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resumo

O projeto tem como intuito a criacdo de uma revista que evidencie
ainspiracdo grafica na estética grunge, presente na década de 1990.
Os objetivos passam por possibilitar a procura de informacdo na
area do design grafico de layout, bem como a melhor compreensdo
dos métodos de trabalho da época, tendo como objetivo a explora-
cdo plastica do tema, seguindo a sua investigacdo.

Tendo em conta a pesquisa inicial efetuada, foram reunidas um con-
junto de revistas e respetivos layouts - Raygun, Emigre, The Face,
Wired, Arena - que evidenciaram a estética do movimento grunge
no campo do design e tiveram um impacto significativo no mesmo.

O plano de trabalho tem como base a realizacdo inicial de uma pes-
quisa intensiva sobre o tema abordado e a realizacdo de um projeto
editorial, que retina as informacdes necessarias para a criagdo do
design de uma revista, com a estética grunge.

A primeira fase deste plano de trabalho contempla uma pesquisa e
analise de elementos visuais e textuais, que possam construir uma
base de estudo que represente a estética grunge da década de 1990
e respetivas técnicas associadas.

A segunda fase caracteriza-se pela analise de informacdo e conteu-
dos, numa tentativa de apurar o contexto histérico dos décadas fi-
nais do século XX, com o objetivo de identificar e compreender as
referéncias e influéncias das quais surgiu o movimento grunge e a
sua ligacdo ao design grafico.

A terceira fase consiste na realizacdo de um objeto editorial, tendo
como objectivo a criacdo e materializacdo de um suporte grafico
onde seja possivel identificar referéncias, grafismos e imagens que
se associem ao movimento grunge.

palavras-chave

Grunge

Editorial

Layout
Pés-modernismo
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aLQtl‘aCt

The project aims to create a magazine that highlights the graphic
inspiration in the grunge aesthetic, present in the 1990s. The goals
include facilitating the search forinformation in the area of graphic
layout design, as well as a better understanding of working me-
thods at the time, with the objective of artistic exploration of the
theme, following the research conducted.

Taking into account the initial research carried out, a set of ma-
gazines and various layouts were brought together - Raygun,
Emigre, The Face, Wired, Arena - which highlighted the aesthetics
of the grunge movementin the field of design and had a significant
impact on it.

The work plan is based on initially carrying out an intensive resear-
ch on the topic covered and the execution of an editorial project,
that compiles the information necessary to design a magazine, with
a grunge aesthetic.

The first phase of this work planincludes the research and analysis
of visual and textual elements, that are able to establish a study
base representative of the grunge aesthetics of the 1990s, along
with associated techniques.

The second phase is characterized by the analysis of information
and content, in an attempt to determine the historical context of
the final decades of the 20th century, with the aim of identifying
and understanding the references and influences from which the
grunge movement and its connection to graphic design emerged.

The third phase consists of creating an editorial object, aiming to
create and materialize a graphic support where it is possible to
identify references, graphics and images that are associated with
the grunge movement.

keynronls

Grunge
Editorial
Layout
Postmodernism
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contestualizagio histérica

A Década de 1990 caracterizou-se como um periodo de transicdo
e mudanca em varias e distintas dreas, que simbolizaram o fim de
uma era e marcaram um nova fase na histéria mundial.

A nivel politico, os anos 90 testemunharam o fim da Guerra
Fria. Aqueda do muro de Berlim, em 1989, marcou a reunifica-
cdo da Alemanha e simbolizou o inicio de uma nova ordem geo-
politica. A Unido Soviética desintegrou-se em 1991, pondo fim
ao bloco comunista e consolidando os Estados Unidos como a
superpoténcia global.

A ideia de globalizacdo foi impulsionada com os avang¢os nas co-
municacdes e na tecnologia que facilitaram a ligacdo e partilha de
informacdo. As fronteiras entre paises tornaram-se mais permea-
veis, houve uma expansdo do comércio internacional e a cultura
transcendeu barreiras geograficas. Esta globalizagdo de contetdos
foi bastante impactante na economia, na politica e na cultura.

Um dos acontecimentos mais marcantes da década, foi o apareci-
mento da internet. A World Wide Web foi introduzida ao publico
mudando a forma como as pessoas comunicavam e acediam a in-
formacdo. O boom tecnolégico trouxe consigo o aumento do aces-
so a computadores pessoais, e empresas como a Microsoft, Apple
e Intel, desempenharam um papel crucial nesta revolucdo digital.

Na esfera geopolitica, os anos 90 foram também marcados por
conflitos e desafios. A desintegracdo da Jugoslavia resultou em
conflitos étnicos e guerras civis, especialmente na Bdsnia e no
Kosovo. Um genocidio devastador ocorreu no Ruanda em 1994,
destacando a necessidade de intervencdo internacional em situa-
¢bes de crise humanitaria.

No Médio Oriente, os esforcos pela paz foram notaveis durante
esta década. Os Acordos de Oslo, assinados em 1993 entre Israel e a
Organizacdo para a Libertacdo da Palestina (OLP), procuraram esta-
belecer as bases para uma solucdo pacifica no conflito entre Israel
e a Palestina.
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Os anos 90 sdo também associados a uma explosdo na cultura
musical. Géneros musicais como o grunge e o hip-hop ganharam
destaque, tendo influenciado ndo sé a esfera musical, mas também
a moda e a atitude dos jovens. Bandas como Nirvana, Pearl Jam e
Soundgarden tornaram-se simbolos de rebeldia e de autenticidade
do movimento grunge.

No ambito social, houve avancos significativos nos direitos civis e
na consciencializagdo para questdes sociais. Movimentos feminis-
tas e de luta pelos direitos LGBTQ+ ganharam forga, o que contri-
buiu parauma mudanca de mentalidades e de legislagdo em muitas
partes do mundo.

Em resumo, os anos 90 foram uma década de transformacdo pro-
funda, marcada por eventos que influenciaram o mundo contem-
poraneo. O fim da Guerra Fria, a ascensdo da internet, a globali-
zacdo e a efervescéncia cultural fizeram dos anos 90 um periodo
crucial na histéria recente, deixando um legado duradouro em
diversas esferas da sociedade.
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0 movimento drunge

A musica grunge surgiu no final da década de 1980 mas atingiu o
seu auge de popularidade nos anos 90, em especial em Seattle, uma
cidade do estado de Washington, nos Estados Unidos. O grunge
é caracterizado como sendo uma fusdo de referéncias do punk,
rock alternativo e metal, aparecendo como uma resposta a cena
musical predominante da época, que eradominada por estilos mais
refinados e produzidos.

Este estilo musical, associado a um ambiente contracultura, pre-
tendia desafiar algumas convencdes estabelecidas, representando
ainsatisfacdo e desilusdo dajuventude da época.Asraizesesom ca-
racteristico do grunge estdo profundamente ligados a cena punk e
ao rock alternativo. Bandas locais comecaram a experimentar uma
sonoridade mais crua, distorcida e menos convencional que incluia
guitarras com sons distorcidos, letras introspetivas e abordagens
menos convencionais, muitas vezes influenciadas pelo punk, pelo
indie rock, por elementos do rock classico e pelo metal. O grunge
fazia parte de um movimento musical mais amplo, conhecido como
rock alternativo, que desafiava as convencdes do rock mainstream
da época. O sucesso das bandas grunge contribuiu para o aumento
da popularidade do rock alternativo nos anos 9o0.

O grunge ndo era apenas um estilo musical, mas também uma ex-
pressdo cultural que refletia a desilusdo da juventude da época em
relacdo as expectativas sociais e culturais. As letras abordavam fre-
quentemente temas como aalienacdo, descontentamento, criticaa
sociedade earejeicdo devalores convencionais, incorporando uma
autenticidade com a qual muitos jovens se identificavam.

0 ano de 1986 é frequentemente citado como um marco inicial
para o grunge, com o lancamento do album "Deep Six", um al-
bum que compila musicas de varias bandas de Seattle, incluindo
Soundgarden e Melvins, bandas que sdo consideradas pioneiras
dos primeiros registos da sonoridade grunge.

O movimento ganhou mais destaque nos anos 90, com bandas como
os Nirvana, Pearl Jam, Soundgarden, Alice in Chains e Mudhoney.
Liderada por Kurt Cobain, a banda Nirvana é considerada umas das
maisicénicasdomovimento grunge,tendoumimpacto cultural bas-
tante significativo ap6s o lancamento do seu album “Nevermind”
em 1991, que incluia a musica "Smells Like Teen Spirit", caracteriza-
da como um hino da geracdo grunge. O sucesso dos Nirvana cata-
pultou o grunge para um cenario mainstream.
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“T was dooKing for something a lot heavier, yet
meldodic at the same time. Something different from
heavy metald, a different attitude.” - Kurt Cobain

No entanto, a popularidade do grunge foi encoberta por algumas
adversidades, como a morte de Kurt Cobain em 1994 que se tornou
um marco significativo para o movimento. Além disso, apds terem
alcancado sucesso comercial, algumas bandas grunge viram a sua
integridade artistica posta em causa, sendo acusadas de cederem
aos interesses comerciais em detrimento da sua autenticidade.

Apesar destes desafios e da breve ascensdo a um patamar mains-
tream, o seu legado namusicaenaculturaainda perdura.As bandas
grunge foram um grande influéncia para toda uma geracdo de musi-
cos e deixaram uma marca impactante e duradoura na musica rock.

A atitude rebelde do grunge e o seu som distinto continuam a ser
reconhecidos até hoje. O grunge ndo foi apenas um género musical
foi um movimento que desafiou as convenc¢des e redefiniu o som do
rock, captando a insatisfacdo e a autenticidade de uma geracdo e
deixando um impacto duradouro na histéria da musica, que conti-
nuaaserlembrado como uma expressdo poderosa de uma geragdo.
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novas teenologias digitais

A tecnologia digital influenciou radicalmente o design tipografico a
partirdoinicio dos anos 1980. 0 computador permitiu aos designers
criar e manipular letras de novas formas, oferecendo novas op¢des
paraaelaboracdo de tipografias e paraasua“producdo”. Aferramen-
ta digital inicialmente exigiu (devido a restricfes técnicas) e, mais
tarde, incentivou explicitamente (devido aos avancos técnicos) tipos
especificos de representacdo que mudaram os seus antecedentes
histéricos. Durante a década de 1990, a manipulagdo das letras era
notavel. As oportunidades espaciais e temporais do ciberespaco re-
sultaram em representa¢8es mais radicais de letras que ofereceram
novas possibilidades estilisticas, ao mesmo tempo que desafiaram
as normas de leitura e escrita.

A Apple foi fundamental na popularizacdo das tecnologias que esti-
mularam a experiéncia tipograficanacomunidade do design grafico,
durante esse periodo.

O computador Apple Macintosh, lancado em 1984, popularizou as
principais tecnologias e conceitos que anunciariam uma nova era
tipografica. Embora muitas dessas tecnologias e ideias tenham tido
origem noutros lugares, a sua disseminacdo através do Macintosh
apresentou a um publico amplo o conceito WYSIWYG ("What You
See Is What You Get”) e tecnologias associadas: tipografias bitmap
e impressdo com matriz de pontos que foi rapidamente superada
pela impressdo a laser. WYSIWYG empregou o uso de imagens e de
paginas de documentos no ecrd do computador, em tamanho real,
e acapacidade correspondente de imprimi-las conforme apareciam.

A forte ligacdo entre a imagem e a sua produgdo ndo sé alterou a
forma como as pessoas criavam documentos, mas também a forma
como pensavam sobre eles. Os utilizadores de computador conside-
ravam cada vez mais a aparéncia do texto como uma parte crucial
para o processo de escrita. Os primeiros utilizadores do Macintosh,
descontentes com as formas reduzidas de introducdo texto, procu-
raram explorar o controlo tipografico através dos recursos de estilo
integrados no sistema operacional. Estes incluiam a capacidade de
escolher entre varios tipos de letra e familias tipograficas, podendo
serinstaladas no arquivo de sistema do Macintosh. Para além disso,
incluiam opg¢des padrdo como texto “simples”, negrito, italico, subli-
nhado, contornado, sombreado e em varios tamanhos.
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Aintroducdo daimpressora Apple LaserWriter em 1985 permitiu que
0 Macintosh rivalizasse com a impressdo offset através de uma tec-
nologia que melhorou significativamente a aparéncia do texto e das
imagens. Ao passar para 300 pontos por polegada, a LaserWriter ren-
derizava letras de forma mais suave, capaz de definir detalhes mais
subtis no contorno e que afetariam especialmente a aparéncia de
serifas e texto em tamanhos mais pequenos.

Enquanto a LaserWriter da Apple forneceu a tecnologia de hardwa-
re que democratizaria o design tipografico através da ascensdo da
“publicacdo digital”, a Adobe Systems forneceu a inovag¢do de soft-
ware através do PostScript, uma linguagem de programacdo espe-
cializada navisualizacdo de informacdes ou linguagem de descricdo
de pagina (PDL), incorporada a LaserWriter. O PostScript possibilitou
a impressdo de layouts detalhados, com imagens e texto organiza-
dos de acordo com as especificacdes do designer. Layouts graficos
sofisticados que antes exigiam uma composi¢cdo manual detalhada,
agora podiam ser trabalhados com facilidade através de programas
de software que tornavam o layout da pagina quase tdo faceis quan-
to o processamento de texto. Estes programas, quando usados em
conjunto com a LaserWriter, garantiam um output grafico com qua-
lidade de impressdo offset.

Em poucos anos, a edicdo digital ultrapassou a composicdo tipogra-
fica profissional e aimpressdo offset como a opgdo preferida da pré-
-impressdo e impressdo de baixo custo.

Apds a introducdo do Macintosh, um pequeno grupo de designers
graficos perspicazes reconheceu o potencial estético da tipografia
com base no computador. Em 1985, Zuzanna Licko projetou trés fon-
tes - Emperor, Oakland e Emigre - que exploravam deliberadamente
a aparéncia do pixel. Essas fontes redefiniram a aparéncia de uma
publicacdo emergente,a “Emigre”, fundada por Zuzanna Licko e pelo
seu marido Rudy VanderLans, conjuntamente com o artista Marc
Susan e o escritor Menno Meyjes. Desde entdo, tornou-se uma das
publicacBes de design mais influentes, funcionando como veiculo
principal para a transmissdo de novas ideias tipograficas. A“Emigre”
apresentou fontes desenhadas por Zuzanna Licko e outros desig-
nersque serviu como catalogo paraacompra dessas mesmas fontes.



Ao mesmo tempo, April Greiman, uma designer grafica com forma-
cdonaSuica, comecou aexperimentar extensivamente comimagens
digitais e tipografia no seu trabalho impresso. Assim como Zuzanna
Licko e Rudy VanderLans, ela usou letras e imagens com o pixel mui-
to acentuado nos seus projetos.

Enquanto o pixel caracterizou a aparéncia destas primeiras expe-
riéncias tipograficas, o desfocado e o “antialiasing” caracterizarama
aparéncia posterior datipografiadigital. “Aliasing” é um termo técni-
co utilizado paradescreveraaparénciaem degrau de lados curvados
em formas compostas por pixeis. No formato das letras, o “aliasing”
pode ser considerado problematico pois interfere na suavidade da
curvatura que é necessaria para definir os caracteres. Este proble-
ma é acentuado em tipografias serifadas e em texto com o cor mais
pequeno, uma vez que poucos pixeis estdo disponiveis para formar
cada letra.

0 “antialising” resolveu esse problema desfocando os lados das le-
tras. Por exemplo, os contornos de uma letraa preto sobre um fundo
branco, mesmo suavizadas, acrescentam pixeis cinza ao longo des-
tes contornos. Apenas sistemas de computador capazes de exibir
mais de duas cores (preto e branco) conseguiam utilizar o “antialia-
sing”. Embora o “antialiasing” eliminasse a aparéncia irregular das
letras no ecrd do computador, também diminuia a sua legibilidade,
aoreduziro contraste e adefinicdo destes lados. A falta de contraste
fez com que o “antialising” praticamente ndo pudesse ser utilizado
em letras com corpos mais pequenos.

Até a introducdo do Macintosh Il em 1987, o computador Macintosh
suportava apenas monitores a preto e branco e, como tal, os pri-
meiros programas de software Macintosh para edicdo grafica ndo
incluiam o “antialiasing”. Com a evolugdo da tecnologia que introdu-
ziu tons de cinza e depois cor, o0 “antialising” tornou-se um recurso
bastante desejavel que, mais tarde, foi explorado por um programa
inovador da Adobe, o Photoshop, lancado em 1990.

seorrab saodvorydy @ serougnyul :sotydeiy abunid
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Originalmente o Photoshop foi criado para ser usado em retoques
fotograficos digitais de alta qualidade. Como tal, o Photoshop pre-
sumia a existéncia de umaimagem inicial, em contraste com os pro-
gramas de pintura que forneciam uma tela em branco, logo noinicio.
O Photoshop integrou varias ferramentas poderosas, mas relativa-
mente faceis de usar, para a edicdo de imagens. Além disso, possuia
ferramentas com a capacidade de criar e adicionar tipografia a ima-
gens - ferramentas utilizadas pelos designers graficos na procura de
novas alternativas a composicdo tipografica padrdo.

O Illlustrator, programa anterior da Adobe, era um software de dese-
nho vetorial de alta qualidade que gerava automaticamente cédigo
PostScript durante o processo de desenho. Este cédigo tinha a ca-
pacidade de ser transferido diretamente para qualquer impressora
PostScript (como um ficheiro de texto de cédigo PostScript ou guar-
dado como “encapsulated PostScript” (EPS), um formato que man-
tém uma pré-visualizacdo da imagem criada). Antes do aparecimen-
todo lllustrator, o Freehand, era considerado o software de desenho
vetorial predileto dos designers digitais.

Em contraste, o Photoshop era um programa grafico de bitmap de
Ultima geracdo para edicdo de pixeis. Embora esta distin¢do possa
parecer insignificante, é fundamental. O Photoshop forneceu aos
designers a tecnologia para compor facilmente imagens e introduzir
texto numa unica camada. A camada de pixeis que incluiambos, deu
as letras o mesmo estatuto das imagens. Isto revolucionou a tipo-
grafia, alterarando radicalmente a forma como os designers pensa-
vam e executavam o trabalho tipografico (em oposicdo ao trabalho
baseado em imagens). O espaco grafico deu a mesma importdncia a
este, quebrando a distincdo normalmente assumida, entre texto e
imagem. Esta nova ligacdo entre letras e imagens tornou-se numa
nova norma para o design grafico.

Para além dos seus recursos limitados, mas significativos de compo-
sicdo, os “filtros” do Photoshop forneciam um conjunto de coman-
dos paraa aplicagdo de efeitos visuais a umaimagem. Neville Brody,
designeringlés, comecou a fundirasimagens com a tipografia, crian-
do projetos provocativos que mostravam as capacidades de manipu-
lacdo do Photoshop. Neville Brody experimentou diferentes formas
de composi¢do de forma extensiva, assim como muitos outros, tal
como P.Scott Makela da Cranbrook Academy of Art, nos EUA.



A exploracdo da tipografia continuou como tendéncia ao longo da
década de 1990, tendo David Carson como um grande instigador.
A sua sensibilidade pioneira, primeiro na revista “Beach Culture” e
depois na “Ray Gun”, explorou novos limites para a legibilidade da
tipografia. O controverso trabalho de David Carson p6s em causa a
autoridade da tipografia tradicional com a introducdo de letras com
formas distorcidas e de layouts erraticos. Ao oferecer uma alternati-
va aos “valores de produc¢do” mais refinados, David Carson desafiou
as normas pré-estabelecidas dos meios de comunicacdo em massa.

seorrab saodvorydy @ serougnyul :sotydeiy abunid

“The contortions of the 1990s wikd fadd out of favor,
but not before showing us what the toods cando.”
- Tobias Frere-Jones

O periodo de 1984 a 1997 viu a difusdo de tecnologias-chave que
popularizaram o design digital. Novas ferramentas permitiram
aos designers criar e editar texto e imagem de diferentes formas.
Inicialmente, os designers traduziram a imagem presente no ecrd de
letras pixelizadas em tipografias para impressdo e, posteriormente,
comecaram a explorar e desafiar os limites das normas tipograficas,
ignorando regras tradicionais de legibilidade. O Adobe Photoshop
permitiu que fosse possivel fundir texto e imagem num sé plano,
estimulando, no inicio dos anos 1990, o aparecimento de tipografia
com efeitos visuais aplicados.

Ao permitir que os designers explorassem a tipografia, a tecnologia
digital forneceu a plataforma através da qual as palavras poderiam
ser incluidas no espaco pictérico mais amplo da imagem. Ao fazé-
-lo, a tecnologia digital reestruturou o estatuto da palavra escrita
no final do século XX.
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0 movimento grunge no design

A par do aparecimento do Grunge como estilo musical, surgiu o
movimento grunge no design de comunicacdo com uma expressdo
visual tnica e rebelde que desafiou convenc¢des até ai pré-estabe-
lecidas. Para além da sua influéncia na musica, o movimento grun-
ge no reflete a atmosfera cultural dos anos 9o, caracterizada por
uma reacdo contra o formalismo e a estética corporativa dos anos
80. A cultura alternativa e as mudancgas sociais da época foram es-
senciais para o florescimento do grunge no campo do design de
comunicacdo, influenciando a sua expressdo artistica e visual.

Associado adesconstrugdo visual, pode ser caracterizado pela frag-
mentacdo de elementos tradicionais e layout que assumem uma
estética cadtica e aparentemente desordenada. A tipografia de-
sempenhou um papel crucial, afastando-se do convencional, com
a utilizacdo de fontes irregulares, sobreposicdes de texto e letras
distorcidas, muitas vezes em detrimento da legibilidade.

Para além da sua abordagem tipografica, o movimento grunge
procurou transmitir a sensacdo de autenticidade incorporando
texturas de papel, imagens desgastadas e uma paleta cromatica
que consistia maioritariamente em tons apagados e “sujos”, afas-
tando-se das cores vibrantes associadas ao design convencional.
Valorizava fotografias sem retoque, granuladas, muitas vezes, a
preto e branco. Ainclusdo de fotografias do quotidiano contribuia
para umaimagem "real" e anti-comercial.

O movimento grunge no design de comunica¢do ndo foi apenas
uma expressdo visual, mas a manifestacdo de uma atitude. Os de-
signers procuravam uma abordagem mais pessoal, desafiando nor-
mas e criando pecas que refletiam uma expressdo individualista. A
revista Ray Gun, sob a direcdo de David Carson, desempenhou nos
anos de 1990 um papel crucial na popularizacdo da estética grunge.
David Carson desafiou convencdes tradicionais com layouts expe-
rimentais e caoticos, tipografia audaciosa e elementos visuais apa-
rentemente desconstruidos.

“ I started with no experience and just tried to do
what made sense to me, without Hnowing any rudes or
schools of thought or famous people. In my case and
the way I dooH at things and the way I worl, it was
an advantage to not have learned aki those rules and
restrictions.” - David Carson
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O aumento do acesso a computacgdo grafica nos anos 90, fez com
que os designers pudessem experimentar novas técnicas e estilos.
O grunge muitas vezes envolviaa manipulacdo digital deimagens e
tipografia, adicionando novas camadas de complexidade visual. O
uso intensivo da colagem digital de elementos visuais desconexos
tornou-se uma caracteristica proeminente deste estilo.

E importante notar que o movimento grunge no design de comu-
nicacdo ndo foi uniforme e teve varias interpretacdes e variagdes.
Influenciado pela cultura musical, atitudes sociais e avangos tec-
noldgicos, este movimento trouxe uma rutura significativa com o
formalismo até entdo estabelecido. O seu impacto perdura desta-
cando-se como uma rebelido criativa contra as normas visuais con-
vencionais, pois muitos elementos e grafismos grunge continuam
ainda a inspirar designers contempordneos. O grunge no design
de comunicacdo foi mais do que uma estética visual, representou
uma expressdo individualista e permanece como um testemunho
ousado da autenticidade e expressdo individual num meio que per-
manece em constante evolucdo.
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inspiracgao

O grunge no design de comunica¢do surgiu através da influéncia
de movimentos artisticos histéricos - Futurismo, Dadaismo, Pos-
modernismo, Punk - onde era comum estarem presentes a descons-
trucdo de elementos visuais e a rejei¢do de padrdes rigidos.
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Futurismo

O futurismo foi movimento artistico que surgiu no inicio do sécu-
lo XX. Desencadeado pela publicagdo do "Manifesto Futurista" em
1909, escrito por Filippo Tommaso Marinetti, propunha uma ruptu-
ra radical com as tradicdes artisticas estabelecidas, proclamando
a celebracdo da modernidade, da tecnologia, da velocidade e da
dindmica da vida urbana. Os futuristas abracaram a maquina, a
industrializacdo e a estética do movimento, reproduzindo-as nas
suas obras cujos tracos definidores se concentravam no dinamis-
mo, na exalta¢do da técnica, nasimultaneidade de espacos, de tem-
pos e de sensac¢Bes, na fusdo de expressdes artisticas e na oposi¢do
as poéticas convencionais. Pinturas, esculturas, poesia e manifes-
tos futuristas tentavam captar a energia frenética da era moderna.
Contudo, o futurismo também gerou polémicadevido as suasideias
agressivas e nacionalistas, especialmente durante os periodos que
antecederam a Primeira e a Segunda Guerras Mundiais.
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Dadaismo

O movimento Dadaista surgiu em Zurique durante a primeira guer-
ramundial e manifestou-se essencialmente nas artes plasticas (pin-
tura, escultura, desenho e fotografia), na literatura, na musica e no
teatro, traduzindo a instabilidade social e cultural provocada por
este conflito. Considerado por alguns uma tendéncia anti-artistica,
este movimento constituiu uma reagdo contra as formas tradicio-
nais de producdo artistica e contra o proprio sistema, ainda ligado
aoacademismo.Aorejeitarem estéticas conservadoras e valores so-
ciais pré-estabelecidos, os dadaistas empregavam frequentemente
métodos artisticos e literarios intencionalmente incompreensiveis,
desafiando as normas convencionais.
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Pés-modernismo

O pds-modernismo foi um movimento cultural, intelectual e artisti-
co que se desenvolveu principalmente a partir da segunda metade
do século XX. Na era do pés-modernismo, a arte ultrapassou fron-
teiras tradicionais, embarcando numajornada multifacetada de ex-
periéncias e diversidade. Caracterizado pela rejeicdo de narrativas
e estilos unificados do modernismo, o p6s-modernismo abracou a
pluralidade de perspectivas. A arte p6s-moderna incorporou uma
ampla gama de meios, incluindo a pintura, escultura, instalacdes,
video, performances, entre outros suportes. O artistas desafiavam
categorias pré-estabelecidas, misturando referéncias culturais, es-
tilos histéricos e elementos pop. Aironia, a parédia e a apropriacdo
tornaram-se ferramentas expressivas, questionando a prépria na-
tureza da autenticidade artistica. Abandonando a procura das ver-
dades universais, a arte pés-moderna celebra a multiplicidade de
vozes e a constante redefinicdo de significados, refletindo a com-
plexidade eainstabilidade do mundo contemporaneo. Caracteriza-
se por uma reflexdo propria recorrendo a uma revisdo das no¢des
de visualidade de estilos artisticos anteriores.



Fig. 9 — Freundinnen | (Girlfriends 1), Sigmar Polke, Litografia em papel, 1967
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Punk

O movimento punk, surge na década de 1970, desafiando as nor-
mas estéticas convencionais, adotando uma abordagem visual
subversiva e irreverente. Inspirado pelo punk rock, o design de
comunicacdo punk incorpora elementos DIY (faz tu mesmo), tipo-
grafiaousada, iconografia provocativa e uma estética muitas vezes
desgastada, com colagens caodticas. O seu objetivo era transmitir
uma sensacdo de rebeldia, autenticidade e resisténcia a uniformi-
dade visual. 0 design punk ndo procurava a perfeicdo, mas sim uma
expressdo direta e impactante, desafiando as expectativas, incen-
tivando a reflexdo critica e destacando a importdncia do individua-
lismo e da expressdo pessoal no campo visual.
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Fig. 10 — Cartaz para um concerto de X-Ray Spex, litografia, 1978
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os grafismos do grunge

Nas décadas de 1980 e 1990 presenciou-se uma viragem no design
de comunicag¢do - da funcionalidade para a conceptualidade - va-
lorizando aimagem grafica em deterimento das palavras.

Ndo existia um sistema que pudesse ser descrito e detalhado. Ndo
existia a metodologia redutiva do estilo suico do design de comu-
nicacdo. A falta de uma teoria ou livro de regras ndo significava
que o trabalho fosse intelectualmente infundado ou que as suas
solucbes implicassem caos. Significava que estava em constante
desafio e que nunca chegaria a um entendimento comum sobre o
pensamento precedente a um determinado objeto grafico.

Mas, em contraste com a forma em que a maioria da comunicacdo
em massa procuravareforcarum entendimento partilhado adotan-
do construcdes familiares como meio de partilha de conteldo, no
grunge existem respostas completamente individuais onde cada
objeto possui uma expressividade de contetdo Unica, tornando-se
ela prépria parte desse contetdo. A ideia de personalidade era co-
locada como o centro do trabalho.

Apesar do grande desenvolvimento do grunge no mundo do de-
sign de comunicacdo, a producdo destes trabalhos incomodou
muitas pessoas que defendiam que o design deveria “funcionar”.
Facilmente se pode argumentar que funciona, de outra forma
ndo haveria publico que refletisse nesses projetos e conseguisse
relacionar-se com eles.

A passarem por uma mudanca radical, as ferramentas tecnolégicas
de publicacdo trouxeram ao movimento grunge a possibilidade de
fundir texto eimagem numasoé linguagem, despoletando a oportu-
nidade de descartar convenc¢des estabelecidas, criando uma nova
onda no design e expandindo a cultura visual do publico.
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Fig. 11 — Capado albim “The Gragile” de Nine Inch Nails, 1999;
criada por David Carson

Fig. 12 — Spread do livro Interference, 1994;
criado por John Holden, Sean Cubitt, Christopher Ashworth, Umran Projects

Leonor Peixoto Aratijo - Projeto de Mestrado em Design de Comunicagdo



emurme,,
P

P

used portions of these now very famous pictOPES But | used them very faintly, and | placed the
word “death” over them, and then a Marinetti poem from Electrical War. The only image that is
really recognizable is the one where you can see part of the map. | do feel that by taking these
images from TV, | was able to communicate my idea without really infringing on anyone else’s
creativity. | do believe this piece borders on the successful and legal as far as the appropriated
imagery is concerned. Emigre; What . and this is highly unlikely, someone from that particular network
recognized it and said, “Wait a minute, this has been appropriated in what we consider an inappropriate way.
Lot's suethis guy and teach him a lesson.” What would your defense be?makola-In my defense, | would ask
: does a photographer who takes a picture of a street scene steal certain things
, very nicely designed store signs? It is difficult to know
what is right and what is wrong at the moment. Emigro; 1 have stolen many images of all kinds myself
and 1 am becoming more and more selfconscious about it but in my gut, 1 often believe, particularly when it
comes to TV images, that they should be in the public domain. TV is an incredibly loud, intrusive medium that
cannot be ignored anymore. Especially in America, where you have an entire society that is centered around
television, it is practically forced into our living rooms. It has become part of us and it relies on us, and since it is
part of us, we should be entitled to reflect upon it and ..makela:Yes, if we are allowed to dream about it,
we should have a right to deconstruct it. Emigre: In the 1.D. article, you talk about the “dematerialization
of dosign.” What do you mean by thatmakela:This has much to do with the computer and the notion of
working within the digitgkrealm. One of lhe most lm
surface of the printed
images, and in particul@r t ul sl
more exciting than the light corfling through a piece of paper for me. Emigre; It sounds like you are
working in the wrong media.makela:Well, that's the thing! | often wonder what graphic design really
entails. These surfaces that | spoke of earlier are really jumping around at the moment. But |
am a graphic designer, although every year | grow steadily more unsure of exactly what | am
doing. It's frightening sometimes; it feels as if you really don't have a handle on what's going
on, but sometimes that is exactly the moment that you might be on to something. Emigre;You
have set up a different approach for yourself to solving graphic design problems. You are intentionally moving
away from conventional hierarchies and arrangements. How convinced are you that this approach works, and
that this s the way 1 still want to
have simply grown tired of 1 am rea in creating
images that go beyond the edges of the page. Except for some of the pages in the MCAD book,
I haven't worked with white space much lately. In the last four years I've had problems getting
excited about it. Emgre;: What is it that you don’t like about arrangements? makela: Think of an
arrangement in musical terms, which shouldn't bo too difficult. A lot of the designs | sec go:
“diddelydit dat do diddely.” It has almost a free form jazz feel to it. It's very nice and pleasant.
But | also like: hhhhhh."It's
a different kind of emotion that | see when I look at a printed page that is filled completely. For
that reason, | have always enjoyed Ed Ruscha's work. There is a volume, and an intensity to the
volume, and a constant to the volume in his work that | identified with. | know all the rules of
space and balance and contrast and all the things that make a formal construction work, but |
am after something else. | am after a certain effect. And there might be a hierarchy there, t00,
but it's very subtle. EMigreiHow then do you want me to read the MCAD cover?makela-Well, the cover is
more or less a pool of history and it features the aspects that the school wants to inflame in the
students: the eye, mind, hand and heart. | think that the background, the jand the type

don’t really compete each °"'°'h‘,.’ﬁfg N%‘I‘wgkyﬂﬂﬂxd’:ﬂﬂlﬁ%vwm‘ each other.
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Fig. 13 — Spread da revista Emigre, edigdo #23: Culptrits, 1992;
criado por Rudy VanderLans e Zuzana Licko

SOUNDGARDEN

Fig. 14 — Capado albim “Louder Than Love” de Soundgarden, 1989,
criada por Art Chantry
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Fiq. 15 — Interior da versdo CD do album “Bel Air” de Ultramarine, 1995 ; criada por Chris Ashworth
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Fig. 16 — Design para o CD Manscape da Mute Records, 1990; criado por Neville Brody e Jon Wozencroft
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Fig. 18 — Contracapa do livro Interference, 1994; criado por John
Holden, Sean Cubitt, Christopher Ashworth, Umran Projects
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Grunge Graphics: Influéncias e Aplicagbes graficas

-
-
4
' . __.__
. S
. 'y
) . oL T .
. 1 -.L
! T L
B ' - e
, 1 [ ) gl h .n.
JIF.}I
. : N
W B
) ) : : ~
* I "
v .
. N 1
. ;-
: wa
a
. -
4
- 1
. ! -
K ) # .
- - R
’ .-..q_
. ¢
' ' i ¥
e | |
. . o _—
. " . : . - L}
"1 -t _.. .
B oA ..
L
- F il
' - e 3
. I o
' !
i
- ) .
*a. '
- . 1
. 5y - H
TR !
. ] e
1
!
T ey,
.






os nomes do grunge

0 movimento grunge no design grafico ndo possui uma lista estri-
tamente definida de "grandes nomes", pois foi uma estética que
emergiu de forma descentralizada e reativa. No entanto, podemos
destacar alguns nomes que foram influentes no desenvolvimento e
popularizacdo do estilo grunge no design de comunicacdo.
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Fig. 20 — David Carson
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David Carson

David Carson, conhecido como o “pai do grunge” é um designer grafi-
conorte-americano que desempenhou um papel fundamental na de-
finicdo da estéticavisual do movimento grunge nos anos 90. Nascido
a 8 de setembro de 1954, David Carson comecou a sua carreira como
professor de sociologia antes de entrar no mundo do design.

A sua notoriedade cresceu principalmente devido ao seu trabalho
como diretor de arte da revista “Ray Gun”. David Carson ficou conhe-
cido pelo seu estilo disruptivo e experimental, que desafiava as con-
vencdes tradicionais do design de comunicacdo. A sua abordagem
Unica envolvia o uso de tipografia de forma inovadora, layouts ndo
convencionais e uma mistura eclética de elementos visuais.

Influenciou significativamente o cendrio grunge, com a sua expres-
sdo antiestética, que incluia a sobreposicdo de letras, tipografia de-
salinhada e uma mistura de diferentes elementos, refletindo a rebel-
dia e a contracultura associadas ao movimento grunge.

Além da “Ray Gun”, David Carson trabalhou com diversas marcas e
continuou a terum grande impacto no design grafico através da sua
abordagem ousada e distinta. A sua contribuicdo para a evolucdo
do design contempordneo é amplamente reconhecida, tornando-o
numa figura icénica da histéria do design de comunicacdo.

seorrab saodvorydy @ serougnyul :sotydeiy abunid
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Fig. 21 - Capad istaaBe
| Culture, 1990
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Fig. 21 — Capadarevista Beach Culture, 1990
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Fig. 22 — Capa darevista Ray Gun, N° 58, 1998
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Fig. 23 — Neville Brody
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Neville Brody

Neville Brody, nascido a 23 de abril de 1957, ¢ um designer grafico
britanico cujo trabalho deixou uma marca permanente no cenario
do design contempordneo. Conhecido por desafiar as normas con-
vencionais, Brody emergiu como uma figura proeminente do movi-
mento pos-punk, reforcado pelo seu trabalho na revista “The Face”
durante os anos 8o.

A sua abordagem ousada e inovadora no design de comunicacdo é
evidente no uso distinto da tipografia e layouts disruptivos. Brody
explorou novas fronteiras, incorporando no seu trabalho elemen-
tosdaarteeculturaderuaedatecnologia.Atipografia experimen-
tal e os graficos vibrantes tornaram-se sinénimos desta estética
pds-moderna.

Além da suainfluéncia na tipografia, Brody também desempenhou
um papel significativo como diretor de arte da revista “The Face”,
ajudando a moldar a narrativa visual da cultura jovem da época.
O seu impacto estendeu-se para além das pdginas impressas, in-
fluenciando a identidade visual de varias marcas ao colaborar em
projetos de grande escala.

“ Tts focus wasn't on the written word but how the

word was written.” - Nevidde Brody

Neville Brody ficou conhecido pela sua capacidade de quebrar
paradigmas e de reinventar a linguagem visual, continuando a
inspirarcomasuaabordagem designers e artistas detodo o mundo.

seorrab saodvorydy @ serougnyul :sotydeiy abunid
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Fiq. 24 — Estudo da tipografia “FF Blur”, 1991
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Fig. 25 — Capa darevista The Face, Agosto 1993
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Fig. 26 — Art Chantry
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Art Chantry

Art Chantry, nascido a 9 de abril de 1954, ¢ um designer de comu-
nicacdo e ilustrador norte-americano conhecido pelo seu trabalho
irreverente e provocativo. Reconhecido por desafiar as normas
convencionais, Chantry emergiu como uma figura central do mo-
vimento grunge e do cenario alternativo e underground do design
durante os anos 80 e 9o.

Ganhou reconhecimento pela utilizacdo de técnicas analdégicas
numa época cadavez maisdigital. No seu trabalho utiliza colagens,
tipografias desalinhadas e uma estética punk, refletindo a atitude
contracultura do movimento grunge.

Art Chantry defende a ideia de que o design de comunicacdo deve
ser ao mesmo tempo, acessivel e desafiador. O seu vasto portfélio
inclui capas de albuns para bandas como os Nirvana, Soundgarden
e Muddhoney contribuindo significativamente para a construcdo
da estética grafica associada ao grunge.

“ An odd surrealkist trich was to talle images that
had no business being together and plopping them
into the same image. Your mind wants to male
associations. Design does that add the time.”
-Art Chantry
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Design by Art Chantry.

Fig. 27 — Capa e contracapa do album, em vinil, Saucers Over Vegas de The Galaxy Trio, 1994
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Fig. 29 — Rudy VanderLans e Zuzana Licko
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Rudy VanderLans e Zuzana Licko

Rudy VanderLans, nascido a 5 de setembro de 1955, é um desig-
ner holandés conhecido pelo seu papel fundamental na revista
Emigre e pela sua contribuicdo inovadora para o design digital.
Zuzana Licko destaca-se como designer e cofundadora da Emigre.
Nascidaa2deoutubrode 1961, em Bratislava, Eslovaquia, Zuzana
Licko emigrou para os Estados Unidos quando era crianca.

Juntos fundaram a revista Emigre em 1984, que coincidiu com o
ano de lancamento do computador Macintosh. Foi uma publica-
¢do que se revelou uma influéncia crucial para o design de co-
municacdo e tipografico das décadas seguintes, pois permitiu
que os designers explorassem novas possibilidades e estilos de
composicdo de texto e de layout. A Emigre destacou-se pelo seu
foco na tipografia experimental através utilizacdo pioneira de
computadores Macintosh.

Além do seu trabalho na Emigre, destacaram-se pelas suas abor-
dagens que combinavam elementos tradicionais e digitais numa
estética contempordnea, revelando uma compreensdo profunda
da tradicdo tipografica, solidificando desta forma o seu lugar
como figuras influentes da evolucdo do design grafico e tipogra-
fico contempordneo. Ambos desempenharam um papel significa-
tivo na promocdo da estética grunge nos anos 90, celebrando a
tipografia experimental.
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Fig. 30 — Capadarevista Emigre, edi¢do #18 Type-site, 1991

INTRODUCTION

PHIL BAINES

y attention through Baseline, a British graphic

Phil Baines’ work was first brought to m)
ork, and alongside

dcsisn magarine published by Letraser. It featured examples of Phil's wor
of i was a shor description of his Ideas and thoughts on (yposraphy. | was particularly
nd amused by the title of his St. Martin's School of Art thesis “The Bauhaus Mis
took Legibility for Communication
A year later | met Phil Baines in person. It was during Type ‘90, the international type
conference held in Oxford, England. Phil was part of a small group of youns British graph-
y were introduced by Edward Booth Clibborn as

intrig

Signed at this moment,” Clibborn said "these are the designers 1 would hire.” The young
designers he referred to were the Thunderjockeys, Why Not Associates and Phil Baines,

all from London.
[Although it was midsummer and England was basking in a heat wave of major proportions,
d type aficionados wisely wearing

worried about his own safety. This | thousht was ironic, al
ntered the London traffic first hand, which was not exactly

The following four pages were written and designed by Phil. The interview running along-

Side the main text was conducted by (elephone on March 12, 1991

Rudy Vanderians

REALISATION
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pe Recorder.
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Celebration of swarenes.
Pl 197

(or: from idealism to relativism, a feeling-
persons guide tolegibility.) writien & prod
uced by phil saines (aea. the v. keal) 1.

2 ns When e metyou o

7 S99 1190 1997
the definition, above, of legibilty,is so wide ra
nging and open that when we sce anything pu
porting (0 be a hard-and-fast rul

we must tr

cat it with extreme caution—ither it i very s
c, or extremely subjective

Legibility & clarity as usually used, seem
10 be interchangeable, and rather than the AJl-
embracing defnition quoted—what is
typographically is something ‘nhwlmglv

Recently a student wrote to me asking fo

r an interview for his thesis, waning me of hi

s questions he asked, How do you hold the opinions of past masters such as
rbert Bayer and Jan Tschichold

on pn'n:iples they introduced, such
e 2

m Tschichold’s
Elementzlre Typographie’ of 1925,
the purpose of all typography is

‘communication. Communication must
be made in the shortest, simplest most
definite way.” Being a typographer,
surely you must understand principles
such as this?

m a fortight m taking partin a public deba

te here in London on the motion “rhe first co

nsideration of typography is to be clearly read

*,and once more peatrice warde’s ‘crystal Gob

let” esay will be quoted, You have two goblets before you. One is of solid gold,
wrought in the most exquisite patterns.
The other is crystal-clear glass, thin as a
bubble and as transparent. Pour and
drink [.] if you are a member of that
vanishing tribe, the amateurs of fine
vintages, you will choose the crystal,
because everything about it is designed
to reveal rather than hide the beautiful
thing which it was meant to contain. [...]
you will find that almost all the virtues
of the perfect wine glass have a parallel
in typography.

1’s as if these things were told to Moses on Mo

unt sinai. what was said at a particular ime i

1 a particular context has become dogma, bu

t dogma, like the institutions described by van

ilich [...] create certainties, and taken seriously, certainties deaden the heart,
and shackle the imagination.
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Fig. 31 — Spread da revista Emigre, edi¢do #23: Culptrits, 1992
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Grunge Graphics: Influiéncias e Aplicagdes graficas



WO H ordvotunwo)) ap ubtsa wa opraysayy 9p o3dloxd - olnvay 030xrod I0UOST



revistas

Aparentemente, as revistas podem parecer bastante inofensivas,
parecendo pouco mais do que umareflexdo tardia, no entanto, tém
um grande impacto na sociedade. As revistas evoluiram ao longo
do tempo na industria dos midia, oferecendo varios meios pelos
quais as pessoas podiam comunicar através de artigos e anuncios.

As revistas tém o poder de influenciar grupos especificos da socie-
dade e de contribuir significativamente para o desenvolvimento
da cultura. Esta forma de comunicacdo impressa teve e continua a
ter um enorme impacto na sociedade e no mundo em que vivemos.
Podem trazer-nos felicidade a partir de interesses especificos, pois
geralmente sdo classificadas com base em publicos-alvo, contendo
o conteldo desejavel a cada um.

Ao longo do ultimo século, as revistas mudaram lentamente para
grupos mais especializados e fragmentados. Para sobreviver a amea-
ca representada pelo sucesso dos meios de transmissdo, as publica-
cdes impressas trabalharam para se destacarem dos seus concotr-
rentes através do desenvolvimento de nichos de mercado. Durante
essa transicdo, os editores de revistas descobriram que ao especia-
lizarem-se também atraiam os anunciantes que esperavam atingir
publicos especificos. A especializacdo tornou-se necessaria para
competir num mercado cada vez maior. No entanto, a tendéncia é
talvez mais 6bvia nos meios de comunica¢do em massa e na indus-
tria editorial em particular. A grande variedade de publicacdes de ni-
choreflete a crescente especificidade dos mercados e dos publicos.

As revistas controlam o acesso do publico a informacdo de diversas
formas. Assim como a industria jornalistica, a industria das revistas
ndo determina apenas que histdrias sdo contadas, mas também como
essas histérias sdo apresentadas. Cadarevistatemasuaprépriaorien-
tacdo editorial, 0 que ajuda a determinar quais e como essas histérias
serdo publicadas.

O design grafico derevistas das décadas de 1980 e 1990 foi fortemen-
te influenciado pelas tendéncias de moda vigentes e pelos géneros
musicais produminantes. Foi um periodo de experiéncia de diferen-
tes layouts e de abandono das regras classicas. Surgiram também
tipografias experimentais que foram amplamente utilizadas nos
meios eletrénicos e impressos. Existia um “brutalismo” na estética
das paginas, que, por vezes, era visto como ndo sendo de facil nave-
gacdo nemvisualmente atraente, contendo um visual honesto e cru.
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Leonor Peixoto Aratijo - Projeto de Mestrado em Design de Comunicagdo

Os desenvolvimentos na edicdo catapultaram a producdo das im-
pressdes para além dos elementos colados e composi¢des feitas a
mdo. A produgdo do design mudou do analégico para o digital e a
irresistivel sensacdo da possibilidade tornou-se mais presente.

Os avancos tecnolégicos permitiram que os designers pudessem
manipular no imediato, texto, imagem e pixeis numa tela, tendo
uma pré-visualizacdo do resultado final praticamente instantanea
e realista. A tipografia tornou-se um elemento com o qual os de-
signers usavam livremente em camadas densas, de forma descons-
truida e em diferentes configuracdes. O design das tipografias era
igualmente cadtico com os novos designers a quebrararem irreve-
rentemente as regras tradicionais, misturando estilos histéricos e
desafiando a legibilidade.

Enquanto alguns designers resistiam em integrar o computador
nas suas praticas de design, designers como David Carson, April
Greiman, entre outros, abracaram orgulhosamente o potencial da
tela digital.

A aspereza da tipografia pés-moderna deu novas possibilidades
ao design de revistas. Contra as tradicdes libertou-se da grelha,
contestando assim a legibilidade e favorecendo a expressdo em
detrimento da funcdo.

“The grid thing: I thinK that’s what has Hilled
graphic design in the last decade. People let the
software in the computers set up grids and kine
things up. That’s why graphic design is in such a
boring place right now.” — David Carson
As experiéncias tipograficas que surgiram no final da década de
1980 estavam diretamente associadas a algumas revistas, como a
Raygun, Emigre, The Face, Wired, Arena. Foram postas questdes so-
bre a legibilidade (ou falta dela) em algumas das publicacdes ape-

sar destas comunicarem com os leitores, caso contrario ninguém
as compraria.



Os projetos direcionaram-se para a integracdo da palavra, imagem
e meio, procurando criar uma nova forma de leitura ao longo das
paginas. Cada vez mais, comecaram a aparecer elementos que fun-
cionavam ndo s6 de forma a criar e enquadrar imagens e textos,
mas também com o objetivo de criar um contacto emocional com
o conteldo. Estes elementos ndo eram vistos como metaforas, mas
por vezes pareciam existir para além de uma explicacdo racional.

E a auséncia de regras que distingue este movimento. Muitas das
estruturas familiares do design de layout foram descartadas ou
reestruturadas. Em vez do uso de uma grelha, as paginas estdo li-
vres de forma, sendo a sua base vista como uma tela em branco
onde sdo introduzidos textos e imagens.
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Fig. 32 — Capa darevista Ray Gun, N° 1, 1992
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Fig. 33 — Capa darevista Ray Gun, N° 22, 1995
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Figs. 34-37 — Spreads da revista Ray Gun (edicdes diversas)
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Fig. 38— CapadarevistaEmigre, edicdo #21 New Faces, 1992; Edi¢do criada por Jeffery Keedy, Rudy Vanderlans
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Fig. 39 — Capadarevista Emigre, edicdo #41 The Magazine Issue, 1997; Edicdo criada por Rudy Vanderlans, Zuzana Licko
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Con Amore

Ode to you
The boulevard-stroller
Bluebeard of the sea
Strutting along
Spotless sands

From tea-room

To tea-room

From Dame Blanche

To Grand Parfait

h)

(Dutch) ¢ (Eng

Con Amore

Ode aan jou

De boulevardier

Blauwbaard van de zee
Flanerend langs

Smetteloze stranden

Van theehuis naar theehuis
Van Dame Blanche

Naar Bombe Glacée

Fig. 40 — Spread da revista Emigre, edi¢do #1: A Magazine for Exiles, 1984

Afterareing at Granbrook Academy of Art For my vy Fist vt o these halowed qraunds, my nitial reaction was not much different From anvhoy el The Cranbraok
Campon s i St the hosh whoded surroondings f Blaomfild il  subob ot outside o Detoi (and only blocks away From Isah Thomas mansin. the
Campus eacly e up o s e inage

9 the e b, he st re st say et e o he bk Condrank D e Doy g e sl
J 1 Eon, o st v oy

D e bt R 1ot Shn b i i She oo & Mgy com It orthr g daring e, ary 1970 Dot that'sabaut oz well | can descre

dog bowls, computers o maleshft paacls Ties impressed.

Most students | met at Cranbrook consider the book Cranbraok Design: The New.

Howeve,during my sty at Cranbraok. | was formed that t hc¢ abays beeo e this
A Vs i ‘on. As one student explained, the change in emvironment was somewhat reflective

Discourse a testament of times past and the book itself had given rse t0.a need to move
of a diferent atttude towards deargn and hfe n general

Following i an interview with Katherine cCoy, head of the Graphic Design Department a Cranbrook.The nterview was initially meant a a series of questions about the
ok Lnter on. however, Som of the studenter 3o el a5 Cronbyook slaanus Eaard Falle became valved an the interview turned into a discussion about the e

& T
atCran-

Brook

Emigre: The Modernist standpoint 25 expressed by Emil Ruder was very much against the use of
idiosyncrasies in design, particularly regarding the use of typefaces. He envisioned the use of a neutral

typetace (Univers), aloof From all national considerations. Cranbrook’s work is exactly the opposite. It is

instilled with American cultural and vernacular references and relies heavily on the English language with
wordplay and verbal aerobics. Are you consciously trying to create a more "local” non-universal visual
feree? Kathy McCoy: tike (1cCop and I have been very cancerned, since the early seventies,
since reading Robert Venturi's Complexity and Contradiction in Architecture and Learning from Las Vegas, with the
need to learn how to be one of a kind, while at the same time speak to the values of our audiences. Whereas with
Modernism, it was the opposite. And | know this personally from having merged into graphic design as a Swiss Schaol
designer. We were trying to impose a universal language an every client because it was the right thing to do. We had a
meta system. We knew better than aur clients did, we knew better than our audiences did, and we were going to impose
a universal visual language. And then there develaped a growing awareness that it just wasn't really reaching people
Although, in fact, it turned ot to reach corporate people pretty well. The reason why it wasn't reaching people reflects

the growing ethnic awareness in the United States in the late sixties and seventies, when ethnic groups became aware

of and took pride in their heritage and their uniqueness. The emphasis up to then had been to more or less become as
American as possible and to be part of the mass saciegy Latelywe'yp moved ino an era of more cultural fragmentation
and ethnic celebration. Marketing has changed Frnw'\ ‘va&ar%g-%g%!wfqpmd marketing, and design should also be

Emigre: When your work becomes this personal and when it

celebrates local culture and includes its vernacular, how do your students deal with that when, for

tied more to people’s specific values,

instance, they go and work in Holland, which they do a Tot? How do they deal witk these ideas of the
vernacular and the intricacies of wordplay in the Dutch language? Does that not present a problem?
Kathy: That should really be answered by someone who has worked abroad but unfortunately no ane here has. lsn't
it litle strange to see Robert Nakata's postage stamp for the Dutch Railroad? It' in Dutch. So is he a cultural
chameleon? In a way, isn't that an aspect of what a designer should be? You have to be a chameleon to shape your
message o the auience so that you gap resqrate withfhat audience. Emigre: where does
Cranbrook's interest in Dutch design 4 yg:rg:aw‘:" 3 kKathy: 1 discovered Dutch design For myselF around
1982 We went to Holland and saw same of the Wark ey e e conCerTs i Sty il et
ours Even i o0 h €98, %‘rkd“&'d’*xﬁ'ﬁﬁlf" very visual character in their work that is uniquely Dutch. There's a lot
A e e Bt o a1l el b ek i e ebo  rouahe
some backto show thestudents that et tep and then | gt a kel punch back afcer my sabbatical and i urned
into an exhibition), was how Dutch it was. It was authentic. There was a straight line progression between early
Modernism, De Stil and Piet Zwart. You can trace the lineage all the way through the decades, and Piet Zwart was still
lecturing at 6VN (Dutch Graphic Designers Association) meetings in the middle seventies, telling them about what they
were doing wrong, and what design should be, The designers we met, we noticed, were looking to their history and were
including early modern forms and references out of a direct cultural memory. And | Felt that a lot of this late Modern or
PostModern work was somewhat analogous to what was happening in the US with New Wave. But the Dutch were doing
it For authentic cultural reasons, whereas we were doing it as if we were mining history. We'd say “lsn't that vernacular
nifty.” a banquet of stuff ready to be appropriated. That's why | was interested in Dutch design. Maybe we could look at
it a5 a role model. Maybe we could see what operations they were carrying on, and we could find what might be the
equivalent For us that would achieve the same authentiorty. I couldask myselF, I'm From Detroit, now how do | reflect
my culture here in Detroit? How do | reflect my history? What is my history? Not to imitate Dutch design, but to find a

parallel

.
Emigre:
What do you think about Hugh Aldersey's concerns regarding the use of vernacular elements when he
raises the question "what are these designers doing raiding the manual worker's vernacular?” He
mentions that there is a social and political risk invalved, that it might patronize
heman sl [aborer Kathy: The piece that Hugh was referring to specifically
was Paul Montgomery's partable microwae oven. The design makes a reference to a working
man's lunch box. | don't agree with Hugh's point. Many of us had lunchhoxes like these. |
don't really see that it's not part of our culture. Hugh is from a more class-conscious
Society, and may not realize that America is much more a mass society where all of us share
the working man tradition. Although Hugh wasn't really talking about graphic design he
could have very well been talking about Scott Zokowski's "LoaF” poster too, because he used
similar working man's images. Scott's poster is about breadwinning and the working man. It
i5 a theme that runs through his work a lot. That's his Family backaraund, so he wasnt

o superimposing an ethic; it's his ethic.  EMIQre: But the audience doesn't know
that about Scott Zukowski... 3C0tt Makela: Well, then you should ask yourself, wh is more important, the
designer or the audience? Sometimes it is Fun to give yourself more pleasure and let the audience take what it can. Why

Kathy: Also, a lot of the appropriated images that are used are

should they crowd me in my experience?

Fiq. 41 — Spread da revista Emigre, edigdo #19 Starting from Zero, 1991
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Fig. 42 — Spread da revista Emigre, edic
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» Anne Burdick «

An interview with Stephen Farrell

Anne Burdick: Could you tell me o little about your collaborative
relationships with Daniel X. 0Neil and Steve Tomasula?

Stephen Farrell: I first met Don while I was designing a promo book
for [T-26] and we decided to display the typefaces using Don’s
poetry. Dan writes more for the spoken word; he's o performer first
and a poet second. A fot of his work deals with local issues, local
politics and national news, snippets that he gets. our
collaborations have mainly focused on verse essays or I've token
some of his poetry that's been published in his books or that he's
brought over on legal pods o things that he's foxed. Our
collaborations are foirly spontaneous and erratic - if o poem grabs
me, I'll work with it even if it's been published in another form by
another artist. That's the interesting thing about these joint

coe ﬂ///////

Ventures. There is no definitive form, not even a definitive medium. A
single poen like Injured child Flown to tondon may unfold as a
performance piece, o limited edition print, o page in a book and a
piece of music. One of his poems was first published on his face. The
cover of our booklet, Boilerplate, wos printed on shooting range
targets. In some cases, I've used his pieces to promote my fonts. s
27n finishing up o font, he might pass me o poem that seems to speok
in thot font.

The work with Dan led to me to Private Arts. One of my students wos
MWorking with Steve Tomosula. Private Arts needed somebody to design
the journal and work with some of the writers. 1 had a meeting with
Steve [Tomosula] and we argued the first tine we got together.
(toughs) It wos kind of o strange meeting. I showed him some of the
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do #21 New Faces, 1992

Page spread from Boilerplate
Text by Doniel X, 0'Neil
Design by stephen Forrell
Published by Juggernaut

things that Don and I hod done. But Private Arts wos a much larger
organization, with o board of directors. They were just getting their
feet wet with the idea of consciously merging poetry and design. And so
they wanted to toke it slow. But that relationship hos blossomed. And
I'll tell you, Steve has donned the mask and cape many times in our
defense.

4 With the boord of Private Arts?

s Right, with the board, with the president. They ended up sending out
sheets to oll of the writers who were going to be in the journol.
Bosicolly, they had them rank from one to five how much they would
allow their pieces to be designed. Some of the writers circled one; they
vehenently wanted their work to be very standard, very traditional.
Other poets latched onto the ideo. They were fives. (laughs) They

Indelible Victorian
Typefoce design ond loyout by Stephen Forrell
Text by daniel 0'Neil

First published in the [1-26] type cotalog

7S il s 4

X 24 /ﬂf/////f/(’/ /ﬁfﬂf}/(‘ /I//ﬂf//y/« S Ll

6

Fig. 43 — Spread da revista Emigre, edi¢do #37 Joint Venture, 1996

Wanted us to really experiment with the union of image and text. It
Mas nice because I first worked with the editors, Brook Bergan, Dole
Heiniger and Steve Tomosulo. We used these pieces os standards to
show the others: this is what's possible.
some of the writers were already working with artists, o they hod @
Very definite form that they wanted to attach to their work. But
there were a lot of writers who were very suspicious and very
protective of their work. An iconoclastic notion of authorship kept
coming in, o fear of the loss that might come from o speaking surface.
I think o lot of the writers see it as an infringement, o trespassing -
§f it’s not done well, that is.
k: In the letter that you and Steve Tomasulo sent me, you wrote, "It
is no more possible to have form without content and content without
form. Even the most designerless prose, the justified block of type, is
o design instilled with value (in this case, standardization ond
simulated transparency).” It’s the whole sinuloted transparency
ospect of it that these writers believe in.
5: Right. We're faniliar with the stondordized block of copy and we are.
programmed to look through its design. I think that's what the
writers want in a lot of cases. I think they see their words as the
things pocked with...

A5 All the meaning?

s: Yeah.

4: You guys use content and form, what I would consider an artificial
breakdown. As soon as you switch the word “content” to “meaning,”
it becomes o much different thing. Content is understood as the
intention, as coming from the source. Whereas meaning is now.
increasingly understood as occurring at the site of the reader. The
Imeaning is different from the form; the form is the actual thing
itself. The meaning is, I guess, what the whole of it says.
5: T think thot there is o common notion thot content is the writing
nd form is the design and meaning is the reader. But maybe it would
oe better to soy thot writing and design are interdependent modes of
epresentation.
: Do you think thot the writers would soy that the meaning thot the
eaders toke away comes from the "content” os opposed to the
form?
Yes. (laughs) Like I soid, it depends. For somebody like Steve or
Brooke, they definitely see the two s crisscrossing and not only
inseparable, but as having equally valid things to say. The forn,
especially in Brooke's piece, The Gregg Bendian Project, is very
prevolent; the surface has been marred
quite o bit. And that's for o good reason.
Joz1 hos so much to do with form. T think Y
900d design opens up. Like we said in that Contintiediy
letter, “Design functions as o grammor
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GERMANY5.20DM

THEFACE] [-X-1°) ® VIARCH 1985 85p US $275

1

SAM SHEPARD AND JESSICA LANGE
HOLLYWOOD"S HOT COUPLE

Fiq. 44 — Capadarevista The Face, N°45, Janeiro 1984
q
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Fig. 45 — Capadarevista The Face, N° 59, Marco 1985

MARHN'FRY®"FRANK BRUNO
INASTURNER o JULIAN OPIE
JUEIEN"TEMPLE ON VIDEOPOP
KATHY ACKER e MATT JOHNSON
ARE YOU FABULOUS? THE 1983 QUIZ
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 started as farback as
1375 when a clique of
fashion-fixated young
Londoners gathered in
Soho basements to
Pose, preen and prance
t0 the music of David
Bowie. They've been
referred to as Blitz Kids,
‘The New Romantics and
(yeeuk) The New
Crowd. but have so far
resisted a definitive

handle.

short.
StMoritz, charts the
history of London's
Other Club Scene.
DEREK RIDGERS took
the photos.

Right: St range.
andafriend, Billy’s 1978.

22The Face.

URNING left half way

down Wardour Street

on a Tuesday nightin the
aitumn of 1978 meant going to
Billy's; a subterranean other
world of diamante and
occasional drag, where sharp
dress meant everything and to
be outwas 10 be literally
outside.

The invitation cards called ita
Bowie Night and boasted Rusty
Egan of the Rich Kids asDJ. The
turntables were dominated by
the Thin White Duke and the air
was thick with an atmosphere
of stylish and extravagant
sleaze.

The underground club scene
which was to lead to Steve
Strange, the Spandau Ballet
and mass media talk of ‘Blitz
Kids" was under its flamboyant
way as London's young night
people found a home in the
heart of Soho.

Billy’s had originally been just
one of the myriad of basement
nightspots which dot the
backstreetsof central London
like so many sleazy pot-holes.
Frequented largely by gays, it
became known for the high
level of import soul available
within, and for the fact that the.
management and clientele
were ableto accept the shock of
immaculately if extraordinarily.
dressed young socialites
invading their premises. The
word spread; Billy's was in, and
everybody turned out.

It was Rusty Egan, the Rich
Kids young drummer about
town, whodecidedto transform
 chance gathering of
fashionable young things into
an evening specially set aside
for those with an abiding
interestin all things Bowie and
beautiful.

Tuesday night became the
night to look right as the still
‘dominant black leather of the
post-punk depression was
rejected in favour of gold-braid
and pill-box hats. t was toy
soldiers, cossacks and queens
1o the outsider, an odd fantasy
‘warld down the stairs; tothe
participants it was a mutual
admiration society for budding

‘THE PLACES. Right:

The Blitz, Covent
Garden. Below: the.
St Moritz, Wardour
Street, Soho.

N
W

Jfhundred kids

SN

R 5?\\‘\‘_\‘\\“\1&\ »
¥

Above:

Billy’s, Dean

Street, Soho.
.

ef
Hell, Covent
Garden

B0 misiz had oy nall

search of a life of style.
Look: and went as fast

meant David Bowie, but just as.
the style progressed so did the
so1

Europe Express” and “Man
Machine” became Tuesday
night classics. Obscure British
bands operating within the
same sphere were discovered
and danced to. "Warm
Leatherette'’ by The Narmal
and “Being Boiled”), the first
single by the then unknown
Human League pointed the way
to the electronic explosion
about to oceur. Gary Numan
was aregular observer, lurking
in dark corners amidst all the
other Bowie-Boys.

where individualism was

asthe
constructthem. Some opted for

Billy's wasn'ta place for
thosewho dressed up for the
aceasion but for those whe
dressed up asa way of life. A
small incestuous group
numbering no more than a

then-radical

ILLY'S was a vital
beginning, yet the roots
¥ of 5 ha

5
its Soho

mpeted from
“Stingray” while Igay Pop's

pastand
ideas future, The aim was to
create a look, then go out and
enjoy it, dance and pose the
night away amidst like minds
and good music.

confines and into newspaper
headlines and television
be traced

y
danceable anthem.

Kraftwerk provided the first
signs of the move towards
electronic disco s “Trans-

back some three years earlier
and 200 yards further up
Wardour Street.
Gontinues over.
The Face 23

.
- e

Security ride the street: od ng ';‘“él{'h' )

R
Jurge ack-ack guns on the back. Everywhere, people are chewing on the drigkhat;'a leafy plant
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Fig. 47 — Spread da revista The Face, Novembro 1992
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Jess metalhead adolescents Beavis (in the Metallica T-shirt) and his bosom
buddy Butthead (who favours AC/DC). Everything is “cool, dude”, they
shop at Babes R Us, strum air guitars, tak over rock videos (including
Nirvana's) and massacre them. They're super ugly and they don’t give &
Shit, The major cringe factor comes with their sick Muttley laughs. Kurt,
Wwho ealer dismissed MTV as “an advertisement station”, turns the vol-
ume up. “I have to admit, T like this. T think I've seen every episode.”

I know so many people like that,” Kurt says, laughing at the cartoon’s
inane humour. *I grew up with people like that. Literally. To the tee. T
mean, carbon copies. I've sat on couches with people like that and smoked
pot with therm while they critiqued television shows for hours and hours.”
IF it was so unbearable, why subject yourself to it? “A lot of times, I put
‘myselfin those situations when I was buying marijuana. T had to be around

peopl while I g
to show. People like that are a majority in Aberdeen.”

Kurt felt as though he had something special to offer the world.
Encouraged by his mother to paint — he spent his childhood travelling
bet they got div i
a commercial artist, and won various awards before winning a scholarship
togo to art school. “T knew I was better than anyone in my school but then
T realised there were bigger schools, larger cities and people who were
going to be a lot better than me. T lost interest. I quit school in the last
month. T also didn’t want to go to college in Texas or New York it was too
frightening for me. And I realised I liked music a lot more.”

He dropped his abstract drawings, his “dreamland, stoner art” and soon
after moved to nearby Olympia. The town had a few more things going for
it than Aberdeen: a liberal college, a music scene centred around Calvin
Johnson’s K Records label and regular punk gigs. “Living there taught me

Pve ever tried. It's an ongoing dilemma. I still have problems with it. This
year D've fucked up a few times. But 'm not addicted any more. I haven't
‘had any drug dealings for a long time. T couldn’t fool myself or anyone else
that I won’t do it again; 'l always be a junkie. I've had to excommunicate
my drug-taking friends and focus on my family and my music.”

Has experimenting with heroin made him feel more mortal? “That's a
weird question. T don’t know. T've never thought of that. I'm stll not any
more easily amused. I don’t know. There are certain privileges that I can
use, and I'm grateful for that.” Money or not, at the end of the day, do you
stillfeel live forever? A long pause. Does i
tion? “No. No, I like this question. But T don’t know the answer.” What
about lfe after death? “Sure. T believe if you die you're completely happy
and there’s this positi Cm not in
any way afraid of death.” When did you start to think like that? “Oh, for-
ever. For as long as I can remember.” He clears his throat. “I'm afraid of
dying now, 1 don’t want to leave behind my wife and child, so I don’t do
things that would jeopardise my life. T try and do as little things as I can to
jeopardise it. T don’t want to die. I've been suicidal most of my life, I didn’t
really care if  lived or died, and there were plenty of times when I wanted
to die, but I never had the nerve to actually try it.” Why did you want to
die? “Because everything was hopeless and I thought I knew everything
when I was .

You can’t help feeling that no matter how rich or successful he is, no
‘matter how much he loves and is loved by Courtney and Frances Bean,
that Kurt Cobain will never find an inner peace. Especially while he's a
rock star. He will always be leaning on the self-destruct button in a way
that's become almost masochistic. Like he’s been on the edge for 5o long
that he’s addicted to hatred, misery and frustration. But then if he woke up

happy and in he’d lose his touch of genius.

alot. Tt was great, a tolive. Then, years, I
had grown tired of it. I became just as depressed as I was in Aberdeen. I'd

‘used up everything it had to offer.”

AS HE SAYS EARLIER, Kurt Cobain’s wife and child keep him from teeter-
ing over the edge. But the self-destruct mechanism, the notorjous heroin
indulgences — how much has Kurt really changed in the year since Frances
Bean was born? “It has completely changed my whole outlook on every-
thing. T don’t know...” He drifts off. His eyes well up. “It’s nice to know

KURT COBAIN LIKES PLAYING the flippant rock star. He calls “Never-
‘mind” a fluke and doubts “In Utero” willsell as well unless Geffen gives it
the same push. He claims that he never wanted to be famous in the first
place. “I don't give a fuck. So to put out music now is even easier ‘cause I'm

i it. T don’t think T i i t
for i [indie rock "zine] Flipper. 'm 50 glad to put out this album now — t’s
totally, exactly what we wanted to do. At least 2 handful of people will

that we can have the luxury of a nanny. 1¢'s great that she’s n X
And she’s learning to have relationships with people.” I point out that she’s
the antithesis of her parents, she’s 5o trusting. Kurt laughs. “When we
were young, Courtney and I were both very trusting and naive. But we
learnt.” Would you have lost it somewhere along the way if you hadn’t had
a child? “No, because I started to heal my negative attitude when we got
‘married. Just finding a marriage partner, a soulmate, I never expected it to

pt

Why so defensive? Being signed to a major label is at odds with his
“Fuck you, T won’t do what you tell me” punk ethic. He likes selling
records and making money, but he won't conform. And all the pre-release
speculation about “In Utero” didn’t help. When their Geffen A&R heard the
Steve Albini mixes, Kurt says, he thought it sounded terrible, he couldn’t
listen to it, he didn’t like the songwriting. In short, he didn’t think there

“Everyone kept telling us: “You guys really ruffled the sheets of the musi

"cause, you know, how could three fucking losers from Nowheresvill

happen. T wasn’t nea
1 was doing drugs for a while. But T knew that would get old as I'd done
every other drug. Heroin was the last drug to tamper with.”

‘himself as a junkie. “It’s a part of my life that 'm not too proud of. It's
been goi d

was much going for it. Kurt wanted to work with Albini because of his
work with The Pixies and The Breeders but now has few good words for
‘him. They remixed two songs with REM producer Scott Litt and managed.
to “cure” the other tracks. The bad vibes may not have stopped the band
from believing in the product, but they have been made to wonder if their

for et Twasn't
familiar with what heroin does to people. I did it first in ’85/'86 in Aber-
deen. I'd wanted to try it for ever. T wanted to be a junkie for a few months
after Nevermind” and the tour. It was a really stupid idea. I didn’t under-
stand how evil it is, how hard it s to get off it. It's the most addictive thing

Fig. 48 — Spread darevista The

‘Sub Pop co-founder Jonathan Poneman told Jeff Giles in the Newseck
article: “Nirvana ushered in a cultural revolution and made the Geffen
company millions. If they want to make an album of hand claps, they have
carned the right.” But Kust, for all his defiance, admits that’s he’s beyond %!

Face, Setembro 1993

'NIRVANA fext AMY RAPHAEL phetography DAVID SIMS

It was a year when Nirvana were much vilified but rarely

capers and bandwagon bores than inspired music. Things are different

‘Being a cl

he Cobain family 2
photo studio in do
m one end of

nd in her

danghter aro

ridiculous. Fra n is gurgling uncontrollab

ie. Courtney Love-Cobain is loungi
2" she demands, her arms outst

d. Kurt ehanges direc-

tion, pretends to be out of control and stops the pushchair just short of the

. He leans over his wife and kisses|
‘This is 1o ordinary family. This

intimate as most people will ever get with Kurt Cobain, Nirvana frontman,

-called king of grunge, the X ge
ting iinside his head. He has hi
y of them, but when it &
far and then dump you. Listen to h
clean (“H

K

42/THE FACE

Fig. 49 — Spread darevista The

Iat not let-

starrived. In autumn

Face, Setembro 1993

heard, when grunge became

now. The Seattle trio are

The wondartul thing sboul
Tiggers 4 - they ve g big
toil, Kurt Cobain, singer-
senguriter of rock band
Nirvana, helding on to realty

industry.” | found it

make a dent in

Dave Grohl, Nirvana's
drummer boy-next-
door type, playing at
ing a jungle

cowboy. The youngest
member of the Seattle-
based band, he's
simply having a blast

hard to believe

1”

rock’n"rol

THE FACE/49

more about catwalk
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Fig. 50 — Capa darevista Wired, Janeiro 1995
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Fig. 51 — Capadarevista Wired, Outubro 1995
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dirty rotten undrel

~Shaun Ryder

4 Hero

lee Biking

Life's Addiclion

The Mascew Undergronnd

Maoondogg
Placebo

Fig. 56 — Capa darevista BLAH BLAH BLAH, Maio 1996

L

msmnn 17 MAY s pan s 0250




tossee Fe. 05, AdigE st o L2.50

‘Wurse, the screens..”

ohnny Dean 4
gets'some therapy |

Neneh Cherry

Shampoo

Beastie Boys & Bjork
Mark Morrison 7
Chick D

Kate Moss

Xelargs .n
The Godfather of Ra
Street graflic

Surf siyle

Insane boarding

» SRR
Eectlemania

Computer crime

Sean Penn's
brother &
Uma Thurman's dadl

Fig. 57 — Capa darevista BLAH BLAH BLAH, Agosto 1996
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Figs. 58-61 — Spreads da revista BLAH BLAH BLAH (edi¢des diversas)
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0 projeto

Como componente essencial deste projeto, sdo aquiapresentados
os objetos graficos que lhe pertencem, assim como a investigacdo
visual feita de forma a representar e recriar o grafismo grunge e
o modo como este era desenvolvido, tendo em consideracdo os
meios digitais e analégicos contempordneos.

O primeiro objeto grafico consiste no editorial da tese onde é
feita a contextualizagdo histdrica da década de 1990, explicando
como as condi¢des sociais, politicas e culturais impactaram esse
periodo e deram origem ao movimento grunge, em destaque nes-
te projeto. De seguida, apds um enquadramento do grunge no ce-
nario musical da época, é feita uma ligacdo entre as caracteristi-
cas des movimento como estilo musical e como estética no campo
do design de comunica¢do, com o objetivo de encontrar relacdes
explicitas ou implicitas.

0 segundo objeto é uma revista, onde consta o artigo “Cult of the
Ugly” de Steven Heller, publicado em 1993 na edicdo n°. 9 da Revista
“Eye” e uma nota de editor relativa ao mesmo artigo. A revista foi
criada e materializada em concorddncia com as referéncias asso-
ciadas ao movimento grunge, tais como grafismos, tipografia, ex-
pressdes visuais e experiéncias de layout.

seorrab saodvorydy @ serougnyul :sotydeiy abunid
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cult of the ugly

Steven Heller é um designer grafico, diretor de arte, critico de arte e
autornorte-americano. Durante mais de trintaanos, ocupou o cargo
de diretor de arte sénior narevista “New York Times Book Review” e
na revista “U&Ic”. E autor e co-autor de livros que tracam a historia
da tipografia, ilustracdo e outros assuntos relacionados ao design
de comunicacdo.

Nascido a 7 de julho de 1950, cresceu na cidade de Nova York,
Estados Unidos. Steven Heller marcou o design grafico através da
sua contribuicdo nos meios de comunicacdo impressos. Editou di-
versas revistas de design, como a “Eye”, “Baseline”, “Print” e “I.D.”.
Escreveu inumeros artigos, colunas e ensaios criticos para essas
revistas de design e cultura. Tem trabalhado como editor do pres-
tigiado “AlGA Journal of Graphic Design”, onde publicou inimeras
pecas inspiradoras e instigantes sobre design grafico.

No seu artigo “Cult of the Ugly” Steven Heller identifica “decisdes
feias” no design como - “a sobreposicdo de formas graficas ndo
harmoniosas que resulta em mensagens confusas”. Heller ilustra
este conceito relacionando os trabalhos de alguns designers proe-
minentes da época com a infiltracdo de "experiéncias" das facul-
dades de arte nos midia, desafiando as normas estabelecidas de
"bom" design grafico, ao abracar elementos disruptivos e, segun-
do ele, ineficientes. Steven Heller amplia esta categoria incluindo
abordagens sobrecarregadas e elementos sem contexto ou har-
monia, pois podem distrair e impedir a legibilidade e funcionalida-
de do resultado final, rotulando-os como feios e desafiadores do
padrdo estético.

Os termos “feio” e “beleza” sdo explorados em relacdo a definicdo -
em constante evolucdo - de design de sucesso. O artigo comeca por
enfatizarasubjetividade inerente a estes termos, reconhecendo as
amplas interpretacdes individuais do conceito de beleza.

No entanto, é crucial reconheceraimportdncia da experimentacdo
no design grafico, especialmente num contexto pds-modernista.
Uma estética desafiadora pode ser uma forma legitima de romper
com normas estabelecidas, incitando o pensamento critico e novas
abordagens visuais.

seorrab saodvorydy @ serougnyul :sotydeiy abunid
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A narrativa investiga o impacto do modernismo e do p6s-moder-
nismo no design, elucidando como esses movimentos transforma-
ram os significados de “feio” e “beleza”, tornando-os mais subje-
tivos. O pds-modernismo marcou o inicio de um afastamento das
restricdes e limitacdes impostas ao “bom design”, a medida que
elementos tradicionais como a grelha foram desmantelados, dan-
do lugar a elementos neoclassicos e contempordneos, tais como
pontos, manchas e setas.

O artigo tracatambém um paraleloentreo"design feio" em Output
(um projeto de estudantes da Cranbrook Academy) e as criagdes
do designeramericano Art Chantry. Heller examina especificamen-
teouso porArt Chantry do "estilo dissonante" e graficos atraentes
nos seus posteres, enfatizando a sua funcionalidade nos respecti-
vos contextos. Art Chantry emprega materiais e enquadramentos
ndo convencionais para provocar uma mudanca na percepcdo do
espectador sobre o design e a sua navegacdo por ele.

O texto exploraainda o uso deliberado do design “feio” como meio
de desafiar as nocdes convencionais de design bem-sucedido.
Steven Heller afirma que incorporar intencionalmente o “feio” no
designservecomo umesforcoconsciente paraestabelecerpadrdes
alternativos. Esta abordagem estratégica estimula uma reavalia-
cdo das nossas percepcdes de design, instando-nos a transcender
as normas e regras estabelecidas, incentivando a exploracdo de
métodos ndo convencionais para comunicar ideias. Steven Heller
sugere que o design que desafia provocativamente os sentidos e o
intelecto, em vez de se conformar as normas estabelecidas, devia
teoricamente ser abragado, se ndo ativamente promovido.

Ao concluir, Steven Heller contempla que o “feio” como propria vir-
tude - ou como umareacdo instintiva ao status quo - diminui todo
o design. Segundo o autor, o “feio” deve ser visto como um elemen-
to de mudanca, oferecendo um meio alternativo para representar
ideias e culturas.



Embora a diversidade de opiniGes e o papel critico da imprensa
devam ser respeitados, é necessario contestara abordagem do au-
tor. A critica de Steven Heller a estética "feia" muitas vezes negli-
genciaaintencdo das criacdes e asuafuncdo dentro do panorama
do design de comunicacdo. E fundamental considerar que a bele-
za, assim como o “feio”, é subjetiva e influenciada por contextos
culturais e sociais em constante evolucdo.

O design grafico, como qualquer forma de expressdo artistica, deve
ser avaliado ndo apenas pela conformidade com padrdes estéticos
convencionais, mas também pela capacidade de provocar pensa-
mento, transmitir mensagens e inovar. Neste sentido, as obras que
Steve Heller critica representam uma contribuicdo valiosa para a
diversidade e evolucdo do design de comunicacdo contempordneo.
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Fig. 62 — Capa final da revista
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Although T respect the diversity of
opinions and the critical role of the
press, it is necessary to challenge the

authors approach.

Heller argues against the ‘Cult of
the Ugly by examining works such as
‘Output” from the Cranbrook Academy of
Art, labeling them as ugly and tempting
them -from the aesthetic standard.
However, it is crucial to consider the
importance of experimentation in graphic
design, especially “in *a postmodern
context. Questioning aesthetics can be a
legitimate way to break with categorical
norms, encouraging critical thinking and

new visual approaches.

Hellers critique of ugly aesthetics often
neglects the intention behind these
creations and their function within the
graphic design landscape. Tt is essential
to consider that beauty, like ugliness, is
subjective and influenced by constantly

evolving cultural and social contexts.

Graphic design, like any form of artistic
expression, must be evaluated not
only by its conformity to conventional
aesthetic standards, but also by its
ability to provoke thought, convey
messages and innovate. In this sense,
the works that Heller criticizes can
represent a valuable contribution to the
diversity and evolution of contemporary

araphic design.
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Grunge Graphics: Influéncias e Aplicagdes graficas 1 %. 7
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“Ask a ri . what is beauty...
O
a
d
He will answer that it is a female with
two great round eyes coming out of
I‘:IBF little head, a large flat mouth,
a vellow belly and a brown back.’
'[\"nliaire, Philosophical Diciinnal_‘y,
1794]_._ Ask Paul Rand what is !maui-y
an;hlmjllanswerihai‘ihe se‘E‘;:i-?iion
of form and function, of“c,qﬂée‘;i‘and
execution, is not likely to produce

objects of aesthetic value’. (Paul

.

igner’s Art, 1985).Then ask the same question of the

icagdo

Cranbrook Academy of Art students
who created the ad hoc deskiop

publication Output (1992), and o

judge by the evidence they might - ~*
'—vr‘:,—' answer that beauty is chaos born

of found letters layered on top of

- random patterns and shapes. Those
who valve functional simpiiciiy
would argue that the Cranhrook'
students’ puhlica'iion, like a toad’s

\yarfs,ris ugly. The difference is

‘(fhe Cranbrook

that unlike the toa

students have deliberately giver;

themselves the warts.

to de Mestrado em Design de Comun

- Proje

atjo

Leonor Peixoto Ar




Output is eight unbound pages of
blips, type fragments, randon words
and other graphic minutiae purpose--
fully given the serendipitous look of a
printers makeready.
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How 1s ugly to be defined in the
current postmodern design clinate
where existing systems are up for
re-evaluation, order is under attack
and the forced collision of disparate
forms is the rule? For the moment, let
us say that ugly decision, as opposed
to classical design (where adherence

to the golden mean and a preference
for balance and harmony serve as
the foundation for even the most
unconventional compositions) is the
layering of unharmonious grap

forms in a way that results in
confusing messages. By thisdefinition,
Output could be considered a prime

example of ugliness in the

fashionz

on the American Tnstitute offz2INa
Arts and American Center fo[5iBLey
ng lists, so rather t

cloister
as pnce
isubjet -
ibe déscr
Yo
i\cult-oﬂ
Ve



ed and protected from criticism
inpus ‘research, it is a fair|
for scrutiny. Tt can legitimately]|
ibed as representing the current

e

J
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The layered 1images, vernacular
hybrids, lowesolution reproductions
and cacophonous blends of different
types and letters at once challenge
prevailing aesthetic beliefs and
propose alternative paradigms. Like
the output of communications rebels
of the past (whether 1920s Futurists

or 19_605 psychedelic artists), thi
work demands that the viewel
or reader accept nontra&itiqna,
formats which at best’guide the e eye,
for ?spec‘rﬁc purpose- i—hrwgﬁ a
range of noninear pathways, and a
worst result in confusion. ,/

But the reasons behind tl'ns weve are
dubious. Does the current sociaFand
cultural c ition involve ‘the kind of

experimentation, - has ughness
simply been ass1m1tated into popular -
culture and become:. a seyhsh conceit? .
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n

Thecurrentwavebeganin the mid-1970s with
the English punk scene, a raw expression
of youth frustration manifested through
shocking dress, music and art. Punk’s naive
graphic language - an aggressive rejection
of rational typography that echoes Dada
pnd Futurist work - influenced designers
during the late 1970s who seriously tested
the limits imposed by Modernist formalism.
Punk’s violent demeanour surfaced in Swiss,
American, Dutch and French design and
spread to the mainstream in the form of a
new wave’, or what American punk artist
Gary Panter has called ‘sanitised punk’. A
key anti-canonical approach later called
Swiss Punk - which in comparison with
the gridlocked Swiss International Style

as menacingly chaotic, though rooted
in its own logic - was born in the mecca of
rationalism, Basel during the late 1970s.
For the elders who were threatened (and
offended) by the onslaught to criticise Swiss
Punk as ugly was avoiding the issue. Swiss
Punk was attacked not so much because of
its'appearance as because it symbolised the

demise of Modernist hegemony.

r

Ugly design can be a conscious atter
create and define alternative standard
warpaint, the dissonant styles which
contemporary designers have applied t
visual communications are meant to sh
enemy - complacency - as well as to encs
new reading and viewing patterns. The v

American designer Art Chantry combin



fipt to
s. Like

many
o their
ock an
Jurage
vork of

es the

for appropriateness. For over a decade Chantry
has been creating eye-catching, low-budget
graphics for the Seattle punk scene by using
found commercial artefacts from industrial
merchandise catalogues as key elements in his
postersand flyers. Whilethese‘unsophisticated’

graphics may be horrifying to designers

Fig. 68 — Spread do interior da revista final

vernacularism, Chantry’s design is decidedly

functional within its context. Chantry’s clever
manipulations of found ‘art’ into accessible,
though unconventional, compositions prove
that using ostensibly ugly forms can result in

good design.
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So in order to stretch the perimeters of a}t
and design to any serious extent it becomes
necessary to suspend popular ndtions|
of beauty so that alternative aes't}-@e“t'jc
standards can ’békexplored. This concé‘rit is|
essential to an analysis of a recent work by
the Chicago company Segura, who designed
the programme / announcement for‘ghe 1993
How magazine ‘Creative Vision’ ¢onference]
and whose work represents the professional
wing of the hothouse sensibility. Compared
to the artless Output, Segura’s seemingly
anarchic booklet is an artfully engineered
attempt to direct the reader through a maze
of mundane information. Yet while the work
might purport to>confront complacency, it
Y often merely obstructs comprehension.

But is it possible that the surface might blind one to|
the inner beauty (i.e. intelligence) of this work? Ralph|
Waldo Emerson in The Conduct of Life (1860) wrote:

A compilation of variegatedivisuals, the How piece
is a veritable primer of cultish extremes at once
compelling for its ingenuity.yet undermined by its
superficiality. Like a glutton, Segura has stuffed itself
with all the latest conceits (including some of its own
concoction)and has regurgitated them on to the pages.
At first the juxtapositions of discordant visual material
appear organic, but in fact little is left to chance. The
result is a catalogue of disharmony in the service of
contemporaneity, an artefact that is already ossifying
into a 1990s design style. It is a style that presumes
that more is hipper than less, confusion is better than
simplicity, fragmentation is smarter than continuity,
and that ugliness is its own reward.

)

‘The secret of ugliness consists not i

irreqularity, but in being uninteresting.

Given Emerson’s measure, it could be argue

that design is only ugly when devoid o
aesthetic or conceptual forethought - fo
example, generic restaurant menus, stor
signs and packages. Perhaps, then, the Ho

booklet, which is drowning in forethought
should be ‘read’ on a variety of Ievevls wherein
beauty and ugliness are mitigated by context
and purpose. Perhaps - but given the excesseg
in this work, the resqlt can only be described

as a catalogue of pretence.

€I
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During the l;aie 1940s

and 19505 the Modernist
mission was to develop
design systems that would
protect the global (not
just corporate) visual
environment from blight.

Yet while Modernism

¥ smbqthzd out the rough

edges of communications
by prescribing a limited
number of options, it

also created a recipe for
miediocrity. If a Modernist
désiqn system is followed
by rote, the result can be as
uninteresting and therefore
as ugly — iCCQJd \_'ng\ tQ
Emersoh’s stahdard

— as any non-designed

ter or adverti

“so design that aggressively

challenges the senses

and intellect rather than
following the pack should in
theory be tolerated, if nj)l

encouraged.

“For a new generations ideas of good design -
ahd peayty - to be challenged by its forerun
ners’is, of course, a familiar pattern. Paul Rand,
when criticised as one of those Bauhaus boys by
American type master W. A. Dwiggins in the late
1930s, told an interviewer that he had always re-
spected Dwiggins work, so why couldrt he see the
value of what we were doing?’ Rudy VanderLans,
whose clarion call of the new typography Emigre
bas been vituperatively criticised by Massimo Vi
gnelli,.ias not returned the fire, but rather coun
tered that he admires Vignellis work despite his
own interest in exploring alternatives made pos-
sible by new technologies.

Tt could be argued that
the language invented by Rand’s Bauhaus Boys'
challenged contemporary aesthetics in much the
same way as VanderLans is doing in Emigre today.
Indeed VanderLans, and those designers whom
Emigre celebrates for their inventions - including
Cranbrook alumni Edward Fella, Jeffery Keedy
and Allen Hori - are promoting new ways of
making and seeing typography.

The  dif-
ference is that Rand’s method was based strictly
on ideas of balance and harmony which hold up
under close scrutiny even today. The new young
turks, by contrast, reject such verities in favour
of imposed discordance and disharmony, which
might be rationalised as personal expression, but
not as viable visual communication, and so in the
end will be a bLip (or tangent) in the continuum of
graphic design history.




I

Edward Fellds work i§ -a good =

example. Fella began ln's‘[ career
as a commercial al:t»ist,.became a
guestcriticat(lranbrob}a’n’dlater
enrolled as a graduate student,
imbuing in other students an
appreciation for the naif (or folk)
traditions of conmercial culture.
He convincingly deployed highly
personal art-based imagery and
typography in his design for
the public, explains Lorraine
Wild in her essay 'Transgression
and Delight: Graphic Design at
Cranbrook (Cranbrook Design:
the New Discourse, 1990). He
also introduced what Wild
describes as 'the vernacular, the
impure, the incorrect, and all
other forbidden excesses to his

Fiq. 70 — Spread do interior da revista final

graduate studies. These excesses,
such as nineteenth-century fat

faces, comical stock printers’

cuts, ornamental  dingbats,
hand scrawls and out-of-focus
photographs, were anathema to
the early Modernists, who had
battled to expunge such eyesores
from public view.

Similar forms had been
used prior to the 1980s in
a more sanitised way by
American designers such
as Phil Gips in Monocle
magazine, O0tto Storch - in
McCalls magazine, and Bea
Feitler in Ms. magazine. For
these designers, novelty job
printers’ typefaces . and rules
were not just crass curios
employed as affectations,
but appropriate components
of stylish Iayoui;. While they
provided an alternative to the_
cold, systematic typefaces
favoured by the International
Style, they appeared in
compositions that were
nonetheless clean and
accessible. "These were not
experiments, but ‘solutions’
to design problems.

Two decades later, Fella too re-
employed many of the typically
ugly novelty typefaces as well
as otherwise neutral canonical
letterforms, which he stretched
and  distorted to  achieve
purposefully artless effects for
use on gallery and exhibition
announcements.  Unlike  Gips'
and Feitlers work, these were
aggressively unconventional.
In Cranbrook Design: the New
Discourse, Fellas  challenges
to normal’ expectations” “of
typography are described as
ranging from 'low parody to
high seriousness. But the line
that separates parody and
seriousness is thin, and the result

is ugliness. As a critique of the:

slick design practised throughout
corporate culture, Fellas work is
not wighouit_a certain acerbity.
As pe;sonal re—séﬁr_ch, indeed as
personal art, it can be justified,
but as a model for commercial
practice, this kind of ugliness is
a dead end.
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o )
[J]ust maybe, a small independent graduate program is precisely where
such daunting research and invention in graphic design should occur .: ]
largues WIild. And one would have to agree that given the strictures of = g
o ° 0 the marketplace, it is hard to break meaningfui ground while serving d = -

f client’s needs and wants. Nevertheless, the marketplace cah provide
important safeguards - Rand, for example, never had the opportunity to

experiment outside the business arena and since he was ostensibly self- . -
taught, virtually everything he invented was on the joh Jeffery Keedy
land Allen Hori, both of whom had a modicum of design experience before <a ¥
ttending Cranbrook, availed themselves of the luxury of experimenting
. free of marketplace demands. For them, graduate school was a place
o test out ideas that ‘transgressed’ as far as possible from accepted
tandards. So WIild is correct in her assertion that it is better to do
esearch and development in.a dedicated and sympathetic atmosphere.
[l ut such an atmosphere can also be polluted by its own freedoms.
I
The ugly excesses
— or Franleastein’s little moasters kilie Output —
are often exhibited in public to promulgate AL
‘the new design discourse’. :L
Ina fact, they merely further the cause of ambiguity and ugliness. B
Since graduate kchool hothouses push their work into the real world,
{
some of what is purely experimental is accepted by neophytes as a viable
model, and students, being students,
will inevitably misuse it.
r ' Who can blame them if their meators are doing so, too?
": N
i
- .
br . ;
RE :
-
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Common to:all graphic designers prac-
tising ir} the current wave is the self-in
dulgence that informs some of the
‘Worst ex‘perimental fine art. But vﬂ;at
ultimately derails much of this _"v‘:lork
is what critic Dugald Stermer’ calls
adults making kids' drawings. Wlhen
Art Chantry uses naive Qqugly design
elements he transforms f,h.err{inlto via-
ble tools. Conversely, Jef} keedys
Lushus, a bawdy shove-gt- pyoux‘face
novelty typeface, is taken seriously
by some and turns up on printed ma-
terials (such as the Dutch Best Book
Designs cover) a-ts an affront to, not
a parody of, typographic standards.
Wlhen the layqred?'\‘/;;nhcular look is
practised in the extreme, whether with
forethought or not, it sinply contrib-
utes to the perpetuation of bad design.

‘Rarely bas

wrote Paul Rand in

~beauty been

énJ in itse

Paul Rand: 'A Designer’s Art.

an

£’

IAnd it is equally mistaken to treat ug-
iness as an end in itself. Ugliness is
Valid, even refreshing, when it is key
to an indigenous language represent-
ng alternative ideas and cultures. The
problem with the cult of ugly araphic
Hesign emanating from the rqaj?lr de-

t has so quickly become a styl;:'that

gence, discipline or good sense to make
something more interesting out of it.
While the proponents are following
their various muses, their followers
hre misusing their signature designs
hnd typography as style without sub-
stance. Ugliness as a tool, a weapon,
Even as a code is not a problem when it
s a result of form following function.
But ugliness as its own virtue - or as
b knee-jerk reaction to the status quo
I diminishes all design.
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Fig. 72 — Spread do interior da revista final
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Fig. 73 — Spread do interior da revista final

. _\- oo
cr T A .
.
.« Y i
- B

i

beauty
is
. chaos
5 born
: of
found -
letters
layered
on
top
P of
[ g random
patterns
N AT and

shapes

sotydray abunio

seoryrab saodvorydy o svrovonyJur

€91



164

icagdo

- Projeto de Mestrado em Design de Comuni

atjo

Leonor Peixoto Ar

Fig. 74 — Contracapa da revista final

f
i
i
!
1
I




Grunge Graphics: Influéncias e Aplicagdes graficas H @ m



™

]

©

I v..
N
~f i
- +
B
L]
' B
T L]
4
by 1
. .
B .
* "
~r
%
%,
N
O]
,
.."..l. "
. b gy
f
1
' .
L] 0
-
»
. . . Lo .
'y /] s
v, e
» L]
» .-L
s
o
w

ordvotunwo)) ap ubtsa wa opraysayy 9p o3dloxd - olnvay 030xrod I0UOST



Grunge Graphics: Influéncias e .Pﬁf..npmmm,m mwmmwnmm . H @N

" 0 r
[l T ", - . f . :
~ [ L r
, L
r 1 . - i
e ) - L]
K .
—.
o s 5
“wr
(3 ki
'
- . L
L
i
I
4
'
" * .
<
-
'
‘ 1
-
.o 4
Yaw
"
. ..ﬂ.if.\.l. !
ey R »
o B Y
& .
# T
3 4..’ .
e

2



mo H ordvotunwo)) ap ubtsa wa opraysayy 9p o3dloxd - olnvay 030xrod I0UOST



conclusio

Durante a elaboracdo deste projeto estudamos a estética mar-
cante do movimento grunge presente durante a década de 1990.
Exploramos as suas origens, as suas influéncias e o seu impacto
na sociedade. O grunge ndo foi apenas um estilo musical, mas
também uma expressdo visual e cultural capaz de transcender
fronteiras. O grunge captou a esséncia de um juventude desapon-
tada, refletindo todo um sentimento de desilusdo e rebeldia. Ao
longo deste estudo, revimos alguns designers proeminentes, pro-
jetos visuais distintos e layouts de revistas que definem o grafis-
mo grunge. Este movimento, enraizado numa contracultura sono-
ra e visual, deixou uma marca duradoura que influenciou ndo s6 a
musica, mas também a moda e a cultura, redefinindo a estética da
década de 1990.

Apos uma contextualizagdo histérica, foi possivel concluir que a
década de 1990 foi profundamente influenciada por movimentos
sociais e politicos. Testemunhou o fim da Guerra Fria, a queda do
Muro de Berlim e a dissolucdo da Unido Soviética. Foi uma era
impulsionada pela revolugdo tecnoldgica, com a popularizagdo
da internet e o aparecimento de novos dispositivos eletrénicos.
A ascensdo da contracultura introduziu novos valores e uma
determinacdo notavel para enfrentar alguns dos desafios mais
impactantes da histéria, como a luta pelos direitos LGBTQ+ e do
movimento feminista. Esta agitacdo social ndo desafiou apenas
as convencdes estabelecidas, mas também conferiu aos jovens
um papel mais proeminente na sociedade, dando origem a uma
transformacdo notavel no cenario social e politico da época.

Assim como em outras esferas, os jovens exerceram uma influén-
cia poderosa na musica durante a década de 1990, especialmente
no estilodo rockalternativo, transformando-o navoz da mudanca.
Ao surgir no cenario alternativo de Seattle, o grunge ndo apenas
redefiniu o som do rock, mas também encapsulou a desilusdo e a
resisténcia de uma gerac¢do. Utilizando a musica como um veiculo
para expressar a inquietagdo social, bandas como Nirvana, Pearl
Jam e Soundgarden, romperam com as convencdes estabelecidas,
oferecendo uma sonoridade auténtica, em representacdo das ex-
periéncias e frustracfes dos jovens da época. O grunge dos anos
90 provocou uma revolucdo musical global, deixando uma marca
inabalavel no cenario cultural da época.

seorrab saodvorydy @ serougnyul :sotydeiy abunid
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Para além da associa¢do ao cendrio musical, o grunge surgiu no
design grafico com inspira¢cdes em movimentos artisticos ante-
riores e contempordaneos, como o Futurismo, o Dadaismo, o Pds-
modernismo e o Punk. Em referéncia a estes movimentos pode-
mos destacar a presenca de elementos visuais desconstruidos, a
rejeicdo de padrdes rigidos, estéticas conservadoras e valores so-
ciais pré-estabelecidos. Este desafiavam as normas convencionais
e incentivavam a reflexdo critica, destacando a importdncia do
individualismo, que podemos ver refletido no movimento grunge.

O movimento grunge no design grafico surgiu de forma reativa e
descentralizada e, por isso ndo possui uma lista estritamente de-
finida de “grandes nomes”, no entanto destacam-se alguns desig-
ners considerados influentes no desenvolvimento e populariza-
cdo do estilo, tais como David Carson, Neville Brody, Art Chantry,
Rudy VanderLans Zuzana Licko, Chris Ashworth, entre outros. Os
seus projetos, caracterizavam-se pelas cores esbatidas, tipogra-
fias distorcidas, por vezes, quase ilegiveis e layouts disruptivos,
marcando o design de comunicacdo da década de 1990.

Tendo o movimento punk como movimento precedente, a estética
das zines punk evoluiu para os layouts de revista grunge. As zines,
com layouts crus e feitos a mdo, expressavam a atitude rebelde do
movimento punk. Nas revistas grunge, essa estética foi mantida,
mas com um visual mais polido, combinando texturas asperas, ti-
pografia ndo convencional e elementos analégicos e digitais. Esta
mudanc¢a destaca o amadurecimento do design contracultura,
adaptando-se a novas influéncias preservando uma esséncia au-
téntica e expressiva, enraizada nos movimentos alternativos.

Durante o movimento grunge, o design de revistas definiu uma
estética Unica e ousada. Caracterizadas por uma mistura de tex-
turas, tipografias ndo convencionais e pela fusdo de elementos,
as revistas procuravam refletir a esséncia da rebeldia e desilusdo
associada ao grunge. As capas apresentavam imagens sombrias e
contrastes marcantes. O layout das paginas apresentava um “bru-
talismo” muitas vezes questionado. A evolucdo das ferramentas
tecnoldgicastrouxeapossibilidadede fundirtextoeimagemnuma
sO linguagem. A estética da tipografia p6s-moderna trouxe novas
possibilidades ao design, libertando-se da grelha e descartando
convencdes estabelecidas. E possivel salientar algumas revistas
que se destacaram dentro do movimento grunge e que serviram
de objeto de estudo para este projeto, como a “Raygun”, “Emigre”,
“The Face”, “Wired”, “Blah Blah Blah”, a titulo de exemplo.



Com base nos elementos graficos do grunge, o projeto final pro-
curou recriar uma revista que mantivesse essa estética, baseada
nos grafismos associados e com referéncias da época, mas mate-
rializada com as ferramentas e meios digitais atuais, criando um
exemplo contempordneo do grafismo grunge dominante da dé-
cada de 1990. O objeto editorial final tem como objetivo ser uma
nova visdo com influéncias na estética grunge.

Como conteldo, a revista apresenta um artigo de Steven Heller,
intitulado “Cult of the Ugly”, publicado pela primeira vez em 1993,
na edicdon® gdaRevista“Eye” eumanotade autor,que enquadra
este artigo segundo a perspetiva abordada.

O objetivo final deste projeto grafico foi o de, a partir de
elementos graficos, tipografia, expressdes visuais e experiéncias
de layout, traduzir uma estética grunge inspirada nos grafismos
da mesma época.
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