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abstract

This work is a study on the phenomenon of monumentality. It 
combines examples and theories from art and architecture and 
seeks to explore its counterparts in the context of visual com-
munication and graphic design. 
The project focuses on forms and materials of culturally inher-
ited power and explores how these aspects of monumentalism 
could be used as a design tool. 
The final result of this project was presented as a lecture and an 
exhibition, in excess of this written report.

thanks

Kristofer Hedberg
Gabor Palotai
Nina Ulmaja
David Axelsson
Sven Prim
Sigrid Nathorst-Windahl
Moa Matthis



index 

researching monumentality i

 I.   Introduction 
  I.I   Intention and question
  I.II   Delimitation
  I.III Overview of the report
 II.   Background
 III.   Theory
  III.I The abstract concept of monumentality
  III.II The monumental mindset
  III.III The feeling & aesthetics of monumentality
  III.IV Monumentality in visual communication

researching monumentality ii

 IV.   Method
 V.   Result
  V.I  Practical Research Process
  V.II  Presentation
  V.III Exhibition
 VI.   Discussion about the method and process
 VII.   Reflection
 VIII.   Sources
 IX.   Image Sources

 APP I.  Image references

01
01
02
02
02
03 
04
06
08
10 

17
18
18
20
21
22
23
24
25



01

  i. introduction 

Magnification, to zoom in. To understand the complexities 
through the details. To see the big picture by describing a tiny 
part. Isn’t that amazing. Yet this work does the opposite. It 
zooms out in order to grasp something that allows me to imag-
ine, rewrite and use the details.
It started out with a near sighted essay on my view of monu-
ments in art and design. A view that was to be reconfigured 
many times as I realized that the problem with zooming in on 
something is that once I zoomed out, I saw the context of my 
tiny focus. The area of monumentalism seemed huge if I was 
about to include anything from medals to the pyramids. And 
if you look at it from an art context you should include archi-
tecture as well since it’s impossible to separate the two in many 
cases. In my studies I haven’t put much attention to whether 
something is categorized as monumental or not.
Instead I wanted to seek for a logic by looking at the structure 
of visual elements and materials of things in order to find traces 
and stories of monumentalism. In that sense my studies are 
focused on the visual aspects of monumentalism as I see it, in-
cluding storytelling as a concept for creating the monumental.

An essay that expresses a different philosophy on monuments 
is Swedish Axel L. Romdahl’s “Det monumentala sinnelaget” in 
which the monument is the spinoff of the creative architect’s 
ability to think large. This, the same reasoning as architects 
of totalitarian regimes have used. Allowing for the reasoning 
that only the end result matters and that the cost of the lives 
of some people are less meaningful when the future genera-
tions can look at the buildings and be awed by how evolved 
their civilization is. 
 Throughout history it seems like the victorious get to write 
history, and if it doesn’t fit, it is modified. This phenomenon 
is very interesting for this project. It points to the fact that the 
meaning of a monument can be changed through its descrip-
tion. Alternative history writing is done by looking at the very 
same object and changing its meaning and origin. The stories 

preserved for the future are uncertain and can be rewritten. 
Even the ones set in stone.

So there’s the aspect of monumental thinking and monuments 
as a concept. Is there something connecting these, a visual 
communicative angle? There is the feeling of standing in front 
of something monumental. It expresses power. The majestic, 
overwhelming, awe inspiring and imposing that makes you 
realize that you are just one of many tiny humans. To me those 
feelings can only be evoked by man made objects. Natural 
phenomenons such as grandiose views, looking up at the stars 
or whatever it can be, are awe inspiring and invoke somewhat 
similar feelings but not in that same exact way. It is the con-
nection to the Human body that sets monumentality apart 
from the concept of the Sublime. I therefore presume that what 
makes a thing monumental is centered around the human and 
thus it matters with angle of observation, scale and such, in 
comparison to the human. 

Is there something unique in the monumental, one certain 
aesthetic or quality? Technically no. No single aesthetic or qual-
ity. But rather a combination of aesthetics and power-radiating 
elements based on the contextually right cultural heritage.  
In the west the Roman and Hellenistic columns have come to 
represent the precise combination of power and taste in such 
a way that you may use it in, for example, a digital collage and 
still infuse the same feeling. 
 When trying to study monumental aesthetics I soon realized 
that there are a number of keywords to work with. Words that 
connect with what is perceived as monumental. Authoritarian, 
powerful, centered, focused et.c. All these words can be used in 
visual communication. Does that mean that a piece with these 
properties is automatically monumental? That is left for further 
studies. This report is like a feasibility study of a gigantic sub-
ject that needs to zoom back in. 

researching monumentality i
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    i.i. intention and question
My intention with this topic is to study the visual aspects of the 
phenomenon monumentality. But also to research its mean-
ing, historical and current use and to see if it’s possible and/or 
relevant to relate the term to visual communication.
 My main research question is:
Can monumentalism be used to discuss power and certain 
aesthetics in visual communication?

  i.ii. delimitation
That my work is in the context of western cultural heritage. 
Focus mainly on graphic design.
To not write about monuments as art in general or as an archeo-
logical site in general because of the width and unspecificity of 
those definitions.

  i.iii. overview
This report is constructed with a short background on the 
subject followed by the theories that are the basis for my project.  
I’ll define the differences between the abstract concept of monu-
mentality, the monumental mindset, the feeling of monumen-
tality and monumental aesthetics followed by some thoughts on 
how monumentality is represented in graphic design. 
After this I write about my process and how my work has been 
conducted followed by a discussion and conclusion of the project.  

 ii. background
My topic of monumentality developed very naturally to me. 
The idea came in the summer of 2013 when I started analyzing 
my former work and fields of interest. I’d spent a lot of time 
working with symbolism, icons, geometry and visual illusions. 
My bachelor work was a one hundred page publication on the 
off-alphabet letter the ampersand, aiming to be the most exten-
sive on the subject. What connected all my projects, I realized, 
was possibly their monumentality.  
 When writing a publication on printed matter, I did a predic-
tion on the future of the entire industry. When finding an inter-
est in fruit shaped candy, I documented every single different 
kind I could find in Sweden and made an artists book of it. So, 
when thinking about design projects I’m thinking big.  

 When I look at society I try looking at it from above and see 
the trends and currents flowing in it. Who are the powerful and 
how are they communicating? 
 Suddenly the scale, aesthetics and whole context of design 
seemed to somehow touch on the term monumental. This really 
intrigued me. I’d made this word the starting point without a 
proper explanation or thought on its meaning in the context of 
my field of work. What exactly is monumentality and how does 
it relate to graphic design and visual communication?

My initial thought was that monumentality was a feeling rather 
than a style and that its material foundation had two  
pillars that were size and quantity compared to the human. 
 Since then, I’ve revised my view many times and now believe 
that it’s both style (or aesthetics as I sometimes refer to it in the 
text), feeling and human relations that involve both time, material-
ity & power. That is, that it is more than the art philosophical con-
cept of the Sublime in that it has some specific material qualities.  
 Moving away from my initial thought of monumentalism 
as being of ONLY pure materiality I’d like to point out that it 
is still relevant as size is something one cannot get away from 
completely when dealing with this subject since it has to do with 
the human body-scale. I realized that the object itself is not im-
portant but rather the value decided for it. A sort of storytelling 
for the masses by the people in power. Monumentality can also 
be an abstract concept or a mindset all depending on in which 
context you’re viewing it.  

Monumentalism originated as a term in the end of the 19th 
century when it was coined for usage in architecture and was 
already confusing back then.  
 Mostly because of its involuntary associations with fascism 
and nationalism, it gradually fell out of use after the first half of 
the 20th century. Today I find it more relevant than ever. We are 
missing some key language to describe an aspect of design in an 
era where visual power is more abstract than ever. 
 This work deals with making the term clearer and more 
easily understandable from a designers point of view as well as 
thoughts on how to apply it to visual communication. 
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  iii. theory

My work has been to research monumentality. Throughout 
the different eras and art genres in history, as a language of 
power. The people with established power, the powerful, the 
ruling class, government or authorities, has used different ways 
of communicating their power and monumentality is a visual 
form of that. Monumentalism is a concept of power expres-
sion, a fluctuating aesthetic style and a way of thinking. It’s 
been constantly morphing throughout history but is something 
I consider to have become, a more or less openly used, visual 
language of its own over the years. 

A monumental expression as such can be used to put you in 
place. To remind you that there is something larger out there or 
that you’re not the mightiest. It’s a way for the rich and power-
ful to express their power in an efficient non violent way. A way 
to control the people and a way to remind the people who’s in 
control. 

Monumentality is a vast subject and the definition of the word 
changes with its context. Art & art history, archeology and 
architecture all have their more or less established meanings of 
the word. 
This is my guide for clarifying and summarizing the different 
contextual meanings in a comprehensive way to try to translate 
it into a visual communication grand concept. I’ve therefore 
divided this text into four different categories where the first 
three lead up to the main, last part.

 III.I  The abstract concept of monumentalism
 III.II  The monumental mindset
 III.III  The feeling of monumentality & monumental aesthetics 
 III.IV Monumentality in visual communication
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 iii.i on the abstract concept of monumentality

The word monument in an art and architectural context usually 
refers to a thing dedicated to honor something or someone. It’s 
closely related to memorials; artwork dedicated to mourn loss, 
death or a catastrophe of some sort. It is not unusual that these 
two specific categories are lumped together and called monu-
ments. This is what I refer to as the abstract concept of monu-
mentality.

The most common general usage of the word monumental is 
about something big and grand, that is, something physically 
large. In fact, monumental art usually refers to enormous 
paintings hanging in grand palaces and museums. But these are 
not to be confused. The abstract concept of monumentalism is 
the definition most commonly used in art critical context.
 The concept and aesthetics of monumentality being two dif-
ferent things. The aesthetic doesn’t necessarily have to do with 
anything large at all although it is a common way to achieve a 
monumental feeling [see III.III, p.08].

The abstract concept of monumentalism is the explanation of 
what is defined as a monument. It can be any work of grandeur 
or simplicity but usually is a piece of art in the public realm that 
tell a story to the people. 

Dan Karlholm writes about the modern monument in Det 
tomma monumentet.1 According to him a modern monument is 
one built in the 16th century or later. It is described as some-
thing made with (or later given) a certain memory function for 
society. What is known as the modern monument is the kind of 
artwork that is used as a symbol in a construction of history. A 
form of storytelling for the masses. 
 This is elegantly formulated under the headline Anti-monu-
mentalism on Wikipedia2 as an object developed from an elitist 
point of view,  an imposing, authoritative social force in public 
spaces. When authorities (usually the state or dictator) establish 
monuments in public spaces to symbolize themselves or their 

1 Karlholm, Dan, Det tomma monumentet, Ingår i Vad betyder verket?: kon-

stvetenskapliga studier kring måleri, skulptur, stadsplanering och arkitektur, 

Volym 1 av Eidos (Stockholm), Konstvetenskapliga institutionen, Univ., 2001

2 Wikipedia, http://en.wikipedia.org/wiki/Anti-monumentalism 2014/04/11

ideology, and influence the historical narrative of the place.” 
Anti-monumentalism is the art movement opposed to that. 
Projection artist Rafael Lozano-Hemmer & sculptor Do-Ho Suh 
[see p. 12] being two of its practitioners. Making temporary, non 
lasting art and perspective tampering monuments, putting the 
people in the spotlight, highlighting the masses relation to power. 

Karlholm points out that whatever the sculptures’ form is 
associated with, when it comes to the modern monument an 
important aspect lies with it’s cultural decoding. Its inscription 
and/or description instructing how it’s supposed to be read. 
If you change the inscription of a monument, it’s story and 
properties can be changed. Sometimes it’s done intentionally 
and sometimes not. 
 Like in the case with the Flamme de la Liberté in Paris. A rep-
lica of the flame from the torch of the statue of Liberty, it was 
given to the French people by the International Herald Tribune 
as a sign of the French-American friendship and placed in a 
roundabout. After the deadly car crash of Lady Diana close by 
in 1997, the monument became her unofficial memorial and has 
served as such since. The sculpture itself hasn’t changed but it’s 
meaning is a whole new one. 

Mount Rushmore National Monument, Gutzon Borglum, 1941.  

Both a conceptual monument to the American Presidents Washington, Jeffer-

son, Roosevelt & Lincoln as well as being monumental in size and style.
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The Oxford Art Online lists the following forms as examples 
of monuments: an erected stone, bridge, bust, cross, equestrian 
statue, fountain, mausoleum, obelisk, pyramid, reliquary, 
sarcophagus, statue, stele, grave and triumphal arch as well as 
medal and commemorative plaque on the smaller scale.3 
So the object itself is not important but rather the value decided 
for it.

Architecture historians has a slightly other way of writing about 
monumentality. 
 According to historian Gretchen Meyers there are three com-
mon nominators characterizing a monumental building in clas-
sic roman architecture: commemoration, visibility & durability. 
Buildings like that tell a story simply by their construction.4 
 
Alan Bartram, a typography and architecture  historian even 
goes so far, in his 1975 publication Lettering on Architecture, as 
thanking the Romans. The Romans “where the first people to 
devise monumental inscriptions as we know them ... Western 
civilization can never repay the debt”.

3 The dictionary of art: 22, editor Jane Turner, p. 41-49, Grove, New York 

1996

4 Thomas, Michael L. & Meyers, Gretchen E. (red.), Monumentality in 

Etruscan and early Roman architecture: ideology and innovation, University 

of Texas Press, Austin, TX, 2012.

Trajan’s Column, ca 1860. 
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 iii.ii. the monumental mindset

There is an essay written in 1921 by Professor Axel L. Romdahl 
by the name Det monumentala sinnelaget [the monumental 
mindset]. Romdahl was an art historian involved in the con-
struction of the Gothenburg exhibition of 1923, a major build-
ing project in classisistic style, celebrating the city’s 300 year 
anniversary. It embodies a way of thinking very popular back 
then. The basis for his expressions and theories is that of famous 
German art historian Jacob Burckhardt. He states that to think 
monumentally or having a monumental mindset is about think-
ing big. It’s about seeing the large picture and thinking ahead. 
It’s about not thinking of what will be gained today, tomorrow, 
the next year or ten, but thinking generations, centuries or mil-
lennia ahead. What you want society and humanity to become 
in the future and how will they view us through the eye of 
history. In other words thinking about constructing history. A 
guideline of sorts for thinking for the people with power. 
 This should be viewed as a sign of the times. Theories crafted 
while in an economic boom and at, what they thought, the peak 
of civilization. This is what enables the reasoning that lead to 
the enormous building projects of both authoritarian regimes 
such as Communists, Nazis and other Fascists as well as some 
of the megalomaniac buildings of today. 
 It’s important to analyze in who’s interest it lies that we make 
these monuments. How will the future perceive our  build-
ers, us and our culture? One can argue that history is never 
completely true, it’s always mirrored through the eyes of the ob-
server and the whole truth will never be known. What we know 
is what we’re told and can deduct from records and findings. 
Monumental buildings and art pieces tell their own story so 
they are extra important to analyze and criticize as a key for un-
derstanding our past and how to build in the extended future.

The modern environmentalist movement is easily thought to 
have a similar mindset to the monumental but the differences are 
huge. They are based on different sets of values. Environmental-
ists too think about building for the future but not because they 
want to be remembered for centuries but because they are consid-
ering the benefits of the people and this planet in the future. 

An example of what it can be like to work with a monumental 
mindset in a modern context is displayed in the movie Into 
Eternity (Michael Madsen, 2009). The theme of the movie is 
the construction of a deep geological repository for storing 
Finland’s and the worlds’ nuclear waste in Onkalo. They are 
building a structure that no one is supposed to open for at least 
a hundred thousand years. 
 It revolves around how to communicate that people should 
avoid this place when we don’t even respect today’s oldest 
buildings. What will stop future civilizations from entering 
Onkalo in the same way as the pyramids of Egypt which have 
been entered and pillaged in both ancient and modern times. Is 
it better to speculate in an “eternal” graphic solution, making 
symbols and pictures that will stand the test of time, or hide the 
entrance away and trust blind luck for the next hundred millen-
nia? Is this a helpful time to use monumental aesthetics or will 
it just peak peoples interest? No matter what, thinking about 
this subject actually eases you into thinking monumentally. 

Generalizing a bit, the way buildings are constructed today 
is with no intention of lasting. Why should landlords and 
construction companies have an interest in building for the 
future? Their job is not aesthetics nor to bring happiness but to 
earn money. To construct expensive buildings with a long life 
span is not only less profitable in the short run but will also not 
give any opportunity to build new buildings as soon. This is 
true. To be fair it’s also possible that technological advancement 
will make today’s housing obsolete anyways but that’s beside 
the point. Romdahl/Burckhardt’s position would be that a well 

The modern & future cave explorer. J.Rabia.
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built house in durable materials will show our future genera-
tions just what kind of society we lived in and what our values 
were. That it’s a way for our culture to evolve and that’s why 
it’s so important to have the creative thinker as opposition to 
the economists and constructers. Someone who’s working for 
the city and people of tomorrow. Someone with a monumental 
mindset. 
 
Deyan Sudjic writes about architecture as a power language in 
his book The Edifice Complex. He states that architecture is about 
power. The powerful build because that is what the powerful 
do. The rich and powerful are the only ones with the means 
to do it.  Architecture is used to tell a story about those who 
build it. It’s used by political leaders to seduce, to impress and 
to intimidate. Not only authoritarian rulers and regimes but 
democratic as well.

The theory of monumentality in architecture is something that 
grew strong in the 19th and beginning of the 20th century and 
was taken to heart by nationalists and rethought by socialists. 
It escalated with the fascist regimes of Adolf Hitler and Benito 
Mussolini. Hitler & the Nazis reasoned that since they were 
building the greatest civilization on earth the buildings in it 
should reflect its glory. Even in a thousand years one should 
be able to see the ruins and be taken by its glory. Albert Speer 
was appointed chief architect of the third reich to work this 
mindset. His Germania project is one of the most monumental 
in architectural history. Plans and models were made for the 
construction of the new world capital where the worlds largest 
dome was to be the crown jewel. Everything was going to be 
built in stone in order to last for millenia. Only small parts of 
his plan was realized but the Tempelhof airport in Berlin has 
survived and is still open for visitors. 

Of course, projects like these are not possible without some sort 
of extremely cheap labor and just as the Egyptians, Romans 
and most other cultures with ambitions of grand architecture 
he used slaves. Political prisoners, jews and other ethnical mi-
norities were heavily used for mining and stone cutting.   
 To imagine a completed Germania is to imagine the Nazis as 

victorious. Sudjic writes that at the time it was used as a large 
scale propaganda campaign. It showed to the world the German 
power, splendor, glamour and visions.

This way of thinking grand is a manifestation of repression 
in itself but has in fact survived to this day. With architectual 
monumentalism’s association with nationalism, nazism and 
socialism, monumentality went out of style with the fall of their 
respective regimes and other theories took over. In western 
culture modernism & functionalism in the early 20th century 
was followed by postmodernism and deconstructionism. Then 
came iconic architecture. The kind of monumental architecture 
that puts a city on the map. For instance, the worlds tallest 
building, the Burj Khalifa, is showing off the wealth and power 
of it’s city and builders but is considered to have been built by 
modern slaves, and so it can be argued that we have regressed.
 These architectural monsters are per definition monumental 
since their function is to write history and emit power and the 
thought process behind these are not so different from Rom-
dahl and his colleagues of the period. 
 So monumentalism itself has no association to good or bad 
but rather to power and it is often hard to find practitioners of 
power aesthetics in democratic societies. 

Model of Germania, a Fascist new World Capital by Albert Speer. 
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 iii.iii. the feeling of monumentality and  
monumental aesthetics

Since something can be perceived as monumental without actu-
ally being a conceptual monument, monumentalism is both an 
aesthetic as well as a concept. The monumental aesthetic, I as-
sume, is as old as the first people who rose to power over others 
and made a point in showing it. 
 Monumental aesthetics is a reference to the sort of aesthetics 
that radiates a certain kind of cultural power, historically. 
Meaning that form and meaning changes depending on time 
and location in history but the feeling remains. 

The feeling of monumentality is the feeling you get when seeing 
something grand, impressive, and awe inspiring. It has to do 
with monuments making you feel small as a human being. It 
is a different feeling from the one achieved when observing a 
scenic landscape or gazing into the grandeur of space. It has 
more to do with human made or shaped objects but especially 
the relation to humans. In Caspar David Friedrich’s paintings 
one is taken aback by the large landscapes that fills the frames. 
But it is the ones where a human figures in the foreground that 
really invoke the feeling of monumentality for me. 

Monumental art (monumentalkonst), according to The Swed-
ish dictionary Nationalencyklopedin is “an artwork of large 
format, usually in the public space, including both stand-alone 
sculptural monuments as well as to buildings bound image 
figuration in painting and sculpture - not least fresco painting”.
This definition is the one useful in art history since it mostly 
relates to the classic art world.

The gate of Babylon, nowadays on show in the Pergamon 
museum of Berlin, is a showcase of how the communication of 
power and wealth works. It’s saying: see what we can afford, this 
is how advanced our culture is, don’t fuck with us. Throughout 
history this has been a detergent against rivaling tribes, people 

Outer, smaller gate of Babylon. Pergamon museum, Berlin. 

Human for scale -experiment
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and kingdoms. Perhaps the gates of Babylon wasn’t intended as 
a monument when it was built but its size and ornamentation 
gave away that very feeling. The same feeling as is communi-
cated by today’s iconic architecture. 

My theory is that organized religion has not only heavily pro-
moted the monumental aesthetics but actually founded it.  
In Turkey there is a archeological site called Göbekli Tepe.  
It’s a fairly newly found stone age temple that redefines history. 
It’s not only interesting for historians and archeologists but also 
from a designers point of view. Archeologists Klaus Schmidt, 
who discovered it in 1994, establishes that this site was specifi-
cally a temple, the first known to man, 11 500 years old. Stan-
ford University archeologist Ian Hodder points out that this is a 
great shift in the history of mankind. That that the former view 
of human development is shifted from a farming–settlement  –
religion–temple type of developmental timeline into a religion–
temple–settlement–farming one. Religion founded the power 
mentality that humans could reign over the earth and com-
pletely changed the way humans related to nature. From cave 
paintings where we were a part of nature to this new era where 
man rules nature. The leaders used big monumental projects to 
unite and occupy the population. So while human kind was still 
hunters and gatherers the first religion was established and with 

it the monumental building and monumental aesthetics. 
The aesthetics fit for Gods. 
 At Göbekli Tepe there are carved pillars with a kind of 
imagery closely associated to many of the younger religions 
and cultures of the Near East. Constructions not thought to 
exist for several thousand of years. The epicenter of our cultural 
heritage. From the early settlers through great civilizations like 
the Babylonian, Indian, Egyptian, Greek and Roman to the 
modern western civilization. All with their inherited aesthetics 
and taste of what radiates power. 

One important aspect of monumental aesthetics is that is it just 
that, an aesthetic. It’s not important that things are actually 
made out of durable and expensive material as long as it pro-
jects the right impression.

 Christina of Sweden’s triumphal arch, depicted in Svecia An-
tiqva et Hodiena by E. Dahlberg, worked on this premise. It was 
a painted wooden structure draped in canvas and painted as 
stone. Decorated by paintings of her victories and crowned with 
banners and victory signs, it was erected for her coronation in 
1650 and promoted abroad as a sign of Sweden’s wealth and high 
class. That it was fake and deconstructed a couple of years later 
was nobody’s business, it communicated the right impression.

Göbekli Tepe - Turkey

Christina of Sweden’s triumphal arch, 
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 iii.iv monumentality in visual communication

Graphic design is the science of the surface. It is the art of con-
veying ideas by combining text and images.
 It’s a field where the opportunity to express power and wealth 
is usually not discussed or considered. Surface plays an impor-
tant role in all design and working with surface aesthetics can 
produce the feeling of monumentality.

So how can the monumental aesthetic be applied to visual com-
munication? Historically there are some graphic elements that 
has been used as a monumental power language. 

There are symbols. Secret symbols and public symbols. Signs 
that only the initiated could decode. Letters, numbers and in 
turn alphabets are systems of symbols with which you can cre-
ate all sounds and words in a language. Related to symbols was 
holy geometry and based on that the typography and layout of 
the printed word. For a very long time in western culture few of 
the lower classes knew how to read or write and thus the power 
of knowledge was kept by the already powerful.

Religious symbolism, icons, et.c. are good examples of a power 
language. Traditionally, when any of the religions was ordering 
art or architecture, they made sure of one thing.  That you are 
reminded about the deity’s greatness without anyone telling 
you. So the religious are experts on monumentality. They have 
worked with it as an aesthetic concept for several millennia. 
This has to do with religions close relationship to power. When 
constructing a religious building or graveyard they’ve built 
in the god awe into the designs. God or the divine is the most 
powerful and normal humans should feel inferior, hence a lot of 
effort has gone into designing this.  

There is also heraldry, or the symbol design of crests and coat 
of arms, and vexiology, the design of flags. These were and are 
mainly used for noble families and nationalistic purposes in 
order to show lineage, unity and power.
 In modern society the usage of graphics as a means to show 
unity and power has transferred from families and nobility to 
companies and brands while remaining in use for nations. The 
style has changed from an ornamental to a much more simpli-
fied than before but the phenomenon remains. 

If one were to put more tangible values to monumentalism they 
would be somewhere along the lines of something expressing: 
authority, power, unity, persuasion, substance, integrity, 
singularity (one surface, one word, one sentence, one message, 
one typeface, one color), seriousness, knowledge, convincing, 
formal, a statement – not a discussion, simplicity, centering 
and importance. 

This in relation to our cultural historical preferences. 
Europeans borrows the forms of the classicist ideals of ancient 
Rome to produce the right aura of authority and power. The 
ancient Romans borrowed their power language from Greece 
and Egypt among others and they in their turn borrowed from 
former rulers of former civilizations, and so on.

All of this, most importantly, in comparison to the human.
The relation to the human is important. It’s in this relationship 
a lot of the visual power stems from. 

Monumental content, theory and aesthetics from both archi-
tecture and the art can be translated into visual communication 
using a couple of different perimeters.

    a) Presentation 
    b) Amount
    c) Angle of observation
    d) Materiality

Church interior
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  a) Presentation. 
An aspect of monumentalism is in the way you present it. The 
two big factors being size and context.
 Both the actual physical size of the graphic compared to a 
human and its size relative to its surroundings. Size is applied 
to the surface of the graphics and the graphics itself. 
 For example the book in relation to the hand, the print space 
in relation to the book page, the font size in relation to the print 
space, the thickness of the letter parts in relation to each other. 

No matter what size is applied it plays a vital role. And however 
you look at it, it can never without context. Either the theoreti-
cal context, physical context or it’s white space. White space 
being the “empty” area surrounding the content, giving it a 
space or frame. 
 This space in which the object works is important. It brings 
focus to the object of interest. The white walls and ceiling of 
a gallery space that is the origin of the expression works in 
much the same way as the white area around text or picture in 
a publication. The typographical white space is hence the area 
surrounding text or graphic. It is evident in classic book design.

Typographic white space experiment, Monumental DIY 1.

Like monumental architecture, typographical white space can 
be considered to have its origins in the near eastern religions. 
Used in the Torah scriptures and already in use when the oldest 
known bibles (Codex Vaticanus, Codex Sinaiticus & Codex 
Alexandrinus) were produced. The Torah scriptures are still 
empty of ornamentation since any decoration takes away the 
focus from God’s words. The christian bibles were heavy with 

ornamentation since that was celebrating God’s grandeur for 
the christians. Ornamentation has gradually fallen out of style 
but left is still the important white space. 

 It’s not an empty void but is communicating that someone 
is able to afford not to maximize the available space. It’s a way 
of showing wealth and power without adding anything by the 
sheer size of its blankness. It has become a marker of good taste 
and quality for the bourgeois and the graphic white space is an 
essential key to graphic power language in e.g. books.  
[Thoughts based on Keith Robertson, On white space / When less 
is more, Emigre no. 26, 1993]

A classic example of typographic white space can be found in 
Giambattista Bodonis - Manuale tipografico where it is almost 
exaggerated for extra effect. 

Included in the category of presentation is also the actual physical 
manifestation. If an object is presented on an socle, altar or ped-
estal it is perceived as much more powerful than without. This is 
partially because of the focus the object gets and partly the eleva-
tion, changing the angle of observation, written about in c). 

Manuale Tipografico, Giambattista Bodoni, 1818
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  b) Amount
The overwhelming amount of something compared to the  
human, either through representation (i.e. every name or sym-
bol represents a person) or imagined use of production time  
in “man hours”. 
 An example that uses both factors is Maya Ying Lin’s Viet-
nam War Veteran Memorial in Washington DC. The 58000 
names of the people who died in the war is engraved in the black 
polished stone. 

Korean artist Do-Ho Suh uses the phenomenon of human 
representation in his Public Figures series. In them he explores 
reversing the relation between the human and the monument. 
By producing small lifelike models of humans by the thousands 
and putting them in a oppressed position you relate to the 
power coming from above as if you were one of them. He uses 
this element of monumentalism to protest monuments. 

  c) Angle of observation
The angle from which the object of interest is observed. When 
viewing things slightly from underneath, the so called frog 
perspective, the brain perceives things as more empowered. 

As a field study one can visit Nybroviken in Stockholm where 
there are several monuments. A discrete & symbolic Raul 
Wallenberg monument, a colonna with a bust of John Ericson 
and a full body statue of Jacob Berzelius in the middle of a park 
area. All of them are monuments but only the two latter, gives a 
distinct monumental feeling. What do they have that are miss-
ing in the Raul Wallenberg one? First off a socle or plinth, which 
the Wallenberg monument is missing and secondly the scale. 
They are both depicted in a scale larger than 1:1 but they are 
by no means gigantic. The key, it seems, is in the proportions 
and the forced angle of observation. The John Ericsson statue 
is crowned by a larger than life bust, a phenomenon that is 

Vietnam War Veteran Memorial, Maya Ying Lin

Public Figures, Do-Ho Suh
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enforced by its position so high up off the ground. This feeling, 
to look up to something, is what is enforcing a sense of power 
and importance. 

Perhaps this is related to the way the human eye has developed. 
As I learned when studying visual illusions, with no natural 
enemies from the air the human eye has adopted to a very good 
perception of horizontal lines for scanning the environment for 
food and enemies. Vertical lines however are harder for the eye 
to comprehend.

  d) Materiality
Using the right material as surface for graphic design is another 
way of achieving monumentality. The material has the function 
of showing wealth without being obvious. Just like in architec-
ture the material doesn’t have to be real, it just has to convince 
the onlooker that it is.  
[see Christina of Sweden’s triumph arch p. 09] 

 It has too look just right though. Standard bleached ink jet 
paper does not radiate the same expression as papers of higher 
quality. In the same way can gilding for example add a feeling 
of quality, power and seriousness to an object. Leather or textile 
materials lends a more authoritarian feeling to a book than the 
printed cardboard of the paper back because it gives the impres-
sion of being more expensive. So just the look of something 
being expensive and/or exclusive in accordance to the cultural 
heritage’s preferences is therefore relevant.
 One possible reason that specific materials (or imitations 
thereof) has an air of monumentality might also be the percep-
tion of durability compared to a human life span. I.e. Bronze 
objects, stone or whatever other material with lifespans exceed-
ing many generations of humans gains this trait.  

Experiment with angle of observation 1-3.

Fake material applied at the exhibition.
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Some examples of application to different categories of visual 
communication: 

 Book design
When designing a book some of the key factors are size, mate-
rial and binding. A nicely bound book (showing that more 
man-hours has gone in to the production), made in high quality 
materials such as leather or fine cloth give a look of luxury and 
power. The larger the size, the easier achieved the feeling. If 
typographically set in the right way these factors work together 
into making a monumental object. The paperback has a much 
harder time in achieving that kind of aesthetic because of the 
materiality of it. However it’s not impossible. 

An example of an intentionally made monumental book design 
is Gabor Palotai’s Odysseus. A small but thick velvet book with 
gilded edges and letters on the cover. It’s strong yet not typi-
cally classical in its details. It plays on religious bible aesthetics, 
using the knowledge built up for centuries and putting them to 
use in a more modern way. 

 Typography
When it comes to typography there are some aesthetics that 
are conceived as more monumental. This has to do with our 
cultural heritage which relates to the materiality of Stone. The 
Capitalis monumentalis, or the Roman Latin capitals that 
were cut into the buildings and stone monuments of ancient 
Rome, such as the Trajan column are the foundation for our 
modern alphabet.5 The text on that specific column is the basis 
for the very famous and highly monumental font TRAJAN by 
Carol Twombly, used in epic movie titles, for logos, and by e.g. 
Universities.  
 On other buildings & monuments in Rome, one can observe 
another phenomenon that made use of the monumental 
esthetic, the size adapted wall carvings. The romans realized 
that due to the angle of observation, in order for a text far up on 
a building to be read with the same relevance, the letters are set 
in an approximate height. The further up on the building the 
larger the size of the letters. 

The letter shapes of the Roman alphabet are based on the flat 
tipped broad brushes the stone masons used for sketching out 
text before carving them.6 A modern sans serifs that was made 
for resembling that feeling of elegance, but without the for the 
stone masons necessary serifs is Optima, created in 1958 by 
Hermann Zapf. The typeface was possible to engrave on the 
Vietnam war veteran memorial [see p.12] in Washington DC 
due to the evolved technique in stone cutting. 
 The 9/11 memorial in New York: Gotham by Hoefler & Frere 
Jones is an example of modern monumental typography. 
 Both these also show amount based monumentality. Each 
name carved into the stone represents a dead person and to 
experience the sheer volume of people each represented by their 
individual name is gripping, much the same way big cemeteries 
work.

5 Hochuli, Joost – Detail in typography 

6 Catich, Edward – The Origin of the Serif: Brush writing and Roman letters

Odysseus, Gabor Palotai, 2007

9/11 Memorial with engravings in Gotham
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 Supergraphics
Other contemporary names: Large-scale Lettering, Environ-
mental Graphics, Environmental Design. Supergraphics is a 
general name for large scale graphics applied to walls, buildings 
and environments. It stems from the architecture movement 
of the late 60’s, where large colorful fields or text started being 
applied to buildings and interiors. Today the term is applied to 
any graphics of enormous scale, mostly in an environmental 
and commercial setting.7 The classic supergraphic is one of 
happyness, color & information and not as a mean to express 
power. A good example of this would be the 1984 Olympics in 
Los Angeles and its identity work done by Deborah Sussman 
and SP&CO. They worked with color schemes, geometry, sym-
bols and material to create a large scale identity, signage and 
way-finding system based on graphic design. 

Environmental typography is a subcategory of supergraph-
ics only involving surface typography. It can be applied to for 
example messaging systems, signage and numerals et.c. 
 This can be separated from Type as architecture which is 
when type is more than just surface but built in to the archi-

7 Ed: Shaughnessy, Adrian and Brook, Tony, Supergraphics — Transform-

ing Space. Graphic Design for Walls, Buildings and Spaces, Unit Editions, 

London, 2010

tecture. An example being the Westminster Academy at the 
Naim Dangoor Centre project, built by architects Allford Hall 
Monaghan Morris with graphic design by Studio Myerscough, 
where the letters WA is made a part of the reception wall. 

Rem Koolhaas theorem about bigness8 is also applicable on 
large scale graphics. Translated it means that if a sign become 
large enough it will stop being letters at some point and become 
a part of a undefinable huge landscape. The world’s largest let-
ters are not in a book or on a building, they are shaped into the 
landscape by a Texas land owner by the name of (and spelling 
out) LUECKE. With roughly 1km in cap height it is only grasp-
able from space. 

 Web/Digital
Web design is an medium of graphic design that is still heavily 
evolving.. Since it was built by technicians, and for a long time 
designed by technicians, until the technicians that were into 
design evolved into web designers, it has been struggling with 
the design aspect. Only in 2009 when the Web Open Font For-

8 Koolhaas, Rem, Bigness and the Problem of Large, Monacelli Press, New 

York, 1995  

Los Angeles Olympics identity, Deborah Sussman, 1984

Westminster Academy Reception, Studio Myerscough
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mat was developed and adopted, web design was essentially able 
to catch up to a resemblance and usability of analog and local 
digital media. 

Much of the physical world graphic design “rules” are applicable 
to the digital space of the Internet. White space or the relation 
between object and its surroundings is just as vital for digital 
monumentalism but not always thought about in web design. 
An essential difference between the white space of the Inter-
net and that of printed matter is that digital white space costs 
nothing extra. There is no waste of material as in its analogue 
counterpart. 
However if used correctly it can allow the publisher to catch 
the attention of the surfer and enhance the message. This is 
important since the way you read a book is not the same as the 
way you view a web page. A book is usually something you pick 
up with the intention to read while a webpage only has a couple 
of seconds to catch your attention or you’ll browse past it. That 
means that the first pages of a book possibly has more freedom 
to sequentially guide you in to a specific mode than a webpage 
does. Digital medium compensates by allowing for moving 
graphics in a much smoother way. Film intros can possibly be 
considered a bridge between printed matter and the digital 
world. It allows the freedom of attention that the web doesn’t 
and the power of the moving image that the physical publica-
tion lacks.  
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  iv. method 

I started with only the theme and let the task of finding actual 
research questions be a part of the process. A big part of the 
process was about finding this core or essence of what it was 
all about and how it was all connected. In order to find out I 
started asking a lot of questions relating to the subject:
What is the definition of monumental? Is there one or several 
answers? Is this not known or at least not a common way to talk 
about graphic design? How can my work focus on the theories 
as an introduction to the subject and how do I present it in a 
natural way to an audience? 
 This was then reformulated into four goals: 
Define what monumentality is.
Study how it is used in different disciplines.
Evaluate its use as a concept in design. 
Coming up with example of its use for public presentation.
 These were rewritten into questions: 
What is monumentality?
How is it used in different disciplines?
Is it possible to use as a concept in design?
How do I present this investigation?
 These questions were rationalized into two:
How can monumentality be defined from a interdisciplinary 
perspective?
Is it possible to apply monumentality as a concept in graphic 
design?
 I realized the core was:
Can monumentalism be used to discuss power and aesthetics in 
visual communication? 

My intended methodology and process for this project  
consisted of four general steps. 
 Research 
Searching material such as literature and film using the inter-

net and the library. Trying to find any and all sources that could 
relate to the subject. Reading up as much as possible on the 
different meanings and contexts. Get material recommended 
through consultation with tutors and interviews. Finding col-
laborative partners. 
 Write theoretical basis
Write an essay on the subject of monumentality on which eve-
rything else is based. The writing can take any form: notes on 
the cellphone, sketchbook or post-it, recording myself, writing 
on the computer et.c. Putting these fragments together and 
making a usable text out of it, the theoretical basis. 
 Practice
Making practical experiments testing my theories. Anything 
like paper models, small handwritten notes or wall paintings, 
either analog form or digital. Playing with materiality, aesthet-
ics, printed matter and power.
Another big part of the practice is talking with people about the 
subject as mini lectures. Helping to focus and zoom in on the 
essence of the topic.
 Execute & present
Making a “final” project & showcasing the result of my re-
search. Presenting it to the public. 
Receive critique, adapting and spreading the knowledge.
 Document
Describe everything in this report. 

The literature found through internet searches and through 
recommendations from the Konstfack library and helping 
teachers. The pieces started falling into place when I was recom-
mended Vad säger verket? A very useful tip that led me into what 
the word meant in an art context and started my questioning of 
the whole term.

researching monumentality ii
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   v. result

The result of this work is a new way for me to look at and 
discuss design. It’s the realization that monumentalism is 
more than an art piece or some grand architecture but rather 
a method for expressing power through telling stories to the 
public that can be translated into visual communication.
 It manifests itself as the theory in chapter III, a presentation 
and an exhibition. 

The context of this work is Graphic design theory / Visual com-
munication theory in the expanded field.  

 v.i. practical research process
These are the elements of work I did during the project as parts 
of the research process:

Essay 
My first short essay on the subject was an attempt to wrap 
my head around the subject. It was about my observations on 
monumental art and architecture in Stockholm, Gothenburg, 
Tallinn & Berlin. A big part of it focused on Skogskyrkogården, 
an UNESCO world heritage cemetery. It also focused on public 
art such as monuments and memorials in Stockholm and the 
typography used in such. 
 In the Library of the Royal Collage of Art in Stockholm I 
found Svecia Antiqva et Hodiena by E. Dahlberg and Det monu-
mentala sinnelaget och andra uppsatser by Axel L. Romdahl. These 
made me realize that materiality can be faked and how monu-
mentality was and can be related to nationalistic ideals.
I found out that monumentalism has a lot to do with the relation 
to humans and I realized that it’s a way of communicating that 
stretches further than any style or movement in history but is 
rather an element consistent through out history. I concluded 
that scale and amount was two important factors. I also conclud-
ed that it was usually not the commoner who could tell her story 
with this method but rather the rich and powerful. Here was also 
the start of the text on supergraphics and its subcategories. The 
pieces started falling into place when I was recommended Vad 
säger verket? A book that led me into what the word meant in an 

art context and started my questioning of the whole term. 
 After writing this essay I realized my very limited view on as-
pects of art, architecture and design and a long research phase 
was initiated.

Power Portraits
A series of photographs produced to explore the elements of 
power in the classical portrait paintings.
 With help from photographer Sven Prim, and make up 
artist Sigrid Nathorst-Windahl, imitations of the classic male 
patriarch/conqueror portrait was produced. In researching for 
the pictures I found the factors used in these kinds of paintings. 
The classicistic column, the dividing clouds in the sky, the vel-
vet drapery and cape, to mention some, are often used as impor-
tant symbolic elements in the portraits. Although dressing up 
in old costumes didn’t create a modern version of this kind of 
portraits, it gave me a better understanding of the viewers angle 
of observation, symbolism and power radiation. I also used one 
of these photos for my drivers license.
Pic ref. 1-2

Size in book design
The old inch measures of classic book paper sizes was translated 
and made into single sheet dummies. Realizing the feeling of 
the book shifted with different thicknesses I started measuring 
size and thicknesses of library books. I also started question-
ing the importance of the cover and binding so I visited a book 
binder who tipped me off about having dummies made for me 
that I could try covers on. Went to Papyrus and got a 5cm thick 
small demy quarto book made which I clad in a fake marble plastic.
Pic ref. 3-4

The single sheet dummies was made in the same paper quality 
so in order to see how the feeling of quality would change with 
the paper I needed to try out some different ones. I used dif-
ferent thicknesses and materials in a variety of whiteness from 
brown to transparent. 
Pic ref. 5-7
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Supergraphics and white space
A practical perspective and size exploration in the context of 
supergraphics. A typographical installation in the student 
union gallery at Konstfack. The same word, TYPE,  in the same 
typeface was painted on four different walls in different sizes 
and positions. In the first room one word was painted floor to 
roof, the one opposite was supposed to be half the wall height 
dispositioned on the upper half of the wall but turned out a 
little smaller. In the second room the word was written in one 
quarter of the wall height and was applied slightly beneath the 
centre of the wall opposite to a smaller sized one, positioned 
high up on the wall, forcing the viewer to a frog perspective. 
The largest one, covering the entire wall, and which I thought 
would have the most impact was heavily impacted by the lack of 
white space around it and it didn’t feel very powerful at all. The 
one on the opposite wall however turned out to be much more 
monumental although it could also have used a bit more white 
space. The big surprise was the smallest one, which turned 
out looking really strong while the one you looked down upon 
shrank in size. These made me really understand the power of 
white space and angle of observation.  
Pic ref. 8-11

Carmina Burana
A publication with the content of a monumental Opera, the 
Carmina Burana by Carl Orff. The intention was to make it as 
monumental as possible but with a modern look. A rasterized 
gradient was used as background on colored paper which color 
shifted through out the publication. The binding was a simple 
glue binding on loose pages with no cover in order to see if it was 
possible to achieve a powerful look with as little means as pos-
sible. A separate test of my available typefaces was conducted to 
see if I could figure out what monumental properties a typeface 
could have. In the end a sharp serif with much contrast was 
selected as it reminded me of a classical typeface but had a 
modern touch. 
 The result was not as monumental as it should be. The fac-
tors preventing it I’ve reasoned are the background cluttering 
the white space, too little contrast in the color scheme & gradi-
ent and a too large size of the font. I concluded that minimal-
ism is a powerful tool in graphic monumentalism.
Pic ref. 12

DIY1
A test publication made on loose sheets where the reader was 
supposed to experience the feeling of monumentality and given 
an easy way to understand the monumental mindset. Each page 
giving instructions in as short sentences as possible on how to 
conduct a monumental project. Inspiration was taken from 
Yoko Ono’s Grapefruit. 
Pic ref. 13-18

DIY2
A test run of the last instruction in the first DIY publication, 
saying: Artists’ book
Collect hand drawn letters. Make the largest book in the world 
using them, 9x6 m. The letters can only be used once. Reference 
all contributors as graphic designers.
New instructions created as a frame work for this was a set of 
papers where the participator could fill in a letter themselves.
Pic ref. 19

Illustration workshop
A drawing exercise to see if I could get new thoughts and experi-
ences from using monumentalism as a basis for illustration. By 
setting a timer and using only black felt pen and ink on regular 
white A4 paper I forced my self to produce quick illustrations. 
The time limit was set 30 min per each of the four categories, 
monumental concept/feeling/mindset/aesthetics and any as-
sociations was ok. The important thing was to keep drawing. 
From this workshop I got a better understanding of how it’s 
possible to use the human relation just by inserting human like 
figures into the image. 
Pic ref. 20-21
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 v.ii. the presentation
I did a 40 minute public presentation with the title: Monumen-
talism - Power Language in Visual Communication. My guest 
critic was Sara Kristoffersson, Swedish Art & Design historian. 
 
At the presentation I focused on explaining the whole process of 
my work and how each piece relate to each other in order to 
provide the viewer a way to grip the width and complexity of the 
subject.  

The presentation itself was made with the theme of the project 
in mind. It was about how to make a powerful statement. So 
I entered the stage to the tunes of O Fortuna from Carl Orff’s 
powerful Cantata Carmina Burana. A piece familiar from the 
publication I made during my practical research. I made use 
of symbols, contrasts in black on white backgrounds and the 
modern powerful font, Gotham. I intentionally tried speaking 
with as much conviction and confidence as possible.

In it was described how monumentality is usually described, 
then I separated my new definition for Monumentalism in a 
graphic design environment into four different categories:
Concept:  storytelling in public space
Mindset:  thinking big and into the future
Feeling:  realizing that there is someone or something   
  is larger & more powerful than yourself.
Aesthetic: a visual language you use to express power

I then focused on the aesthetic and lended the attributes that 
archeologists use to judge monuments and translated them into 
characteristics for visual communication. Visibility, Com-
memoration & Materiality has turned into: Presentation, Size,  
Context, Amount, Angle & Materiality. I showed a couple of 
different apects of visual communication to see how the charac-
teristics could work. 

These keywords are the ones I worked with when designing the 
exhibition. 
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 v.iii. the exhibition
My aim with the exhibition was that I wanted the visitor to un-
derstand how abstract monumentalism can be. Thus I designed 
a podium with exchangeable content. In order to enhance 
the understanding of the interchangeable, I designed a cata-
logue / archive of the whole exhibition to accompany the con-
tent. I wanted to show that it didn’t matter what was exhibited 
but how. Same concept as was applied to the podium. It didn’t 
matter that the pattern came from meat as long as it looked like 
marbling, it was perceived as marbling, and with that comes the 
right feeling.  

Aesthetics
At first I had a vision to just imitate a classic roman or hellenis-
tic colonna and present my writing research in a nicely bound 
book on it’s slightly angled, reading friendly top. I scrapped the 
idea. Not because I didn’t believe it would work but because it 
was just mimicking without analyzing or testing anything. 
 New sketches and models were made continouesly through 
out the project. From one colonna to a wide altar, from altar 
with flower arrangements back to colonna to several colonns to 
security cameras observing the exhibition visitor et.c. After a 
discussion with external tutor Gabor Palotai, a few keywords 
(see V.II. The presentation) where selected as important for a 
monumental feeling and helped to decide on a final design.
Pic ref. 22-28 
 
Evaluating my research writing I came to the conclusion that I 
wanted to work with the aesthetics of monumentalism and see 
how I can work with the presentation. I realized I had thought 
about a book and how to fill it with content as an outcome of the 
project way too early in the process and that I needed to figure 
out what my message was. Thinking that the more simplistic 
my presentation was the more it would radiate power and au-
thority and the stronger it would be. I was thinking about how 
Michael Rock put it in 2009, Fuck Content.9 My work is about 
the monumental aesthetic of the surface. That is my content.
Pic ref. 29

9 Rock, Michael, Fuck Content, http://2x4.org/ideas/2/fuck-content/,  2009

Materiality in surface design
Working with questioning what materials are considered to be a 
sign of power and wealth today I decided to explore the possibil-
ity of making a socle and podium covered with a pattern from 
meat. To my help came Object Photographer David Axelsson 
who showed how to properly capture cuts of Minute steak. 
Photoshopped and voided of all color the meat was then visually 
turned back into what was perceived as marbled stone. 
Pic ref. 30-33

Content
My intentions of “fuck the content” for the exhibition was 
talked down at a group tutoring session and left me with a 
couple of alternatives. The goal was to communicate what my 
project was about, battling for the visitors attention with 180 
other students at the graduation exhibition.  
 I already had the podium and the room set roughly in the 
way I wanted so it needed work on that premise. I still decided 
that the exhibition should focus on aesthetics not content.   
 So how do you communicate the content’s irrelevance? One 
idea was to exhibit other peoples artwork as a part of my own 
exhibition. One problem with that was selection. What people 
is it that are able to exhibit, and wouldn’t it be me choosing in 
the end anyhow? That would communicate that the content did 
matter. 
 Even if I found every day people with every day objects it 
would still be me choosing. In the end I decided to exhibit every 
day objects from my own life. I also decided that it was not sup-
posed to be any objects I designed or that could be considered 
art in an every day context.
 To enhance the feeling of the contents irrelevance, I would 
replace the object every day and to put up an archive that would 
show the change made.  
Pic ref. 34-37 
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  vi. discussion about the method and process

During all tutoring I was advised to slim down and focus my 
field of interest. I didn’t. It was good advice in one way since 
I started tackling a huge field but it proved to me that the tu-
tors didn’t understand what I was after. My work at this stage 
was about understanding the connections between different 
subjects and not slimming it down. I waited until the exhibition 
to do so but then I did it in the wrong way.  I should have just 
presented my grand theory instead.
 Slimming down was something I did solely for the exhibition 
but the project as a whole is about the overview and a larger way 
of thinking about design and the exhibition didn’t contribute.

Process 
The process ended up being a huge research part that turned into 
a written theoretical basis much more substantial than anticipat-
ed. The practice part became an intertwined part of the research. 
The project evolved from writing about my initial views on how 
monumentalism is defined in art and architecture into trying to 
find out what it can mean in a wider perspective. I did stray far 
from my initial goals, and stress, depression, anxiety and self 
doubt didn’t help. 

Since monumentality is an odd angle to start from, getting refer-
ences on monumentality was really hard. I barely knew what I 
was looking for when I started collecting my thoughts on my 
observations of art and architecture for the short essay. 
I ended up with this really long process where, along with find-
ing the research questions, a lot of creative explorations was 
made as a part of the research. My theory was recorded and pre-
sented but the form and content of the exhibition really ended 
up anticlimactic. It didn’t showcase much of my theory nor any 
of the fun creative explorations I did during the process.

My attempt to apply monumentality to graphic design made me  
realize I took on a way too big project.
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  vii. reflection

So can monumentalism be used to discuss power & aesthetics 
in visual communication? Yes, in a number of ways it turns out. 
I think it’s possible to use it as a way of thinking when analyzing 
possible users of monumental aesthetics today such as Corpora-
tions, Nations, Regimes & Religions et.c. 
 I consider this work a foundation for further work. What I’ve 
done is basically to construct an alternative way of looking at 
graphic design. It’s an interesting and modern topic that needs 
more research & that I’d like to continue pursuing in the future. 

The frame of reference for this project is limited to Western culture 
with its specific cultural heritage regarding symbolism and materi-
als but the phenomenon is directly translatable to all cultures. 

Two current fields of interest should be added for study that 
relates to monumentalism. One aesthetic and one theoretical: 
 New wave monumentalism, my name for talking about  the 
kind of graphic design overflowing social media like tumblr 
that is cut and pasting, working and reworking power symbols 
from our cultural heritage. 
 Neo Monumentality. The concept of contemporary monumen-
talism. What it expresses, how it’s used today and what people 
are behind it. 
 The way politics and power work have changed has also 
changed the expressions of power. Back in the days the royalty 
of Europe owned the public space and could reinforce their 
positions of power with obvious monuments of themselves. 
Reminders to the people about who’s in control and that they 
are observed. Democratic political parties of today don’t use 
monumental graphics since it would invoke unwanted feelings 
of authoritarianism in people. As Kristofer Hedberg from the 
Swedish Royal Academy of Art writes in his 2014 masters essay 
on monuments; “The presence of power have changed and is 
now working without showing itself. It has become something 
anonymous and abstract and it is the opposition that needs to 
take the leap out in the public space. The power has gone from 
being observed by the people to observing them.” 
Perhaps the best symbol of power today is the CCTV camera.

It’s hard to decide wether leaving the architectural definitions 
Visibility, Commemoration & Materiality was a good strategic 
move. Mine helped me to break down & approach visual  com-
munication either way so they did achieve something useful. 

The critique session after the presentation was a bit of a disap-
pointment. I didn’t feel that we got to talking about my theory 
but rather about the presentation itself. The short feedback & 
the discussion wasn’t that productive and left me confused and 
demoralized. The things I took with me was that authoritar-
ian regimes should have an obvious place in a presentation on 
monumentalism. My thought had been that I didn’t want to be 
the guy talking about fascism in my presentation but I agree, in 
this context it must be mentioned. It was also pointed out that 
it’s important to separate monumentalism and power language 
because monumentalism is one power language but not neces-
sarily the same thing. Also, Rem Kolhaas term, Bigness, was 
recommended for me to look into and Supergraphics are not 
automatically monumental through sheer size.
 I  was also asked several times what my personal standpoint 
on the subject is and what I felt about it. Of course I’m interest-
ed in the subject, or I wouldn’t have picked it in the first place, 
but I think that’s irrelevant for this project since I tried making 
an observational tool for it. It isn’t critical per se about using 
monumental aesthetics as a power tool, it’s trying to be more 
analytical. A basis that hopefully can be used in a critical way 
later on. 
 
The exhibition did not turn out so well. I did not communicate 
in a clear way what my project was about. Instead I used the 
exhibition as just another opportunity for experimenting. It 
turned out a very subtle monumental exhibition. I did replace 
content every day, and the archive filled up very nicely. But for 
building something that large it made very little noise. Say-
ing “Fuck content, this is about the monumental aesthetic.” 
definitely played it’s part. Once I got to explain the project to 
people, they became became interested but it did not stand out 
in a very monumental way, which must be considered a failure. 
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