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HISTORICAL ASPECTS OF THE DEVELOPMENT OF VISUAL COMMUNICATION
DESIGN IN CHINA

The article analyzes the historical aspects of the development of visual communication design in China, starting from
the oldest forms of traditional Chinese visual language to modern communication strategies in conveying messages.
The level of changes and transformations that took place in the field of visual communication design in China during
the 20th century is highlighted in the context of social and political events. A perspective vision of the development of
China'’s visual communication design in the context of globalization influences has been formed. The purpose of the
article is to reveal the specifics of the development of China s visual communication design in terms of historical develop-
ment. The study proved that the presence of a developed centuries-old tradition of art and communication, philosophical
and cultural assets became a solid foundation for the development of graphic design today. It was found that political
events in the 20th century had a significant impact on the development of design. The socio-political processes taking
place in the country influenced both the content of the projects and the general approaches to creating graphic images
and forming a message. It was found that the policy of openness allowed the design of visual communications to acquire
a new development and establish itself during the last three decades as an important professional field. International
communication, economic growth, technological development have activated all modern directions of graphic design.
It was found that modern Chinese designers, often having European professional education, think and design under the
influence of Western practices, demonstrating direct borrowing of universal approaches. At the same time, they explore
the visual elements that were used in the artifacts of traditional culture. Colors, symbols, stylistics of painting, calligraphy
are again updated in projects today and are valuable resources for designers in all areas of visual communications. The
synthesis of these two approaches and the rejection of stereotyped images of the past form a vision of China's design
development for the future.
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ICTOPAYHI ACIEKTH PO3BUTKY JINU3AHHY BI3YAJIbHUX
KOMYHIKAIIIA KUTAIO

Y emammi npoananizosano icmopuuni acnekmu po36umxy Ousaumy 6i3yaivHux komyHikayiu y Kumai, nouunarouu 6io
HAtOaGHIWUX YopM MPaOUyiiiHOT KUMACLKOL GI3YAIbHOL MOBU 00 CYYACHUX KOMYHIKAYIUHUX cmpameziil npu nepeoayi
nogidomnenv. Yeupasmueno pieenv 3win ma mpaucgopmayiil, aki 8i00yauUcy y 2anysi Ousaiiny Gi3yaibHUX KOMYHIKayil
Kumaio npomszom XX cm. y konmexcmi cycninono-nonimuunux nodiu. Cgpopmosano nepcnekmusne 6aueHHs po3eumxy
ouzauiny i3yanbHux KomyHikayiu Kumaro y xonmexcmi enobanizayitinux eniugie. Mema cmammi nonsieae y posxpummi
ocobaugocmell po3eumxy Ou3auny 8i3yanrbHux KomyHikayii Kumaio y 3pizi icmopuunoeo po3sumky. ¥ oocnioscenmi doge-
0€eHO, W0 HABHICMb PO3BUHEHOI 6a2amosikosol mpaouyii Mucmeymea ma KOMYHIKayii, pinocoghcorux ma KyiomypHux
Haobanb cmanu EMHUM NIOIPYHMSAM OJisL PO3GUMKY 2PAPIUH020 OU3AUHY CbO20OHL. Busieneno, wo cymmesuil eniueé Ha
Po36uUmMok ousaiiny manu norimuyni nodii' y XX cm. Cycninono-nonimuuni npoyecu, wjo 6i00y6anucsa y Kpaini, 6nausanu
SAK Ha 3MiCm NpoeKmis, makx i Ha 3a2aibHi nioxoou 00 CMEOPeHHs epapiuHux obpaszie ma opmy8aHHs NOBIOOMIEHHS.
Taxkoorc, nonimuuni npoyecu, a came NOAIMUKA 8iIOKpUMOCHI, 003601UNU OUSAUHY 8I3YANbHUX KOMYHIKAYIU HAOYMU HOBO-
20 PO36UMKY Ma YMEEPOUMUCh NPOMA2OM OCIMAHHIX MPbOX 0eCAMUIms K 8addciusa npogecitina cgepa. Miscnapoo-
HA KOMYHIKQUYIsl, picm eKOHOMIKU, MEXHON0SIMHUL PO3GUMOK AKMUGIZYEAU VCI CYHACHI HANPIMU 2PAPIUHO20 OU3ATHY.
Buseneno, wo cyuacni ouzatinepu Kumato, Maiouu 4acmo €8poneicyky axosy oceiny Muciames ma npoekmyoms nio
BNAUBOM 3AXIOHUX NPAKMUK, OEMOHCMPYIOUU NPSIMe 3aNn03UdeHHs YHIGepCanbHux nioxodis. Boonouac, éonu docnioicy-
10mb 8I3VANbHI elemenmu, AKi Oy sukopucmaui 6 apmegaxmax mpaouyitunoi kyremypu. Konvopu, cumeonu, cmunicmu-
Ka mpaouyitino2o HCUBONUCY, Kaliepais cbo200HI 3HO8Y aKMYydni3yiomsbCsa Y NPOEKmMax ma MOXCyms Cmamu YiHHUMU
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pecypcamu 05t OU3auHepis y 6cix cpepax eizyanvrux komyHikayiu. Cunmes yux 080x nioxoodig i i0mMosa io cmepeomun-
Hocmi 06paszie Muny1020 opmyroms 6auenns po3zeumky ousainy Kumaio na nooansuty nepcnexmusy.
Knrouoei cnosa: Kumatil, ouzaiin 8i3yanvHux KoMyHiKayiu, mpaouyis, Kariiepagis, ouzaunep, niakam, po3sumox,

i0enmuynicme.

Formulation of the problem. Today, the design
of visual communications is an extremely important
tool for solving problems related to human interaction
with the environment. The amount of information,
which is rapidly increasing, actualizes the issue of
increasing its visual compactness and effectiveness in
the context of both an international scale and in the
context of local cultures. In this perspective, China’s
design is one of the most promising and noteworthy
topics. This country plays an important role in the
global economy and culture. It is also one of the
oldest civilizations in the world with a rich cultural
heritage, including a rich tradition of art and design.

Analysis of studies. Scientists of the last decades
of the 20th century actively began to consider the
problems of the design of visual communications in
China. Works of researchers Chu, J. (1982), Wang, S. Z.
(1989), Wong, W.S. (1999; 2001), Minick, S. and Jiao P.
(1990); Turner, M. (1993), raised the issue of design
development during certain periods of the 20th century;
studied the influence of Western design on various
areas of graphic design, in particular, advertising,
packaging, and posters. Researcher Landsberger, S.
raised the issue of propaganda in the Chinese poster
1978-1988 (1994). Also, exhibitions and competitions
were held, which were accompanied by catalogs and can
serve as a fundamental source base for modern research
(Catalog of Graphic Design, 1996; Exhibition Catalog,
1999). In recent decades, the interest of scholars in the
issue of visual communication design in China has not
decreased. Researcher Wong, W.S. continues the study
of Chinese design in the context of globalization issues
(Wong, 2007); Knight, N. (2006) and Feifei, F. (2006)
focus on the search for national identity. At the same
time, the issue of detailing the stages of development of
China’s visual communication design in the context of
the historical and cultural background remains unsolved.
It is important to have a comprehensive approach
and the involvement of sources and publications that
highlight the broader general political and socio-cultural
context, as well as the issue of international exchanges
and professional trajectories of individual personalities
in recent decades.

The purpose of the article is to reveal the specifics
of the development of China’s visual communication
design in the historical and cultural context.

Main part. Today, the design of visual
communications is an integral part of the cultural and
economic spheres of life. Designers from all over

the world are engaged in the development of visual
solutions and effective communication strategies
to ensure success for their clients and users. In this
context, the study of the development of Chinese
visual communication design is particularly relevant.
China is a country with a long history and a unique
cultural heritage. Traditions and elements of Chinese
design have enormous potential for use in modern
projects and design solutions. Studying the history
and evolution of Chinese visual communication
design will help you understand the changes that have
occurred in design under the influence of technology
and globalization. It will also clarify which traditions
and visual elements of traditional culture remain
relevant and effective for modern projects.

The chronological limits of the research are
determined by the last decades of the 20th century
to the present day. But there is a need to briefly refer
to the historically oldest forms of traditional Chinese
visual language and communication strategies for
conveying messages. The earliest forms of China’s
visual language can be traced to material culture
objects dating from 5,000 BC (Hu, 2020). These
are ancient patterns, graphic motifs and symbols
(on ceramics, manuscripts, seals, etc.) that carry a
rich meaning and form a unique visual language of
Chinese traditional culture. An important factor, a
driving force in the field of visual communications
is, in fact, Chinese writing, the oldest monuments
of which date back to III thousand BC and testify to
the existence of rules for writing written signs and
their aesthetic interpretation (ancient signs (ba gua),
inscriptions on bronze, stone drums, etc.). The system
of ancient hieroglyphs appeared in the 18th century
BC and reached our time on turtle shells and bones as
an element of cult rites and fortune-telling. In general,
the most ancient styles of Chinese writing are united
by the term Guwen, which was gradually transformed
into a simpler way of writing Lishu and, later, into
the modern way — Kaishu (exemplary writing). In the
Tang era, thanks to the invention of the brush and ink,
the cursive styles of Caoshu and Xingshu developed,
and it was also possible to create printed books
(first from solid planes, and from the 11th century
with movable letters) (Hu, 2020). The universalism
of Chinese calligraphy, which has been actively
developing over the centuries, satisfying the spiritual,
aesthetic and communicative needs of a person, has
confirmed the status of the main element of design
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and artistic activity. This status is maintained by
calligraphy to this day.

Visual communications in ancient China were
manifested in the context of the functioning of
social activities and the economy — trademarks and
symbols (in the form of text or a combination of
text and symbols) were widely distributed from the
Song Dynasty (960-1127) to the middle of the Qing
Dynasty (1644—1911) (Hu, 2020). In the 19th century
promotional wooden signs with calligraphy
installed above the entrance areas of buildings with
information for potential customers are distributed.
The same form of communication was developed
in the period of the Republic of China (1912-1949)
until the middle of the 20th century to identify and
form the visual image of brands, promote goods, and
maintain competition with foreign companies. At the
same time, starting from the 20s of the 20th century,
visual propaganda also became widespread. It
gained a special momentum of development after the
founding of the People’s Republic of China in 1949.
During this period, the instability of social, political
and economic life negatively affected the sphere
of commerce, therefore, the need to form branding
systems and visual image is losing its relevance, and
political propaganda is becoming more relevant in the
field of visual communication design. The substantive
and figurative component in the design of visual
communications has also changed: the traditional
Chinese style, national symbols and figurative
approaches borrowed from other countries give way
to a new system of graphic symbols and images —
reliable tools of communist propaganda, conveying
the political opinion of the country’s new leadership.
The color red became a symbol of socialism and
revolution, and the five-pointed star in emblems and
logos symbolized the continents united in one socialist
world. The style of propaganda posters and brochures
until the 1970s often imitated the style of Soviet
socialist realism and appealed to heavy text messages
(with a dominant red color), portraits of communist
leaders, realistic images of handsome, courageous
men holding red books or doing manual labor
(Langfitt, 2012). In the 1970s, the policy of openness,
which provided for the strengthening of economic
and cultural communication, also influenced graphic
design. Posters became more experimental in style
and even ideological content was interpreted through
more diverse forms (landscapes, mythological
creatures, surrealist motifs, anime, European styles).

It is important to note that before World War 11,
graphic design in Shanghai gained intensive
development. In the 1930s, it was the largest city
in China, where elements of traditional folk and
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fine arts, as well as European and Japanese graphic
styles, were combined in the commercial works
of designers (Wong, 2003). They adopted world
trends in art and design, art deco style, cubism,
used geometry and ornamentation in the formation
of messages, experimented with composition and
colors, significantly expanding and enriching their
professional toolkit. In 1949, commercial graphic
design began to be perceived as a symbol of Western
life and the harmful culture of consumerism, therefore,
the development was somewhat slowed down and
received a complex vector. At the same time, the
achievements of Shanghai graphic designers survived
under the capitalist economic system in Hong Kong
and after the war. Hong Kong, which was under
the rule of Great Britain from the 1850s to 1997,
was the first Chinese city to develop international
trade and ties with the West, therefore, the design of
visual communications developed here much more
intensively than in China. In the 1960s, the designer
H. Steiner (a graduate of Yale University) opened
a practice here — one of the first foreign designers
and one of the most influential designers of Chinese
graphic design. His creative individuality was built on
a combination of European design and Asian elements
and symbols. Steiner introduced the concepts of
international design. He adapt conventional Western
design principle to the context of Hong Kong and
China (Wong, 2007).

The introduction of the policy of openness for
China, which was cut off from the outside world
for three decades, led to changes in the creative
sphere as well. Designers from Hong Kong and
Europe presented a new perspective on design in
China. Thanks to a calmer political climate, they
were able to demonstrate their own achievements
and export specific design methods and approaches
through exhibitions, events, and competitions.
Designers from China also increased their presence
on the international scene, thereby strengthening
the internal standards of the profession. In 1992,
the first interregional competition Graphic Design
in China ‘92 was held in Shenzhen, and in 1996,
the first professional community was formed in this
city — the Shenzhen Association of Graphic Design
in China (1996). Modeled after the New York Art
Directors Club, the association sought a way to define
the boundaries of professions, to standardize areas
of activity to avoid identifying design with fine arts
or crafts. This association organized two important
national events — Graphic Design in China ‘96 (1996)
and the poster exhibition «Communication» (1997).
In this exhibition, the designers rethought the state
and prospects of graphic design in China through the
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elaboration of traditional symbols and images in the
context of the relationship with Western influences.
The mentioned exhibitions became an example for
further organizational steps in the field of design. In
the following years, exhibitions in the field of poster
art are held timed to specific dates important for
China — the reunification of Hong Kong with China in
1997, the founding of the Shanghai Graphic Design
Association in 1998, the reunification of Macao with
China in 1999. In 1999 The Design Museum opened
in Beijing — a clear message about the importance
of the development of the design sphere in China.
In addition to the poster, the field of commercial
graphic design is actively developing. There is an
understanding of the importance of quality design in
the competitive international goods market. Because
often the «first-class quality» of Chinese goods had
an average price and third-rate «packaging» (Wang,
2019). For example, Guangdong Packaging Import
and Export Corporation designers Wang Yuefei and
Wang Xu tried to reverse this trend with commercial
projects, as the PRC needed to expand its export
market. A certain disadvantage of this process was
the distancing from the local visual tradition in favor
of internationally recognized solutions and, often, the
imitation of Western models.

Overall, over the past three decades, organizational
developments have allowed designers from China
to demonstrate their potential on the international
stage. All poster exhibitions help Chinese designers
accumulate quality work and gain international
attention and feedback for their work. A new aesthetic
in the design of visual communications is formed
from the combination of two positions: 1. The desire
to restore the new Chinese graphic identity with
the help of obvious traditional images and elements
(which can be traced in the designers Alan Chan,
Kang Tai-keung, Chen Shaohua); 2. Intentions to use
new Western theories and cross-cultural approaches to

MMCTCIJTBO3H3,BCTBO

...............................................................................

design (Wang Xu, Wang Yuefei, Chen Fan are adepts
of this trend). Increasing contacts in the international
arena and the opportunity to bring new knowledge
for adaptation in local design (including through
the development of professional education) forms a
powerful system of influence on the new generation
of designers.

Conclusions. China in the 20th century
experienced a complex period of transformations
that significantly affected the content and image in
the design of visual communications. Socio-political
processes taking place in the country changed the
nomenclature and content of projects, approaches
to creating graphic images and forming a message.
Also, it was the political processes in the country that
allowed the design of visual communications to gain
a new development and establish itself during the
last three decades as an important professional field.
International communication, economic growth,
technological development have activated all modern
areas of graphic design — from commercial packaging
and identification graphics to poster and web design.
It was found that the appeal of leading Chinese
designers to Western practices often demonstrates the
direct borrowing of universally accepted approaches
and solutions, leveling off the value of their own
traditions. But also the intention to fill the visual
language of design with national local content is
becoming more and more noticeable. Traditional
elements and styles, which have been formed during
several millennia of Chinese cultural development,
are being updated again today in projects and can
become valuable resources for designers in all areas
of visual communication. The synthesis of these two
approaches and the rejection of stereotyped images
of the past is a promising direction in the creation
of unique and original graphic design, which, while
paying tribute to China’s cultural heritage, will meet
world standards.
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