Hacneams W (OPMUPOBAHMI HALMOHANbHOMW WAEHTUYHOCTM B YCIOBUSX COBPEMEHHOMO
ob6ulecTBa. AHanM3 COBPEMEHHbLIX MOAHLIX TPEHAOB BbISIBMIT HAanuuMe Mogenen, KoTopble MOryT
ObITb YCMELHO 3aMEHEHbl WIM OOMOSHEHbI 3NeMeHTaMuM HapofHoro KocTioma. Kpome Toro,
n3yyeHne OeaTenbHOCTU COBPEMEHHbLIX OpeHO0B AEMOHCTPUPYET PacTyLLUn UHTEPEC K HAPOLHOWN
TemMaTuke W YyCrelwHoe BKIIYEHWEe TPaaMUMOHHBIX MOTUBOB B COBPEMEHHbIE Ou3aliHepcKkue
peLLeHus.
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Abstract. The article deals with the intersection of graphic design and semiotics — the study of
signs and symbols — demonstrating how semiotic principles enhance design effectiveness. Signs
and symbols, whether overt or subconscious, shape perception and cultural meaning, making their
understanding crucial for designers. The paper examines how symbols function as associative
models rooted in cultural traditions, referencing theorists such as F. de Saussure and Cassirer to
highlight the dynamic relationship between form and meaning. Additionally, it analyzes the role of
color, shape, and typography in nonverbal communication, illustrating how these elements
influence emotion and interpretation.
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According to the American Institute of Graphic Arts (AIGA), graphic design is characterized as
"the craftsmanship and practice of arranging and projecting thoughts and encounters with visual
and text based content" [1]. In simple words the main goal of graphic design is to be a tool of
visual communication and a designer is an intermediary that can transmit messages using such
things as images, typography and colors.

In our society communication formed in such way that not all messages contain words.
Anything can be considered a message if it causes a reaction within a person even if it happens at
a subconscious level. In that case, information comes in the form of so-called signs or symbols. In
the field of science, their study is carried out by semiotics.

Semiotics hinges on the concept of signs and symbols. A sign represents something beyond its
immediate self, and a symbol is a type of sign that signifies its object by an arbitrary convention.
While “signs” most commonly refer to the elements of language and other symbolic
communication, it also may denote any means of knowing about or representing an aspect of
reality. Accordingly, semiotics has developed as a branch of such traditional disciplines as
philosophy and psychology. In the social sciences and humanities, including communication
research, semiotics became an influential approach, particularly from the 1960s. The objects of
analysis ranged from artworks and mass media to the life forms of premodern societies, but
studies were united by a common interest in culture in the broad sense of worldviews that orient
social action [2].

Usually, signs and symbols are recognized intuitively and few people actively choose to think
about where these symbols come from and how exactly this way of communication works. But in
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the profession of a designer, this aspect is extremely important and studying semiotics helps to
make a design more thoughtful and effective in conveying a desired message to the public.

The peculiarity of symbols is that they are the most ancient associative models of thinking,
fixed by the tradition of a particular culture in different sign systems. Symbolization of meaning is
an important relevant feature of design. A symbol is a concrete object that acts as a sign of the
abstract. According to F. de Saussure, "a symbol is not completely arbitrary, it is not completely
empty, it contains a rudiment of a natural connection between the signifier and the signified" [3,
p. 69].

A symbol is "a sensory embodiment of the ideal" (Cassirer), a sign that points to something that
is not itself, or replaces something else. The direct meaning in a symbol is equal to the abstract:
an abstract idea is encoded in concrete content in order to express the abstract through the
concrete, but the concrete is also encoded by the abstract in order to show its ideal, abstract
meaning. Thus, the meaning of both the abstract and the concrete is enriched: the sun is a symbol
of gold, but gold is also a symbol of the sun [4, p. 99].

According to A. Buyevich, unlike a simple sign, a symbol does not "fit" within the limits of any
one of the semiotic systems and assumes their joint use in organizing connections between a
sensory-perceived form and its meaning. For example, the symbolism of the cross brings together
various sacred and religious meanings: soteriological, eschatological, kerygmatic, and others.
Often, the meanings of religious symbols can form complex structures, overlapping each other. In
temple architecture, for example, all its elements are endowed with connotative meanings: the
steps of the temple begin to symbolize the ascent from the earthly to the heavenly; windows with
built-in stained glass not only illuminate, but become symbols of light that is no longer physical, but
metaphysical. The gates separating the sacred space of the temple from the secular space, and
then the altar barrier or iconostasis, serve not simply as means of dividing the space into zones,
but as symbols of the transition from the secular to the sacred, from the earthly to the heavenly [4,
p. 100].

Some symbols are quite specific and easy to spot on. For example a heart symbol represents
love and a thumbs-up is a universal sign of approval across many cultures. These are a kind of
symbols everyone is familiar with regardless of whether they know their origin or not. But there are
also less noticeable ones that can influence a person without them being aware of that. In
everyday life people rarely think about why the advertisements they see use these specific colors
or why this particular font was chosen for a business card. Even the placement of objects in the
design conveys the hidden message “Look here first.”

Semiotics covers almost every area of our lives to varying degrees, but for design and
advertisement it's a key aspect to its effectiveness and value. Through careful selection of colors,
shapes, fonts, and other elements, designers can create posters that motivate people to take
action, branding that leaves a good impression, packaging that attract tons of customers and many
other design objects.

The perception of colors is determined by both cultural and biological factors. It's no secret that
different colors create different moods and can greatly influence the impression of an object. The
ability to correctly apply and combine colors is a matter not only of aesthetics, but also of precision
in conveying the message.

Shapes can carry meaning much in the same way that colors can. Many of these subconscious
meanings have ancient roots, and are still used in art and marketing today. Simple or complex,
smooth or sharp, angular or rounded, all these things affect the overall picture. One popular
example of shape perception is "Kiki and Bouba" phenomenon. When people were given two
random shapes and asked which one they would call Kiki and which one they would call Bouba,
most said the more angular and sharp one was Kiki and the softer and rounder one was Bouba.
These words themselves don't mean anything, but this experiment once again proves that our
brains are constantly building associations that we can use for nonverbal communication.

Fonts are another powerful communication tool. Sometimes the message itself is less
important than the font it was written in. Fonts can refer to different historical periods, countries,
and art styles. Even the font size has its own meaning. As an example, we can even cite the
modern style of communication on the Internet, where texting in Caps Lock is used to represent
strong and intense emotions such as anger, surprise or joy, because subconsciously we associate
bigger letters with louder speech.

All these things are just a few examples of symbols that speak to the viewer in their own
wordless language, the possession of which makes the designer a true master of their craft. It
confirms the idea that graphic design and semiotics are inseparable concepts. Every design is
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essentially an object of semiotics and knowledge of its rules gives the author control over the way
their work will be perceived. The study of semiotics takes the profession of graphic designer to a
new level, where simply making things pleasing to the eye is only a small part of it and visual
communication becomes its main goal.
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Bumebckuti 2ocydapcmeeHHbIl mexHono2u4yeckull yHugepcumem,
2. Bumebck, Pecniybniuka benapyck

Pedepatr. Paboma nocesileHa IUH280KYIbMYyporioau4eckoMy uccnedosaHuto 00HO20 U3
KIIro4esbiX KOHUenmos — KoHuenmy mpyd u criocobam e2o perpe3eHmayuu Ha OCHO8e
JNleKcuKoepaghbu4yecKux UCMOYHUKO8 8 beriopycckol, pycckol u aHeutcKol TUHe8oKynbmypax. B
pabome npedcmasneHa ceo0Hass mabnuya ceMaHMUYeCKUX KOMIOHEHMO8 KoHuyernma mpyo 8
berlopyccKkoM, pyCCKOM U aHaiulckoMm s3bikax. Cmambes makxe rnpednazaem cpasHUMesibHO-
corilocmasumerbHbIl  aHanu3  ¢hpaseonoaudeckux eOuHuUy  beslopycckoz2o, pPycckoeo U
aHaulicKkoeo S3bIKOo8.

KnoyeBble croBa: KOHLUENT, TPyA, penpe3eHTaunda KoHuenTta, JMMHIBOKYIbTypa, CpaBHEHUue,
conocTtaBlieHune.

M3yyeHune KOHLIeNnToB, penpe3eHTUpyeMbIX CpeacTBaMmn A3blka ABMNSETCS OAHOW U3 OCHOBHbIX
3aga4y COBPEMEHHOW NUHIBOKyMbTyponorun. Tpya saBnsieTcss ogHMM M3 6a30BbiX KOHLENTOB, BO
MHOrOM onpefensalWwmnx yCcrnewHocTb pas3BuTust obuiectBa. AKTyanbHOCTb WCCMELOBaHUSA U
onucaHusa KoHUeNnTa Tpyad SABMASETCA HECOMHEHHOW [AONs FIMHIBMCTOB, paboTalwwux B pamkax
MIMHIBOKYNbTYPHOrO MccnegoBaHus. Llenb HanucaHus ctatbM — MpPOBECTM COMOCTaBUTESbHbIN
NVHIBOKYNbTYPOMNOrMYEeCKUIN aHarnm3 rnekcuyeckux N paseornormyecknx eauvHuL, co 3HayeHuem
Tpya B 6€nopycCKon, PYCCKON U aHTNIMMCKON NINHIBOKYbTYpPax.

Mpn nposefeHun unccnegoBaHWs  UCMONb3OBaANCA MeTOA  KOHLUENTyanbHOro aHanuaa.
MaTtepvanoM uvccnegoBaHus MOCAYXWUNWM  MEKCUKOrpaduiecknini  UCTOMHMKM  Benopycckoro,
PYCCKOro W aHrfNNCKOro A3bIKOB.

KoHuenT Tpya npencrtaBneH B 6enopycckoM SA3bIKE KYeBbIMK fiekcemamy pabota, npaua,
pabiub, npauaBaub, B PYCCKOM $3blke nekcemMamu Tpyn M pabota, Tpyoutbcs, paboTtaTb, B
aHrnunckom sa3bike work u labour.

CpaBHMM JaHHble U3 TOMNKOBLIX CroBapen Tpex CpaBHUBAEMbIX A3bIKOB. « TOMNKOBbLIN CrioBapb
Genopycckoro s3bika» NpUBOAMUT 4 3Ha4YeHUs NekceMbl Npaua, u 6 3HavyeHui nekcemol padoTa [1].
Mo cBegeHusM, nony4yeHHbIM M3 « TONMKOBOro cnosaps pycckoro a3bika» C. W. OxeroBa nekcema
paboTa B pyccKOM f3blke MMeeT 7 3HadeHuin, a Nnekcmdeckasd eguHuua Tpyd 5 3HadeHun [2,
c. 1214]. B aHrMUMACKOM 43blke nekcemMa labour HacuuTbiBaeT 5 NEKCUYECKUX 3HaYeHUH,
OTNIUYHBIMKU OT PYCCKOro U 6enopycckoro A3blKOB SABMSIOTCA 3HAYEHUS Mepuog BpPeEMEHUM Unu
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