative laboratory, a factory
for prototyping, and often a museum or archive, and above all it
is the creative nexus of the designer. The studio is a semi-public
space, theatrical in nature where the designer "performs" ideas and
enables clients (or even users sometimes) to come into contact with
manifestations of the creative acts. As such, this space acts as
an incubation vessel for the designer. Those designers who work in
groups, use the studio as a place for collaboration, devising methods
for collective brain-storming or conversely individual responsibility.
It is interesting how many designers featured in this book described
it as a "home from home" or the importance of being able to relax in
their studio. Mostly, we guess because of the long hours that they
spend at work, as well as the need to have a space that provides
security for the rituals of creativity.
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