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04Architectural monuments are the cultural heritage 
of a society that must be preserved for generations 
to come. The assessment and evaluation of the  
monument, as well as a wide public relation, play  
an important part in the preservation of monuments. 
The aim of the seminar is therefore to impart basic 
knowledge of press and media work. The objective  
is to learn instruments which assist in the preparation 
of printed matter, e.g. brochures, flyers or articles.

The course at Anhalt University of Applied Sciences 
was held by Prof. Dr. Natascha Meuser (whose field of 
teaching is Interior Planning). One central issue of this 
seminar was the analysis of PR strategies with regard 
to world heritage, architecture and development. It is 
essential to acquire knowledge on methods and tools 
in the realm of Public Relations for excelling in the 
world of media. This also applies to the preservation 
of historical monuments since this discipline operates 
at the interface of building culture, architectural  
history and the real estate industry.
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Franz Heinrich Schwechten (1841–1924)  
Perspective of the Herzogliches Mausoleum in Dessau 
Stadtarchiv Dessau-Rosslau

Studies, Reading, Research
and Resources

Natascha Meuser

and building typology of religious buildings using 
the example of the Mausoleum in Dessau and to 
 document it as exemplary.
The former burial place of and memorial chapel 
to the dukes of Anhalt is set in the midst of a land-
scape park which was laid out by August Hooff, who 
was based in Köthen. The dominant cross-shaped 
domed structure was built between 1894 and 1898 
by the architect Franz Heinrich  Schwechten and is 
modelled on the Villa La Rotonda by the Renais-
sance master builder Andrea Palladio.  Today, the 
Mausoleum is located in the heart of the Tierpark 
Dessau. Only after the  Second World War were 
zoos acknowledged for the first time as schools of 
natural science, especially in the GDR. Many land-
scape gardens were consequently  converted into 
zoos and parks. In keeping with this new-found 

The lecture series within the Master curriculum  
Monumental Heritage took place during the win-
ter  semester of 2016/2017 and focused on a for-
mer tomb, namely the Herzogliches Mausoleum in 
Dessau- Ziebigk. This architectural landmark, visi-
ble from afar, was analysed within the framework 
of this project,  although it has been abandoned 
today. This scope of work thus entailed draw-
ing up a study on the architectural history of the 
 Mausoleum in the Tierpark Dessau for conducting 
an examination regarding its future use.
The content of this documentation is based on an 
analysis of the sparse literature on the  Mausoleum 
in Dessau and a comprehensive collection of mate-
rial which the Landesarchiv and Stadtarchiv in  
Dessau-Rosslau made available to us. This work 
is designed to examine the architectural history 
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press releases, as well as the design of magazines, 
workbooks or flyers, which provide information on 
the research outcomes and activities of the differ-
ent monument conservation disciplines. This also 
includes the visualisation of content as a decision 
aid, as well as a basic knowledge of graphic design 
and the printing process behind publications.
The basic principles of the  inventory relating 
to  architectural history and the condition of the 
building are imparted by ten steps within the first 
 chapter of the  documentation.  Students learnt 
how to evaluate and classify  documents compiled 
 within  archives libraries and inspection, each for 
a particular reason and each resulting in a report 
produced for a scientific purpose. 
The basic principles of  Public  Relations and 
 Graphic Design Rules are simi larly outlined in ten 
steps within the second  chapter. How to Docu-
ment a Building in Ten Steps intro duces  students 
to the basics of  graphic design. The  objective is to 
learn instruments which assist in the prepara tion 
of printed matter, e.g.  brochures, flyers or book 

understanding of recreation, the  Mausoleum was 
desecrated and integrated into the  surround ing 
terrain of the Tierpark Dessau. Such an  exceptional 
 conversion poses significant structural require-
ments on  planners. In common with museums, 
opera tional and  conservation needs must be rec-
onciled with construction  demands in terms of 
space allocation. This  requires inter disciplinary 
basic research. Students of the  Master curricu-
lum  Monumental  Heritage worked  together with 
students of the course on Surveying and Geo-
informatics to compare the current state of the edi-
fice with research in terms of architectural  history 
and to evaluate this. 
Architectural monuments are the cultural herit-
age of a society that must be preserved for gen-
erations to come. The assessment and evaluation 
of the monument, as well as a wide public rela-
tion, play an important part in the preservation of 
monuments. The aim of the seminar is therefore to 
impart basic knowledge of press and media work. 
Important tools for this are the compilation of 

Around 350 BC the Mausoleum at Halikarnassos (modern Bodrum) 
was a large and elaborate tomb built for King Maussollos of Karia, 
southwest Turkey. Although built on a much grander scale, the Mau-
soleum took inspiration for its design from the Nereid Monu ment of 
Lycian Xanthos. Listed as one of the Seven Wonders of the Ancient 
World, it gave its name to all subsequent monumental tombs.  
The British Museum

 articles. Text, graphics, typography and colour 
 continue to play a major role here.  Simple  examples 
illus trate how documentation is  compiled and 
content structured. Here, the effect on the reader 
is primarily  examined, as well as the way in which 
content may be put to effective use in the transfer 
of knowledge. One central  issue of this seminar 
was the analysis of PR strategies with regard to 
world heritage, architecture and  development. It 
is essential to acquire knowledge on methods and 
tools in the realm of Public  Relations for excel ling in 
the world of  media. This also applies to the preserv-
ation of historical monuments since this disci-
pline operates at the inter face of building culture, 
 architectural his tory and the real estate  industry. 
The course at Anhalt University of Applied Sciences 
was held by Prof. Dr. Natascha Meuser (whose 
field of teaching is Interior Planning) It was con-
ducted with the assistance of the Landesarchiv 
Sachsen-Anhalt, Abteilung Dessau, the Stadtar-
chiv Dessau, the library of the Stiftung Bauhaus 
Dessau and the Förder verein Mausoleum e.V.

The Nereid Monument (390 – 
380 BC) takes its name from 
the Nereids, sea-nymphs 
whose statues were placed 
between the columns of 
this monumental tomb. The 
monument is much influenced 
by the Ionic temples of the 
Acropolis of Athens and its 
lavish decorative sculpture,  
is a mixture of Greek and 
 Lycian style and iconography.  
The British Museum

Proportional studies of the Herzogliches Mausoleum in Dessau 
Drawings: Konstantin Krüger
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Rome was intentional, for this impressive new 
 Protestant edifice was to be its rival. The Kaiser 
thus was drawing upon two of the most important 
buildings of European art history – two buildings 
whose domes were by no means chance  additions. 
Whereas the Palatine Chapel in Aachen was 
 embedded in the lengthy architectural reception of 
Solomon’s Temple, the gigantic dome of St Peter’s 
represented Rome’s universal  significance in the 
sixteenth century.
Evidence exists that domes or, more precisely, 
rounded arched roofs are a fundamental building 
form, having been in use for much of human  history. 
Long ago, stones were layered in ever-smaller 
 circles, by the Greeks in Mycenae, for example, to 
 create what are known as corbelled vaults. This 
type of dome construction later became known as 
the false dome.
The »true« dome described here is based on a 
differ ent principle, and that is what makes it so 
 special. It is a particular form of the cloister vault. 
In other words, builders used the technique of arch 
construction with arch stones and redirected forces 

An argument concerning the proper way to build 
erupted during the construction of the Berlin 
 Cathedral in the 1880s. It was not only an argument 
about taste or aesthetics but a dispute about the 
role the emperorship should play in the recently 
 founded German Reich and the relationship of the 
Kaiser to the arts. Wilhelm II, under whose reign 
the Berlin Cathedral was being constructed, sought 
inspiration in the far west of the new  empire: the 
old Palatine Chapel of Charlemagne in Aachen. 
He directed his attention particularly toward the 
 Carolingian octagon with its impressive and formid-
able arches. The Palatine Chapel, the church of 
corona tion for the German Kaisers, was  considered 
to be a  first-class imperial structure.
The Kaiser commissioned Rhenish architect 
 Julius Carl Raschdorff to build the empire’s largest 
 Protestant church in Berlin, featuring its most 
formid able dome. A central Neo-Renaissance 
structure was constructed with a dome  measuring 
thirty- three metres in diameter flanked by a tower at 
each of the four corners featuring domed  pinnacles. 
The vague resemblance to St Peter’s  Basilica in 

The Weightlessness of Stone
Domes: a fascinating 
construction element 

Beatrice Härig

Translation: Nicola Morris and Mark Willard 

Photo: wangyangcn, IStock
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The Frauenkirche, or The Church of Our Lady, was constructed 
 between 1726 and 1743 by the architect George Baehr. Along with 
the domes of the Florence Cathedral and St Peter’s in Rome, this is 
one of the rare domes to have been built completely in stone.
Photo: Stock-Fotografie-ID:471082915, Nikada

The Basilica of St Alexander and St Theodor at the monastry 
in  Ottobeuren in Bavaria  was built by Johann Michael Fischer 
 between 1757 and 1766. The lavish interior in a uniform Rococo 
style features four domes, the largest of which is 25 metres high.
Photo: Stock-Fotografie-ID:622924848, Rado Keline

The rotunda of the Pantheon measures 43.5 metres in diameter 
which is exactly the maximum height of the dome, itself a perfect 
hemisphere. One of the most important features of the dome is the 
coffering which lightens the structural load and lightens the interior.
Photo: Stock-Fotografie-ID:184291282, laughingmango

Hagia Sophia in Istanbul was constructed between 532 and 537 CE. 
The dome measures 55.60 metres over the central space and 
31.87 metres from ground level. Because of the repairs and construc-
tions over time, the dome lost its circular shape and the diameter.
Photo: Stock-Fotografie-ID:453531275, Gogosvm

whose entire circumference serves as an  abutment. 
In the case of domes constructed over circular floor 
plans, the principle is quite clear. Domes atop quad-
ratic floor plans require more complex solutions, 
for in these instances the angular corners must be 
rounded. Two fundamental types serve as the basis 
for a variety of forms: if the root diameter of the 
dome circumscribes the corners of the floor plan 
or, in other words, forms an outer circle around the 
square, then one speaks of a sail vault – the shell is 
supported vertically by the walls. The further the 
root diameter exceeds the rectangle, the flatter the 
dome, and the result is a calotte or saucer dome. 
If the root diameter lies within the rectangle, how-
ever,  the dome is then set atop a kind of  truncated 
support dome. The four segments of the lower 
dome are known as pendentives, and, accord-
ingly, this form of dome is called a pendentive 
dome. A cylindrical wall known as a tambour can 
be erected  between the pendentives and the dome. 
Windows in the tambour can illuminate the dome, 
transforming the distant skies into an otherworldly 
light. Seeing a square transformed into a circle, or 

In terms of both its construction and its  aesthetics, 
the Pantheon is a fascinating legacy of antiquity. 
 Under the reign of Emperor Constantine, a dome 
was erected over the empty tomb of Jesus Christ in 
 Jerusalem. Domes were similarly built over  churches 
in Constantinople – the Haga  Sophia,  completed in 
537, served as a benchmark for  centuries –, through-
out all of Orthodox  Christendom, and over the tomb 
of St Peter in Rome.
Building domes is akin to reconstructing  heaven 
by human hand. Not only Christians, but also 
 Buddhists, Hindus, and Muslims have viewed the 
dome as a reflec tion of heaven. Often the  interior 
cupolas were painted with stars or the domes 
were decorated with gold – the gold covering inter-
preted as eternal light – just like the ones we find 
in  Orthodox Christian churches today. The cross-
domed church, with its pendentives and a combina-
tion of domes and half-domes, established itself in 
the ninth century as the dominant form of Byzantine 
church  construction. Walls, arches, and domes were 
completely covered in mosaics and frescoes. Christ, 
 angels, and saints found themselves lost in the 

to design an enclosure in the round. Surprisingly, 
the scientific definitions for the dome seem to be 
more of an approach than a certainty. One speaks 
of a »spherically formed roof over a predom-
inantly round floor plan without bending stress«, 
an »ambig uous, bended vaulting of a room«, or 
»spherical vaults spanning a circular or  quadratic 
room« whose »arched surfaces result from a 
semi-circular, elliptical, parabolic, or pointed arch 
being turned completely around a vertical axis or 
extending from a polygon of capping pieces«. It  
 almost seems as if the secretive, incomprehensible 
nature of this construction element is still with us 
to this day – although over time, of course, it has 
been calculated and measured down to the small-
est detail. After all, is it not a wonder that tonnes 
of stone can appear to float in the air? That gravity 
seems to have been counteracted, and tiny people 
like us can stand below them while looking into the 
»magic eye« of this gigantic heaven?
It can all be explained in technical terms: domes are 
a group of arches with a single vertex. Domes are 
raised above a circular, oval, or quadratic floor plan 

even into the mythical form of the sphere, is not 
only technically stunning, but in a Christian sense 
it is also both uplifting and consoling. The purpose 
of domes is to assure the believer that ephemeral-
ity – the earthly domain, in other words – leads to 
infinity and immortality in heaven. 

The Queen of Domes – A Much Admired Role Model
The role model for all European domes is the 
 Pantheon in Rome, the temple for all the gods built 
under Emperor Hadrian from 117 to 125 AD. The 
22-metre-high open topped dome has a diameter 
of 43.5 metres and sits atop a 22-meter-high circu-
lar wall: the entire structure encloses a perfectly 
proportioned sphere. The core of the surrounding 
wall as well as the shell of the dome is constructed 
of opus caementicium, an ancient form of cement. 
The interior of the cupola is lined with a coffered 
ceiling, and the squares of the coffering reinforce 
the dome’s sense of absoluteness, its endless quin-
tessential circularity, the tremendous tranquillity of 
the massive walls interrupted by a sole source of 
light: the oculus, or opening at the top of the dome.
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Basilica Sancti Petri in the Vatican City within Rome (1506–1626), 
is the most renowned work of Renaissance architecture,  
designed principally by Donato Bramante, Michelangelo,  
Carlo Maderno and Gian Lorenzo Bernini.

Michelangelo reduced the clearly defined geometric forms of  
Bramante’s plan of a square with square projections. The dome  
of St Peter’s rises to a total height of 136.57 metres. Its internal  
diameter is 41.47 metres.
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dominating position in Florence’s urban landscape 
also played a role. Later, during the Baroque era, 
the visual axes were intensified. A very  »Baroque« 
example of a dome-topped church in Germany is 
the Frauenkirche in Dresden (1726–1743). It is no 
surprise that its reconstruction in the 1990s was 
so hotly debated: the central structure with its 
steeply towering dome and crowning lantern has 
a  significant impact on the city’s urban landscape. 
For many years single-shell stone domes had been 
hidden under unadorned gabled or conical roofs, 
but from the Renaissance onwards such protective 
domes were also designed to impress. They often 
dominated the external appearance of the  edifices 
they crowned and became distinct elements of 
construc tion in their own right. Lanterns were 
 added to protect the oculi at the tops of the domes, 
while allowing light to continue shining through. 
The third shell, or protective shell, accentuated the 
dome’s outwards appearance. Tambours  enabled 
the domes to be raised even higher, ensuring they 
would serve as striking landmarks for cities. 

see its completion in 1743. And  Raschdorff, whose 
 Berlin Cathedral was  consecrated in 1905, sim-
ply had the misfortune of arriving too late. Barely 
six years  later construction began on Centennial 
Hall in Breslau (now Wrocław), a modern domed 
building of reinforced concrete so impressive that, 
by compari son, the 70-metre-high gold tessel-
lated  interior of the Berlin Cathedral  appeared 
 completely out of step with the times. But no mat-
ter, for the cathedral’s dome enchants everyone 
who sees it, particularly since its  mosaics were 
returned to their original splendour twelve years 
ago.  Ultimately, domes have lost none of their 
 fascination.  Regardless of the century in which they 
were built or for which  religion: the great emptiness 
between above and below is filled with spirits. It is 
a place where  heaven and earth appear to touch.

 solemn  reverie of the transcendental world of gold. 
 After the fall of  Constantinople in 1453,  Ottoman 
archi tecture would be dominated by the notion of 
the central dome, a trend that would reach its  zenith 
under the architect  Sinan (1489–1588).  Turkish tradi-
tions and Byzantine spatial concepts and building 
techniques were blended to establish a new, richly 
varied  tradition of constructing domes.
In Christendom the Renaissance heralded a num-
ber of upheavals in all facets of life, and architec-
ture was no exception. In 1436 a technical break-
through was made in dome construction with the 
erection of the monumental, double-shelled dome 
of Florence Cathedral, 83 metres high at its crown 
and with a diameter of 42 metres. Strictly speaking, 
the interior of the dome is not a cupola but rather an 
eight-piece cloister arch. Nevertheless, it managed 
to define the trend for church architecture during 
the Renaissance: a central structure with a calm 
and noble atmosphere and a gigantic dome. The 
spatial impact of the church’s interior is not the only 
factor in this respect: its external appearance and 

A Source of Fascination Through the aAges
Domes were always a special type of construction 
element, and one that was generally reserved for 
churches. It was not until the eighteenth and nine-
teenth centuries that they began to appear more 
often in secular architecture. Seats of government, 
the most well-known example being the United 
States Capitol in Washington (1823), used domes 
as representative symbols of power; at the same 
time, domes also served the entirely practical and 
non-religious purpose of providing overhead light. 
With the arrival of new materials such as cast iron 
and reinforced concrete, the dome was able to 
achieve new – and in some cases spectacular – 
heights in twentieth-century construction.
The fortunes of more than a few architects  depended 
on domes. Michelangelo fought for his vision of 
St Peter’s Basilica for decades; its dome was com-
pleted in 1593, twenty-nine years after his death. 
George Bähr nearly drove his contem poraries 
mad with his daring idea to build the Frauen kirche 
 entirely of sandstone. He, too, would not live to 

The Tempietto at San Pietro in Montorio, Rome (1502) is one
of the most harmonious buildings of the Renaissance. 
The circular temple supports a classical entablature.
Drawings: Wilfried Koch: Baustilkunde. München 2006

Santa Maria della Consolazione, Todi (1508–1608)
The centralised, symmetric plan, surmounted by a tall dome, 
distinguishes this Renaissance church from the more common 
elongated basilica or Latin-cross designs.

Beatrice Härig: Die Schwerelosigkeit der Steine. 
Von der Faszination der Kuppeln als Bauelement. 
Previously published in: Monumente. Magazin für 
Denkmalkultur in Deutschland. Vol. 24. Issue 6 / 2014 
This is an English translation of the article. 



»A concerted effort to preserve 
our heritage is a vital link 
to our cultural, educational, 
aesthetic, inspirational, and 
economic legacies – all of the 
things that quite literally make 
us who we are.«
Steve Berry

An Architectural and 
Historical Study
How to Research a  
Building in Ten Steps



Topographic map of the city of  
Dessau-Rosslau
Reg.-Nr. 041/2016
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Each historic building has its own, often unique 
and eventful story which is  illustrated by the 
mostly complex building environment.  Technical 
modernisations, changes in usage, the switch-
over of clients, wars and natural catastrophes, 
increases in required space, a growing need for 
prestige, or simply the different styles of the 
 period and much more besides are documented 
within the building. The results make clear the 
source function and should thus be  regarded as 
core expertise in historic architectural heritage. 
In many respects, they tap into new  approaches, 
thereby contributing to the valuation for  owners, 
planners and  conservationists. In terms of the 
preservation of historic buildings, an architec-
tural and historical study in particular is used 
to document and analyse individual compo-
nents in the run-up to planned restoration works 
or alterations. It underpins the evaluation and  
navigation of changes envisaged. At the same 
time, definite knowledge of the structure and 
develop ment of a building allows for a diagnosis 
of damages and is helpful in preparing structural 
and  restoration works in a goal-oriented manner. 

An Architectural and  
Historical Study
How to Research a Building 
in Ten Steps

Left: Model
Source: Förderverein Mausoleum e.V.

Top: Front facade (2016)
Photos: Natascha Meuser
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Archives are collections of documents or records 
which have been selected for permanent preser-
vation because of their value as evidence or as a 
source for historical or other research. Archival 
research and source studies are generally neces-
sary in order to obtain knowledge of the building. 
In contrast to building surveys, these do not take 
place in or at the property, but rather require a visit 
to widely scat tered  archives. The interplay of find-
ings made at the property and  archival documents  
allows for a thorough verification and classification 
of knowledge.  Archival investiga tions draw on pri-
mary sources (documents, cadastral maps, plans, 
drawings, historical illus trations, etc.) secondary 
sources (studies which have been con ducted to 
date, acts, etc.) and literature  (publications). It is 
recommended that historical illustrations and 
plans are compiled within a cata logue in chrono-
logical order so as to aid in the understanding of 
events as they unfolded.  Archival docu ments on 
the surrounding environment – which may  cover 
a vast array of topics, such as the  local history, 
neighbouring buildings, etc. – should be included 
only if these are relevant for the evaluation.

Sources and Archives
Where to Go for Research

Archival research at the Bauhaus library (documents 
provided by the Stadtarchiv Dessau-Rosslau)
Photo: Natascha Meuser
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Plans, maps, photographs and descriptions set out 
to document the investigation. Therefore, the sub-
mitted report of an architectural and histor ical  study 
comprises, so to speak, components such as an 
 architectural study of historic buildings (includ ing a 
survey of the building, an image layout and a room 
programme, an appraisal of the  property, archival 
research and an analysis of materials, as well as a 
follow-up architectural and  historical  evaluation). 
Within the lecture and course of the seminar, var-
ious sources were used to compile the most com-
prehensive docu mentation of the  building. There 
were no preliminary studies or  documentation. All 
material in this brochure has been researched  solely 
for this project and docu mented with support and 
assis tance from the Stadtarchiv and Landes archiv 
Dessau- Rosslau. The building interior and fabric 
could not be  fully accessed or hence observed. 
Therefore, the investigation proceeded on the basis 
of indivi dual building components solely from an 
architectural  perspective. In some cases, the build-
ing fabric was recorded in photographs, measure-
ments, sketches and drawings during the course of 
several inspections.

Forms of Documentation
How Plans and Images  
are Brought Together

Archival research at the Stadtarchiv Dessau-Rosslau 
Photos: Natascha Meuser
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Construction Phase Plans
The construction phase plan provides a compre-
hensive overview of the current condition of the 
building with regard to its architectural history. It 
sets out the abstract results of the architectural 
and historical study according to different epochs 
and combines  individual pieces of knowledge in 
diagrams.

Building Descriptions
The description is a detailed and neutral analysis 
(location, subject matter, attributes, etc.),  arranged 
according to what, where, how, when, why,  etc. 
In  addition to factual information, the building 
descrip tion may also contain interpretations of 
 research findings which must be identified as such. 

Building Documentation
In this context, the documentation offers the most 
complete portfolio with regard to text, images, 
plans and drawings. It seeks to achieve the greatest 
possible degree of impartiality. Before even begin-
ning, the form and density of the  documentation 
must be  ascertained.

Terms and Definitions 
How Content is Referred To

Above: Building description on the Mausoleum in Dessau.
Das herzögliche Mausoleum in Dessau.  
Ein Bauwerk und seine Geschichte(n). 
Source: Förderverein Mausoleum e.V., Dessau 2013

Left: Construction plan
Source: Stadtarchiv Dessau-Rosslau
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A map is a footprint in time and is used to show 
and describe architecture. The first method of 
representa tion mentioned by Vitruv1 is  iconography, 
the footprint of an  object left on the soil, and  traces 
of this method are found as early as 7200 BC.2  
Historic maps offer a link to the past and provide 
 information about local history and the develop-
ment of a site, linked to its neighbourhood. They 
 offer a rich source of information about land 
owner ship and boundaries. Plans and maps are 
drawings that require a high level of abstraction on 
the part of those who carry it out and by whom it is 
 inter preted: a client, even if not trained, can under-
stand the intentions of the architect by looking at 
the plans of a project since information is conveyed 
in a clear and comprehensible manner.
Through plans and maps, land and buildings are 
described and represented graphically,  including 
their size and location, their development as well 
as the type and delimitation of their use. They are 

1 Vitruv
2  The first evidence of what we call a plan is visible in a drawing  
 on a wall in Catal Höyuk (Turkey), dated between 7200 and 
 6800 BC.

Levels of Maps
How to Read Plans

1

2

3

4

5

1 Albert Schwendy: Site plan of Dessau and its surroundings, 1809
2 Plan of the ducal capital and residence city of Dessau, 1900
3 Plan of the ducal mausoleum. Park near Dessau (undated)
4 Mausoleum park, 1944
5 Development plan of green spaces (Stadtarchiv Dessau-Rosslau)

used as evidence of site boundaries as well as for 
planning or land division. A method for research-
ing is to scale the plans in the same size and com-
pare the most evident facts and infor mation abut 
the site. How can plans be read  furthermore? 
The views used in construction drawings are the 
top, front, side, and back. The top view is called 
a »plan drawing«. Front, side, and back views are 
called »elevations«. A view of the interior of the 
building is called »section« or »interior elevation«. 
Reading construction drawings is the gather ing of 
information from a drawing. It  involves two prin-
cipal elements: visualisation and  interpretation. 
 Visualisation is the ability to create a mental  image 
of a building from a set of working  drawings. 
A study of drawing reading principles and learn-
ing to sketch will help one visualise construction 
drawings. Interpretation is the ability to under-
stand lines, symbols, dimensions, notes, and  other 
information on the working drawings.
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Image Quality and Accuracy
What is Documented and How

When it comes to the quality of image layouts, it is 
of crucial importance to pay heed from the outset 
to the resolution to be sought (at least 300  dpi). 
In addition to technical parameters relat ing to the 
camera and lens, the viewpoint and the  frontal 
alignment of the image,  environmental para meters 
must also be observed (shadows, contrasts, etc.) to 
offer optimum legibility of the  utmost  authenticity. 
At least two reference points or a dimension line 
(scale given in metres) should be displayed in the 
image to enable a rough compar ison in terms of 
measurements. The following list sets out a selec-
tion of building components which may be subject 
to investigation.

Wall fixtures (wallpaper, tiles, etc.)
Surfaces (colour schemes, texture, etc.)
Plaster (composition, granulation, etc.)
Masonry (structure, texture, etc.)
Ceilings (stucco ceilings, coffered ceilings, etc.)
Special parts (window frames, stairs, etc.)
Furniture and decorationDocumentation tools must allow providers to paint 

an accurate picture of the building or construction 
details using structured, discrete data. 
Photos: Marcel Kahmann
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Structures and surfaces have always been a 
contem porary document of the respective handi-
craft technology and are or great assistance in the 
interpretation of buildings and construction  phases. 
Analyses involve identifying and comparing mate-
rials as well as determining composition, origin 
and age. The following list sets out a selection of 
 objects and components which proved helpful in the  
examination of the building. A thorough under-
standing of the architectural, historical, physical 
context of the structures and the surfaces is essen-
tial in the evaluation of a building. An analysis of 
mate rials was carried out on site by observing 
construction elements which were still available 
during the various construction phases, such as: 

• Floors: floor screed, parquet and linoleum  
Doors: wooden doors, doorknobs,  
type of wood, colour scheme

• Door frames: construction method
• Windows: construction method,  

colour scheme, opening directions, sealing, 
type of glass,  ornamentation

• Wallpaper: materials, colours, patterns etc.

Structures and Surfaces
How Layers Document 
Construction Phases

The identification, reten tion, protection and repair of 
character-defining elements should be given prime 
consideration in every preservation project.
Photos: Natascha Meuser

An Architectural and Historical Study
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o. M.

0        10                      25

N

Plan Description

Dome
Plannumber

T2–OG01–D–001
Object

Mausoleum
Im Tierpark 
06844 Dessau-Roßlau

Building Part

Room

Level

Date

Room specification Nr.

Beschreibung:

Er hörte leise Schritte hinter sich. Das bedeutete nichts Gutes. Wer 
würde ihm schon folgen, spät in der Nacht und dazu noch in dieser 
engen Gasse mitten im übel beleumundeten Hafenviertel? Gera-
de jetzt, wo er das Ding seines Lebens gedreht hatte und mit der 
Beute verschwinden wollte! Hatte einer seiner zahllosen Kollegen 
dieselbe Idee gehabt, ihn beobachtet und abgewartet, um ihn nun 
um die Früchte seiner Arbeit zu erleichtern? Oder gehörten die 
Schritte hinter ihm zu einem der unzähligen Gesetzeshüter dieser 
Stadt, und die stählerne Acht um seine Handgelenke würde gleich 
zuschnappen? Er konnte die Aufforderung stehen zu bleiben 
schon hören. Gehetzt sah er sich um. Plötzlich erblickte er den 
schmalen Durchgang.

1   Er hörte leise Schritte hinter sich. Das bedeu-
tete nichts Gutes. Wer würde ihm schon folgen, 
spät in der Nacht und dazu noch in dieser engen
         2  Gasse mitten im übel beleumundeten Hafenvier-
tel? Gerade jetzt, wo er das Ding seines Lebens 
gedreht hatte.

Room specification

A room programme is the most  comprehensive 
documentation instrument for any historical and 
archi tectural study. Interior components worthy 
of preservation may in clude the building’s plan 
(sequence of spaces and cir culation patterns), the 
building’s spaces (rooms and volumes),  individual 
architectural features, and the various  finishes 
and materials that make up the walls, floors, and 
 ceilings. Systematically, room pro grammes may 
also be used for other units denoting spaces, 
such as facades, stairs and windows. A room pro-
gramme is a specific type of report (a collection of 
spatial protocols) and provides a systematic and 
complete documentation of current spatial con di-
t ions (construction, surfaces, wall décor, mobile 
historic  inventories, damages, construction joints, 
etc.) on the basis of text, plans and photographs. 
Room programmes must be consistent and should 
include the following:

Title/date/overall plan/ site plan/ 
Organisation numbers/drawings/text
Details/evaluation

Room Programme  
How Findings are Documented

While the exterior of a building may be its most 
prominent visible aspect, or its »public face«, its  
in terior can be even more important in conveying 
the building’s history and development over time. 
Photo: Marcel Kahmann
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Graphic Representation
How to Render Drawings 
Legible

An initial assessment provides an overarching 
archi tectural and historical evaluation. It typically 
 involves an inspection of the  entire property, the 
monitor ing of visible findings and research of the 
most important archival documents. It takes place 
mostly on a very tight schedule at the beginning 
of a project and is not a fully fledged archi tectural 
 investigation. When it comes to complex and exten-
sive buildings as well as changes envisaged with 
 regard to construction work, it may be necessary to 
prepare an architectural and historical study. An ini-
tial assessment cannot act as a substitute for this. 
The in-depth architectural and historical study 
is based on the initial assessment and normally 
takes place at the premises in the run-up to the 
 changes envisaged. Consequently, it may concern 
the  entire building or sub-areas. The necessary 
steps are  highly dependent on criteria set by the 
building (structural engineering, fittings, promi-
nence, the extent of the proposed changes, etc.). In 
addi tion to building surveys and archival research, 
it typically involves  analyses of the respective 
issues at stake.

Left: Design for mosaic tiles by the architect Franz Schwechten
in the Capella Palatina, Palermo 
Source: Architekturmuseum, Technical University of Berlin,  
Inv. Nr. 46381

Top: Mosaic tiles in the Mausoleum, Dessau
Photo: Natascha Meuser
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Identifying the Source 
How to Evaluate Information

The evaluation is a crucial part of any architec-
tural and historical study and is based on the 
 individual documented findings of the building 
survey. It  allows for a comprehensive integration 
of knowledge and a collective record of the build-
ing’s architectural  history. The evaluation of the 
many results in relation to materials, en gineering, 
handicrafts, art, culture and history enables one 
to draw  conclusions on stylistic epochs in relation 
to the building. This concerns construction meas-
ures (architectural history) as well as preservation 
and restoration  measures (history of restoration).
The evaluation typically involves a  chronological 
descrip tion of the individual construction  phases, 
in terms of their development, as well as a final 
 statement. The evaluation may be structured 
system atically (site, description, dating, notes, 
etc.) and, if necessary, accompanied by detailed 
photographs and plans. It is logical to produce 
an argument which may be justified by verifiable 
references to the relevant documentation. When 
using written sources and literature, precise cita-
tions should be given (list of references, an index 
of images or a biography).

A review of the building’s history will reveal why 
and when the building achieved significance or 
how it contributes to the significance of the district:
Students at the Stadtarchiv Dessau-Rosslau.
Photo: Natascha Meuser

An Architectural and Historical Study



Archive Research Results

Plans and Drawings 
 

»Historic preservation clearly does 
much more than preserve bricks 
and mortar. It recognises that 
our built history connects us in 
tangible ways with our past and 
provides context for the places we 
occupy and the world we live in.«
Craig Potts
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Herzogliche Fürstengruft Dessau
Stairs (undated)
Stadtarchiv Dessau-Rosslau
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The main hall is surrounded by several side and corner rooms 
which were mostly used as small side chapels, bounded by 
3-metre-high iron fences. The altar space, with a table-like 
structure for the celebration of the sacraments, was originally 
placed right across the entrance. The floor is decorated with 
terrazzo. A semicircular dome is covered with rich Byzantine 
ornamentation, sayings and biblical pictures. In the middle of 
the semi-dome there is a Christ figure accompanied by the 
apostles Andreas and Paulus. An original drawing (see above 
right) shows different design variations of the wall surfaces 
and decoration. 

Herzogliche Fürstengruft Dessau
Altar (undated)
Drawings: Stadtarchiv Dessau-Rosslau
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The Mausoleum has equal porticoes on all four sides of the 
building. The portico, a roofed space serving as a porch which 
leads to the entrance of the building, is supported by four 
ionic freestanding columns at irregular distances. The facade 
shows an architectural symmetry.
 
Herzogliche Fürstengruft Dessau
Portico (undated)
Drawings: Stadtarchiv Dessau-Rosslau
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The main hall is of a square shape,  
8 metres high, and carries the 
drum supporting the dome.

Herzogliche Fürstengruft Dessau
Left: Construction of the dome
Right: Section
Drawings: Stadtarchiv Dessau-Rosslau
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Herzogliche Fürstengruft Dessau
Top: Section of basement with vault
Right: Floor plan of basement
Right page: Tomb
Drawings: Stadtarchiv Dessau-Rosslau
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Herzogliche Fürstengruft Dessau
Construction plans
Stadtarchiv Dessau-Rosslau
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Herzogliche Fürstengruft Dessau
Compact ans squat Doric columns in the basement.  
Stadtarchiv Dessau-Rosslau, Blatt 1-1396/-97/-98



Herzogliche Fürstengruft Dessau
Collection of plans
Stadtarchiv Dessau-Roßlau



Public Relations and  
Graphic Design Rules
How to Document a 
Building in Ten Steps

»Architecture has been called 
the art of building beautifully,  
a fixation of man’s thinking, 
and record of his activity…  
Keep in mind that last phrase. 
It is important.«
Ernst Johnson
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involving printed material, such as magazines, and 
digital sources. Students wrote individual  papers, 
took photographs and designed advertising as 
part of PR-related ventures linked to historical 
monument preservation. The aim of the class was 
to  develop a personal communications strategy by 
creating a publication and exploring the basics of 
editorial  design. Students were therefore taught 
the different elements of a brochure. For exam-
ple, when design ing a bro chure it is imperative to 
set out content in a clear and  organised structure. 
Therefore, the type of image which best  delivers a 
specific message must be deter mined in advance, 
as well as how many pages are needed to com-
prise the information  required and which typeface 
is most appropriate etc. The key to a successful 
design layout lies in consistency throughout by 
employ ing the same typefaces/styles on each page 
and keeping the grid the same, although the lay-
out may be varied. The facets of the design world 
are complex  – therefore, this seminar supported 
students with design tips and basic  knowledge 
throughout the creative process.

One of the bases of this seminar was the analy-
sis of PR strategies in the fields of world heri-
tage, architecture and development. Those who 
wish to stand out in the world of media must 
acquire knowledge on objectives,  methods, 
and tools in the realm of  Public Relations. This 
also applies to the preservation of historical 
monuments – especially since this discipline 
 inter venes at the interface between building 
 culture, history of architecture, and the real  estate 
 industry. For the purpose of this class, students 
 developed a PR strategy through the example of  
a specific study project. 
The first chapter, entitled An Architectural and 
 Historical Study – How to Research a Building in 
Ten Steps, demonstrates that thorough research is 
essential in order to be well-prepared for the sub-
sequent design process. Students thus conducted 
research on a historic building by surveying and 
collecting materials and objects, as well as infor-
mation and facts from a wide array of archives and 
publications. The second stage entailed the anal-
ysis and discussion among students of PR work 

Public Relations and  
Graphic Design Rules
How to Document a 
Building in Ten Steps
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Symmetry and Rhythm
How to Design Space

Symmetry

Harmony and Balance
One speaks of a symmetrical composition when 
all design elements are arranged on either side of 
a centre or an axis, so that both sides correspond 
to each other. The principle of symmetry is often 
used in a composition because it is expressive 
and provides great clarity to the eye. A symmet-
rical composition undoubtedly attracts attention. 
Powerful lines may be created in a composition 
by using strong symmetrical axes. In Western cul-
ture, symmetry expresses concepts such as order, 
power, authority or stability. Symmetry is evident 
in almost every human being or plant since nature 
is its source.

Unity and Variety
Symmetry is able to lend structure to variety and 
 diversity. Since too much symmetry may some-
times come across as too monotonous, it is advis-
able to work in as free a manner as  possible. 
 Deviations may result from different forms,  colours, 
light, textures, etc. Careful deviations from symme-
try may  create a surprising effect and give rise to 
eye-catching  features. The greater the deviation, 
the more significant an idea can be expressed. If 
the distribution of elements  seemingly obeys no 
principle and the composition is asymmetrical, or 
if symmetry axes even intersect, then the composi-
tion arguably embodies independence, movement 
and renewal – or even  imbalance and disorder.

Vertical axis Vertical and horizontal axes One-point symmetryHorizontal axis

Deviation in order, form, scale Axis moved away from the 
central point

Rotated axisDeviation in colour

1 Barbara Stehle: The Sox, Hildrizhausen
2 Björn Christian SchiebeSource: Gautier, Damien and Claire: Gestaltung, Typographie etc.  

Ein Handbuch, Zürich 2009
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1986 to 2016
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Balance, Weighting of Masses
Symmetry is not the only method for achieving 
 unity and harmony in a composition. In order to 
maintain balance the human body must adjust its 
limbs with each movement. This awakens paral-
lels to the way in which we look at a composition. 
A balanced distribution of masses is compatible 
with unity and stability, even allowing for true 
diver sity, whereas a  chaotic distribution of mas-
ses creates  confusion among  observers. The eye 
jumps back and forth since the observer does not 
know exactly where to look. 

Reference Points
On this planet we are used to the physical laws 
of gravity which determine our movements and 
 orientation. Of course, this physical experience also 
 affects our visual perception and way of  imagination. 
For example, a dark area perched  within the  upper 
corner of a format gives a pre carious appearance, 
as if it were about to fall, creat ing a dynamic effect. 
By contrast, a mass  located on the base of a format 
 appears solid, heavy and stable.

Balance, Imbalance, Movement
Mass, depth, weight and movement are the basic 
layout principles. This exercise shows different 
abstract compositions by using four equally long, 
black strips within a white square. It is startling 
how different the examples appear to the  observer, 
although the basic elements remain the same. 
The proportions, the distance between the white 
and black areas and their arrangement within the 
square produce  balance, imbalance or movement. 

Left: Inspired by Gautier, Damien and Claire: 
Gestaltung, Typographie etc. Ein Handbuch, 
Zürich 2009

Choose a centre of gravity

Choose a centre of gravity

Typographic compositions

Spatial compositions

Colour influences gravity

Balance gravity

Dark colours have more mass

Dark colours have more mass

Variations of mass and balance

Variations of mass and balance
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4 Contrast in size may imply  
 motion or depth

Scale in typography

4   Tell a story2 Size has an influence on the  
 appearance of elements

4   Elements of the same size 
 may feel flat

Public Relations and Design RulesHow to Document a Building in Ten Steps

Scale
Big or small, short or tall – the size and scale of 
elements within the design determines the overall 
 balance and hierarchy of a composition. Scale is 
relative but important in the creation of hierarchy, 
flow, rhythm and balance in a composition. The 
size of objects is an evident visual weight factor. 
Similar objects of the same type will naturally look 
heavier and dominate more space. Contrast in 
design can create a strong tension. For instance, 
larger objects appear closer and smaller objects 
further away.Illustrations: Natascha Meuser

Des
ssauDes
essau

Des
ssau

r  ll Beton

pstairs

o
w
n
stairs

u
d



73

The perfect proportion, the golden ratio is also 
called the golden mean or golden section (Latin: 
sectio aurea), divine proportion or section  (Latin: 
sectio divina), golden proportion or cut, and  golden 
number. It corresponds to a  mathematical  ratio, 
accord ing to which it is possible to distribute lines 
and areas harmoniously as a visual representation 
of the golden number Phi (1.618). Since  antique times 
it has arisen out of a search for an  ideal relation ship 
between lines, forms or objects.  Golden section 
proportions are evident in both  nature and man-
made structures. Two quantities are in the  golden 
ratio if their ratio is the same as the ratio of their 
sum to the larger of the two  quantities.

The Fibonacci Sequence
The mathematics behind the golden ratio is heav ily 
associated with the Fibonacci Sequence. It  begins 
by definition with the numbers 0, 1 and then each 
successive number in the sequence is the sum of 
the previous two numbers:
0, 1, 1, 2, 3, 5, 8, 13, 21, 34, 55…

Although this may not be true with regard to  early 
numbers in the sequence, as we continue along the 
sequence the division swiftly approaches 1.618. 

The Golden Ratio
Searching for an Ideal 

Illustrations: Natascha Meuser

0, 1, 1, 2, 3, 5, 8, 13, 21, 34, 55, 89, 144.....
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3+2=5
5+3=8
8+5=13
13+8=21
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55+34=89
89+55=144
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a
b= ≈ Ф (1.618)

The Golden Ratio
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Contrast allows for an affinity and dissociation at 
the same time in order to establish unity or dis-
cordance between separate design elements. It is 
used to suggest distinctions. Increased contrast 
enhances visibility. Decreased contrast assimi-
lates elements in a composition, to establish for 
example a centre of interest.  Examples of comple-
mentary pairs are black and white, red and green, 
circles and rectangles. Contrast can also be cre-
ated through different shapes or orientations 
 (horizontal, vertical, oblique), colours (comple-
mentary, warm, cold, light, dark, etc.) and surfaces 
(rough or smooth, matt or glossy, etc.).
The principle of correspondence in contrast pri-
marily  addresses unity and harmony. It connects 
several different  elements with each other.

Composition with Contrast
Appearance, Quantity  
and Placement

Above: Josef Albers, Rolling After, (1925–28) 
Source: Hirshhorn’s collection

Left: Contrast in Colour
Simarik, Istock

74 
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Unity and Harmony

Correspondence of Form
A uniform composition may be created through:
• the dominance and repetition of one form
• the positioning of forms
• the relationship of one or more forms
Both negative and positive forms are equally of 
 importance. These create relationships between 
the different forms and spaces. 

Correspondence of Lines and Direction
Guiding lines help to endow the composition with 
a direction. These exert a strong influence on the 
 balance of the page and between the elements. 

Correspondence of Colour
Harmony between the colours of a composition 
can be achieved if the colours are close together 
on the colour wheel. 

Correspondence of Brightness
Harmony between the colours of a composition 
may be achieved by changing the exact hue or 
satura tion and evokes a completely different affect. 

Correspondence of Texture
Visual uniformity in a graphic composition may 
be  achieved by using the same textures, surfaces, 
patterns or  varnishings. 

Unity and Diversity

Contrast in Geometric Forms
Geometric forms are often used because they 
are easy to identify, are logically structured and 
give a clean appearance. Their geometric nature 
 ensures uniformity, although a contrast is pro-
duced  between round and angular shapes. 

Contrast between Unequal Forms
The use of different shapes – such as geo metric, 
 organic, or free forms – creates an expressive 
 contrast. Geometric forms are  mathematically 
ideal shapes, whereas organic forms derive 
from  natural  specifications. Free forms comprise 
 impulsive shapes.

Contrast in Scale and Mass
This contrast can manifest itself in a balance of 
 power – a relationship between dominant and 
 dominated. A difference in scale influences the 
 balance of power amongst separate objects.

Contrast in Movement and Direction
Horizontal, vertical, linear, circular motion, ascend-
ing, descending, sloping or bending lines are used 
to create contrast in compositions. Verticality 
is asso ciated with uprightness, balance and life, 
whereas horizontality implies immobility, death 
and passivity. 

Geometric shapes are easy to identify,
logical and structured

Contrast in movement  
and direction 

Dominance and repetition

Positioning and relationship
of forms

Correspondence of lines  
and direction

Correspondence of colour Correspondence of brightness Dominance and repetitionCorrespondence of lines
and direction

76 How to Document a Building in Ten Steps
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Colour and its Use
What to Know about Colour

Why Colour?
Colour assumes a key role in composition,  although 
colour in design is very subjective.  Colour meanings 
vary between cultures and exert an important  impact 
on the targeted audience. Each  civilisation enforced 
(and continues to enforce) its myths and associa-
tions with different colours.  Therefore throughout 
human history colour has always played an impor-
tant role to impart messages in the religious, natural 
and cultural aspects of life.  Arguably the three most 
influential colour masters are  Eugène Chevreul, 
 Johann Wolfgang von Goethe and Sir Isaac  Newton 
with their individual interpreta tions of colour wheels. 
The RYB hue circle, or “artists’ colour wheel”, is a 
hue system structured around the three historical 
primary colours – red, yellow and blue – and the 
historical  complementary relation ships red-green, 
yellow-violet/purple, and blue- orange. The clarifi-
cation of the theoretical  basis of subtractive mixing 
disclosed that the optimal pri maries for colourant 
mixing were not in fact yellow, red and blue, but 
rather yellow,  magenta and cyan, the  complements 
of the additive  primaries.

Bible : Rainbow

Christian liturgical colours
(Jerusalem sequence)
Advent: Black;  
Christmas: Red, white, gold
Epiphany: Blue/gold; Lent: black;
Easter: White etc.

Judaism

Islam

Buddhism and Taoism

White – purity: Christianity, Judaism, Buddhism
Black – death: Christianity, Islam
Blue – sky: Christianity, Judaism, Hinduism

warm

cool

cooler

cooler

warmer

warmer

Above: Colour symbolism
Source: Edith Anderson Feisner

Left: Colour combinations
Source: Haishoku Soukan: Dictionary of 
Color  Combinations, Seigensha, 1933
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Primary 

Secondary 

Complementary Analogous

Split-
complementary

Triad

Tetratic Square

Tertiary

The most common tool for examining the relationship
between basic colours is the colour wheel. 
Value: Lightness or darkness of a hue
Tint: Addition of white to a hue
Shade: Addition of black to a hue

Colour Harmony

Complementary
Colours located opposite each other on the colour 
wheel are referred to as complementary colours 
(e.g. red and green). The sharp contrast of com-
ple  mentary colours gives a vibrant appearance, 
 especially when used at full saturation. 

Analogous
Analogous colour schemes use colours that are 
next to each other on the colour wheel. These are 
usually compatible and create serene designs. 
Analogous colour schemes are often found in 
 nature and are aesthetically pleasing.

Triad
A triadic colour scheme uses colours that are 
 evenly spaced around the colour wheel. Triadic col-
our harmonies tend to be quite vibrant. A success-
ful  triadic harmony is carefully balanced, with one 
colour  allowed to dominate.

Split-complementary
The split-complementary colour scheme is a 
 vari ation of the complementary colour scheme. 
 Besides the base colour, it is composed of two 
 colours  adjacent to its complement.

Rectangular (Tetradic)
The rectangular colour scheme uses four colours 
 arranged into two complementary pairs. This rich 
 colour scheme offers plenty of scope for variation.
Tetradic colours are usually vibrant colour schemes.

Square
The square colour scheme is similar to that of the 
rectangle, but with all four colours spaced  evenly 
around the colour circle. The balance between 
warm and cool colours within the design must be 
carefully observed.

Primary Colours
These are colours that cannot be created through 
the mixing of other colours. Rather, they are col-
ours in their own right. The three primary colours 
can be seen to the right: red, yellow and blue (RYB). 

Secondary Colours
When any two of the pure primary hues are com-
bined, this gives rise to three new mixtures called 
secondary colours: orange, green and violet.

Tertiary Colours
When a primary colour is mixed with its nearest 
 secondary colour on the basic colour wheel, six new 
mixtures called tertiary colours are created. This 
 gives rise to twelve basic colours, allowing in turn for 
an endless variety of hues, tints, tones and shades. 
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1.1 1.2

1.1 The visual weight of a colour influences optical harmony
1.2  Black and white represents the highest level of colour   
 contrast and is especially effective with a strong colour
1.3 Orange, green and violet are weaker in intensity and the effect  
 of tertiary colours is still less distinct
1.4 Yellow-red-blue is an extreme instance of hue contrast

3.1 Cold-warm modulation in red
3.2  Cold-warm modulation in green
3.3 Chequered composition contrasting cold and warm
3.4 Yellow-red-blue is an extreme instance of hue contrast
3.5 Red-violet seems warm relative to blue 
3.6 Red-violet seems cold relative to orange

1.3 1.4

2.2

2.4

2.1

2.3

1.1 Light-dark composition in black, white and greys
1.2 Composition in blues
1.3 Colours of equal brilliance
1.4 Colours of equal darkness

3.1 3.2

3.3 3.6

3.5

3.4

5.4.
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4 Mixture bands of six complementary pairs 
5 Differing perceptions of how we view colour 
6 Graded admixture of grey with a pure colour 
7 Harmonious area proportions for complementary colours

1:3

1:2

1:1

Contrast in Colour

This chapter discusses the colour theory of 
 Johannes Itten with reference to the colour wheel, 
colour harmony, and the context in which colours 
are used.  Although colour theory principles first 
appeared in the writings of Leone Battista Alberti 
(c.1435) and the notebooks of Leonardo da Vinci 
(c.1490), a tradition of “colour theory” first took 
root in the eighteenth  century, initially within a par-
tisan controversy around Isaac Newton’s theory of 
colour (Opticks, 1704) and the  nature of primary 
colours. From there it developed as an independ-
ent artistic tradition with only super ficial reference 
to colorimetry and vision science.  Colour theories 
determine a logical structure for colour. For exam-
ple, an assortment of fruits and  vegetables may 
be organised according to colour and placed in a 
circle to represent these in  contrast to each other. 

Contrast is the perceived difference in colours that 
are in close proximity to each other.  Johannes  Itten 
(1888–1967) was an expressionist painter who 
taught at the renowned Bauhaus school of art in 
Germany. It was during his tenure (1919–1923) at 
the school that he formulated his colour contrast 
theories which are still commonly used today.  
Itten developed his own colour wheel, linking the 
primary colours (based on the original pigment 
mix ing model of red-yellow-blue), secondary and 
tertiary colours. By adopting this wheel as a teach-
ing tool, Itten denoted four qualities of colour: 
hue (source colour), value (lightness/darkness), 
 intensity (brightness/ dullness) and temperature. 
He  devised seven methodologies for  coordinating 
 colours  within the scope of his research by  utilising 
the hue’s contrasting properties. 

Seven Methodologies

1. Contrast of Hues
When positioning different hues next to each 
 other, primary colours elicit the greatest effect. 
Just as black-white represents the extreme of 
light-dark contrast, so too does yellow/red/blue 
represent the  extreme  instance of hue contrast. 
Orange, green and violet are weaker in intensity 
than yellow, red and blue, and the effect of tertiary 
colours is still less distinct.

2. Contrast of Light and Dark
Combination of the same hue with varied value.

3. Contrast of Warm and Cold
The maximum effect is achieved with the col-
ours orange-red and blue-green. All other colours 
 appear cold or warm depending on their contrast 
with  warmer or colder hues.

4. Contrast of Complements
Combination of colours on opposite sides of the 
 colour wheel (complementary hues). Two colours 
are complementary if their pigments, when mixed 
 together, produce a neutral grey-black.

5. Simultaneous Contrast
Placement of opposing colours next to each  other 
(not necessarily on opposite sides of the colour 
wheel).

6. Contrast of Saturation
Saturation, or quality, relates to the degree of 
 purity of a colour. Contrast of saturation is the 
contrast  between pure, intense colours and dull, 
diluted ones.

7. Contrast of Extension
Assignment of proportion of coloured areas.
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Premier Disque 
Robert Delaunay (1913)

Relative visibility of colours at a distance
1 Colour blindness
2 Normal sight

Fourteen degrees of visibility 
(Note:  there are varying degrees of colour blindness)  
Source: Willard Cope Brinton: Graphic Presentation (1939)

1 Original colour

2 Digital proof

3 Improved Design

1 2

Why it is Essential for Designers to Understand  
Colour Blindness

Design work should be clearly visible and easy 
to read, especially for the substantial group com-
posed of colour blind people. The most common 
form of colour blindness is known as red/green 
colour blindness. The effects of colour vision 
deficiency can range from mild and moderate to 
 severe. There is general agreement that 8% of men 
and 0.5% of women across the globe suffer from a 
colour vision deficiency.1 In fact, colour blindness 
typically refers to a flawed ability to distinguish 
between shades of certain  colours — most com-
monly reds and greens and less commonly blues 
and yellows.

Colour Combinations
Avoid green-red; green-brown; blue-purple; 
green-blue; light green-yellow; blue-grey; green-
grey; green-black.

Monochrome
Use various shades of a single colour rather than 
multiple colours.

High Contrast
Use contrast, as well as differences in hue, 
 saturation and brightness. 

Thicker Lines
If a line of colour is too thin, the correct colour will 
not be achieved.

Texture
Add texture in maps and infographics – as well as 
 colour – for differentiating between objects.

1 http://www.colourblindawareness.org; last visit: 23. October 2016

V I S I B I L I T Y

V I S I B I L I T Y
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Colour Checklist

Colours Affect our Senses
Colours exert an emotional impact on 
 design. However, the context of the 
 product plays an equally key role. Of 
 primary importance are the feeling and 
mood which a product awakens.
 
Effect of Colours
Five factors affect the influence of colours:
hue (source colour), value (lightness/
darkness), intensity (brightness/dullness), 
temperature and mass.

Contrasts
Contrast is the perceived difference in 
colours that are in close proximity to 
each other. Johannes Itten devised seven 
methodologies for coordinating colours by 
using the hue’s contrasting properties. 

Harmony
Harmony is best defined as a faultless 
 arrangement of varying components. 
 Colour harmony denotes a satisfying 
balance or unity of colours. Harmonious 
combin ations of colours are those which 
are considered  to be aesthetically pleasing.

The Emotional Impact of Colours
It is imperative to understand that the 
vibrancy of colours dictates the emotional 
response elicited among users towards the 
product.

Less is More
One is best advised to keep colour schemes 
conservative, conventional, and simple if one 
is lacking in experience in this field.

Natural Colours
Use subtle shades of natural colours.  Subtle 
colours found in natural environments are 
 likely to be the best choices for most back-
ground or minor elements, especially if type 
appears on the colour.

Saturated Colours
Avoid bold, highly saturated primary colours 
except when seeking maximum emphasis – 
and even then exert caution.

Typography and Colours
Type must contrast sharply with background 
colours to be rendered legible, but not too 
sharp to ease the impact on the reader’s eyes 
(be aware of colour blindness).

Contemporary tools to create 
and select colours:
https://color.adobe.com/de/
create/color-wheel
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Gropius, Walter

d j E e i L N
B      x
Ascender           Descender        Arm                     Counter           Serif Stem              Stroke

Cap height     
x – height     

ASCENDER HEIGHT
Some elements may  
extend slightly above 
the cap height

CAP HEIGHT
The distance from the 
baseline to the top 
of the capital letter 
determines the letter`s 
point size

DESCENDER HEIGHT
The length of a letter`s 
descenders contributes 
to its overall style and 
attitude

OVERHANG
The curves at the 
bottom of letters hang 
slightly below the 
baseline

BONE
Mostly the letters are 
not exactly in half.

X–HEIGHT
The height of the main 
body of the lowercase 
letter 

Fonts can be purchased via special font shops  
over the Internet. Source: https://www.fontshop.com; 
last visit: 9 November 2016

Typography is the art and technique of arrang-
ing type to render written language legible and 
appeal ing when displayed. The choice of typeface 
and how to make it compatible with the grid, col-
our scheme or design theme exerts a key impact 
on the layout of the design and the information 
conveyed. A type family with optical sizes has 
 different styles for different sizes of output.
The graphic  designer  selects a style based on 
 context. Optical sizes  designed for headlines or 
displays must differ from those styles tailored to 
text and captions. For legible body text, a  general 
rule dictates that the leading  value should be 
greater than the font size – anywhere from 1.25 
to 1.5 times. If all type were the same size, then 
it would be  difficult to discern the most impor-
tant  information  presented on the page. There-
fore, headings are  usually large, sub-headings are 
smaller, and body type is smaller still. Size is not 
the only method for defining hierarchy – this can 
also be achieved through factors such as colour, 
spacing and weight.

The Anatomy of Typography
How to Create Identity

Letters
Anatomy

How letters sit on a line
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Black type on a light  
grey background

Black type on a  
white background

White type on a  
black background

White type on a  
grey background

White type on a light  
grey background

Blue type on an orange 
background

Black type on a light 
orange background

Blue type on a  
green background

Black type on a dark 
green background

Orange type on a  
blue background

Orange type on a  
blue background

Orange type on a  
dark background

Serif
Sans-serif

Ipiet mosa voluptur, soluptae. Ga. Ut 
odisimi nullabor aboress inciassus expe 
pratatu mquiatempor si quamus, sition-
est faciaturiam quo id quiaspi ctibusam 
nonsequaeped utectibus

Ipiet mosa voluptur, soluptae. Ga. Ut odis-
imi nullabor aboress inciassus expe pra-
tatu mquiatempor si quamus, sitionest 
faciaturiam quo id quiaspi ctibusam non-
sequaeped utectibus

1

2

3

Good
Mus de simin comnis into qui officim inciis dempori-
bus magnimus rerunda num faccum re, ut everrovitis 
utem inte parumetur, sit es utento molor sundunt aut 
ressit ea pero quam aut atur, tem fugit imost verchit 
ibusdae estia aut rehentiatem ventemquas maximintur 
rerspelibus mo te eaquatur sitiaerum nem  quas eum 
volorepel mi, sedit apel imporro

Too long
Mus de simin comnis into qui officim inciis demporibus mag-
nimus rerunda num faccum re, ut everrovitis utem inte par-
umetur, sit es utento molor sundunt aut ressit ea pero quam 
aut atur, tem fugit imost verchit ibusdae estia aut rehentiatem 
ventemquas

Too short
Mus de simin comnis 
into qui officim inciis 
demporibus magnimus 
rerunda num faccum re, 
ut everrovitis utem inte 
parumetur, sit es utento 
molor sundunt 

Too little
Mus de simin comnis into qui of-
ficim inciis demporibus magni-
mus rerunda num faccum re, ut 
everrovitis utem inte parumetur, 
sit es utento molor sundunt aut 
ressit ea pero quam aut atur.Ex 
eumqui qui quundest, enihitat.
Ximus, to cus eaquid qui con-
essit etur sit essit quam es ea 
dolorpo reritae. Nam debitem 
rrovit eum quia destibus, odit, 
nons

Source: Typographic design: form and communication
John Wiley & Sons. New Jersey, 2015

The Most Legible Typefaces are Characterised by 
Three Qualities: Contrast, Simplicity and  Proportion 
A typeface is a family of fonts (such as Helvetica 
Regular, Helvetica Italic, Helvetica Bold,  Helvetica 
Black, etc.) but a font is one weight or style  within a 
typeface family (such as Helvetica Regular). There are 
many varying classifications and sub- classification 
of typefaces, although the most common two types 
are: 1) Serif  – these typefaces are the more tradi-
tional ones and are marked by a short line or finish-
ing  stroke on the end of character strokes and stems 
and; 2) Sans-serif – as the name implies,  these type-
faces are marked by their lack of any  Serifs.  These 
only gained prominence in the nineteenth century 
and are therefore considered  modern.

Legibility and Colour
The contrast between type and its background 
wields an impact on legibility. Black type on a white 
or light grey background is highly legible.  Legibility 
is enhanced when type and background are allo-
cated complementary colours. There are many 
good colour contrast testing tools available on the 
web, such as: 
http://www.checkmycolours.com/ 
This is a tool for comparing foreground and back-
ground colour combinations. The smaller and more 
delicate the type, the greater the contrast needed to 
ensure adequate legibility.

Kerning and Tracking
Kerning is the adjustment of the spacing between 
 individual characters, whereas tracking is the spac-
ing of a group of characters. 

Alignment
Generally text should be left aligned. Only consider 
centering or right aligning text if a small amount is 
involved, such as a heading or caption. (1)
Widows and Orphans

If a single word or very short line remains at the end 
of a column it is designated a widow (2). Likewise, 
if the same is left at the top of the following column 
this is called an orphan (3). Both of these are con-
sidered bad typography since they create distract-
ing shapes in a block of type. This can normally be 
 rectified in the same way as the rag, by reworking 
the line breaks in the column or by editing the copy. 

Measure
This refers to the length of lines of text in a para-
graph or column. It is most commonly referred to 
as column width though. Measure is an important 
 aspect to get right in typography as it can have a 
crucial impact on the readability of the text. If the 
measure is too wide, the text may be difficult to 
read as the eye has to travel a lot further after each 
line is read. If it is too narrow it can also be burden-
some on the eye to read, since the eye is  constantly 
travelling back and forth. A  narrow measure will 
also result in plenty of hyphenation. 

Leading
Vertical line spacing is referred to as leading in 
typo graphy and print. In the old days of print-
ing and setting blocks of type, strips of lead were 
 inserted between the lines according to how much 
space was required. Leading’s role in typography 
is to generate sufficient space between the lines to 
render it legible. As with all matters of typo graphy, 
it involves striking a balance between reading 
 comfort and  aesthetic style.

Ligatures
When parts of the anatomy of characters either 
clash or look too close together, they can be com-
bined in what are called ligatures. These can be for 
 functional or decorative  purposes. 

Ipiet mosa voluptur, soluptae. 
Ga. Ut odisimi nullabor aboress 
inciassus expe pratatu mqui-
atempor si quamus, sitionest 
faciaturiam quo id quiaspi 
ctibusam nonsequaeped 
utectibus

Ut odisimi nullabor aboress 
inciassus expe pratatu mqui-
atempor si quamus, sitionest 
faciaturiam quo id quiaspi 
ctibusam nonsequaeped utect-
ibusAbore laudit, omnimin 
nonsendae dit occus

Ipiet mosa voluptur, soluptae. 
Ga. Ut odisimi nullabor aboress 
inciassus expe pratatu mqui-
atempor si quamus, sitionest 
faciaturiam quo id quiaspi 
ctibusam nonsequaeped utec

tibus
Ut odisimi nullabor aboress 
inciassus expe pratatu mqui-
atempor si quamus, sitionest 
faciaturiam quo id quiaspi 
ctibusam nonsequaeped.
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Monumental Heritage 2017 Akzidenz-Grotesk Pro Light 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Regular 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Medium 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Bold 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Superbold 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Light Italic 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Regular Italic 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Medium Italic 11Pt 

Monumental Heritage 2017 Akzidenz-Grotesk Pro Medium 14Pt

Typeface Checklist

Dress for the Occasion
In common with clothing, it is possible to 
 distinguish between typefaces which are 
 expressive and stylish and those which are 
useful and comfortable, such as jeans. It is 
just a matter of finding the right balance for 
the occasion. 

Mix Fonts
When selecting different fonts for the lay-
out, it is necessary to group these into 
families that serve the individual purpose. 
Ensure the fonts offer a number of weights 
(light,  regular, bold, etc.) and/or cuts (Italic, 
Condensed, etc.). 

Correspondence and Contrast
Most of the time, one typeface is sufficient. 
When multiple typefaces are used on a 
 design the typefaces should differ,  albeit 
share one trait in common. Extravagant 
typefaces are best used in small doses.

Combine a Sans-serif with a Serif
By far the most popular principle for  creat ing 
typeface combinations is to pair a Sans- serif 
header typeface with a Serif body type-
face. This is a classic combination with an – 
 almost – faultless track record.

Contrast Font Weights
Do variations in size and exhibit clear differ-
ences in font weights? Choosing typefaces 
from different classifications right from 
the outset avoids needless tension in the 
 design and typography at a later stage.

Type and Colour
Colour is one of the most powerful tools in 
typographic communication. Not only does 
it denote contrast, emphasis and hier archy, 
it can also evoke a certain mood. From 
a  branding perspective, colour reinforces 
identity and imparts a feeling of familiarity.

Selecting the correct und appropiate typeface 
 requires a  combination of stringent rules and loose 
intuition. It can take years of experience to  develop 
a feeling for this.  Suitability in terms of context 
overrides all other  factors, including the mood or 
character of a font. Key questions include: 
• Does the font correspond to its  intended use? 
• Is it  practical and legible within the context  

of the design?

Choosing Typefaces 
Which Font Should I Use?
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The first standard paper sizes were defined by the 
 German Institute for Standardization (DIN) in 1922.  
Above: The ratio between the width and height for all  
common European paper sizes of the DIN 476 series

Common North American paper sizes 
of the ANSI series

Common North American paper sizes 
of the ANSI series

A

B

C

D

E

Ledger/tabloid

LetterA6

A7

A5

A4

A3

A2

A1

DIN Formats (mm)

A0 841 x 1189
A1 594 x 841
A2 420 x 594
A3 297 x 420
A4 210 x 297
A5 148 x 210
A6 105 x 148
A7  74 x 105
A8  52 x 74
A9  37 x 52
A10  26 x 37

US Paper Sizes (mm)

Half Letter 140 x 216
Letter  216 x 279
Legal  216 x 356
Junior Legal 127 x 203
Ledger/Tabloid 279 x 432

ANSI Standard Paper Sizes (mm)

A  216 x 279
B  279 x 432
C  432 x 559
D  559 x 864
E  864 x 1118

The paper size is the working space of the  graphic 
 designer. Numerous formats have emerged across 
the globe over time which provide a harmonic 
scale for reading. The size of pages has an signifi-
cant impact on the design and the printing process. 
Therefore it is crucial to decide on the page size 
before commenc ing with the design. Larger pages 
offer more space to work with and demonstrate 
creativity, but can also be more  expensive. Opting 
for a smaller page size can help save money, but 
also reduce the amount of space available to get 
the message across. Smaller page sizes may be 
more effective in terms of impact and lend them-
selves to a more succinct provision of  information 
on products.

Common Paper Sizes for Brochures
The most popular of all paper sizes when it comes 
to creating a brochure is arguably A4. It is the 
most commonly used paper size in the world and 
a format and size that consumers are familiar with. 
The dimensions of an A4 page are 297 mm high x 
210 mm wide (11.69 inches x 8.27 inches). An A4 
page also covers an area of 0.65 square foot. For 
the creation of an A4 brochure, the design will be 
a folded A3 page. Therefore the bleed area and 
 margins must be considered.

Format and Elements 
How to Construct Pages
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Screens: 4:3

Screens: 16:9

Screens: 16:10

Screen Size and Format
One of the key differences between print and web 
 designs is the way in which these are viewed. 
 Holding something physical in your hand – such 
as a piece of  paper, a folding brochure, or a book – 
 differs  greatly from viewing something on a screen. 
At times we find an overlap, such as digital maga-
zines that are laid out in  exactly the same format 
as their printed counterparts, but generally the 
physical versus digital experience  represents an 
unambiguous dividing line  between print and web 
design. Where and how designs are  viewed play a 
major role in the decisions made by designers.

1024 x 768

A 4

210 x 297

1a 1b 1c 1d 1e 1f

1028 x 960

1600 x 1200

12
80

 x
 8

0
0

16
80

 x
 1

05
0

19
20

 x
 1

20
0

2a 2b 2c 2d

3a 3b 3c

4a 4c

5a 5b 5c

6a 6c6b

Common DIN Format (mm)
1a = 55 x 85 Business card
1b = 105 x 148 Postcard
1c = 99 x 210 (A4 in thirds)
1d = 148 x 210 (A5)
1e = 210 x 297 (A4)
1f = 297 x 420 (A3)

Geometric Formats
2a = 150 x 150 
2b = 105 x 210 
2c = 200 x 200 
2d = 300 x 300 

Proportional Formats (3/4)
3a = 150 x 200 
3b = 180 x 240 
3c = 210 x 280 

Proportional Formats (2/3)
4a = 120 x 180 
4b = 180 x 270 
4c = 240 x 360 

Proportional Formats (4/5)
5a = 200 x 250 
5b = 240 x 300 
5c = 320 x 400 

Pocket Formats
6a = 105 x 165 
6b = 100 x 180 
6c = 110 x 180 

Surface and Format

4b
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1 2

2
3 3

6

24

2
3

3 4

Usually a book is held by the lower margin.
Space is provided at the bottom for the hands to hold 
the book open without concealing any content.

C CA

D

B

T

A

D

B

T

The Secret Canon and Page Harmony

The canons of page construction are a set of 
prin ciples within the field of book design used 
to describe the ways in which page proportions, 
margins and type areas (print spaces) of books 
are constructed.

Several designers rediscovered the secret 
 canon of book design hundreds of years apart 
and,  independent of one another, came to 
equal  conclusions  concern ing the design of a 
 harmonious page.

Text Block (T)
The beauty of the text block emerges through its 
 position, size and the relationship it  bears to the 
page upon which it is displayed.

Bundsteg: inner margin
Kopfsteg: head margin
Außensteg: outer margin
Fußsteg: foot margin 

1 J. A. Van de Graaf Canon  
Van de Graaf demonstrated how pages of medieval manuscripts are 
divided to achieve margins of one-ninth and two-ninths with a type 
area in the same proportions as the page, ensuring that the text 
block achieves balance and harmony.

2 Raúl Rosarivo’s Gutenberg Canon
Paul Rosarivo’s (1903–1966) system works by dividing the height 
and width of the page into ninths. The diagonal rules and circle help 
to establish text block width and height (by using a 2:3 ratio).  
(Typographical Divine Proportion, first published in 1947) 

3 Jan Tschichold’s Golden Canon of Page Construction
The height of the type area is equal to the page width, as demon-
strated by the circle, resulting in margin proportions of 2:3:4:6 (inner, 
top, outer, bottom) determined by the starting page  proportions  
(Jan Tschischold (1902–1974): The Form of the Book)

4 Villard de Honnecourt’s Diagram
Practising in thirteenth-century France, Honnecourt was an architect 
who used a similar principle to design the pages of his  sketchbook. 
Shown here is a reproduction of Villard’s Figure applied to a 2:3 page, 
with the text block exhibiting the same features.
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X

X

Columns
are vertical containers 
comprising type or images. 
The width and number 
of columns on a page or 
screen may vary, depending 
on the content.

Spatial Zones
are groups of modules 
or columns which may 
form specific areas for 
type, advertisements, 
images, or other pieces 
of information.

Modules
are individual divisions 
separated by  consistent 
space, providing a  repeated, 
 structured grid. Combining 
 modules can create columns 
and rows of varying size.

Flowlines
are alignments which 
partition space into hori-
zontal bands. Not actual 
lines, flowlines denote 
a tool that uses space 
and elements to guide a 
reader across the page.

Margins
are buffer zones. These 
represent the amount of 
space between the trim 
size, including gutters, and 
the page content. Margins 
may also  con  tain  secondary 
informa tion, such as notes.

Markers
help a reader to navigate 
a document. Markers 
include page numbers, 
running heads and feet.

Imagery and Text 
How to Arrange Content

Beth Tondreau: Layout Essentials

48 pt The basic grid
36 pt Ed expla volorum    

 facestia estater que

 diorum officipsus.

36 pt Ed expla volorum pul 
 facestia estater que
 diorum officipsus.

24 pt Ed expla volorum pul 
 facestia estater que
 diorum officipsus.

10 pt Ed expla volorum pul 
 facestia estater que
 diorum officipsus.

8 pt Ed expla volorum pul 

 facestia estater que

 diorum officipsus.
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Soluptae sanis aut de pratem voluptaqui delit quia delectus eictat. Parcipid moditia 
volo maio blam, que aut eici oditi comnihi lluptas venient occullab iuntur sam, quam 
quae voluptiur mollabo. Ab ium ipident fugitatibus, nimus earchil mo coritiisti co-
recername perion pratiam, ulliberia nonsequ aernam rerferro cullam ellique ea delen-
dandi omnimin plitio vitatum re et ipsam qui di conem dolorit, sequodit modit, quas-
peliquos alitium et re conem eatus, es ea ducia corerspient ex et eum que et licienditi 
num, ut ra eos et incima se nobis dem fugitis andipit odi blaboru ptaquisitia duciuscia-
tes as dolorio etur am faciumque nulparu mquunt.
Parchil lorepernatem quideni temostius cusciae officaes cus quam assitistrum que ne-
ceatem elluptus.Nulparchil molupta dus perferum, con corit aut eos cullessi sim fuga. 
Nem elenienim apis comnima pa sincim utem. Ta consequ iaepudit rerum quate re-
pelit facculla cum denis everum, ut hicte exerro beatur, sed quam eic tem sam, sinciet 
eserios inverumquo omnim est, sincto mosanietur, natur at.Acerend ucient eaqui om-
nis recte ene vendaectem nit ullam eicaererione cuptate culles aspicia vero blatur sinc-
totam sequi corehen duciis aut ab intiorepro es qui beriaecae. Otatem doloris alia cum 
que laborereris soloreiur aut ius sit qui dunt.
Em fugia eaturerunt vero bla nonsequ idebiti ati dis doloreicto corum autessequat aut 
omniasinum is alit parciumque nam re velenda essimint.Nos dolupta verro quiati que 
volorer ruptati dolutatem quiscii scimillor sum voloribus sandisquidi offici as quodis-
cia sam aut reicabo. Et que dit erumet is porate cum netur moloritatio. Ibus nimpero 
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untempo ssincta quibustiae. Non commo 
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hil mossequi quatiae expel et, que esequas 
voles eum inimusa ntorporum quatur, 
con consect umquam re num ipsuntis is 
aniat lit ullaborpos ipicate cturian discili 
andestia volorati odipis non nos expedis-
que minciae ptatem fuga. Magnist ores-
sum, corpore hendem sequibus eos ut pe-
rum assint etur? Otatur, cus doluptatium 
exceper ferror aspelitem facillu ptiscit, 
corehenet qui sequo voluptio. Porit aute 
ipsapid eruptatum re vellaborum reseque 
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ipsapid eruptatum re vellaborum reseque 
rehendit ea conem nissit aut vernatendit et 
quid estio quid moloris arit que volor milit 
verrum et et latior maio blant quis quam et 
renimus apitemp orrumquate eum era cus.
Ellacea rcimint molendam con pore pro-
videl id untibusa nonemped magnatu ri-
aesto milAliatis mos dolupti untibus pore 
cuptiaeped magnam fugitas num facit as et 
et exerchit volo occabor estionsequam is-
quid quibus et ut il imus ut ventiandis sed 
maion es corest re ea quid ut quost ad quis 
int doluptiatis ut ad quam, et unt molor si 
officienis exeritibus et quam quo omnitas 
di doles voluptatem eum nihilib ustecep-
tatio tem quodistio quam eos atin et acca-
boressim lamusam re, aspiet quo comnihit 
qui niendignis ero et poritatqui ommodit-
aqui aut vendaero quisci nis et qui option 

premre, odit omnientint aut utas aruptate 
si toremporia voloquame nemque verum 
ipsae mos et estis re, odit omnientint aut 
utas aruptate si toremporia volorem fugi-
tam sus digendi tibereiur? Quiam, com-
nisq uaeperu ntinciunt voluptatem aut 
quo explabor aut verferum vendis mosam 
accus enis suntempellia est laut minum, 
nientib eaquibus ut que et res sequis volo 
occum aut et moloriorecus alit eariber 
chillique pre quistio omniendi optatio 
excepudae. Neque commolecto cullaut vo-
lorepra doluptati ut qui dessimi lliquid ma 
comnimus apiendessum simin esequasped 
quamusa con nonseque parchit ibustio ri-
onsequam ent alitibusae estruptae laut laut 
omnis ero eatia dem repe dolupta temquid 
elescia verepud ipsantem intiis commo-
dit, consequ atemporem cum, voloriam 
ullendu ntemque cus aut liquam quui aut 
vendaero quisci nis et qui option prem-
quame nemque verum ipsae mos et estis 
re, odit omnientint aut utas aruptate si tor-
emporia volorem fugitam sus digendi tibe-
reiur? 
Quiam, comnisq uaeperu ntinciunt vo-
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vendis mosam accus enis suntempellia est 
laut minum, nientib eaquibus ut que et 
res sequis volo occum aut et moloriorecus 
alit eariber chillique pre quistio omnien-
di optatio excepudae. Neque commolecto 
cullaut volorepra doluptati ut qui dessimi 
lliquid ma comnimus apiendessum simin 
esequasped quamusa con nonseque par-
chit ibustio rionsequam ent alitibusae es-
truptae laut laut omnis ero eatia dem repe 
dolupta temquid elescia verepud ipsan-
tem intiis commodit, consequ atemporem 
cum, voloriam ullendu ntemque cus aut 
liquam ququid elescia verepud ipsantem 
intiis commodit, consequ.

niendignis ero et poritatqui ommodita-
qui aut vendaero quisci nis et qui option 
premquame nemque verum ipsae mos et 
estis re, odit omnientint aut utas arupta-
te si toremporia volorem fugitam sus di-
gendi tibereiur? Quiam, comnisq uaeperu 
ntinciunt voluptatem aut quo explabor aut 
verferum vendis mosam accus enis sun-
tempellia est laut minum, nientib eaquibus 
ut que et res sequis volo occum aut et mo-
loriorecus alit eariber chillique pre quistio 
omniendi optatio excepudae. Neque com-
molecto cullaut volorepra doluptati ut qui 
dessimi lliquid ma comnimus apiendes-
sum simin esequasped quamusa con non-
seque parchit ibustio rionsequam ent ali-
tibusae estruptae laut laut omnis ero eatia 
dem repe dolupta temquid elescia verepud 
ipsantem intiis commodit, consequ atem-
porem cum, voloriam ullendu ntemque 
cus aut liquam quui aut vendaero quisci 
nis et qui option premquame nemque ver-
um ipsae mos et estis re, odit omnientint 
aut utas aruptate si toremporia volorem 
fugitam sus digendi tibereiur? 
Quiam, comnisq uaeperu ntinciunt vo-
luptatem aut quo explabor aut verferum 
vendis mosam accus enis suntempellia est 
laut minum, nientib eaquibus ut que et 
res sequis volo occum aut et moloriorecus 
alit eariber chillique pre quistio omnien-
di optatio excepudae. Neque commolecto 
cullaut volorepra doluptati ut qui dessimi 

lliquid ma comnimus apiendessum simin 
esequasped quamusa con nonseque par-
chit ibustio rionsequam ent alitibusae est-
ruptae laut laut omnis ero eatia dem repe 
dolupta temquid elescia verepud ipsan-
tem intiis commodit, consequ atemporem 
cum, voloriam ullendu ntemque cus aut 
liquam ququid elescia verepud ipsantem 
intiis commodit, consequUcimusanis etus 
restion senditas inum harunt velitio nse-
ditFerit aut erume quam, qui utate offici-
am, ullab ideliae cumqui blaut odigenim 
illacca borporianis aliquia in perem qua-
tisi re niscitatus sedi neces ut archit et odi 
occaborio magnam sunt exernat molore 
dolorpost mo ipiendero volo quam sam 
ipsam iliquia eaquatur res et volor mint 
hil millacc uptatio doluptas etur? Id quos 
dit adi as mo et venem a alitae rereriates 
inctur solorporro magnam, sita ellenet 
que non rate soloriam denectata sus exe-
ruptas cume reium que dolupta tiusdant 
repudio inis et doluptatqui doluptio offi-
cie ndiciusant pra volorem remoluptatio il 
id quibus, sequo blautatur, idest aceatem 
autem late doluptatio est as nistotat laces-
tenisto intur, estrum quos velluptas et es 
ex endelit essimus unt veribus net aut reici 
odio omniminctus, quam exero que rate 
cullabo. Nequi optatiam ditatur, omnim 
aut libus, endaecu llecea dolecat emposa-
peri beatius autas sus qui doluptaspis ma 
quam aut quae laborereped et aut plique 
istis am as alit aut rerspelecti tesciasim ali-
tasi iurendam escimus, corepta pro cum 
derrumquid mossuntin corum estibusdae 
cus ellendenesti qui beate optat dolupis 
quaepelenit atibusanima quasincim ut do-
lorio nsequi occuptatiis quibustem facear-
um non none nimi, corerum repe saector 
epuditat quamet vollupicae cus, quam qui 
cupta comnistrum faceped es qui omnis 
sed moluptatur, omniasi mporibus is deli-
atinus nullitis et ate lab ipsum eaquis est la 

simillic to beaquam quam harum faceri-
bus illupta volupid electat et repta que co-
net ium quis plibus, andae nullupt atem-
por epeles a que qui dolent.
Ibus vent aut exped qui nempos namus, 
omnis invella boribus suntur? Ebis eium 
aut vendita quatatquatum quae dolupta-
quas untemquia perum as alique eatur 
apite vellate cearum ratur?
Omnihit atiorio mos eiunt faccum quam, 
intur? Quibus quo optaquis et fugitat em-
quatibus.
Et omnisti di as enimusto to dit quibus so-
les etus aut quam, sa doluptatur mi, quiat 
is coreic te vel everspit ipsunt quam faces-
tibus sit quis dento vendant aspeleseceat et 
enti dio ex et int quid ut a quo tem et odit 
ventisto que conseque voluptatibus dol-
landa cum iuntem hic tem harcil molor-
poressi quiderae vent ipistet eaqui cus ero 
doluptae videm sincipis diciandit aspid ut 
doluptio. Fuga. Et venimen impost laccae 
ium intiaerit ommod que nonserc hiliquas 
apis qui num, officiet, te officab oreius do-
lut quam iunt alibus rate quam isque volo-
reperrum volecest aut eleni conse verepero 
quiscidi aut prori omnimax imaximodi 
dolendunt volutem aborestrum vellaut di 
commodis qui asincti dem quatibus res 
aut esciatiae consequatem incit, amus adis 
eos dolo ide et adissit dolenih illendit, ini 
omniandest omnimporecae ma dolorepe 
omnimin plautent.
Ximus autesti oriorecerio. Nam ratur sa 
doluptatiur as sandae la pratemque debit 
ulloritat faciet, se velicta tumqui in nons-
Rest aut odi quist, odipsum dolor sum 
sum cum ipsa sum quibus, estio di temod 
quid milit magnit, ut occum alique debis-
tem il int, sum accus.
Henis dit dipsus, sin consenis sime aspe-
ra sitis magnis cum ium vellab inti utem 
eumqui quatque vendusc ieturiori om-
mos susdae non net aut que pori resciur, 
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Equam, nes dit qui tota es 
etur? Hentem quiatatem que

Parchil Lorepernatem

Soluptae sanis aut de pratem 
voluptaqui delit quia delectus 
eictat. Parcipid moditia volo 
maio blam, que aut eici oditi 
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Lines, Frames, Outlines and Boxes...
In common with planning a house from the base-
ment to the roof, a grid and axes are initially drawn 
upon for presenting the design in a well-thought-
out order and communicating with those  involved 
in the  project. A grid system is a set of measure-
ments a graphic designer can use to align and 
size objects within the given format. The content 
primarily  determines the structure of the grid. 

1 Text and image are placed on separate 
 pages and relate to each another.

2 A space-filling headline is balanced with
 a strong image.

3 A smaller image on the right side lends
 balance to the large image on the left.

4 Text and image are placed on the same 
 page with a caption.

5 A balanced layout on both sides
 separates the pages into two halves.

6 The left side containing the large image 
 attracts the beholder’s attention. 

7 Rhythm is introduced by the allocation of 
 text and images in a flowing sequence.

8 Text and images follow the grid in
 a sporadic fashion. 

9 Large and small pictures relate to 
 each other.

Text and Imagery 
How to Arrange Your Document

Types of Grids 
And Which Works Best

Single-column grids are generally used 
for continuous running text, such as 
 essays, reports, or books. 

Two-column grids may be used to contain
separate columns, such as text and pic-
tures, or text and separate explanations.

Multi-column grids afford greater 
 flexibility. Multiple columns of varying width 
are useful for magazines and websites.

Hierarchical grids divide the  
page into zones. 

In addition to creating vertical zones with 
the columns of the grid, pages may also be 
divided horizontally. 

In addition to creating vertical zones with 
the columns of the grid, the page may also 
be divided horizontally.

These sample layouts offer an abundance of 
 possibilities. When text appears as a simple, linear 
narrative, it is recommended to set it out as a single 
block. Margins and text blocks should be  regarded 
as a proportional system, a separation of typo-
graphic parts that support the text. The manner in 
which text blocks are placed on the page wields an 
impact on the overall tone of the message being 
conveyed to the reader.
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Sample folder

 Images 

 Print 

 Design 

 Fonts 

 Orga 

 PDF

 Texts

Processing: How to Maintain an Organised Desk
The most important aspects of the compilation of a 
document involve a well-organised and fully fledged 
project plan and an organised desk. The first task is 
to label files with project codes or  numbers, so that it 
is instantly possible to store information  accurately. 
This may be termed “Processing”.  Designing a sys-
tem for these codes/numbers is  entirely at the discre-
tion of the individual, the only rule being that once 
a system has been ascertained, it should be applied 
consistently across all projects. One sugges tion is 
to take the first three letters of the client’s name, or 
the year and month the job is to be completed.  It 
is recommended to create a folder with sub- folders 
on a hard drive and within an email account. As 
corre spondence and attachments start to flow back 
and forth,  information, messages and files may be 
 archived and stored in an organised manner.

Design Process 
How to Approach Key  
Design Principles

Important:  
Name and manage your folders correctly.
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Projektname
Anlage für Afrikanische Menschenaffen

Tierarten
Bonobo (Pan paniscus)
Gorilla (Gorilla)

Auftraggeber
Land Baden-Württemberg
vertreten durch: LB Vermögen und Bau BW

Architektur
Hascher Jehle Architektur, Berlin

Landschaftsarchitektur
Möhrle + Partner, Stuttgart

Fachplanung
Weischede, Herrmann und Partner GmbH, Stuttgart  
(Tragwerk); Officium, Design Engineering GmbH,  
Stuttgart (Tragwerk Netz); Rentschler und Riedesser  
Ingenieur gesellschaft mbH, Filderstadt (TGA);  
GN Bauphysik Ingenieurgesellschaft mbH, Stuttgart  
(Bauphysik); IFT Institut für Tageslichttechnik, Stuttgart  
(Licht); Klett Ingenieur GmbH, Fellbach (ELT);  
Ranger Design, Stuttgart (Informations- und Leitsystem)

Fertigstellung
2013

Gesamtanlage
Wilhelma –  
Zoologisch-Botanischer 
Garten
Wilhelmaplatz 13
70376 Stuttgart

Tierbestand (2016)
Tierarten: 1.214
Individuen: 10.259

Gesamtfläche 
30 Hektar

Eröffnung 
Zoo seit 1953 

Anlage für  
Afrikanische Menschenaffen
Stuttgart

Oberhalb des Neckar, inmitten eines im ersten Drittel des 
19.  Jahrhunderts angelegten englischen Landschaftsparks, 
befindet sich Stuttgarts Zoologischer Garten, die Wilhelma. 
Folglich ist es nicht verwunderlich, dass die erste der in den 
Leitlinien genannten zentralen Aufgaben der  Wilhelma nicht 
wie in vielen anderen Zoos die Wissensvermittlung ist; viel-
mehr soll der Zoo Stuttgart für die Menschen ein Erholungs- 
und Ruheort sein. Ein schöner Gedanke – und da das mensch-
liche Gehirn im entspannten Zustand am besten lernen kann, 
können Punkt zwei und drei der Leitlinien – Wissen über Tiere 
und Pflanzen zu vermitteln und zu mehren – umso besser er-
füllt werden. Das neue Menschenaffenhaus ersetzte das alte, 
aus den Siebzigerjahren stammende Gebäude, das nicht mehr 
zeitgemäß war und nicht länger interna tionalen Standards ent-
sprach. Der Neubau sollte für die in der Wilhelma gehaltenen 
Menschenaffenarten  – Gorillas und  Bonobos (Zwergschim-
pansen)  – bestmögliche Lebensbedingungen schaffen. Dem-
entsprechend hohe Anforderungen wurden an das Gebäude 
gestellt: Das in den vergangenen Jahrzehnten stetig gewach-
sene Wissen über Menschenaffen und ihre artspezifischen Be-
dürfnisse floss ebenso in die Planung ein wie die Erfahrung 
aus 55 Jahren Menschenaffenhaltung und die aktuellen Hal-
tungsrichtlinien der Europäischen Erhaltungszuchtprogram-
me (EEP). Entstanden ist eine Anlage, die den Tieren mit 
4.500 Quadratmetern deutlich mehr Platz und Lebensqualität 

bietet als die vorherige Unterkunft. Darüber hinaus wird sie 
den jeweiligen Sozialsystemen und artspezifischen Bedürf-
nissen von Gorillas und Bonobos besser gerecht; die Tiere 
genießen höheren Komfort und haben mehr Beschäftigungs-
möglichkeiten. Besonders bei der Haltung von Bonobos kann 
es zu  Komplikationen kommen, wenn nicht die Möglichkeit  
einer zeitweiligen räumlichen Trennung gegeben ist. Die 
Zwergschimpansen leben in einer komplizierten Sozialstruk-
tur; eine Gruppe teilt sich immer wieder in kleinere Gruppen 
auf, um sich nach einiger Zeit wieder zusammenzuschließen. 
Das neue Gehege lässt sich in einzelne Bereiche abtrennen, 
aber auch zu einem einzigen großen Gehege vereinen. Der 
Charakter des denkmalgeschützten  Rosensteinparks mit sei-
nem alten Baumbestand und den bewusst gesetzten Sicht-
achsen sollte durch das neue Menschenaffenhaus nicht mehr 
als nötig verändert werden. Das Gebäude verläuft daher in 
 einer s-förmigen Linie um die bestehenden Bäume herum und 
fügt sich diskret in die Landschaft ein. Dabei bildet das be-
grünte Dach einen fließenden Übergang zur Grünanlage des  
Außengeheges, das von einer Stahlnetzkonstruktion über-
spannt wird. Das leichte Netz wird von schlanken Stahlstüt-
zen  – einer Art künstlichen Wald  – getragen, die als Klet-
tervorrichtung und Ruhestätte dienen. Künstliche Lianen, 
Hängematten und Schlafnester sind in das Tragwerk inte griert 
und übernehmen die Funktion des natürlichen Astwerks.

Foto: Hugo Jehle

Erläuterungsbericht

Zeitgenössische Zoobauten

Das Stuttgarter Menschenaffenhaus befindet sich auf dem 
topografischen Höhepunkt der Wilhelma und steht kenn-
zeichnend für die vierte Generation von Zoobauten, die nach 
einer  Fusion von Landschaft und Architektur strebt. Die  
Außenhaut des Gebäudes wird quasi zur Camouflage und bil-
det dabei einen fließenden Übergang zu den von einem Stahl-
netz überspannten Außengehege. Auch im Innenraum ist die 
Topografie des historischen Parks in Form von Rampen er-
fahrbar, die in sanftem Schwung an den verglasten, natürlich 
belichteten Innengehegen der Tiere vorbeiführen.

Auswertung 

Management of  
Form and Space

(2) Clear navigation points
Running heads or straplines appear 
on each page to allow readers to 
quickly locate areas of interest.

(1) Headings and sub-headings
The heading is the title at the start of a 
page or section. The sub-heading is a 
second ary heading in this chapter or article. 

(5) Icons/diagrams
These add meaning to theory by  
showing basic principles in action.

(6) Introductions/explanations
Forewords to special sections 
outline the basic content.

(3) Body text
This denotes the main content 
of the printed matter.

(4) Additional information
This involves important data 
or information which is related 
to the content.

(7) Key visual elements
Strong visual elements or eye-catchers  
communicate and identify the story.

(8) Folio numbers
Folio or page numbers help to navigate 
and should be easy to locate. 

(9) Photo credits/captions
These provide image details and 
commentary to guide the reader in the 
exploration of the visuals displayed.

7 9

1

3

2

5

4
6

8

Layout of a design by Bierut, Michael: How to use 
graphic design to sell things, explain things, make 
things look better, make people laugh, make people 
cry, and (every once in a while) change the world. 
London 2015, p. 30

The purpose and the audience is clear.
The components and definition of qualities are clear.
Text and images are selected.

ü
ü
ü
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Layout of Project»It has been said that, at its 
best, preservation engages the 
past in a conversation with 
the present over a a mutual 
concern for the future.«
William Murtagh
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A Magazine Cover Has One Job –
To Capture the Attention of the Buyer
There are a many ways to accomplish a  succesful 
cover design and they all have one thing in  common: 
the concept must be simple. You might think of your 
book cover as a billboard. Just like vehicles on the 
motorway, your buyer is speeding by.  Statistics 
show that readers look at a cover for only seven 
seconds, on average, before making a decision 
to buy, or not. Focus is the key. The front cover 
must drill down to your core message. The title 
should generally be large and easily legible. There 
should be good contrast between the title and the 
 background. Simply put, this means a light title 
against a dark background, or a dark or colourful 
title against a light background. The simpler the 
 design, the better. Covers that are too »busy« or that 
contain overly ornate fonts or too many elements 
will confuse the buyer. The cover must tell the story 
at one quick glance. The title should be legible when 
the cover is used in very small sizes and/or in black 
and white, as it may appear online or in catalogues. 
Test its effectiveness by printing it out in small size.

Step 1: Analyse a Magazine
Analyse a magazine with regard to its title and 
graphic design. Refer to established visual design 
principles in order to articulate your observations 
and discuss your opinion. Illustrate how documen-
tation is compiled and content structured. Exam-
ine primarily the effect on the reader, as well as 
the way in which content is put to effective use in 
terms of the dissemination of knowledge.
Step 2: Layout of Project
Create your individual cover page design, using 
an underlying grid. The page size must conform 
to DIN A4.  Create a grid with vertical columns. 
You may use any typeface, although those which 
are recommended include Helvetica, Frutiger, 
 Univers, Sabon. Choose different type sizes for 
the text, heading, captions etc. Arrange the follow-
ing components:
• Heading and sub-heading
• Clear navigation points
• Body text
• Cover image (key visual element)
• Price, Issue number, Date

Layout of Project
Create a Cover Page
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MMH H1.1
Magazine

Analysis
novum

Wai Hin Wong
Zena Bshara

Design (font & graphics) 

• Font: a type of font for German while another one for English, BUT 
font size too small

• Pages: always have separated photographs

• Background: mostly white except for the main theme part that uses 
the same colour like the cover page

• Space between photos: well arranged and readers feel comfortable 
to read even with many photos

• Incorporating ads in 
the general theme of 
the magazine

Ads

“Haptic”
experience
• A different kind of 

finishing process or a 
different kind of 
material of the paper 
is presented in 
almost every issue to
create different haptic
experiences

• Author name: only after the 
paragraph, not obvious

• Space between paragraphs not 
obvious enough

Layout

Content Page
• Not in order
• Messy and jumpy
• Complicated to the 

readers

• BUT interesting!

Layout (columns & paragraphs)

• Author name: after the paragraph, unusual and doesn't stand out

• Columns: usually 2, quite well-arranged margin

• Caption for photos: not always

• Space between paragraphs: more space needed

Conclusion

• Very creative, simple, elegant and eye-catching design and colour

• Always incorporating new techniques

• Introducing interesting ideas e.g. the name “novum” without a single 

capital letter

Analyse a Magazine
Presentations
by Wai Hin Wong, Zena Bshara
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Advantages & 
Disadvantages 

Magazine Analysis 
 About 《Global Architecture》 

Impression Details Conclusion Comments Concept 

The very first 
impression 

The features of 
each main parts  

The main topic 
of the magazine 

Our opinions 
and WHY  

Details-Remarkable Single Pages 

P17 Perfect Modulus  

Well Fit Picture 

Enrich Layout 

Impression-First Look 

TARGET SUBJECT: GA No.85 2005 

Cover 
• Square Shape  
• Clean & Simple 
• Conservative 
• High Contrast 
• Elegant 
• Interesting  
 
 
 
 
 
 

Details-Remarkable Single Pages 

P45 Perfect Blank 

Blue Print Version & Natural Cutting 

Advanced Color Experience 

Proper Position of Text 

Details-1st Project within: OMA 

OMA Project 
This is the first project edited in this 
magazine, and this is a Theater 
Design in Texas, USA. We chose this 
part of the magazine to analysis 
each pages. 

Page: 10~15 

Conclusion-How To Make One 

• •
1) Choose the right colors 
and make sure the colors 
are connected to the topic. 
 
2) Do not put too many 
colors in a single page, 
keep each page clear & 
simple. Keep the colors 
relevant to the topic. 
 
3) It’s better to choose 
different levels of the same 
basic color and use them 
in one page. 
  

•
1) Find out the right mod-
ulus that fit the size of the 
page, and set the right 
amount of sections in each 
page. 
 
2) Try to make every single 
pages looks enrich . 
 
3) If it has to be a gap or 
an empty space, choose 
the proper scale and 
shape of that zone. 

1) Proper character size, 
character distance and line 
spacing. 
 
2) Proper scale of illustration. 
(length & height) 
 
3) Set the right amount of 
illustration, don’t make it too 
squeezed. 
 
4) Learn to use the right 
Logos and headlines. 

Visual Section 

Concept-What’s GA? 

TARGET SUBJECT: GA No.85 2005 

Contents : 
• Global Architecture---GA 
• Architecture Magazine in Japan 
• Architecture Design 
• Latest Projects 
• Newest Thoughts 
 
 
Expectations : 
• Good Visual Experience 
• Enough Information 
• Illuminating  
• Digestive 
 
 
 
 

Details-Remarkable Single Pages 

P35 Three Stages Pattern 

Perspective 

Technical Drawings 

Text 

Details-Contents 

X2 

When we first opened the 
magazine, we saw two pages with 
green color and photos of global 
famous giants of architecture. 
We first thought those green pages 
were simply for the introduction of 
those people. But at last we figured 
out these pages were actually 
CONTENTS.(Because there were 
some page numbers below every 
names and barely can not be 
noticed.) 
 

So, the problem is this CONTENTS 
is not easy to read or to understand. 
Because even the page numbers are 
disordered. So this CONTENTS is 
not functional enough. 
 
 
 

Comment-Whole Magazine 

Advantages & Disadvantages 
Square Shape • 

Clean & Simple • 
Conservative •  

High Contrast • 
Elegant • 

Interesting • 
Curious • 

Proper Gaps •  
Comfortable •  

Logical • 
Enrich •  

  
 
 
 
 
 
 

• Color Imbalanced 
• Lack of Creativity  
• Heavy Color  
• Boring Repetition 
• Space Overloaded 
• Too Many Colors  
• Unnecessary Blank 
• Instable Layout Skill 
• Weak Overall Sense 
 
 
 
 
 
 
 
 

Details-1st Project within: OMA 

P11 Advantages & Disadvantages 

Space Overloaded 

Confusing Empty Space 

Color Imbalanced 

Attractive Bright Color 

Improper Gap 

Conclusion-How To Make One 

• •
1) Make the different 
section with their own 
functions and make them 
clear and understandable. 
 
2) It could be creative to 
put different functions 
together but it should be 
logical and recognizable. 
 
3) Don’t miss the impor-
tant functional sections 
when editing. 

•
1) Theme and topic should 
be relevant in the same 
page. 
 
2) Make the theme easy  
to understand and inter-
esting for the readers. 
 
3) It will be better to show 
the themes in different 
ways by different elements 
like picture, words and 
shapes. 

1) Keep the main order 
clear and simple in one 
page. 
 
2) Don’t create too many 
different orders in one 
page, it could be conf-
using and hard to read. 
 
3) It’s clever to set the 
order naturally connected 
to the illustration and 
regular reading habits . 
  

Logic Section 

Analyse a Magazine
Presentations
by Quangeng Wang, Chang Cui, Tianyu Yang
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1.Line 
Helps direct the eye  
Creates emphasis 
Give a sense of  movement 
 
 

 
2.Scale 
Draws attention  
Creates emphasis 
Aids Hierarchy  

20 Elements of  Design Editorial 

!   Diversity in typography 
size and color  

!   Using bilingual text for 
two groups of  target 
audience (Spanish and 
English)  in two colors 
of  blue and black 

!   Contrast  

!   Balance  

 

Elements of  
an Article 

Page 
!   Running Head 

!   Headline 

!   Credits 

!   Intro/kicker 

!   Image and Image Caption 

!   Folio 

!   Pill Quote 

!   Body 

!   Subhead  

Articles 
!   Balance in composition between text, titles, picture and other 

elements  

!   Using visual elements such as photos, maps and computer 
aided designs 

!   Brief  in text and comprehensive in visual elements  

Magazine 
Analysis 

 
 
 
 
 

2G International 

Architecture Review  
 
 

Imprint 

 

!   Using the magazine’s 
masthead typography as 
the background layer 

 

 
15. Direction 
Gives viewer a path to follow  
 
 

 
16. Rules 
Learn design rules but don’t feel limited 
to thembreak the rules the right way  
 
 
 

17. Movement 
Brings life to designs. Blur effects, motion 
lines and waving effects can be used as 
strong movement elements 

 

Contents 

! Typography, headlines, 
in bold, colors and 
hierarchy is used to 
bring the readers 
attention to the point.  

!   Running Head: They are navigation elements that guide the 
reader. Running heads should be carefully designed to reflect the 
style and tone of  the magazine. Not all pages need running heads 
but  place them at the beginnings of  the sections.  

!   Headline: Headline is the first and most important textual 
element. Place the headline at the top and set it in the bigger size 
regarding other text elements on the page. 

!   Credits: Provides information about article’s author or 
photographer. If  the article is written by a famous journalist and 
images are taken by photographer you should place credits just 
below headline or below the intro text but if  you are using stock 
images and you outsource writing of  the article you can place the 
credits vertically near the gutter. Set it in the same size as body 
text or it can be set few points larger. 

 

!   Appropriate use of  headline, subheads, intro, body  

!   Photos, photo captions, graphics and visual illustrations are 
explanatory and descriptive 

!   Creative composition and using two facing pages as a single 

 

Cover 
 !   Masthead typography attracts 

readers using the large size and 
contrast in colors 

!   The theme color(red) emphasis 
on symbolic meaning of  red 
color in Chinese culture  

!   Consistency in Design  not 
only from one page to another, 
but also from one edition to 
the next  

!   Thematic color  

!   Typography, font size 
and color 

Analyse a Magazine
Presentations
by Taraneh Damghani, Narjes Tamalli
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Guo Xitong, Amit Paul Narjes Tamalli, Taraneh Damghani

Layout of Project
Create a Cover Page
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MAUSOLEUM

The former burial place of 
the Dukes of Anhalt is in 
today's Tierpark Dessau 
in Dessau-Roßlau district 
Ziebigk. The mausoleum 
was built in1894-1898 by 
the architect Franz Heinrich 
Schwechten

1. February 2017
€ 7.00

CLASSICISM TODAY

N° 8KUPPEL

Classical monuments
 in Sachsen-Anhalt

Feature

Jawdat Hashim al Hussaini Al-Hussaini Karim Muhammad Mahmoud Hassan AmerOlga Migolateva

Qiaoqi Chen, Mengqi Yang Palapareddy Sai Prasanth, Sumira Zia, Zainal Aabdin, Ifeoluwa Olajumoke Olawuyi

Zena Bshara, Wai Hin Wong

Guzel Aybusheva
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Suna Irem ÖkerYiran Yue

Peijin Guo
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Onuoha, Chukwuma Onuoha

Sara Zaineldin

Leo Nyuyseni Tanlaka

Nzubechukwu Chukwuebuka Ezeonyi, 
Chizoba ChikwadoEkwuilo, Mark Tanjo 
Tangke Maradona

Elnaz Mostaan, Abbas Mouawia, 
Jiand Sanjarani Pour

MMH
Preservation of Buildings

ISSU
E 01 $24.95

 Preservation for Historical Building 
in 21st Century

Mausoleum Dessau  Bauhaus Dessau  Tomb Georgium Luisium The Dessau Masters Houses

Winter 2017

Shaden Samih Saber Abu Amrieh
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