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Welcome to the second issue of the weather ring.  Since the last issue much has gone on 
around us. The city and its surrounds are rapidly changing.  New buildings are going up 
everywhere, and unfortunately some are also coming down. The most significant being 
Peter Parkinson’s Kidston-Hunter and McKim house. The demolition of which will be a 
terrible loss.  Steve Woodland was appointed new Government Architect, here is hoping 
some good comes of it! 

Our main focus for this issue is an interview with graphic designer Rick Lambert. 
Originally from LA, he has lived in Perth since the late 70s, producing amazing work that 
merits public attention. His marker rendering for Peters stick lines is our cover for this issue.

We also have an article from Tom Freeman investigating materials, and Amber Gempton 
looks back at the long lasting effect Montessori blocks have had on her. Two architectural 
projects are featured, both of a small scale: Giles Smith’s Kargotich apartment and CODA 
studio’s pro-bono horse barn refit. Spaceframe as a material is something that has caught 
our eye for some time and in this issue we have a typological study of sorts in the form of a 
centerfold.

We have invited students to contribute advertisements for themselves or their projects, or 
for nothing in particular. This is to provide an opportunity for young designers to get work 
published and to experiment within the medium. This issue includes an ad for an online 
record shop designed by Camryn Rothenbury and the new design/art books and music 
shop, Coastal Shelf recently opened by Clare Wohlnick.

This issue of the weather ring was only possible with the help of Daniela Simon at SODAA 
who graciously donated funds in order to get it printed. If you are interested in contributing 
please contact us at the email below. If you require more copies, wish to get on the mailing 
list, want issue one, or just have something to say, please contact us.

Many thanks to Daniela Simon, Lesley Zampatti, Tom Freeman, Amber Gempton, Sophie 
Giles, CODA, Rick Lambert, Jim Murray, and thanks to all who responded to the first issue 
with such encouraging and positive feedback.
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Andrew Murray & Clare Wohlnick

e: theweatherring@gmail.com

Editorial





This is some writing about materials. It’s my thinking about and affection for materials, 
particularly about materials that I’ve been using recently as well as admiring within others’ 
use. For me, these materials have been applied within my visual arts practice, but I’ve 
seen similar use of materials through other craft practices, including some design and 
architectural processes. The materials I’m thinking about include wood, glue, paper, foam, 
metal and wire, cement and plaster, paints, fixings, fabrics, and plastics. While I’ve grown to 
think about and explain these materials as generally everyday and cheap things, I think this 
perception is more about my use than about the essential nature of these materials. I like to 
use this stuff in simple and rough ways, almost ugly ways, and while I’ve certainly seen such 
materials applied very cleanly and professionally, it’s the dirtiness that appeals to me.

I reckon I’ve always had some appreciation for shitty materials, and affection for trying to 
turn them into something slightly resemblant of an art thing. The thing is, I learnt at some 
point that that’s not the best way to work. I learnt to aspire towards using the best and most 
expensive materials and equipment I could get my hands on, and that this aspiration would 
definitely lead to the creation of the best art I could possibly make. While some of these 
directions are actually valuable, especially in terms of creating archival and durable (and 
eye-pleasing) art, I sometimes much prefer to disregard these instructions and let loose on 
whatever I feel like.

It was so liberating and just plain fun to get an understanding that within art-making it’s 
pretty much free reign in terms of material use and ways of working. I know that some of 
the liberties of the contemporary art world’s creations are often too broad for a lot of people 
to accept, but I find this freedom ultimately creates a broader scope of art to be appreciated 
by at least someone in the world – basically there’s something for everyone.

As an artist or maker (and for me this can be applied very broadly) there’s something very 
freeing in using whatever materials you want to. Having to rely on what’s available rather 
than seeking out what’s specifically desirable can sometimes limit what you might want to 
do, but there are ways around this. To consider having a more open end point rather than 
a defined and planned result is one way. This can sometimes offer practical avenues that 
might not have been considered had you been making an already visualised and decided 
product. I guess it’s the decision between using something for its own purpose and using it 
for some other end; letting the materials guide you or guiding the materials yourself. For 
some makers, especially those working within a client-driven or product-based practice, it 
might just not work to apply these ideas to their practice. But if there’s any sort of flexibility 
or freedom within your practice, I’d recommend exploiting and extending this into some 
sort of material love-in. Just for a bit, and just for fun. It’s not necessarily or actually at all 
about a relation to one’s practice, it’s just a reclaiming of general fun and freedom within 
making, about a love of making and a love of what a material can offer.

Tom Freeman
Some Writing on Materials



Appreciating, respecting and following a material’s nature obviously isn’t the only way to 
work. Beating the shit out of some defenceless lump of something until it does do what 
you want it to can be a wholly rewarding act. This approach can be applied to whatever 
it is that you might stumble across and consider using in some creative way; basically to 
work against the material. Ideas about the chemical or physical make-up of materials are 
intriguing to me, and approaching the creative use of materials almost as a study of what 
that material can and can’t do can be most exciting and constructive. Regardless of whether 
it’s working with or against the grain of some material, it’s basically applying an awareness 
of a material and what you’re doing with that material – start with something, combine this 
with something else, smash and glue it up, look and respond, add more materials or colours 
and go and go and go in circles and other appropriate shapes forever more. This is the sort 
of thing I did as a kid, and it’s a lot of what I’m trying to get back to doing now, both as an 
artist as well as just a person doing something fun.

Opposite: Bridge cross studio shots, variable arrangements, & sizes, mixed media, 2009
Previous page top & bottom image: Stand By Me series, variable arrangements/sizes, mixed 
media, 2008. 
Middle image: exension construction project, 300x50x50cm, mixed media 2009







The Palmerston Drug and Alcohol Rehabilitation Farm is situated on the southern fringes 
of Perth in an area still dominated by market gardens and scrubland.  Residents undertake 
drug and alcohol rehabilitation programs in a live-in facility, while working on the farm’s 
own garden and landscape projects.  The farm has a large kitchen garden providing much of 
the fresh produce eaten by residents.

Last year we decided to initiate pro-bono work as part of our practice.  We heard that 
Palmerston wanted to build a horse barn in order for their clients to help to rehabilitate 
abused horses.  We approached them to offer both our design and ‘construction’ services. 

As a studio we worked to develop a design that could be simply and cheaply built.  We 
sought to reuse as many of the materials as we could from the farm itself and develop a 
construction system that could be executed by many enthusiastic but largely untrained 
‘builders’. The total budget for the project was $7000 or $25/m.

The horse barn is located within one of the existing dilapidated sheds from the property’s 
earlier days as a commercial market garden.  The existing structure is largely maintained 
and strengthened. Steel tracks from a previous hydroponic tomato system were reused 
to provide the structural components for walls and barriers.  Within these a system of 
painted panels were inserted, creating spaces for grooming and training as well as additional 
accommodation for other animals such as goats. New external cladding provides increased 
protection from the weather. A new concrete pad and bench were poured and a water 
trough was formed from on-site demolition material and a recycled bath.

Important to the scheme is the use of vibrant colour on the interior panels. Colour is lost 
on a colour-blind horse but we felt it was important to the changing residential base of 
clients who stay at the farm.  Colours were selected for their capacity to be both uplifting 
and soothing. From the exterior these colours are muted, read as glimpses or diluted 
through fibreglass sheeting.  Internally, horizontal barriers sit in front of large vertical walls 
creating a dynamic patchwork of colour as you move through the space.

Pro-bono work generally has obvious community benefits, but we have found the benefit 
of this project to be much more.  Within the office we have enjoyed the collective nature 
of the project, the ‘time on the tools’ and the opportunity to work alongside individuals 
who both work and reside at the farm. To our surprise, we had many other volunteers who 
offered to help.  Formwork was built, concrete poured and steel welded by these generous 
individuals who came to give a hand. We could not have anticipated or measured the 
benefits of all of these factors at the outset.

CODA Studio

Horse Barn





The project achieves a triple bottom line in sustainability objectives through extremely 
economical construction, recycling and adapting existing spaces, and community and social 
interaction.

Last year we decided to initiate pro-bono work as part of our practice.  We heard that 
a residential drug and alcohol rehabilitation facility on the fringe of Perth was looking 
to build a horse barn in order for their clients to help to rehabilitate abused horses.  We 
approached them to offer both our design and ‘construction’ services. 

We sought to reuse as many of the materials as we could from the farm itself and develop 
a construction system that could be executed by many enthusiastic but largely untrained 
‘builders’. The total budget for the project was $7000 or $25/m.

The existing structure is largely maintained and strengthened. Steel tracks from a previous 
hydroponic tomato system were reused to provide the structural components for walls 
and barriers.  Within these a system of painted panels were inserted creating spaces for 
grooming and training as well as additional accommodation for other animals such as 
goats. Colours were selected for their capacity to be both uplifting and soothing for 
residents. External cladding provides increased weather protection.

The project achieves a triple bottom line in sustainability objectives through extremely 
economical construction, recycling and adapting existing spaces and community and social 
interaction.





Blocks have recently flitted onto the radar of my mind. Whether they form the definitive 
buildings of modern architecture or amuse my little cousin, it seems I’ve overlooked them 
somewhat. It’s precisely their inherent simplicity that makes blocks so appealing to me. 
While I dwell on the blocks pictured, they’re just a fraction of the many cubes, cylinders 
and ovals that make up our world. But what an excellent introduction they make!

 Blocks have the capacity to control the plain lines and stark colours of the natural world. 
This is one of the reasons they’re used to teach children about space dimensions. With 
their bold design and precocious beginnings, these blocks reach out to even the least 
geometrically-minded of us.

 Building or play blocks formed the foundations of my perception of size dimension, as I 
was taught with Montessori equipment by my teacher-mum until I was seven. My mother’s 
shed, garage and spare room (occasionally featuring a hoodlum cousin or methadone 
friend) were always littered with a bizarre selection of Montessori equipment and theory 
because Jude wanted to start her own classroom. I was her only pupil and she showed me 
the adult world through the Monterssori lens. I learnt to practise silence and sounded my 
alphabet phonetically - which later became excellent material for state-school torment. 
Years later, as I was looting mum’s shed, I once again came across the ‘pink tower’, the 
‘wooden stair’ and the knobless cylinders. Wiping away the antique nests of caterpillars I 
photographed these strange objects in all their multi-hued brilliance.

 The blocks, a name that belies the complex nature of these beauties, are equipment used to 
give children an abstract perception of depth, height and width dimension. The teachings 
of Maria Montessori have experienced varying degrees of popularity since Montessori 
revolutionised the way in which adults taught young children in the early 20th century. 
Renewed interest in her work in the 60s and 70s was a wave on which my mother rode.

 Montessori’s research into child development laid the foundations for contemporary 
educational principles and anticipated modern humanistic psychology. The juvenile mind 
shook off its label as unformed slime and it is now understood that the human brain 
absorbs more information in infancy and childhood than at any other stage in human 
development. Like all Montessori equipment these blocks are designed to target periods of 
the young child’s development, which have been identified as especially sensitive to certain 
learned skills.

Amber Gempton 

Blocks





 To be absolutely thorough, Montessori is not the beginning for playing blocks. Invented in 
1840, Froebel’s Gifts (German; Froebelgarben,) were designed with a similar intention to 
Montessori equipment. They emphasise free play and the bond between a pupil, her teacher 
and the environment to which she belongs. Wilhelm Froebel (1782-1852), a botanist by 
profession, recognised the lack of tactile play equipment for children and extended this 
idea to the basic geometry of his ‘practice towers’. Froebel is credited with influencing 
movements such as cubism in modern art.

 Maria Montessori stressed the importance of surrounding children with well-made and 
designed play equipment and like Froebel, saw aesthetic appeal as an incentive to children 
in initiating autonomous learning. Montessori equipment operates on the method of 
self-correction; if the child builds the pink tower incorrectly the tower will be unbalanced. 
The knobless cylinders display abstract dimension with size and width variation, and are 
sometimes filled with sand or stones to make curious sounds. The blocks work on many 
levels without underestimating the intelligence of children; a trend that is today emulated 
in much well designed play equipment.

 Other childhood objects now seem to lack in tangible substance for me, compared to 
the blocks. For me, finger painting on butcher’s paper and playing rounders with floral 
clad teachers all fade into my general experience of state-school education. But the blocks 
stick out against this homogenised background. Upon asking other Montessori educated 
weirdos whether they remembered the blocks or Montessori at large, I found that the 
blocks are remembered with a clear, precise fascination. Montessori methods encourage the 
intense levels of concentration and tenacity that are characteristic of young children when 
interested. I believe this to be the reason the ‘pink tower’ is often remembered with lucidity 
from childhood exposure.

There is evidence that Froebel made a definitive mark on child-kind, as he is cited as having 
influenced prolific American architect Frank Lloyd Wright. Wright’s mother purportedly 
introduced Froebel’s Gifts to him at a young age. A schoolteacher herself, Mother Wright 
encouraged her young Frank’s geometric perception. Perhaps this early block exposure 
influenced his plain, grand architecture.
Interesting though, that two of the pink tower memoirs were not entirely positive. While 
my Montessori buddies all plainly recall the aesthetic magnetism of the blocks, for some 
this was introduced in a repetitious and boring exercise. These former children were 
introduced to the equipment at five or six years old, much too late for the three years-
old ‘sensitivity window’. I attribute this to blatant misuse of equipment by a teacher who 
obviously missed the point. It isn’t hard to imagine the blocks being degenerated to a 
tedious mechanical routine.



 Among the alternative education milieu it’s still a much debated issue whether young 
children should be exposed to such large amounts of information at such a very young age. 
Montessori certainly doesn’t waste time in exposing children to varied, complex stimuli, 
but it also allows children to learn at their own pace. In developing the young mind for 
general mathematics and fine motor skills, the blocks have an interesting practical appeal 
for the growing human.

 Of these wondrous specimens, I have a very early recollection of a pastel pink tower 
surrounded by light and intrigue, overflowing with benevolence. Whatever the arguments 
or benefits, these blocks hold their own in my memories of childhood. Montessori never 
encouraged the maths in me, but I was allowed to spend hours absorbed in building tiny 
block cities.

 

References and further reading:

Joachim Liebschner on page 82 in, A Child’s Work: Freedom and 
Guidance in Froebel’s Educational Theory and Practice

Norman Brosterman in Inventing Kindergarten.

Elizabeth G Hainstock in Teaching Montessori in the Home

David Gettman in Basic Montessori (Montessori and her Theories)

Margaret Homfray and Phoebe Child in Sensorial Education 
(seeing dimension)







spaceframe
space is the place



from IDEA 139, 1976 and the “Graphic Design on the West Coast” Special Issue



A Perth-based design practitioner, now retired, Rick Lambert is of the paste-
up generation. Originally from the United States, Rick came to Perth and 

re-established his practice. He has taught at Curtin, is a founding member of 
AGDA, and has produced some familiar logos including those for Silver Chain, 

Lamb Print and CSBP. The following interview took place over morning tea with 
Rick and his wife, Ruth, at their home in Darlington.

TWR: Hi Rick, can you tell us about how you got into graphic design? I know you were in the 
hotel industry before, why the change?

I went through university and then had 10 years in business before I thought, what am I doing 
here, doing stuff I hate? Why don’t I do something I like? At that stage I went to Arts Centre 
College of Design (in Los Angeles); well at that stage it was one of the best around and what I 
could afford at the time. I finished in 1966, and went to work with J. Chris Smith. That was a 
fairly big studio at the time, about 70 people, and a lot of the people were supporting the agency 
Carson Roberts. I was there for four years. It was a great place to work because Jo was a teacher at 
Arts Centre as well as a good boss and I had come out of 10 years of business and he let me go, so 
I had a great chance to work on all sorts of projects.

TWR: When starting your own company, did you get clients carried over from that studio or was 
it private jobs just for friends?

We did a big packaging job for a Japanese noodle company called Maruchan which was the 
number two noodle company in Japan. They were just entering the convenience food market and 
grocery stores in the States, and so, Ruth [Rick’s wife], who is great with creative things, she came 
up with the name for this: ‘Noodles Now’, which was three minutes from the stove. It was a lovely, 
lovely name and they loved it.

Rick Lambert



TWR: Was there a definitive working method or style that influenced you from your 
training at the arts centre?

Well there was a real conscious feeling of integrity about everything the school did. There 
wasn’t a teacher there who didn’t have their own Business or who wasn’t in an advisory 
position. The teachers worked once or twice a week and so you are accessing some of the 
best people in the business, and that sort of filtered down through the training that we got, 
and we got absolutely shredded.

TWR: Did they push a certain method, like the Swiss style?

No. just great ideas, hopefully, intensive training and of course I’m a wrist man, I hate 
computers, I’m sorry because it would have been helpful if I’d learnt in some respects. 
There was no prescribed method; we learned all the tools for all situations. They had an 
exhibition design course, and the project was to design a museum for LeCorbusier. That 
course was run by Les Verdick. He was in San Francisco and he just did some marvellous 
stuff back at that time. This was in 1965.

TWR: How did you start off in Perth?

We started off by writing letters. We had a list of about 400 companies to send out to. So 
we sent out the letters and I had this marketing guy who said he thought we might get a 
three percent return from that.

In the letter I’d offered to give a free design audit and only one company, Cockburn 
Cement, asked for an audit. I did the audit and that was fine and they thanked me for 
coming and it was an interesting exercise but nothing came out of that for about two years, 
and I was asked to do their letter head.

One of the first jobs we had here was to work with Alcoa. At the time there had been a 
huge amount of flak from their destruction of the jarrah forest and escarpment. I had 
been brought in by a landscape architect in Darlington to handle the graphics part of it 
and help sell the project which was meant to be a centre to encourage people to enjoy the 
forest. It was a very exciting project and after two years of involvement they wanted to 
scour the design world, so to speak, to find out who would be the best exhibit designer for 
the project. At any rate the whole project never got off the ground because the pressure on 
Alcoa was reduced so they didn’t have to do it.

Ruth (from upstairs): Tell them about the Jeans West job.

Oh, that was really my first job and I was asked to design the logo for Jeans West for the 
agency Jenkins Aitkin Morgan. It was Aitkin I met. I took their existing logo and changed 
it and did some surface enhancement to the letter forms. I didn’t essentially change them 
but I did sewing and that kind of stuff... I came and presented my six ideas and Aitkin said, 
‘Well you’ve given us six variations of one idea’. And I said, ‘Well, that’s what I think is best 
for what you had, you’ve already got your letter forms and if you’re going to do something 
like this we need a robust letter form that’s not very complicated, which it wasn’t, it was 
some sort of sans serif. At any rate, I got my hundred dollars, and got out of there. He later 
became involved with Curtin University and I avoided him.



TWR: Was that the way you usually presented ideas to clients, variations of one idea?

I usually gave them a selection of ideas but generally I found that most of the companies I 
came in contact with had very little experience with a designer coming in. They were not 
terribly receptive a lot of times with an American designer telling them what they should 
be doing. They liked the marketing aspect, Americans were kind of ahead in the marketing 
area, I think, and so that aspect was fine. But they were reluctant unless they had mates or 
other people in similar positions in other companies who had experience with me. So at 
first it was a little difficult getting started. Ruth’s sister helped us out with a few contacts 
and acquaintances.

TWR: Did you find it was a lot different? Were people were less receptive to graphic design 
than in America, like getting a logo?

Originally I was refused entry into Australia because they told me they didn’t need graphic 
designers so we gained entry via Ruth’s New Zealand citizenship. So it was not a good start. 
I mean, when I first started, we had just been on a 10 month trip around NZ and Australia. 
And I was working out of the Kombi doing paste up in there in those days, working with 
Insight, who were Typesetters.

TWR: You did some teaching at Curtin as well.

I only worked full-time for a year, I mostly came in and did a few classes. I wanted to share 
what knowledge I had with young students.  So the first class I did had Michelle Stevens, 
Sheryl Stevens, and Sue Moore who now works for Turner. She was in a class; it had 17 girls 
and one guy, John Davies. We shared an office space and we collaborated and he built this 
table [the coffee table we sat around].

TWR: Was it important for you to teach?

Well, it wasn’t important, but I enjoyed it. We always had quite a lot of work, but I was a 
very poor budgeter. I hated that part of it. And Ruth, who was working full-time, helped 
me out. I did mentor for a number of years, at WA Institute of Technology and then 
Curtin’s program.

TWR: Did you see a Perth scene develop? Did you have a group of designers that you 
would relate to?

Well we did and I was never really tight with those guys like Ray Leeves and Russel 
Springham, Neil Turner, Peter Dixon and of course Les Mason, but we had lunch together 
and it was through those associations which AGDA evolved. So I’ve always had an interest 
in graphic design developing into a real industry here.

TWR: Do you have a favourite typeface?

The typefaces that I like, I would usually pick for specific reasons. I mean Helvetica. It’s so 
over used but it’s a marvellous typeface for certain types of information delivery.

I wouldn’t use it for a fashion company; a fashion company might be more of like a serif, 
maybe more of a decorative face.



To answer your question, I don’t really have a favourite typeface except a typeface for 
a specific job. And the typefaces I have developed for the logotypes are specifically 
for the character of the company or the product or whatever. This for example is for a 
noodle company [Noodles Now] so it makes sense, and because ethnic foods were a new 
introduction into supermarkets they needed something that was really a lot of show on the 
shelf.

Some of the type I see now I think is just hideous. I guess I just can’t get into what some 
people are doing with type at the moment, like putting four or five different typefaces on 
the one small spread. I know why they’re doing it, I mean, I shouldn’t say I always know 
why they’re doing it, I mean it’s just for the recognition factor and doesn’t have a lot to do 
with anything else.

I would be kind of old school in terms of type, even though my type design is not terribly 
contemporary probably as some would see it but very relevant for what the product was or 
the company was as I saw it at the time.

I was not a trendsetter, I felt passionate about design and there needed to be a strong 
relevance to what was created and there should be a integrity built into the whole system. 
Hopefully clients would embrace this and recognise that really good design would 
inevitably enhance their profile. It didn’t always work and it probably still doesn’t work 
because in the mean time computers came along and small companies hired secretaries who 
had computer skills and got them to design something. It happened time and time again. 
We did something that I thought was you know, great at the time and the client would 
eventually kiss us off. You know they didn’t want to pay the money, they got what they 
could from us and then they went and did their own thing.

TWR: What gives you the greatest pleasure in graphic design?

Well, I think creating something that I felt was really right for the company, and having 
them really embrace it. That didn’t always happen very quickly. I think CSBP was really 
interesting and I liked the associations. We had a lot of support there, and they seemed 
to like what we did. To continue working with a client, who is not terribly demonstrative 
about what you are doing, but respects and likes and comes back for your thinking input. 
And so that was an intensely enjoyable association. Then of course you have individual jobs 
that you really love. We were associated with Oceanfast for a little time, really beautiful 
luxury boats. They were connected with other companies, so we were able to do other 
projects. They were particularly enjoyable. Relatively short term, but our association with 
Oceanfast, the parent company, was enjoyable. Don Johnston really liked what we did. 
There was no fuss, we didn’t have sell ourselves, and they liked what we were doing. Early 
on, Secret Harbour was a project that we felt was really successful. We did our first big 
promotional booklet there, and I was always really intensely involved with the people who 
were helping us do the booklet for the project, or the photography. We worked a lot with 
Leon Bird; we worked a lot with photographers on various things. So the association with 
other people who were all working towards a common goal - that makes me proud. I have 
always wanted everyone I worked with to support the same thesis of excellence.

TWR: What do you think about inheriting a logo - do you try to associate with the 
original, or try something new?

I had a call from Art Goodman, from Saul Bass’s organisation, way back, he said, ‘How 
would you like to come and work for us?’. I said, ‘What is the deal?’, and he said, ‘How 
would you like to run the United Airlines program?’ I had interviewed there [Saul Bass] 



initially, and they did not offer me a job. This was a few years later. I thought about it at the 
time, but I had just started my own studio and was still very conscious of wanting people to 
come to us for the main act. I said, ‘Has the logo already been resolved?’, and he said, ‘Oh 
yeah, it’s been accepted and everything.’ So they just wanted me to run the program. So I 
said, ‘Thanks, but I won’t get involved there’. I suppose in retrospect - I was never sorry I 
didn’t do it - but I guess I was young and...[laughs] didn’t want to take someone else’s work 
like that. Which I thought was ok, but not great, to do all the other work that’s involved. I 
didn’t feel at the time, I needed it.

TWR: So you were more inclined to take on jobs from the beginning?

Well from the beginning, we got involved with the discussions. I knew Bass, and had a lot 
respect for much of his work, so they wanted me to run it, but they had Art Goodman, and 
Saul sitting in and calling the shots.

TWR: What was the deal with the Eameses?

Well I was offered a job, and I really wanted to work there. They had a studio in Santa 
Monica, where I was living at the time, and they wanted me to come in and work there for a 
while. And there was no discussion of salary or anything, and so I found out through some 
people who went to work there that they didn’t get a cent for it. After a month or two, they 
won’t tell you if they are going to pay you. So I thought about it, and I decided that if they 
couldn’t pay me, that they were just trading on their reputation, that was not good enough. 
I felt that I wasn’t a real neophyte. I had come out of a good school and I thought I was 
worth something. So in the end it did not work out.

TWR: Can you tell us about the process or your thoughts behind a few logos?
 ...The Nomad logo?

This was for a series of books, little pocket books, city guides, it was a wonderful project 
that went pear shaped; I won’t go into that... It was a lovely project. We had to do a presen-
tation of what the design of the book would be like and how we saw it. I think there was 
only one other designer involved, Paul Brass, a lovely kind of guy. Very good, I have always 
liked him.  [The idea behind the texture] It goes with the Nomad, and that’s the whole idea 
behind that series of books, there were going to be around 30 books, so people who came 
to Australia could pick up a specific book. We initially did the design for the books and the 
covers, and then they wanted us to do a couple more. So we did Sydney and Cairns. I think 
there were 6 done initially; the ones done here were Broome and Perth and Margaret River. 
That was a project that was very exciting. We had just done a book for Roger Garwood. 
He was a photographer and we had some marvellous stuff of his. We did a book about the 
North West, which was marvellous. It spawned this. They accepted the book design, and 
then it just went pear shaped and it went in to all kinds of legal action. That didn’t happen 
often.



(About CSBP)
CSBP produce industrial chemicals as well as fertilisers. I felt the logo we came up with and the 
comprehensiveness of the program was exciting, and so I like that logo a lot. I had one basic direction 
and a lot of variations and by the development phase there were three or four possibilities, which 
answered the brief. I didn’t want to throw it open to the client, because I have had clients before that 
didn’t want my preference. I knew for a fact that it would take us anywhere from 25-50 hours to come 
up with a presentation and a direction, and so in presenting it, I would walk the client through what our 
thinking was and how we arrived at this particular solution. I already had 10 years of business experience 
before I became a designer, so I had some credentials there, and so perhaps I was more confidant. When 
you are 21 -23 you can’t go out and act like you know everything. So it was really important to be able 
to put your case, and to make it understandable for the people who are running a company, so they are 
going to say, ‘yeah, that makes sense’.

The idea was that the logo looked like a sheaf of wheat, and it was specifically not totally organic. That 
took care of the chemical side, so it was very precise and controlled. 20 years later they came to me and 
said there was a marketing section which was putting something together to show how the whole thing 
came about, and that they didn’t want anyone altering the mark. Later REB got involved and did some 
stuff, but did not change the mark. It was developed almost at the same time as the logo for the parent 
company, Wesfarmers.

(About Lamb Print)
The idea was, simply, that we wanted to use a face that was easily understood, 
but had some excitement factor  in it, and some subtleties, like the rounded 
corners on the N, the little spot in the A, the ligature between the L and A, 
which was kind of natural. We did a lot of logos in that case, that was a late 
project, maybe 2002. Visually just the crispness of some letterforms and the 
slightly rounded edges, on the L and the M and A; All those things are just 
subtleties, that make it cohesive. It’s not trying to be really tricky.

(About Silver Chain)
Well we just selected a natural sort of image and specifically wanted the outside 
of the form, I mean these are subtleties which are things I worked with all the 
time. We wanted the inside to be sharp edged and the outside to be slightly 
rounded, and not just perfectly square. The inside is, slightly rounded, so we just 
wanted to keep it as simple as possible, and keep it with the medical theme, and 
the silver chain. That was a fun thing.

 



a Perth based graphic designer who practiced for over 35 years in the united States and Australia.  
Rick’s work has received international recognition and has appeared in numerous publications 
including , LIFE, GRAPHIS, IDEA, Design World, Design Down Under, Trademarks and 
Logotypes of the world as well as THE BOOK (6 Western Australian Designers). We visited 
Rick on two occaisions to talk about his practice. 

Clockwise from top left: Merifield Helicopters; Building Management Authority; West Australian Institute of Technology (now Curtin University); 
Racing, abc sports marketing; Cortec, corrosion technology; Insight Typographers; Rage Shirt Brand; Logmaster; Sheen Biotechnology; Guarana; 
Chancery Support Group; Merifield Development Group.



The bedroom view to the high altar and to the outside of Phillip II at the Escorial 
has exchanged here, a tiny top-floor apartment, half the size of the king’s very mod-
est rooms. That the small can encompass such scale and magnitude is not something 
new: Louis XIV also had some geometry generated from his boudoir. 

Hardly recumbent, but this client was also interested in a view of the (plasma) high 
altar from his bed and the million-dollar sea views.

It is a small space that is packed with just a few ideas. The site is a top floor 1970s 
apartment of 48 square metres, in Cottesloe, that we gutted and rebuilt. The sight is 
of course the ocean, the horizon, the lighthouses or the movement on Gage Roads.  
If anything it is architecture by cabinetwork, the containing of everything for liv-
ing within the white lacquer – office, laundry, media, pantry, refrigerators, freezer, 
dishwasher, heater in one stretched-out luxury caravan.

The room in the space, the bathroom, curves out of view, almost making another 
room. There is a sense of arriving at the view with the line of sight encompassing the 
vast sea. And to make sure, we added a fenêtre longueur, to make more sea (to see).

Sophie Giles
 

Giles Smith Architects

The Cabinet of Mr Kargotich
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1 bedroom
2 laundry
3 kitchen 
4 bathroom
5 living
6 office
7 dining
8 sea
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Rearrange the jumbled words below and place 
them in the boxes. Take the letters in the circles, 
rearrange them, and find the answer to the 
riddle. 

Send answers to 
theweatherring@gmail.com 
and win a one off weather ring t shirt!

1. NITAT
2. ELGEDS
3. LEAIS
4. DIPNWU
 

Why was the woman attracted to the house?

Because it had a   _ _ _ _   _ _ _ _ !!

Jumble!



Find all the Australian animals in the word sleuth!!
Answers next issue

Word Sleuth



TURNIP.
The turnip this issue goes to the new ‘Bellevue’ project on Mount Street. This involves tak-
ing the fantastic Sunny Meed (Krantz and Sheldon, 1961) and ‘updating’ it with an insipid 
and hungry renovation, resulting in a prince in pauper’s clothes. Yet another case of losing 
a solid example of Perth’s modern building stock.

TULIP.
The tulip this issue is awarded to the kerfuffle surrounding the Cliffe’s pending demolition. 
It looks like it will be saved, despite the still standing demolition license, and has brought 
the issue of heritage and conservation to the forefront of news, at least for a while. Hope-
fully a positive result will prevail and we can retain a great piece of built history. If only the 
McComb’s had lived in the Kidston-Hunter and McKim house…

Sunny Meed








