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Economic cycles breed new kinds of 
business publications. The rise of US 
capitalism in the twentieth century 
gave birth to Fortune, with its 
pioneering use of illustration, 
information graphics and 
photography, while the Dot-com 
boom brought Fast Company. Now 
today's rise-of-the-internet, collapse-
of-everything-else global economy 
has created the rich environment 
for Bloomberg Businessweek. 

The financial data company 
Bloomberg bought Business Week 
magazine in 2009, installed Josh 
Tyrangiel (formerly of Time and 
Time.com) as editor and relaunched 
in April 2010. From London they hired 
Richard Turley, previously the art 
editor of The Guardian's G2 section, as 
creative director. Early online critics 

described the redesign as 'too gridded', 
but it has become clear that for Turley 
the grid is there to be broken by 
graphics, diagrams and pictures. 

Bloomberg Businessweek's pages 
explode with the energy of breaking 
news, editorial intelligence and design 
experiment, while achieving perfectly 
detailed typography. Along with its 
weekly counterparts New York and the 
New York Times magazine, Turley's art 
direction is a sign that mainstream 
magazine design is still alive. 

Simon Esterson You seem to have that 
powerful combination... large resources 
and great design freedom. How do the 
editors and designers work together? 
Richard Turley Editorial and design 
work together very closely. What is 
perhaps unusual about our process 

(certainly in comparison to other 
American magazines) is the 
geography of our office. We work 
with editors and designers sitting 
side by side. So apart from getting on 
and understanding each other on a 
personal level, it means that we are 
aware of each other's thought 
processes pretty much the moment I 
they happen. That places design in a 
central role in the editorial process. 

It was something I felt worked 
very well at The Guardian, which 
uses a similar scheme of splitting 
departments up and grouping 
editors and designers. So when we 
moved offices last summer and we 
were drawing up the seating plan, 
we decided to replicate it. I think 
also because Josh [Tyrangiel, Editor] 
came from Time, which is incredibly 
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13 (facing page). Cover of the 'Year in Review' 
issue (20 December 2010) shows 2010 as 
a three-dimensional pie chart . Inside, the 
s tructure breaks the year d o w n into a series 
of six graphic chapters covering everything 
f r o m the effects of the ash c loud, t h r o u g h 
to the story of the trapped Chilean miners , 
v ia the 'Lady Gaga effect'. This issue w o n 
a Silver a w a r d (a 'Yellow Pencil') in the 
2011 D & A D A w a r d s in L o n d o n . 

11. Opening spread for a feature about the 
car factory that has e l i m i n a t e d waste, 
6 June 2011. The curved a r r o w (see also 
picture 7) may be Bloomberg Businessweek's 
def ining graphic device. Pictures are 
not captioned, but annotated by a r r o w s 
l i n k i n g text to image. 
12. Cut-out photographs and felt-t ip pen art 
for a layout about G r o u p o n cu l ture that is 
i m m e d i a t e and un-slick, 21 M a r c h 2011. 

formal, and puts a lot of layers 
between departments and people, 
he was very interested in a flatter 
working culture. 

We do have good resources. 
But I wouldn't say we have design 
freedom. Every design decision we 
make is discussed multiple times. 
Naturally we try and push the design 
as much as we can, but we get 
pushed back a lot, too. And, to be 
frank, I usually agree when that 
happens. 

Everybody's fallen in love with 
infographics again, but few designers 
seem to know how to commission and 
create them. How do you do it? 
The graphics team at Bloomberg 
Businessweek are best described as 
graphic journalists. They are as 

much researchers as they are 
designers and they collaborate 
daily with our network of reporters. 
Data is retrieved largely from the 
resources of Bloomberg's network. 
Deciding when a graphic is called 
for and what kind of graphic will 
work best is a shared discussion 
between graphics and editorial. 
The resulting charts, maps and 
visualisations are developed 
narratives that go through several 
revisions. We try and scale a chart 
to the appropriate size. Often I've 
found that infographics are an 
afterthought, a big hole left in the 
middle of a layout, waiting for the 
chart person to provide some magic 
dust that somehow animates the 
story into a simple easily digestible 
visual take-out. For me, that is a 

back-to-front way of working. We 
start small and scale our charts up 
according to their merit. If we find a 
lot of good data or a new interesting 
take on the story then we make the 
chart bigger. 

This highlights another way we 
work, which may be a bit different 
from other places, in that we 
constantly swop and exchange 
layouts, with multiple designers 
working on any given layout. 
We aren't precious about people 
'owning' layouts. We all try and 
figure the problems out together. 
This is probably best illustrated in 
the way we apply charts to pages: 
the lead designer of that page / 
article / section will check the 
InDesign documents in, after which 
they are picked up by one of the 

infographic team who adds the 
chart, and adjusts and changes the 
layout as necessary. They will add 
graphic elements, shift around page 
architecture, making their work 
integral to the end page design. 

I have described this process 
before as graffiti-ing the pages. 
The type structure and spacing are 
the bricks and mortar from which 
we build the walls of magazine, and 
on top of that, we spray graffiti. 
Whether pictures, display 
typography, big numbers, charts, 
captioning, or illustration, they're 
syncopated moments - many sitting 
completely free of the grid - that 
disrupt the organisation, breaking 
those grid conventions and giving 
energy and tone to the pages. These 
elements are the magazine talking 
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to you. It's a form of narration, with 
insightful or flippant, informative or 
sideways-glancing commentary, set 
in a separate voice to the author's. 

How big is the design staff and how 
doyou workas a team? 
Including me, we have six designers, 
three chart info-designers and a 
photo team of five. So by UK 
standards it's huge. In fact by US 
standards it is pretty big. 

We have at least one run-through 
of the magazine with the whole 
design and editorial teams every 
day; sometimes we meet anything 
up to three times and look at the run 
of pages. These meetings tend to be 
pretty informal, but we will look at 
every page in the magazine and 
discuss the design and pictures 

(as well as story orders / headlines 
etc.) pretty intensively. Anyone is free 
to comment and most people do. 

We work as team by me forcing 
them to go to museums and 
exhibitions, often against their will. 
We try to get drunk fairly regularly. 

How did you originally get approached 
about the redesign project... and what 
was the brief? 
I applied for a job at Time magazine 
many years ago, when it still 
retained a bureau in London. A PDF 
of my work ended up on the desktop 
of the then design director of Time, 
Arthur Hochstein. When Bloomberg 
bought the magazine in 2009 they 
asked the ex-editor-in-chief of Time, 
Jim Kelly to recruit the editor and 
art director. Jim contacted Arthur 

asking if he knew any designers who 
might want the job, Arthur said 
'Well there is this guy' [me]. He still 
had my PDF. Jim called me and I had 
a couple of calls with the people at 
Bloomberg. I was asked to pitch for 
the job, and to my surprise I won it. 

There was a long brief from Josh 
of the design he wanted. But that 
was just given to me for the pitch. 
After that the brief was just let's try 
and make a great magazine that we 
would want to read. 

The structure of the magazine is 
utterly indebted to the grid and type 
philosophy I learned when working 
for Mark Porter [at The Guardian in 
London]. In some ways it is also 
some sort of evolution of Guardian 
design methodology and, despite the 
knocks [the online criticism] I took 

initially because of that, it has 
always been a source of pride that 
I am taking on those principles and 
still living by them. 

I certainly didn't help myself by 
choosing Helvetica. But then that 
font choice was really far more 
about being bored with custom 
typography at the time. I just wanted 
something that didn't surprise 
anyone and was just a typeface, 
rather than a branding exercise. 
I just chose the most obvious idea 
for a font. I didn't think about it for 
long. In fact, pretty much as soon 
as I put the phone down after being 
asked to submit a pitch, I thought 
I'd do it in Helvetica. 

I am in many ways quite a lazy 
designer. If it doesn't come quickly, 
almost instantly actually, then I lose 
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interest. The more I force an idea, 
the less convinced I am about it. 
Sometimes it will take a little while 
to find the idea, but when I get it, it 
tends not to change much from the 
beginning to the end of the process. 

That said, will the next magazine 
I design look as similar to The 
Guardian? Maybe not, but at the 
heart of its design will always be 
the same discipline and structure. 

I was once working with Mark 
Porter on an Italian magazine called 
Internazionale, going back and forth 
with him as we tried to reinvent our 
(well, his) style. And there was a 
moment when Mark came over and 
said: 'I just did a few pages a bit like 
The Guardian. It may not be the most 
exciting thing for us, but it looks 
right.' I remember that moment: 

freeing yourself from an obligation 
to reinvent yourself. If you're getting 
hired to do a job, the chances are it is 
because they like the work you've 
already done, so pushing yourself to 
do something markedly different is 
often just a posturing exercise. Most 
good magazine design isn't about 
the design, it's about the strength of 
the ideas and how they are 
expressed with the typography and 
pictures. Design is just a bullshit 
word to articulate that process. 

What do you see as the differences 
between working at The Guardian 
and working life at Bloomberg 
Businessweek? Or working life in 
New York compared to London ? 
Sounds a little trite but you can take 
your career seriously over here 

without feeling somewhat 
apologetic about doing so. 

I love it. I am very, very happy 
here. One different thing about 
working in New York is the crazy 
attitude to picture cropping. I'm sick 
of people not cropping pictures. I'm 
wary of this holy attitude we have 
to photography and photographers. 
If a picture is great then yes, no crop, 
no text on it. I anecdotally know of a 
big magazine over here where the 
art director doesn't get to see the 
spreads until the picture editor has 
approved the crops. I mean: crop the 
pictures! It is fine to crop pictures. 
It's good to crop pictures. The single 
book that led me into this industry 
was Harold Evans' Pictures on a Page: 
Photo-Journalism, Graphics and 
Picture Editing. [See Eye 73]. My dad 

bought it, probably by accident. 
We had this book on our shelves at 
home. I used to obsess over this 
book as a kid, even though I didn't 
really know what it was about. The 
best chapter in it is the one where it 
tells you how to crop a picture. 

How much influence has the fact that 
it's a business magazine made to your 
art direction? 
Power is fed by money, so following 
the money is a good way of 
understanding power. Moreover, 
I think money is central to the way 
we perceive ourselves, like it (or 
admit it) or not. Personally, I have 
always been interested in business. 
I am far more interested in business 
than I ever have been in politics. 
Money is the system that runs us. 
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Text Box
Fonte: Eye, London, v. 20, n.80, p. 32-39, 2011.




