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INTRODUCTION

he purpose of this monograph was to identify

and analyze  existing  methodological
approaches to Art culture, Design, and Advertising for the
further effective designing of advertising products, increasing
its positive value orientations and aesthetic level. The research
area is the visualization of advertising ideas taking into account
of regional specificity and ethno-cultural identification.
Scientific study of art-aesthetic component in Advertising
design has the aim to systematize visual means of information
and make a complex definition of their functional specifics in
contemporary society, which is much wider than ten years ago.
The Advertising poster we researched as Visual art, Visual
culture and Visual communication. On examples, we
considered creative advertising technologies using colour-
graphic imaginative means.

Orientation of products to regional consumer groups,
significant change of market policy presupposed cardinal
change in tasks and character of Advertising:
sociopsychological, cultural and art-aesthetical indices become
actual. The definition of imagery as a specific tool of creativity
from the point of view different aesthetic ideals is a key to
understanding a visual history and projecting process. So, our
comprehensive research summarizes stylistics of Advertising
graphics in the context of cross-cultural communications from
Posters to new ads forms — Digital Media.

Acknowledgments: the monograph was prepared as a
part of the research fellowship from the OSUN and European
Humanities University for Ukrainian scientists during the
Russian aggression in 2022—2023 (EHU Vilnius, Lithuania).









CHAPTER 1
Modern interdisciplinary research
of Visuality

Shortly: in the near Future, creativity in many areas of
activity, communicativity and digital literacy will be increase.
In our opinion, its especially relevant for Design and
Advertising in the context of cross-cultural interaction. One of
the priority directions of research is creative advertising
technologies and artistic imagery in Advertising at the relations
between local, regional, global and transnational cultures. The
aim is to characterize art-aesthetic problems of Advertising
(Ad) design. The scientific novelty is consisting the
comprehensive analysis of Advertising (Ad) graphics as a
design component and form of sociocultural communications,
and the general prospects for the Ad design development.

Ad graphics occupies significant place in the area of
commerce, industry and culture of different countries as one of
the most important elements of products and services
identification and recognition of their manufactures in current
informative society. Ad design, combining all the achievements
of Art, Design and Marketing, developed gradually. At the
beginning of XXI cent., great changes in the views on design
and advertising appeared within the processes of globalization
and, at the same time, ethno-cultural identification, overuse and
lowering cultural level of society. Huge social changes
followed by the development of technologies caused the ideas
of universal humanistic design of products “for all and
everyone”, where advertising plays very important role
promoting products to the mass market.

Limited publications in the post-Soviet space recognize
Advertising, despite its main commercial function, a cultural



phenomenon. But most often, modern means of advertising
informing do not contribute to the formation of the worldview,
the development of artistic thinking, the aesthetic perception of
reality, etc. Well known American graphic artist William
Bowman noted that visual language is not an end in itself — the
form, space, and visual interaction become tools for visualizing
ideas (Bowman 1971).
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Fig. 1.1. a) Georgy Narbut. Ukrainian alphabet, 1917;
b) chocolate “Sasha. Naughty children ”, beginning of the XX cent.;
¢) Andy Warhol. Ad illustration, 1955. www.pinterest.com

Foreign scientists outline two tendencies in Advertising:
specifically, pragmatic and historically cultural. First
presupposes fast training of advertising business practitioners:
designers, managers, marketologists who promote products,
services and companies getting profits very quickly. Second
oriented on understanding the sense of cultural, psychological
and aesthetic conceptions of Advertising and its influence on
different society sub levels, taking into account national
specific peculiarities of advertising process in different
countries. However, most of ad sources do not consider
advertising as a part of design, and the development of ad
informative means is given shortly, without any complex
understanding of visual changes in printed and virtual Media.
Without diminishing the value of individual research papers
(Jewler 2003; Rozik 1997; Visual language for Designers
2011; Visual Research 2011; Visual Research Methods 2011;
Visualizing culture 2015; Visuelle Kommunikation 1980;




Wernick 1991), it is worth noting that beyond the attention of
scientists, there are such important issues as the regularities
development of create images in the process of disclosing ideas.

Methodology and theoretical framework

The integrative character of Advertising (Ad) industry
determines methodological approaches and scientific methods.
Scientific attitudes to advertising and, especially to the
classification of visual information in Poster, we understand as
means of thinking and cognition, at the same time, methods of
research as definite algorithms and systematic steps to reach
the aim. Realizing complex research of Ad graphics in the
structure of Design we used the following methodological
compass taking into account advertising trans-systematic
integrated character overcoming borders of definite socio-
economic systems. In other hand, multimodal attitude is the
best to understand the matter of advertising communications
and allows uniting both methods and use advantages of each
chosen in our research. The author substantiates and discloses
seven necessary methods: system-structural, sociocultural,
axiological, art historical and critical, comparative, synergetic
and semiotic. Consider each of them in more detail.

The main point of scientific problem is in the necessity of
concretization of professional terminology, increasing and
deepening  theoretic-methodological ~ fundamentals  of
advertising design as independent area of art-projecting culture.
The object of the research presupposes consideration of general
methodology of design with classic setup methods in industrial
and environmental design, but also with very specific aspects
of Advertising.

The research of art-aesthetic component of Ad industry
has the idea to systematize and classify visual means of ad and
complex identification of their functional and visual
peculiarities in communicative area that is much wider than 30
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years ago. Definition of “advertising communication” is coded
with colour, word and sound in special information for
potential audience presupposing feedback, and they become the
instrument of trade and social trend. In other words, advertising
can be considered as a special kind of social mass
communications that fulfills three main functions: informative,
commercial and public. Advertising unites the achievements of
several sciences: Economics, Marketing,  Sociology,
Psychology, Philosophy, Philology, Cultural studies, and, of
course Design and current industrial and computer
technologies. The above-mentioned syncretism can be defined
as “Advertising art” with advertising transmitted into the art of
psychological manipulations with the aim to get profits in the
terms of overproduction and rising competition.

Fig. 1.2. a) car insurance advertising. Texas USA, 2007;
b) shoes ads for mountaineering, 2012. www.pinterest.com

System-structural method gives the possibility to analyze
advertising design as the area of activity and its individual
factors on the level of their synthesis in thinking over its
functional, technological, marketing and cultural aspects of
visual —informative environment: urban, subjectable (packing,
ad-souvenir goods), virtual etc. System in Design is a complex
of necessary and useful elements, which have interrelations
between each other and compose the whole. Composition of
elements covers socioeconomic points, problems of synthesis
functional and aesthetic aspects, ecological and rational use of
materials. Every structural element of form in design fulfills its
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defined functions meeting needs of the whole system.
However, design can be appreciated as a creative method,
process and a result of art-projective activity for meeting
utilitarian, social and aesthetic needs of the consumer. Based
on the concept of Victor Papanek, we emphasize three basic
requirements for design: functionality, constructivism and
aesthetics (Papanek 2004).

Dynamic  development of industrialization and
urbanization, standardization of mass production, development
of media and the ascendancy of mass culture have identified
specific development of art and design culture. During the
above-mentioned period design as project area formed in
independent type of professional activity, establishing general
principles of design from the advanced industrial countries of
the world (Sydorenko 1990).

Art had powerful influence on the development of
Design. Evolution of practical design shows a significant role
of World Art culture in the formation of styles in the varieties
of design. Nowadays, design can be defined as arranging of
index or a virtual world, where sociocultural area, forms and
their interrelations in human life are organized particularly.
Design became a complicated system, which provides the
development and functioning of tangibles, organization and
transformation of artificial or natural environment, i.e. art-
projecting culture and technological (production) culture.

Formation of advertising relates to the development of
trade connections and manufacturing. Collection and
systematization of empirical data of advertising graphics as an
independent branch of design is very important for awareness
with principles of advertising ideas visualization and
accomplishing outcomes — commercial or public in order to
promote social, cultural or political ideas. Current research in
Harvard Graduate School of Design is based on the assumption
that majority of key problems and possibilities nowadays
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require the collaboration of the arts, humanities, industry, and
the public sphere (www.gsd.harvard.edu). In addition,
principles of design thinking by Institute of Design at Stanford
University is a methodology aimed at creating products that
solve  real problems of people and  society
(www.dschool.stanford.edu).

British Design Council considers obvious the importance
of design for countries’ economies. Design contributes to
innovations and production growth that needs significant
increase of design activities on regional level, such as access to
education, to practice, design management and design
marketing (www.designcouncil.org.uk).

The Research Park in Illinois (USA) chose the slogan of
its design activity “New Thinking. New practices. New
Society” (www.researchpark.illinois.edu). The most effective
interdisciplinary design strategies are currently being
demonstrated, as evidenced by the European scientific
conferences and thematic seminars on Design and Visual
communications in Munich, Leipzig, Berlin, London, Sofia,
Stockholm, Warsaw, Krakow, St. Petersburg, Milano, Prague,
Helsinki, Vilnius, Vienna, Basel, Neuchatel, Zurich also.

Sociocultural method of visual means evolution research
allows defining Ad graphics as a reflection of historical,
sociocultural, economic, technological and political stages of
society development. Advertising as Design always has
ideological platform, communicative tasks and motivational
setting up that helps to realize the evolution of advertising
stylistics within the framework of certain cultural formations
but led to the emergence of mass culture and extensive
advertising industry. Anna Kostina considers the main feature
of modern sociocultural area is interrelation of mass, elite and
folk cultures. Mass culture escalating after World War |l
borrowed, replicated and extended cultural samples and
adapted individuals to definite environment. Being significant
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system accessible to all social sub-layers, mass culture acts as a
mechanism of formation actions and relevant communications
(Kostyna 2011).

|l M ANTES ('-"'(."'.’.".
MONTEREGRO |

Fig. 1.3. @) mass, b) elite, and c) folk cultures in Ad posters

Polina Gerchanivska presupposes that sociocultural
systems are the result of human creativity: “... based on the
technology of mass manipulation (printed and digital media,
advertising etc.) institutions provide information-psychological
influence on people. Important mechanism of the sociocultural
system regulation is Mass culture that leads to maximum
standardization not only social norms, but also ideological and
philosophical orientations of people” (Gerchanivska 2017, pp.
4-5). The term “communication” appeared at the beginning of
the twentieth century as a means of information exchanged
between any objects, but alongside with this scientific meaning
acquired sociocultural content and became a process of
exchanging emotional and intellectual information.

Manuel Castells emphasizes that communications now
take the first place. Media has become a sphere where serious
strategies are being played. In the current technological
context, communications go beyond the traditional media, in
particular the Poster, and include Digital Media — Internet and
mobile communications (Castells 2009).

The existence of common language between
communication entities (individuals, groups, organizations
etc.), channels of delivering information, and specific rules of




communication practice in definite cultures (semiotic, ethical
etc.) are necessary conditions and structural components of
communication aiming formation of social relations, regulation
of particular forms of society functioning, accumulation and
transmission of cultural experience.

Sociocultural method is based on the system-structural
one with its core society review as a harmony of culture and
communications, and qualitatively  different  cultural
phenomena that appear in the process of its development. An
important study of sociocultural approach to artistic activity is
in Yuri Afanasiev’s monograph, where the author says:
“Products of artistic activity — images acquire social meaning
only within complex understanding of cultural processes.
Defined content has it sense in the synthesis of emotional and
rational components, provided in the form of sensual image
represented in definite cultural and communicative contexts
and associative relations (Afanasiev 1990, p. 30).

Specific kind of culture — art-projecting culture or Design
was formed during XX cent. (Danylenko 2005). We consider
Design at the junction of cultures: artistic (Art), intellectual
(Science) and technical (Industrial). Design can be outlined as
highly specialized area of activity, but designers have as a rule,
broad enough outlook, know materials and technologies well
but the most important their quality is understanding needs and
desires of consumers. It is very hard to define the object of
Design out of Art, Science and Engineering for the reason that
design products vary greatly from equipment to image created
with advertising tools. Contradictions are found in social and
economic systems since harmonious environment of human
existence should be united with high level of incomes. The
main purpose of the designer is to provide a specific object of
design (mass or luxurious) with consumer value. All partial
tasks as improvement of functional and constructive
characteristics of the product, increasing its comfort of use,
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adapting to fashion requirements through changing form,
colour, new packing are combined in an entity if a complex
design product (not as object of projecting) is reflected on
consumer value. Within the system “manufacturing -
application” objects of design become things that satisfy not
only substantial requirements but also convey aesthetic values
as elements of art-imaginative attitude to the reality and self-
expression of the individual as in the process of projecting as in
the process of application (usage).

Design is a systematic aesthetic activity aiming
realization of aesthetic directions and human values, creating
new forms and developing artistic taste. Objective world is
very important for designer with variable products or posters
that become not only a part of it but express definite semantic
connotations to consumers.

Jorg Frascara understands Ad design as a process from
idea, planning, constructing, coordination, to the selection and
organization of pictorial and text elements. Visual
communication deepens the essence of design and relates it to
the projecting of visual objects, aimed at the transmission of
information in specific messages based on the principles of
expediency, structuring, aesthetics and further evaluation of
efficiency (Frascara 2004, p. 3).

Current discourse in the area of Design research, Art and
Cultural studies, Media research, Philosophy and Social
sciences in Swiss Design Network contains main progressive
message about Design as a catalyst for global change. On the
background of natural and manufactured disasters, climate
changes, socioeconomic crises society needs designers as
creators of visual functioning forms. At the junction of material
and spiritual cultures, new forms of activities appear in the
market. One of the best examples is Design with its products,
which become simultaneously products of society, culture,
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definite epoch and a creativity result of individual artist,
designer or advertiser (www.swissdesignnetwork.ch).

VISITING A GLAGIER
'CAVE AND IGLOS §
VILLAGE

Fig. 1.4. A differerr;t stylistics in Swiss posters of the mid-XX cent.

Thus, Ad graphic should be considered not only as a
cultural phenomenon as a fact or creation of attractive visual
but as original product, conditioned by a combination of needs,
values and norms of definite historical period. However,
axiological method of research will be the most relevant here.
Valery Sivers offers extension of methodological arsenal of
cognition from its initial sources on the base of syncretism.
According to him, “cognition is the realm of metaphors and
analogies”. He calls value (in the dimension of cultural studies,
in spite of the fact that its boarders are absolutely clear) as
something that keeps human way of existence with creation,
maintenance and transformation conditions of denial the
contemporary state of human existence. As a result, this
“something” is the ratio between the conditions of human
existence and the sense of human existence in these conditions.
The whole set of meanings, in spite of their diversity, create
sustainable value. It can be considered as relevance value or
horizon of the value cultural field (Sivers 2014, p. 25).

Antony Giddens considers that any culture does not exist
without society, and any society cannot exist without culture.
Social values express general purposes, play role of
fundamental norms of human behavior and communication,
serve as social indicators of living quality, provide the choice
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of rational actions and create inner core culture, spiritual
quintessence of needs and interests of individuals and social
groups. System of values, in turn, has a reverse effect on social
needs acting as one of the most important incentives in social
interaction (Giddens 1999, p. 43).

Referring to the Ukrainian-Polish researcher Roman
Sapenko, who examines communicative, semiotic and cultural-
aesthetic aspects of advertising and claims that core
competence of advertising appeal is axiological complex that
helps to touch individual values and desires of consumers. This
complex becomes a basis for other elements of advertising
world (Sapenko 2005, p. 255). Additionally, we claim that
modern advertising actively forms trends for a certain lifestyle,
social behavior, principle of consumption and moral norms.
Nowadays, ideals, values, cultural samples, heroes from different
ages are mixed by following, borrowing and reproducing.

IR DenmERe
CREATION.

Cenararors

Fig. 1.5. Folk costumes that are organically entered into advertising
themes, 1890s: a) Italian liqueur, Milano; b) Swiss Milka ads;
c) separator ads, Riga-Zhitomir-Chelyabinsk. www.pinterest.com

Art Historical and Critical method matters uncovering
typological features of Art styles, their periodization,
significant influence on advertising creativity since different
epochs and regions represent different archetypes, canons,
ethno-art traditions, stylistic tendencies, fashionable trends
significantly reflected in the advertising products.

Stylistic analysis of notices and posters for several
centuries allows uncovering principles of compositional
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organization in European, Asian, American and Ukrainian
advertising areas. From Art Historical and Critical point of
view stylistics and art peculiarities of African advertising is very
interesting (Fig. 1.6).

I'Afrique

par

Fig. 1.6. African motives in Advertising. www.pinterest.com

Advertising assimilates and uses cultural experience,
“embeds” in the history of culture. Study of Art styles
significantly affects understanding of historical processes and
relevant patterns of advertising graphic development. In the
terms of Globalization, national cultures meet serious
challenges and acquire contradictory displays. However,
comparison provides generalized results of the analysis
national and international aspects of advertising for sales
stimulation and image support taking into account specifics of
different channels for social, cultural and political areas.

Using creating World comparativistics, foreign scientists
presuppose the appearance of hypermedia and creation of
World online bank of commercial advertising images that also
can be used with educational purposes. Dismissing the Internet
as the only source of advertising in the Future, they consider
that mixed formats mixed formats will serve as a bridge for the
expected but still a completely uncertain digital future (Visual
Research Methods 2007, p. 17). The poster still retains its
importance as the main advertising medium both in the city
environment and in the interiors. Thus, visual researches of
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advertising materials have a great potential to supplement other
methods of study and understanding social world. New Media
opens up a new page in the history of Design and Advertising.
Synergetic method together with system-structural
becomes modern theoretical basis of innovative processes in
the area of media culture, a key to increasing social
significance of art, design and advertising, movement from
creativity to productivity in the promotion of goods and
services. Synergetic (earlier — Cybernetics) is a relatively new
fundamental method of cognition with the essence in study of
systems of various nature: physical, biological, technical,
social, cognitive, informational, environmental etc. Synergetic
statements allow us to understand the laws of the development
of society, nations and their peculiarities, corresponding
contradictions, and so on. This phenomenon with complex
influence of involved factors gives much higher effect than the
sum of each of them separately. Arthur Page’s cumulative
strategy (USA) recommends increasing costs on analyzing and
evaluating efforts and reducing costs on solutions that may be
inappropriate. That gives the opportunity to exclude creating
bad projects with the aim to learn how to create well-made
projects. However, the more introduced requirements for the
design of an object, the more difficult becomes the analysis and
assessment, and the more difficult to coordinate them all in the
process creating a particular product (Pryshchenko 2018, p. 27).
Volodymyr Fed underlines in his work that
postmodernism transforms and modifies the idea of
methodology as it is, i.e. of classic methodology. Synergetic
method acts as a multi-vector according to deconstructivism
favorite theme of chaos, promotes awareness of the processes
of culture, and serves as a synthetic basis for other methods.
Synergetics emulates the internal principle of system method,
in other words, principle of combining different
methodologies. Instead, the external form of implementation
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this internal principle is organization, including streamlining
the structure and functioning. Named method forms alternative,
multiplicity of methodological ways for analysis of complex
systems (Fed 2009, pp. 21-22).

This Synergistic theory, developing methodology of
system research, opens new possibilities of self-developing and
self-organizing patterns for modern Ukrainian society, which is
undergoing the transformation in terms of the world's
globalization and alternative deepening of regional
identifications. Bulgarian advertiser Christo Kaftandgiev
considers essential the following phenomena in modern
advertising signs, the presence of semiotic core,
communicative  synergy, evanescence, incompleteness,
polysemy, inconsistency, mockery. By advertiser, they help to
understand the appeal generally but, in fact, they are
destructive and lack of aesthetics (Kaftandgiev 2012, p. 390).

Semiotic method facilitates understanding of advertising
graphics as a sign system: its utilitarian, aesthetic informative
and artistic imagery as an ideological product of advertising
design. Semiotics examines signs and sign structures that
represent or keep information and determine systematic
processes in nature, society and communication, exploring
meanings and semantic relationships. This science became a
basis of the theory of Graphic design as Visual communication.
Semiotic analysis allows us to find out how advertising appeal
is organized, what it expresses and what elements always
reveal certain ideological principles laid down in it.

Umberto Eco had the idea that all human spiritual
activity is identified by encoding and transcoding, and it is
impossible to find the latter meaning during decoding process
(Eco 1994). The latest ideas of order and chaos make it
possible to introduce the concept of “information” as an
explanation of the notion “meaning”. Synergetics submitted
information properties of the world in dependence with the
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integrity of the system, therefore, old paradox “the whole is
more than the sum of the parts” has gained real physical sense.
Analysis of semantic structures of culture influences to reassess
certain deterministic views, where study of cultural features of
different epochs and societies can rely on a verified empirical
material since mythopoetic consciousness coincides cognitive,
stimulating and expressive dimensions. Cultural Ecosemiotics
studies the influence of culture on possible interpretations of
the environment. Roland Bart’s semiological understanding of
reality depended on ideology, cultural context, historical epoch,
etc. (Barthes 2003).

Ad poster is a special form of communication that is
rapidly gaining the space of digital media, where directed
information-oriented or expressive-suggestive messages are
distributed. To achieve the effective influence advertisers, use
various approaches of delivering messages to the audience with
information about real or psychological benefits from buying the
product under advertising. Encouraging consumers to perform
the pre-programmed actions occurs through the choice of
strategies and tactics, which are realized on semiotic level with
the help of diverse coded tools (visual, verbal and mixed).
Semiotic method also provides understanding of posters’ images,
which are closely intertwined with social, political, cultural and
technological processes.

Well known cultural historian and semiotician Yuri
Lotman noticed that society exists in a complex organized
world of meanings and values of culture, diversity of code
layers that have value-semantic interaction. Dialogue between
cultures is sharing views within a single semiosphere. Lotman
defined the working mechanism of culture as the information
reservoir of Humanity. It is a complicated process of
understanding the meaning of their own culture, bringing it to
other cultures and simultaneous search of ethnic differences,
specific mentalities and others (Lotman 2001, p. 547).
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Fig. 1.7. Ethnic dn‘ferences in Swiss air posters, 1958

Polish sociologist Peter Shtompka is considered to be the
author of “visual research” (Shtompka 2007). In his opinion, the
above mentioned is the analysis of social views that are
transmitted from one social group to another with the help of
images, which he offers to consider as a complete act of
communication with all its elements included.

Visual methodologies study sociocultural phenomena
through the prism of visual images and representations in the
form of photos, films, and advertising. The main reason for the
emergence of this new interdisciplinary industry is the growth of
the social significance of visual information in comparison with
verbal and substantial objects. Nowadays it is more important for
manufacturing and commerce to produce not consumer goods
but images that are easy to remember, imitate and borrow. Visual
streams get victory over verbal; a new fragmentary, “clip” bound,
based on emotional platform and built precisely on visibility,
variation and perception of a large number of various elements is
coming to human life.

Malcolm Barnard in the Chapter “Semiology, Iconology
and Iconography” (Barnard 2001, pp. 143-159) indicates that
Charles Peirce (Peirce 2010) in his essay “The Theory of Signs”
observed Semiotics as a science and considered it a “formal
doctrine of signs”, distinguishing three types of characters: icon,
index and symbol. Later Semiotics acquired the status of an
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instrument for visual analysis of the environment. In the early
1970s, scientists established the idea about aesthetics of
modernism based on geometric forms that exhausted itself since
the absence of ornaments as signs and symbols inhibited the
main means of cultural communication. Shape, line, and colour
represent any objects of the world and provide understanding
meanings of the images.

Connotations are characteristics not only of graphical
forms, other objects of Visual culture (furniture, clothing,
textiles, cars etc.) could also be explained by a system of signs in
social, historical and political contexts. Semantics and emotional
feedback become very important in product design. Icons
reflect the appearance of their labeled things, such as branded
signs, where you can often find simplified or schematized
images of animals, birds, fish or plants.

Index marks (features signs, road signs, icons) are
indicating designations of objects or situations that are concise
and used to distinguish these objects and situations from a
number of others: suitcase is the designation of luggage, a cup
means Cafe, the Eiffel Tower — index mark of Paris, Familia
Sagrada Cathedral by Antonio Gaudi is Barcelona sign. Signs-
symbols (conventional signs, signals) are based on a
symbolically established connection between the sign and
represented object; visualize features of objects / concepts /
ideas / facts / phenomenons in a sociolegal dimension. E.g.,
svarga is a symbol of life and movement, solar sign; the trident
in ancient Ukrainian mythology also symbolized movement
and belonged to Stribog-Zemlederzhets (one of Pagan Gods).

Often red heart is a symbol of love in Advertising.
Johanna Druker says: “All signs and images as coding of
certain meanings must form a state of reliability, stability
openness to the consumer and do not contain negative
meanings or interpretations. Therefore, visual code is an
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established sign system in the graphic form” (Graphic Design
History 2013, p. 366).

Visualization provides the basis for a comprehensive
analysis of advertising informing means and their impact on
society (symbols, ornaments, colours, trademarks and
corporape identifications, web graphics, video advertising,
Internet banners, print and outdoor advertising). In addition, it
is an inalienable source of the development of creative
concepts in Design. Besides, case studies provide a link
between ideas and their practical implementation. Visual
language becomes decisive, transmits ideas, actively affects
consciousness, promotes the formation of visual competence,
the ability to read and critically analyze visual signs, and
expands cognitive potential of research methods. This allows
advertising to maintain dynamics of sociocultural life.

Gillian Rose proposed a critical visual methodology for
defining and interpreting an image meaning: image itself,
image creation and audience reaction to image that can be
studied in three aspects: social, compositional, and
technological. The conclusions of this work show its usefulness
not only for photography but also for related disciplines such as
communication, education, cultural and media research. This
form of analysis also finds a place in the wider environment of
social or cultural identity. In addition, G. Rose regards that in
most semiotic analyses, the focus on image itself is considered
to be the most important in order to understand how the
structure of images forms cultural senses (Visual
Methodologies 2001, p. 106). Since Semiotics focuses on the
meaning of signs and their interpretations on semantic level,
composite and social conditions also play an important role in
the interpretation of meanings. The most important for visual
semiotic analysis is an image reviewed as reflected in itself.
Thus, the researcher believes that Bart’s analytical base of
different levels of significance in postmodern space with the
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use of notation, connotation and myth will affect this aspect of
semiological understanding in the construction of self-
identification through objects and images. In compositional
modality, each advertising media might have common design
elements that help to create an integral look for advertising
functioning.

James EIKins is convinced that in the nearest future visual
research will merge and radically transform Art studies as a
scientific discipline. He is interested in the problems of vision
and describing the visual world, the problems of system and
non-system character. Based on the above said his research is
of interdisciplinary character, covering the history of Art,
anthropology, sociology, the theory of cinema, theater,
literature and media in order to realize visualization as
increasing activity of perceiving entity. Consumer groups
reveal visual culture research in advertising appealed by
producers of commercial images broadcasting the
corresponding meanings (Elkins 2010, pp. 348-353).

Almira Ousmanova distinguishes two paradigms: the first
is based on the ability of visual image to construct social
reality; the other interprets everyday life and appears as
sociocultural representation that reveals the ideology of the
authors and involves some manipulations with viewers. She
identifies three subject areas for visual appeals research:

1) who created or implemented image and why?

2) image meaning and what channels was it presented

through;

3) image perception by the audience and further

interpretations (Ousmanova 2006, p. 11).

Mikhailo Selivachov draws attention to the fact that
Semiotics also reveals symbolism of the ornament combined
with methods of ethnography, folklore, archeology, religion
and Art studies. Every traditional culture provides an ornament,
like a language, as an information system in which visual
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symbols correspond to emotional associations and verbal
values, which are captured by folk names of patterns and
motifs, their compositional, colour, and textual peculiarities
(Selivachov 2005). In our opinion, this uncovers new
approaches to understanding the typology and stylistics of
ornamentation — one of the factors of Folk art in Advertising.

Ads visualization

Compared to verbal language, the visual elements are
perceived faster, easier, and more precisely. Any form of
communication takes place by means of signs. Signs
advertising information has three aspects, as well as Pierce’s
theory: pragmatic (the influence of ads on the behavior
consumers), semantic (link signs with advertised objects),
syntactic (combination of signs). The design skills and
creativity are not sufficient conditions for success. Equally
important are the profound knowledge of consumer
psychology, marketing, understanding of socioeconomic
phenomenons and trends. In context of increasing market
competition, it is necessary to find effective ways of creating
images, based on the integration of art-projecting and
marketing thinking.

Thomas Kacerauskas, presenting the concept of creative
society, points out that originality, semantics, aesthetics and
certain frames, in this case, in sociological context are very
important. The structured approach helps to understand this.
The creativity requires more and more knowledges and skills in
contemporary society filled with technology and media. The
creative society involves a creative way of life (productions of
new ideas, free work schedule, the absence of strict fixation
working time, inseparability of work from leisure, consumption
culture also). The creativity components, and their socio-
cultural evaluation are problematic and difficult to establish
with using empirical methods, but the philosopher concludes
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that the emergence of creative class as a new social formation,
and also creative thinking, intellectual capital, innovations,
cultural clusters will contribute to regional and urban
researches, and the development of creative industries
(Kacerauskas 2017, pp. 26-35).

Problems of ideas visualization are consist that in the
conditions of contemporary oversaturation of information, in
particular, advertising and stylistic chaos, the concretic is
absent, how to make a non-standard appeal, not just attracting
the attention of the consumers, but also capturing theirs
consciousness to the advertising object.

Advertising discourse can include a verbal component
(oral or written), visual (image or video), sound (musical or
noisy accompaniment), tactile (flavor for example). In addition,
advertising placement can be symbolic. The focus moves from
informative function to communicative. Aesthetic function is
introduced in advertising through its sign functions; therefore,
Semiotics and Aesthetics are inseparably linked in this case. In
contrast with cultural studies, advertising discourse always
contains explicit or implicit arguments, using suggestive
methods of supplying commercial information.

Currently, manipulative techniques in Advertising are
applied very aggressively. Social advertising does not meet
similar resistance of consumers, as it contains ideas easy to
understand and avoids commerce.

The visual language of Ad graphics has undergone
significant changes — the contemporary forms differs from the
ads of XVIII-XIX cent. by visual means, and by methods of
psychological influence on the consumer. During its existence
Advertising influenced the buyer and convinced him, using his
own tastes and ingenuity of advertisers. Often Advertising was
unexpected, sometimes — highly artistic forms.

At the beginning of XX cent. scientific method based on
associative psychology was formed, which resulted in
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significant effectiveness of advertising influence — there was a
transition from informing to the sign of consumption objects.
“Symbolic value of product for the client, which finds in it the
fictional satisfaction of their own needs, is formed at the
expense of values artificially combined into a holistic image.
Semiotic analysis of Advertising helps to understand its
language “aposteriori”’, and sometimes the authors themselves
are surprised at how many hidden meanings and allusions can
be found in the messages they created” (Dayan 2003, p. 47).

Metaphor becomes the basic characteristic of
contemporary Visual culture, the instrument for integrating
abstract and concrete, the interpretation of complex ideas and
the combination images with emotions, creation and
emphasition new meanings, which is so important in
Advertising (Fig. 1.8, c).

The Ad line for brand “Smirnoff” in late 1990s can be
vivid example of metaphorical images in print ads and on
television, which were immediately remembered for many
years (the orchid through vodka bottle turned into predatory
flower, the banker into thick penguin, the sheep into wolf under
a sheepskin, the pretty woman into panther). Metaphors can be
simple or complex, in this case this ad series is a simple.

a) bk “.b)
Fig. 1.8. a) allegory of Peace. Lithuania, 1985
b) association. Audi brand, 1980s;
c) metaphor. Excavator ads. Germany, 2013




Hyperbolization is the second creative technology behind
the frequency of use in Advertising. Exaggeration of positive
characteristics the product or service increases expressiveness
and emphasizes the originality advertisement (Fig. 1.9, b).

Developing and fully supporting one or more positive
associations, the manufacturer/entrepreneur gets opportunity to
create additional value of the product, to allocate an
organization among its competitors, to individualize it, that in
today’s market conditions is a guarantee not only of survival
but also of successful functioning. Often various intertextual
links from direct quotations to subtle allusions (hints on certain
historical, mythological, everyday facts, fixed in Culture) are
presented in ads.

Allegory is artistic method, imaging of abstract concept
or phenomenon through a particular image, creative advertising
technology that avoids banality, cliche in presented the
advertising objects (Fig. 1.8, a).

Metonymy is more complicated than metaphor. This is
the transition of a form into the form, renaming, defining one
object through another in close connection, matching, irrational
of its character (Fig. 1.9, a).

a) A e b)
Fig. 1.9. a) metonymy. Noma Bar, Japan. Public poster against
drunkenness, 2010; b) hyperbole. Ad of knives, early XXI cent.

It is necessary to consider not only the content aspects in
Ad graphics but also the formal, which should correspond to
the accessories of viewer to a particular social group, for
example, a person without education, which have simple
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physical labor will be clearer advertising poster using the photo
of the proposed item than complex formal composition from
geometric elements, and even more so associative. This implies
an important position: the social aspect of aesthetic perception
determines the art-expressive means of Advertising. Ad
graphics, based on the achievements of “elitist” art, uses
elements of its expressive language — by introducing simplified
and modified elements into ordinary mass consciousness,
advertising promotes and brings it closer to mass art. However,
such messages are often quite complex, incomprehensible to
most consumers, contrary to the logic of Ad information. After
all, an advertising message in its essence — it is a lucid and
attractive reflection of the characteristics product or services,
and advertising should still sell the product, and not be just a
“masterpiece of art”. Advertising can’t be elitist, it is aimed at
mass perception, average consciousness, standardized
collective behavior and should be accessible to all social groups.

The main problem of contemporary ads is the
contradiction between commercial and aesthetic factors.
Advertising philosophy is aimed at making profits, which is the
most important component of the Ad process, but cultural,
ideological and moral-psychological components are no less
important. It is based on the “platform” of rendering idea. For
advertising effectiveness, there are two components: content
must fully meet the stated purpose of advertisements and be
oriented towards the selected market segment. The essence of
economic efficiency Advertising is fast and understandable,
and the communicative, psychological efficiency is more
prolonged in time and consists in the formation positive image
of the advertised object. Designers, on the one hand, are
dependent on the market situation, and on the other — from the
ability to sensually experience and create an Ad images.

At the intersection of sciences there was new discipline —
“neuromarketing” as a manipulative means of consumer
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consciousness. The German researcher Arndt Trindl, the
founder of neuromarketing, based on recent brain studies, in
his work “Neuromarketing: the visualization of emotions”
argues that human behavior is driven mainly by emotion rather
than reason, so visual perception becomes crucial in choosing
and acquiring the product. All sensory signals first acquire an
emotional assessment (emotionally significant or not), and only
then pass to the level of consciousness (logical analysis).
Perception, as a rule, is subordinated to the motivational
system, which is formed genetically and sociocultural. He also
recommends creating a positive emotional background in
Advertising with colours, focusing on the significant influence
of cultural and social associations in the perception of colour
combinations (Trindl 2009).

In connection with the monotony and variety of images,
the enormous advertising overload on all media channels, the
so-called “advertising noise”, which reached the critical limit,
active searches for original advertising ideas continue,
advertisers already at the level of informative advertising prefer
creative approaches — non-standard forms, visual semantics,
double meaning, use of the object advertising in unusual
situations. Therefore, the concept of “creative” IS quite
complicated in the design-practice. The designer can not be
creative, not creative, then it's just a performer, a craftsman, a
student (an apprentice, as they used to say earlier), a layman.
However, creativity, which is understood only by the developer
of ads, frank vulgarity or epatage, is not an end in Advertising.
Such “creativers” forget the elementary truth that the main
advertising purpose is to sell the consumer products or
services. For this, interesting, attractive images, emotional,
humor, and satire are needed nowadays, that’s why, the use of
creative technologies becomes more important when creating
an advertisement as a visual-verbal model.
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“Zag” in the lexicon of Marty Neumeier, well known
Californian graphic designer and brand-communications
specialist, is a radically differentiated market position (“when
everyone zigs, be zag”). Due to knowledge of how the
mechanism of human perception and the corresponding
decision-making works, one can solve the main task of neuro-
marketing — to achieve from the person the necessary consumer
behavior: “Designing — bringing together strategic and creative
processes to achieve a shared goal” (Neumeier 2013).

Our generalization and classification of empirical
advertising materials from XVIII cent. allows coming to
conclusion that Ad graphics, and, after it, Ad design borrows
style features of graphic art and crafts world art. Advertising
evolved from illustrative accompanying of commercial
information to appearance of new styles (or pseudo-styles) in
frames of Mass culture from second half of XX — the beginning
of XXI cent. In this context a lot of mistakes in Ad poster were
exposed: prevalence of stereotypes, primitivism, vulgarity and
the absence of national imagery.

In spite of main task of Advertising — attracting attention
of potential clients to one of many products, as a rule, similar
products and create its positive image for long term
memorizing, means of visualization mostly have low aesthetic
level. Based on comparative analysis the Ad posters of
different times, we have identified the chronological stages in
choice of visual means (Tabl. 1).

Table 1. Ads visualisation in chronological stages

I phase, the most prolonged (XVI111-XIX cent.)

During the XVII-XIX cent. the Purely figurative stage, Advertising
development of trade relations and | then did not differ much from the
industry were required ads. works of Fine Art. Realism,
Regional cultures, folk arts crafts Classicism, Ethno-style. At the end
have been displayed in posters, of XIX cent. Modern/ Art Nouveau/
signboards, packages, newspapers, | Secession / Liberty / Jugendstyle /
thematic exhibitions Tiffani had the leading positions
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11 phase (beginning of XX — the | half of XX cent.)

New ideological and aesthetic
concepts. The categorical denial of
academic approaches in Art, the
active search for new means of
expressiveness. Poster is the main
means of propaganda, branching
into commercial, political and
public. Printed and outdoor ads
were dominated

Formal stage was based on means
of Avant-garde (Abstractionism,
Cubism, Fauvism, Expressionism,
Futurism, Dadaism, Surrealism,
Functionalism), and Pop Art, Op
Art, Minimalism, Swiss Style.
Visualization in ads used the
mainly Constructivism and
Suprematism

III phase (the Il hal

f — end of XX cent.)

Confrontation of various
ideological systems. Globalization,
mass culture, commercialization of
art, multiculturalism, cultural
assimilation, subculture, counter-
culture. Absurd and fantasy, irony
and humor as artistic methods.
Epitaph, remake, improvisation,
performance. Emergence of video
advertising, synthesis of genres in
Media Culture, active interaction of
visual and verbal aspects

Synthetic stage, which combined
various means of antecedent stages,
Postmodernism captures all spheres
in creativity. Eclecticism,
fragmentation and strategic
instability, neo- and pseudo-
stylistics. The visual metaphor
becomes universal stylistic figure,
the complexity of image, its
deconstruction. Hyper-ealism,
photography, and computer graphic
to display products or consumers

IV phase (early XXI cent.)

Postglobalization (de-
globalization), transculturalism, the
searches for national identity and
revival of regional cultures,
monoculture in some countries,
cultural exchange is complicated by
tense geopolitical situation. Digital
era, the emergence of Internet
advertising, ambient advertising (on
non-standard carriers), peak of
installations and performance.
Transition from “conceptual”
perception to the level of emotional
images (clipped perception and
thinking). Discursive practices in
various spheres of Culture, Art,

Imagery-associative stage, in which
the artistic image, aesthetic
eclecticism, emotionality and
originality are put forward. Post-
postmodern appears as definite
image through creative advertising
technologies: metaphor, hyperbole,
association (or allusion), metonymy
and allegory. Conceptual search for
new styles, returning Functionalism
and Minimalism, leading
Polystylism. Visual semantics,
colour becomes a significant visual
channel for communication, flat
colours and shapes, decor is absent.
3D images, big possibilities of

Design, Advertising and Media

computer effects
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The national and international features of Advertising:
Glocalization or Globalization?

In the second decade of XXI cent. the process of
deglobalization began, more and more advertisers are
beginning to develop glocal markets, countries restrict co-
trade, and a nationally-oriented approach is intensifying. This
is due not so much to military conflicts and political factors,
but with new production technologies and individual approach
to the consumers. The direction of industry to regions
substantially changes the World market structure.

Orientation of production to regional groups, significant
change of market policy presupposed cardinal change in tasks
and character of Advertising: sociopsychological, cultural and
aesthetical indices become very actual. Definition of imagery
as specific means of creating image from the point of view of
definite aesthetic ideal is a key to understanding the image in
Poster. Ethno-design is becoming increasingly popular, which
brings to the urbanized standardized life a sense of artistic
expression. Most often there are furniture, accessories, stylized
decor elements of East, Africa, Egypt and Greece. It remains
relevant and justified to use the ethno-art tradition to identify
countries, goods and services in the World, preservation of
national cultures. If in the printing and packaging of the early
XX cent. numerous designs in the “folk style” were built on the
active use of ornamental motifs, today the innovative design
ideas must be combined with the traditional features of Slavic
mentality (emotional perception of the environment, love of
native nature, lyricism, admiration of language, folklore and
bright rituals, the desire for internal and external harmony,
careful attitude to life and folk art, ability to self-irony).

Video and banners in virtual space we are considers as
visual ideologies in the New Media. In spite of its main
commercial function, Advertising was recognized as cultural
phenomenon due to visual aids of Advertising communication
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that become logical reflection of sociocultural state of society
in definite periods. Unfortunately, in most cases modern means
of ad information don’t contribute to forming outlook, art
thinking development, aesthetic perception of reality etc. On
the base of the analysis of contemporary adverts we can clearly
separate two main tendencies of visualization: first —
ideological orientation of middle class consumers to “life in
luxury style”, second — orientation towards mass consumer,
catching attention, exclusive brightness and diversity of colours
in advertisements. Consumerism became an ideology of Post-
modernism, Media popularize hedonistic way of life and
consuming type of personality. Postmodernism has its own
typological features: the use of any ready forms from art to
utility, widespread of photography and computer special
effects, deliberate violation of commensurable quantities of
visual elements, borrowing the ideas from other types of art,
remake, interpretation, combination, fragmentation, epatage,
installation, collageness and replicability of the projects.

Now the frames of Postmodernism are widening; forming
of new stylistic trends in Architecture, Art, Design and
Advertising is made by deliberate synthetic approach in the use
of variable elements, wide spread of irony and giving new
context to old forms, complexity of the sense of harmony,
increasing the variety of genres, reinterpretation of artistic
traditions, accepting the coexistence of different cultures and
dialogue of cultures. Postmodernism is characterized by
“game” with the cultural layers of nations. To the certain
extent, it is an environment for the development of national
form in Design or Advertising, where one of the leading ones is
becoming ethno-style (Neofolk). Among the reasons for its
revival can be called the need for identification of goods and
services in the World, and awareness of the person himself as
an heir and guardian of national traditions. We think that the
cultural heritage of many countries is the basis for the further
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development of Ethno-design. Recall only the stylistics of
Scandinavia, Provence, Tyrol, Japan, Ukrainian, and Mexico.
Christmas fairs in Europe, in particular Munich, Prague,
Warsaw, Lublin and Wroclaw, demonstrate steady interest in
promouting-souvenir products from the regions of Ukraine. At
the same time, pseudo-Ukrainian souvenirs of Chinese
manufacture dominating over recent years at fairs, festivals and
stores in Western Ukraine and Poland. Authentic Ukrainian
products are actively supplanted by Chinese counterfeiting:
ceramic and wooden products, embroidered clothes, icons, and
losted among Chinese “trash”.

The situation is different in Internet, where the
functionality of International style prevails. We are analyses
web advertising as actual mass media which using combination
the saturated colour-graphic forms, sound, animation and
digital visual effects. Digital formats in the outdoor advertising
of Europe and the USA (city lights and city boards) are already
becoming standard and have several benefits: greater attraction,
more demos of various advertisements, more frequent changes
in video ads. That with advanced web technologies and
economic efficiency factors will be one of the most promising
means of the Ad communications in Future. Mostly, will be
appreciate specialists with hybrid skills, those who understand
technologies and have both the creative and analytical thinking.

So, the results and theoretical significance of the research
carried out is manifested in the conceptual and predictive
levels, which influences the development of Ad graphics in
general. Researching the Ad graphics as product of Culture in
the wide context, special attention is paid to the art-aesthetic
problems of Ad design objects. The range of topics and variety
in the design process need for critical analysis of visual data,
and synthesis of disciplines that cover the many manifestations
of this new integrative tendency. It is proved that advertising
discourse is a type of communicative activity, takes place in
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the cultural world area and actively forms the visual semantic
structures. The functionality and aesthetics the forming means
in the process of visualization advertising ideas from Affiche,
Poster to Digital Media are emphasized.

There are no ready-made promotional ideas, each of them
depends on the particular product and its positioning on the
market, as well as the complex of sociocultural, regional and
economic factors. Developing the original and effective
advertising idea is difficult enough even for professionals,
since an advertising message should be the end result of whole
series of studies. The use of visual means in Advertising should
be determined by targeting, taking into account certain
aesthetic ideals, national colouristics and ethno-art traditions.

Designers, who working in the Media, based on
perception of painting, drawing, photography and installation,
should develop strategies for visualizing different concepts.
Creates a virtual world, designed for “digital activity”: trade,
games, entertainment, education, communication, virtual
travel. Sites and social networks become like shops or
exhibition pavilions. In the Internet space aesthetics of the
composition is aimed at communication of values, and the
constructive structure is changed to the visual expression of
computer graphics. The debate is not about technological
issues, but about the emergence of new type of Culture.
Saturated images of television, video, computer games,
animations create sociocultural conditions for the expansion of
new art practices. Our proposed conceptual provisions for the
Ad design development in Eastern Europe consist in expanding
and deepening the Methodology of project thinking,
introducing the theoretical and methodological bases of Culture
and Media Studies into practice and design-education, and
concretizing the specialized terminology.
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CHAPTER 2
Cultural heritage of a Poster:
communicative and creative experience

Shortly: this Chapter contributes to the history of poster
connected with interdisciplinary conceptualization, where
poster is examined as a design object and core advertising
medium in the context of cross-cultural interaction, cultural
integration and national identification. Artistic and stylistic
features of poster schools are analyzed and theoretically
summarized on the example of cultural-imaging and travel
posters from different countries. Communicative and aesthetic
aspects of image creation are presented in sociocultural
dynamics according to certain stages of social development.
Colour is highlighted as the most important and attractive
means among compositional factors. It is proved that poster
actively shapes public consciousness and has a powerful
influence on public opinion. Also, poster is included in social
sign system and represents past or present creative experience.
Semantic role of poster is a visualization of relevant idea, general
rendering of advertised object in visual form and content, perfect
reflection of real or imaginary objects and phenomena in mind.
As advertising often borrows images from different arts, their
creative interpretation and preservation of symbolic meanings
are of great importance. Particular attention is focused on the
relationship between art imagery and functionality in the process
of poster designing.

Research on the relationship between Design and Culture
to enhance interdisciplinarity and diversity of projects is
becoming increasingly relevant. The design today is a
manifestation of culture, taking into account the creative
experience of the past in order to develop the future, combining
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traditions and innovations, analyzing cultural, social,
economic, technological and industrial changes.

Being an egalitarian and common by nature poster has
always occupied an important place in the fields of culture,
commerce and industry of many countries. Therefore, the
relevance of this topic is a study of poster in the context of
image, communicative and creative experience. At the
beginning of XXI cent., significant changes in the conception
of design and advertising occurred connecting with the
processes of globalization and simultaneous ethno-cultural
identification, hyper-consumption and parallel decline in the
cultural level of society. Significant social changes have taken
place due to the development of technologies that have led to
the emergence of humanistic universal design ideas about
“goods for all and everyone”. Poster plays a significant role in
all these changes promoting concepts, cultural-artistic events or
goods on the mass market. In the context of sociocultural
transformations, a visual language of Ad communications is
modified reflecting dramatic changes in value orientations and
aesthetic tastes of society. Nowadays, advertising is a powerful
industry, and poster retains their value as the main ads.

The purpose is to uncover the art-stylistic features of
poster based on systematization and classification of visual
means of Advertising, depending on historical, cultural,
political, economic and technological stages of the
development of society. According to purpose, the following
interrelated tasks are defined:

1) to establish patterns of colour-graphic, technical and

semantic means applied in poster designing;

2) to investigate the influence of art and ethno-art

traditions on poster stylistics.

The scientific approach in total, and in particular to the
classification of poster, the author understands as a way of
design thinking and a way of knowing, and the methods of
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research as certain algorithms, certain systematic steps to
achieve the specific goal — a theoretical generalization of visual
advertising information.

Poster as a product of Culture

Scientific novelty is to the retrospective review of poster
and the justification of its importance as a world cultural heritage.
It is proved that the poster actively shapes mass consciousness, is
included in the social sign system, has a powerful influence on
public opinion, represents the past or present creative experience.
The semantic space of poster is a visualization of meaningful idea,
a generalized rendering of reality in art visual form and content,
an information about product, a perfect reflection of material or
imaginary objects and phenomena. Ad poster genesis as a form
of sociocultural communication is shaped by a number of
factors, among which the main determinants are:

epragmatic, based on existing product-economic
relations, development of communication channels and
specific business objectives;

ecultural, influenced by sociocultural realities of
particular forms of social systems and national-
psychological aspects of mental groups;

e aesthetic, determined by ideological platforms and
historical processes of social development that affected
transformation of social structures, spiritual and
substantial culture, as well as artistic styles formation.

Advertising with its main commercial function is

recognized as a cultural phenomenon (Nerdinger 1991;
Culture.pl 2007) since visualization becomes a logical
reflection of sociocultural state of society in definite periods.
Let us examine this phenomenon through a brief historical
insight illustrated by poster, which development is closely
connected to printing. In XVII cent., the era of printed theater
poster was coming due to Kyiv-Mohyla Academy theater and
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court theaters of Russian Empire were widely publicized.
Later, posters were created for church dates, cultural events,
masquerades and folk festivities. Peter the Great also distributed
print ads among common people. The number of newspapers,
printed leaflets and advertising posters increased. Illustrative
accompaniment had strong national specifics at that time.
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Flg 2.1. a) coffee ads, the late XIX cent.; b) Jules Cheret’s poster, 1892
¢) balloon manufacturer ads. France, 1880. www.allposters.com

France was a leader in the genre of multicoloured
lithographic poster, which was included in the history of the
world art. Famous artists, such as Jean Grandville, Paul
Gavarni, Gustave Dore, Henri de Toulouse-Lautrec, Eugene
Grasset, Pierre Bonnard, Jules Cheret focused on poster
creation. J. Cheret is considered to be a pioneer in new genre
because he has identified and implemented the most important
rule of perception in advertising: the image should be
contrasting, concise and clear by composition. H. Toulouse-
Lautrec is a prominent representative of impressionism, who
has conveyed impressionistic fragmentation of composition to
poster, as if a part of the plot is taken from life. The main
visual means are line and monochrome saturated elements in
contrasting combinations. At the same time, there was a clear
division of the genre: bill (affiche) was in the form of a printed
text message about the events; poster was a visual message
with short text accompaniment.




a) :
Fig. 2.2. @) Jules Cheret. Poster for the Folie-Berger bar, 1893;
b) Henri de Toulouse-Lautrec. Ads for the photo salon, 1894

Unique graphic stylistics was reflected in Art Nouveau.
Czech artist Alphonse Mucha living in Paris, France for a long
time worked extensively in applied graphics. He, as Toulouse-
Lautrec, was one of the experts who raised commercial and
theatrical posters to the level of high art. In his works, Mucha
often combined a stylized female figure with decorative
elements, flowers and fruits, where the influence of Japanese
engraving style was obvious. Published in London short-lived
magazine “The Poster” (1898-1901) reviewed the best of
international poster design, including work by A. Mucha,
W. Bradley, and J. Hassall. Emerging as the English vogue for
collecting posters peaked, it was absorbed by “The Art
Collector” (Livingston & Livingston 2003, p. 176).
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Fig. 2.3. A. Mucha: a) chocolate ads, 1897; b) JOB cigarettes, 1896;
c) poster for the ballet-pantomime “Princess Hyacinth”, 1911
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Researchers from Germany emphasize significant role of
fine art in the development of Ad graphics, especially referring
to the Jugendstil (Germ.) as Art Nouveau. Mass production of
goods has led to a significant expansion of markets, resulting in
increased competition and development of poster. Illustrating
100-year advertising history in Germany, Austria and
Switzerland, the authors recognize it as a mirror of society,
works of art and a means of national identification (llgen &
Schindelbeck 2006). Advertising is examined here in the
context of the culture and dramatic growth of commercial art.
Very important for us is that history of Ad industry is
illustrated by the impact of definite epochs spirits, changes in
cultural paradigms, dynamics of visual elements use and
typical examples of posters that are given in terms of general
advertising aesthetics and their artistic value. On the contrary,
the authors describe modern advertising as extremely “flashy”.
Thus, current vocabulary explains this term originated in
ancient world.

The “Poster in Munich” album (1975) shows how
famous artists Otto Eckmann, Max Liebermann and others
worked in the field of poster art. In reality, it was more a means
of earning money for them than high art. As a provement of the
above said, there are few examples in the archives of museums
with no evident creative finds in particular as far as art skills.

. C)
Fig. 2.4. a) Otto Eckmann. Cover of the magazine “Jugend”, 1896;
b-c) Max Liebermann. Travel posters for France
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Rapid industrialization during the XIX cent. in the
Russian Empire, and, particularly, in Ukraine was accompanied
by quick development of printed advertising. This period is the
least studied in terms of so called “assembling” of Ad graphics
with various examples, and as to studying its imaging tendencies
and typology. The development of poster in Ukraine is of great
interest for us, but it is poorly documented. Advertising poster
was officially recognized as a fact of culture. In 1897, The
World Poster Exhibition under the Society of Arts Promotion
was opened in St. Petersburg. It became the first Ad public
overview (Pryshchenko 2018, p. 71).
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The growth of competition in the mid-XIX cent.
influenced the thematic variability of the poster. The new
qualitative impulse was a result of providing local and national
fairs. From the point of view, the composition, there is striking
variety of techniques, means, plots, wide range of flora and
fauna prototypes, combination of technical and decorative
forms based on the principles of allegory and metaphor. Many
visual forms in the poster of the pre-revolutionary period (up to
1917) in Ukraine, Russia, the Baltic states were carried out at a
high artistic level, which corresponded to consumer
characteristics of goods and cultural events.

West European Advertising graphics faced significant
transformations as symbolism, expressionism, cubism and
futurism that influenced new stylistics formation. Art Nouveau
and constructivism had the most significant impact on Ad
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graphics. In the early of XX cent. poster and cover art were
developed mostly in Art Nouveau style (Secession / Liberty /
Modern), which directly influenced visual language and artistic
expression of advertising, forming its own graphic
interpretations in combination with motifs related to national,
historical and mythological figures (Fig. 2.6). From 1893 to
1964 the illustrated magazine of applied arts “The Studio” was
published in Britain presenting many examples in Art Nouveau
style. Artists worked with special interest in the field of decor,
cultivating complex curved “pure lines”, which were considered
as the basic characteristics of this style.
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Fig. 2.6. Art Nouveau: a) exhibition poster, 1906; b) absinthe, 1896;

¢) Henri Van de Velde. Ad poster for food company, 1898
d) cover of the magazine “Parisian Woman”, 1919;
e) soap advertisement, 1900;
f) Alphonce Mucha. Regional exhibition-fair in lvanchitse.
Czech Republic, 1913. www.mucha.cz




Artistic ideas began their changing with the development
of industry and technological progress, and the idea of
meaninglessness and simple geometric forms aesthetics
appeared at that time. Artist’s special vision and sense that he
put into his work became more important than fixation of
reality. During the 1920s, clear visual design replaced free
composition. The period of the high avant-garde of the 1910s
ended with its plasticity based innovations and philosophy of
artistic knowledge of the world. The next generation of artists
had new approach to the art through designing the environment
and forming a new person due to creation of another way of
life. Constructivists Vasyl Yermilov (Ukraine), Vladimir Tatlin
and Alexander Rodchenko (Russia), Lazar Lysytskyi (Belarus-
Russia), Gustav Klutsis (Latvia), by their search, expressed the
worldview of technical period and created new laws of artistic

ECTD LEZUEN NLLST ANC TARMLT e)
Fig. 2.7. Ad posters, | third part of XX cent. Constructivism:
a-b, d) advertising tandem A. Rodchenko — V. Mayakovskyi, 1925;
¢) Gustav Klutsis. Spartakiada poster, 1928;
e) Stenberg brothers’ cinema poster




Constructivist tendencies were intensified in the 1920s
and became the ground for functionalism flourishing based on
the principles of beauty, simplicity and benefits integrity in
everyday life. Piet Zwart — well-known Dutch constructivist,
the poster designer who often used the diagonal compositions
(Purvis & Jong 2010). His excellent use of colour, typography,
composition, and photography are reminiscent of the Bauhaus
and his influence on the future generations of graphic designers
was significant (De5|gn is Hlstory 2020) (Fig. 2 8, c)

Fig. 2.8. Bauhaus posters: a) 1923 b) showroom in Berlm 2019
c) Piet Zwart poster, 1932

International style was predominant in the varieties of
design throughout the XX cent. with its minimalism, straight
lines, regular geometric shapes that have not lost their
relevance today. Practically the whole Europian creative
community was engaged in search of the universal language
that would convey new rules of harmony. In contrast to
abstract compositions with absence of relevance, functionality
and adaptability appreciated by the constructivists, their works
showed the tendency to flatness and energetics of active colour
compositions.

The constructivist evolution of poster was significantly
determined by the new Bauhaus artistic paradigm of the Higher
School of Architecture and Design, which became a cultural
symbol of Germany and celebrated its 100th anniversary




(1919-2019). Bauhaus is hardly to overestimate as it had a
landmark influence on design and advertising of XX cent.

The history of Bauhaus, has been sufficiently
investigated for today. It is obvious due to the foreign
publications presented in the bibliographic list (Bauhaus 2016;
Bauhaus 2017; Gallo 1975; Guffey 2015; Meggs & Purvis
2006; Weill 2004). Nevertherless, stylistic aspects of
functionalism remain conceal within contemporary artistic
interpretations. Poster borrowed modular grids, geometric
modelling, element assembly, a limited colour palette with
dominated three basic achromatic colours (white, grey and
black) and three basic chromatic colours (yellow, blue and red)
using three primary shapes (squares, triangles and circles).
Texts, photos and graphic elements were a complete whole
presented as a clear and coherent message to buyers.
Introduced by Laszlo Moholy-Nagy in 1923 combination of
typography and photography was suggested as the concept of
functional graphics. At once, advertising poster was recognized
as a necessary task of the society at that time, its function was
carefully studied and design became visually organized.

Eckhard Neumann reveals through a clear and well-
illustrated text the close historical connection between fine art
and graphic design, and discusses the origins of graphic design
today. This important book documents that astonishingly
creative decade — the 1920s, with its entirely new and
functional visual language. The innovative art trends of the
twentieth century, which include Cubism, Futurism, and
Dadism, have had a determining influence on the development
of today’s visual language (Neumann 1967).

Austrian designer Herbert Bayer studied and later taught at
the Bauhaus, working effectively in graphics, photography and
advertising. During 1928-1938, he was art director of Berlin,
Germany advertising agency “Studio Dorland”. Since 1938,
Bayer has worked as advertising artist, graphic designer,
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exhibition designer, art and design consultant in American
emigration. Exhibitions under his direction “Bauhaus 1919-1928”
(1938), “Contemporary Art in Advertising” (1945) and “50 Years
of the Bauhaus” (1968) were the most interesting events in the
United States. His posters demonstrate the best stylistic traditions
with saturated plane colours, asymmetry and rhythm of geometric
figures (Denscher 2013). The cultural-artistic foundations of
Bauhaus functionalism gradually spread throughout the World.
Former Bauhaus students opened schools and studios, promoting
the main idea “from craft to industrial production” in industrial
and graphic design, design of architectural environment. One of
the brightest examples is Ulm School of Design in Germany
founded in 1953 by Bauhaus graduate Max Bill, famous Swiss
artist, architect and designer. Creative methods of modernists
became an endless source of later artistic interpretations and
experiments.

Art Deco or “American glamour” was another bright
stylistic branch with its impressive graphic range of posters,
outdoor advertising and movie posters in Europe and the
United States. John Held, an American cartoonist, graphic
artist and one of the most famous magazine illustrators of the
1920s implemented images of a period of carefree hedonism,
wealth, freedom and height of the USA (Heimann 2003).

Fig. 2.9. a) Broadway show advertisement. USA, 1906;
b) sheet music cover “Night of Nights”. Berlin, 1925;
¢) “Companion” magazine cover. California USA, 1931
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d) T : o E)
Fig. 2.9. d) “Nerma” cigarette ads from Egypt. www.retrographic.com;
e) “Vogue” magazine cover, 1926. www.internationalposter.com;
f) Masked Ball at the Savoy, St. Gallen Switzerland
by Willi Bolleter, 1934. www.artifiche.com

Poster was also affected by artistic changes since the
World War I. With mysticism-based art expressionists tried to
indicate essential laws of nature, using exaggerated colour
combinations and deliberately simplified forms. The life of
modern civilization was represented by an apocalyptic
catastrophe approaching to nature and humanity. Advertising
poster borrowed the main means of expressionism — vivid and
dull colours, and the power of their emotional impact.

Principles of colour-graphic modeling were similar at
European design schools. Thus, common concepts led to
creation of international style of Swiss origin. Forms sizes and
their proportions became multiples of each other. This caused
the establishment of the idea of graphic module. The format of
graphic module was organized mostly by modular grid, where
the fonts were used without serifs, composition was absolutely
claers and concise as for selected elements and colours. The
rhythm of elements was one of functioning means of visual
formation with rotated stripes of different shades, contrasting
colors and tones. They were arranged vertically, horizontally
and angle-wise. There was an illusion of movement that
excited vision, induces reading and stimulated paying attention
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to advertising. The font was also influenced by personal trend
of graphic designer: letters and words became a bright graphic
form and active element of composition.

Ukrainian constructivism is mainly indicated by national
character, but this realm is poor reflected in Ukrainian
scientific publications. Therefore, the majority of Yermilov’s
creative works in the 1920s are possibly recognized as poster
art. Master was keen on futurism and cubism; especially he
was interested in Bauhaus artists’ searches. Kharkiv, Ukraine
modernist Borys Kosariev is a prominent Ukrainian graphic
and theater artist who is considered as “father” of Ukrainian
avant-garde. He used techniques of applique, collage and
texture search converting real volumes into planes in movie
posters, and cooperated with Vasil Yermilov, Anatol
Petrytskyi, Alexander Khvostenko-Khvostov and others.

In the first third of XX cent., Ukrainian graphic designers
relied on Folk arts experience. National traditions such as
Byzantinism, Ukrainian Baroque, aesthetic values and folk art
symbols appraisal became the basis for creation of
characteristis to new Ukrainian graphic arts as the most
dynamic form of creativity that fully reflected all changes in
artistic trends (Horbachov 1996). Stylistic analysis of the
Ukrainian avant-garde works reveals that this realm of painting
has significantly influenced the evolutionary poster changes in
future. Artists brought rich colouristics in cubist monochrome.
In addition, they adopted ingenuousness learned from the
collective folk arts such as ceramics, tubes, embroideries, dolls,
carpets, Easter eggs, tiles, painting of wedding chests, because,
in their opinion, Slavic people expressed their energy in bright
major colours. Ukraine can be considered as milestones of
innovations in Art of the first half of XX cent., where Kyiv,
Lviv, Kharkiv, Odessa and Kherson (all cities in Ukraine) were
the centers of ideas that subsequently formed the phenomenon
of Ukrainian avant-garde.
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New trends in Art stimulated further development of
poster. Cassandre (Adolphe Jean-Marie Mouron), French artist
of Ukrainian origin from Kharkiv, outlined goals of that time
poster artist as follows: the purpose of painting is inside it, and
poster is a means of communication between businessman and
consumer. Poster plays the role of a telegrapher without
creating information but transmitting it in a clear, distinct and
expressive form. In early 1930s Cassandre was already a
professional advertiser, contracted in the United States, where
Ford Motor Company was one of his customers ordered a
series of posters. His posters attract attention by contrasting
and concise visual forms and dynamics (Fig. 2.10).

Moreover, his posters are associated with the ideas of
progress and technical changes of the XX cent. Posters were
Cassandre’s favorite genre throughout his life. The designer
believed that the place of the poster is on the street, and it
should enliven not individual billboards or buildings, but the
urban picture in general. “A Poster is to be viewed on the
street. It should integrate architectural groups and enrichen the
spreading facades. It should enliven not the individual
advertisement board or building, but rather the huge blocks of
stone and the vast area as a whole”, — said Cassandre, bringing
together and adapting Cubism, Surrealism, Bauhaus, and
Avant-garde to the demands of commercial design (Gallo
1975). Philips company, Dubonnet, Harper’s Bazaar, and Yves
Saint Laurent commissioned works from him.

 Fig. 2.10. Cassandre. Ad posters of the end 1920s — ear‘ly 19305
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After World War 11, the value of poster as a product of
Graphic design has diminished for some time. Poster gave the
way to Photography and Media. Neither economic nor political
factors, but technological progress, namely, spread of
photography caused this situation. Goods were simply
photographed at that time and it was far cheaper than ordering
advertising to artists. Lithography became economically
unprofitable and was replaced by offset and silkscreen printing,
which, however, were unable to reproduce the variety of
lithography shades and textures at that time. But later, the
poster was enriched with original artistic solutions and latest
printing technologies.

In 1955 Pop Art, focusing on the new imagery created by
the media, appeared on the market. The artists Andy Warhol
(Andrew Warhola), Robert Rauschenberg, Roy Lichtenstein,
James Rosenquist brought international fame to American pop
art. Their creative pursuits were the most clearly manifested in
Advertising as saturated plane colours, limited palette, stylized
images and active use of outline or silhouette. In the 1960s,
Wolfgang Weingart, a typographer and designer, passed from a
set of metal letters to a photographic set to develop a new
image-making technique that allowed to develop new complex
textures, patterns and images. Destruction of constructive and
functional rules of Swiss international style, spontaniety and
experimental search for new means of art expression were the
main features of this style (Fig. 2.11).

y/ g a) b)

Fig. 2.11. a) W. Weingart. Exhibition poster. Basel Switzerland, 1977;
b) public poster “Let’s be polite!”. Latvia, the late 1970s
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Poster art by Josef Miiller-Brockmann, one of the most
famous graphic designers, as well as near all representatives of
Swiss international style was influenced by the concepts of
several different artistic movements, including constructivism,
De Stijl, suprematism and Bauhaus (Design is History 2020).
Miiller-Brockmann’s theatrical, advertising and social posters
represent the ideology of visual forms of functionalism, and
later, of the New Wave — Postmodernism, conceived in
European culture. He published book on graphic systems and
philosophical design issues with deep analysis of visual
communication stylistics, history of poster as an object of
graphic design and evidence of the level of social culture
development (Miiller-Brockmann 2004).

schiitet das Kind !

Fig. 2.12. a) Max Bill. Cover design on colour book, 1944;
b) Joseph Miiller-Brockmann. Poster “Protect the child!”, 1955;
c) Rosmarie Tissi. Theater poster, 1982

Tumultuous events of the XX cent. escalated the need for
a poster as effective and inexpensive means of influencing
society with the appropriate images created by the means of Ad
graphics. Germany, Switzerland, Austria, Netherlands, France,
Italy, Poland, Latvia, Lithuania are main countries that
influenced poster development in Europe. Polish magazines
“Sztuka”, “Project”, “Intergraphika”, German magazine
“Neue Werbung”, Hungarian “Interpressgraphic”, Japanese
“Idea”, Swiss “Graphis” (now USA), and “International
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advertising art” spread the best achievements of poster
designers’ creative community around the world.

a) b) C)
Fig. 2.13. a) Walter Alner. Series “Cultural image of the city”.
Naples, 1984; b) Ikko Tanaka. Poster for the culture festival, 1986;
¢) Tadanori Yokoo. The Marriage of Figaro. Japan, 1981

Swiss cultural-imaging poster comprises a wide variety
of thematic, historical and geographical narratives; creates a
visual archive of aesthetic and social processes of different
times. The poster art was developed by such famous graphic
artists as Carl Roche, Niklaus Stoecklin, Herbert Leupin, Max
Huber, Steff Geissbiihler, Armin Hofmann, Max Bill, Lora
Lamm, Rosmarie Tissi. Considering the poster as one of the
most effective forms of communication, they vary their works
in stylistics from functionalism (rationalism) to expressionism
or deliberately naive style — “Childish style” (Fig. 2.14).
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Fig. 2.14. a) Herbert Leipin. Drawing for food manufacturer Bell, 1939;
b) Armin Hofmann, 1950s; ¢) Donald Brun. Sewing silk ads, 1946
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In Ukrainian poster after World War I, the images of new
country with bread, sun, happy female faces were revealed.
Generally, it was very close to the picture of Tetyana Yablonska
“Bread” (1949). Campaign posters with strong ideologically
motivating component and glorifying the flourishing country,
persons-creators became the most important at that time. The
image of motherland was common to all Ukrainians having
distinctive features as proud beauty and power, romanticism,
national character and ornaments. Poster artists used images and
means of Ukrainian folk art as graphic style basis. Colour
conventions, compositional patterns are essential in varieties of
decorative and applied arts with circular compositions for
plates and symmetrical vertical ones — for towels, carpets. But
the ideological expansion of the Soviet Union deprived very
quickly all other 14 republics with different worldviews and
ethno-cultural traditions. Among them were the Baltics,
Moldova, Belarus, Caucasus, Central Asia. Posters’ creative
landmarks often clashed with Soviet authorities and became
forgotten.

Ethnic motives were still very noticeable in Ukrainian-
language posters of movies, performances, concerts, exhibitions,
and cultural events of the 1960s: “Expressiveness, originality,
witticism and everything that attracts attention are the forefront
of Ukrainian poster. Brightness, contrast, colour unexpectedness,
boldness of composition and drawing are typical for the best bill
posters. Advertising poster should not only amaze, but also
create an emotional image” (Skljarska 1971, p. 8).

Anti-war, environmental, cultural-spectacular, including
theatrical genres of poster were developed for the needs of
society despite totalitarianism in the Soviet Union, and
particular in Ukraine. Development of poster was facilitated by
certain events: the opportunity and free access to information
from international reviews, presentation of local artists’ own
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works alongside the works of world-famous masters, as well as
the ability of art institutions to teach students properly.

International motives dominated in advertising graphics not
only on the territory of the Soviet Union, but also in socialist
countries. Poster as an inexpensive and effective media was
widely used for state influence and control of citizens in Eastern
Europe, as well as the praise of communist allies, reproducing
historical and cultural images of that period (Heather 2014). For
example, we observed posters with images of the German
Democratic Republic period in the Forum of Contemporary
History Leipzig, and saw them strikingly similar to the images of
social realism with happy children, hard-working women and
heroic men-builders of communism.

In 1990s, Ad poster experienced enthusiastic growth and
became more metaphorical, philosophical and serial. Poster’s
topics started revolving around the rethinking of the Soviet
past, the war in Afghanistan, the explosion at Chernobyl
nuclear power plant, gradually moving from collectivist social
realism to individual nationalism. Socioeconomic crisis in
Ukraine at the end of XX cent. slowed down processes of
poster development. First of all, cultural and entertaining
(theatrical, circus, concert, exhibition) genres were affected by
crisis, but commercial poster with new design solutions, often
of not very high artistic quality, was developed. In spite of
unfavourable circumstances, poster designers of Kyiv, Odessa
and Kharkiv Oleh Veklenko, Volodymyr Lesnyak, Vitalyi
Shostya, Viktor Bystryakov, Volodymyr Veshtak, Oleksandr
Mikula, Fedir Hlushchuk made a significant contribution to the
development of poster art in Ukraine, paying great attention to
ecology. During this period, poster style was significantly
influenced by Polish decorativeism with its rich colours,
flatness, deliberate primitivism of the author’s graphics and
fragmentation from one side, and by Bauhaus functionalism
with flatness, modular grids as independent elements,
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emphasized graphics, concise, and Postmodernism from
another side.

Ad graphics is presented mainly by toravel, commercial
and cultural posters, aiming at the development of tourism and
trade in Italy, France and Greece, since these countries have
identified certain economic problems in the end of XX cent.
Various graphic tools in the image of landscapes or famous
tourist sites, graphics protected by copyright, national colours
in explicit or hidden forms show a large number of stylistic
solutions from realism through decorativeism to minimalism.

Berlin Exhibition of the “100 Best posters” annually
invites artists, designers, printers, and students from German-
speaking countries (Germany, Austria and Switzerland) to
present a high poster culture of various thematic orientations to
present-time society. 100 best posters are exhibited in Berlin,
Essen, Karlsruhe (all cities in Germany), Zurich, Lucerne,
Lausanne, Geneva, St. Gallen (all cities in Switzerland), and
Vienna (Austria) each year. The last few years’ stylistic
solutions have been confidently presented in Constructivism,
Neo-primitivism, Minimalism, Postmodernism, Grunge and
Pop Art. Ethno-stylistics is absent at this exhibitions, indicating
the irrelevance of this topic to developed Western European
countries. ~ Moreover,  cultural-imaging, public  and
environmental posters are the most represented there.
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Fig. 2.15. Postmodernlsm in the posters, 2011.
https://100-beste-plakate.de/archiv-plakate




Polish poster school deserves special attention as the
strongest branch in the European space after the German-Swiss
one. During the XX cent. all kinds of posters (commercial,
political, thematic social) as far as their thematic directions,
namely tourist, cultural-imaging, environmental, theatrical and
cinema posters were actively developed. Krakow, Warsaw,
Lublin (all cities in Poland) and Lviv with their intellectual
climate met Bauhaus stylistics restrained, but -cultivated
national values and romantic traditions that became a source of
artistic inspiration (Knorowski 2016).

In the 1980s, when computer technologies were
introduced in creating posters around the globe, Polish artists
demonstrated graphics protected by copyright, painting skills
and handwriting fonts, denying photography crucially. It
allowed them to use various graphic techniques and materials
(gouache, watercolour, ink, pencils, mixed media, applique,
collage). Metaphor, grotesque, and irony as main creative
methods made every poster filled with content and required
deep thinking. Among many well known poster artists we will
represent Andrzej Klimovski, Tadeusz Gronowski, Mieczystaw
Szczuka, Henryk Tomaszewski, Jan Savko, Andrzej Krajewski,
Jan Lenica, Eric Lipinski, Victor Sadowski, Jerzy Cherniavsky,
Monika Starovich, who raised poster, particularly, theatrical
and cinema to the level of “visual poetry” (Fig. 2.16).

Gronowski was one of the first artists who integrated
illustration with typography, creating a new form of artistic
expression, often demonstrating humor in rendering stories.
The history of Poland in posters became “colourful chronicles”
that give us the idea of aesthetic tastes and cultural life
(Culture.pl 2007). Poster Museum in Wilanow, a suburb of
Warsaw, exhibits the large variety of posters, mostly belong to
artists and designers of Eastern Europe, and the Musem of
Design, Zurich sets out posters of Western Europe and the USA.
The Poster Biennale is regularly held in Warsaw and Lublin.
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Flg 2 16. a) Tadeusz Gronovskyl “Radion” washes itself, 1926;
b) Henrik Tomashevskyi. Theater poster, 1956;
c) Leszek Holdanowicz. “SOS Titanic” cinema poster, 1964

The Swiss Association includes posters of designers and
artists by many countries, represents a Poster art from the mid-
XIX cent. to the nowadays and documenting the social events,
culture, tourism and product advertising (Schweizer
plakatsammlungen SPS 2020).

Sociocultural concepts in architecture have a significant
impact on the visual imagery and semantics of poster as an object
of designing. One of the famous American architects Charles
Jencks formulated principles of postmodern architecture
(Dzhenks 1985), among which are as follows:

1) ambivalence becomes value giving priority to
imagination over artistic taste;

2) complexity and contradiction of forms is better than
minimalism;

3) the language of architecture is influenced by different
types of cultures, so universal culture based on the
principles of radical eclecticism and pluralism is required
for design;

4) postmodern architecture needs sense bringing us closer to
natural and aesthetic problems, and Corbusier’s metaphor
“house is a machine for life” loses its relevance;

5) urbanism is characterized by mixing of buildings and
inhabitants types, small-apartment planning, collage, the
presence of multi-ethnic groups, majority.




The above said is completely relevant to design and
advertising. Postmodernism in all its expressions contrasts to
modernism. Postmodern philosophers refused the rationalist
classical school, designers rejected simplicity and functionality,
utilitarianism and standardization of modernism. The invasion
of postmodernism was a real shock in the 1970s. It destroyed
fundamental ideas of design at that time.

Japanese “adapted” Western style to traditional Japanese
art (calligraphy, engravings, poetry), and this synthesis became
the essence of Japanese poster, where we see the balance of
geometric  forms, brevity, abstraction, photomontage,
stylistically abient advertising appeals from Kitsch to
Surrealism and Destructivism. Particularly in the mid-1990s,
after national borders were conciderably opened, the world was
ready for the perception of Japanese advertising. In 1996, the
jury at Cannes Lions International Festival of Creativity
emphasized that this advertising does not need any words, it is
a purely visual idea, and it is metaphorical, yet simple,
comprehensible, and obvious that does not need any further
explanation. In addition, it creates a cultural image of countries.

Lithuanian, Latvian, Estonian posters, even in the Soviet
period, broadcast the culture, art, tourism, and nature with an
emphasis on the Baltic ethnic identity. Stylistically, this
manifested itself in the dosed use of national colouristics,
elements of ornamentation, household items, popularization of
folk-art crafts and folk festivals. In 2016 a big International
retrospective poster exhibition was held at the Mystetskyi
Arsenal — National Art and Culture Museum (Kyiv Ukraine).
The Lithuanian poster was represented by the works from
Stasys Usinskas, Liudas Vilimas, Vytautas Kausinis, Juozas
Galkus, Juozas Gelguda, Adomas Smetona, Jonas Gudmonas.

We therefore believe that poster designing today is a
system project activity with the sense of realization aesthetic
attitudes and values of society, creation of new forms and
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development of artistic taste. Poster has fixed semantic
meaning and it should be considered not only as cultural
phenomenon in fact or as creation of attractive image, but as a
derivative product appointed by a set of needs, values and
norms of a particular historical period. Studying characteristics
of artistic styles greatly influences understanding of historical
processes and, accordingly, proceedings of poster
development. In the context of globalization, national cultures
face serious challenges and become contradictory, so
comparative studies provide generalized results of the analysis
of imaging, communicative and creative experience of poster
designers. Present day poster is a special form of Ad
communications, distributing information-shaped or
expressive-suggestive messages of directed nature, contributing
to the knowledge of cultural-historical reality, understanding
the life of society for the dialogue of cultures through the
visualization of objects, phenomena and processes.

Many researchers emphasize a wide range of topics and
the variety of problems in poster designing. In addition, they
underline the necessity for critical analysis of visual data and
the synthesis of disciplines that highlight major tendencies of
this new integrative trend (Kudyn 1987; Shevchenko 2004;
Dydo 2001; Guffey 2015; Presbrey 1929; Wobmann 2020).

Visuals provide a valuable basis for stylistic analysis of
poster and its impact on society by images, symbols, ornaments
and colours. It is a comprehensive resource for understanding
the power of design research and essential source of the
development of creative concepts in Design. Besides, it
provides a link between the ideas and their practical
implementation, that is why visual language becomes decisive,
transmits the ideas to target audience and actively influences
consciousness of that audience. So, creativity is a way of thinking.

The interlacing of many cultural events, transformation
of values, mentality of society, personal worldviews led to
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transformations of the artistic expression means, caused a large
number and variety of style searches in poster. We have
identified particular typological and axiological differences in
Ad communications of postmodern and post-postmodern
periods at the beginning of XX cent. We revealed that main
contradiction of culture now lies between multiculturalism,
cosmopolitanism and globalization, which are opposed by
deglobalization and localization of advertising, in other words,
orientation of advertising on regional consumers. The second
decade of XXI cent. still retains the value of poster as a
primary advertising medium.

Visual means of posters

Art considerably influenced the development of poster
(International Poster Gallery 2019; RetroGraphik 2020). The
evolution of poster declares significant role of artistic culture in
shaping styles in varieties of design. Sociocultural space, visual
forms and their interconnections in human life are properly
organized in the process of poster designing.

Among the visual means of poster, we outline photo,
graphics and font, and the fourth, most common tool today — a
combination of photos, drawings, special computer effects,
ornaments with geometric backgrounds arranged in any
correlations.

or LTHUTINIT| )
Fig. 2.16. Graphics in the ads: a) 1930; b) 1966; c) 1975
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Posters are created not only by graphic, but also by
painting tools. Many posters exist in a single copy for
exhibition or display on the street, in a public place. Typically,
present-day poster is a polygraphic embodiment of the original
created by designer. Poster influences the audience with a
vibrant, conditional, laconic graphic and colour scheme, often
with decorative expressiveness. Specific means of poster are
plane image, conciseness, common symbols, visual metaphors,
imagery, spectacular comparisons of colours, scales, points of
view, degrees of convention, satirical images, cultural types.

The analysis of visualization made it possible to determine
the poster components. They are as follows: originality,
compliance with the status of the product or service, clarity
with consumer groups, aesthetics, variability of graphic
language, metaphorical thinking. Understanding visual system
of art contributes to the development of art-imagery perception
and thinking in Ad design. Comparison of colour-graphic
means by stylistic tendencies revealed the necessity for
syncretism of visual and semantic elements.

Style in poster designing is art-plastic homogeneity of
visual info space and its elements as a whole. Comparative
constancy is a special feature of style. Graphics in design
works is filled with semantic-symbolic stylistics, which is
closely related to the historical general-aesthetic standards,
typology and meets the value-aesthetic characteristics.
Stylistics is a dynamic system, often conceptual, and expresses
a creative platform. It is difficult to find an exact imitating any
of historical styles in present-day design. But style is the agent
of Culture. More often, artists use only individual details of
“grand” styles or take a particular style and interpret it freely
within the spirit of modern ideas, using visual aids, the latest
materials and technologies, creating eclectic combinations and
new aesthetic values. We believe that Kitsch images and
decorative forms are the big aesthetic problems of modern
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media. The negative phenomenon of pseudo-nationalization
was formed and consolidated: pseudo-Ukrainian, pseudo-
Russian, pseudo-Japanese, pseudo-Eastern styles. Though, the
ethno motives in Ad graphics should not simply “decorate”
advertising products. They should help to look for new national
forms of advertising and to save regional cultural values in
modern life, because the accelerated globalization pace is
bringing the world to the blurring of borders.

Author defines colour as a mean of expressiveness and a
weighty component of Art style. In cultural context, the new
understanding of colour and the using of the term “colour
synergetics” are well reasonable. As alternative to globalization
processes with their aspiration to standardization and
assimilation of cultural peculiarities; processes of self-
identification of nations are actualized in design and
advertising. One of the directions of design research is
examining the influence of ethno-art and, especially colouristic
traditions of the contemporary design as art-projecting culture.
Balance of national and international in design activity and in
Ad communications is actual and controversial issue. Target
audience research from the point of view of mentality has very
big prognosis force in advertising, because psycho-emotion
peculiarities are already stable indices, spread to the large
amount of population. Every country has its own cultural
traditions, lack of respect ruins the company’s Ad strategy.

The purpose of poster study was to systematize visual
means and to determine their functional and image specificities
in the communicative space. The author analyzed the above
said in a broad cultural context, emphasizing the art-aesthetic
problems of poster as a form of sociocultural communication.
Considering stylistic aspects and tendencies of present-day
advertising poster development, the main attention is paid to
concretization of composition means with presence of certain
Art style features, national motives and symbols. Foreign
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researchers indicate also the powerful influence of arts and folk
crafts on poster (Heimann 2003; Nerdinger 1991; Presbrey
1929; Wember 1961).

In the end of XIX — the first half of XX cent. vintage
posters of European, Eastern, North and Latin American countries
clearly demonstrate the use of ethnic motives. Comparing the
ethno-stylistics of different countries, we see that main promising
area for Eastern Europe and Ukraine is development of Ad
platforms, design elements that meet the regional characteristics
and requirements of the local consumers (Tabl. 2).

Table 2. Ethnic motives in Ad posters at the beginning of XXI cent.

Northern region (Scandinavian countries):
ethnic motives with limited colours range are prevails

Western Europe
and North America:
international stylistics

Eastern Europe:
pseudo-stylistics,
kitsch and eclecticism

Middle East
and Asian countries:
national symbolism

is prevails are prevails is prevails
Southern region (African, Mediterranean and Latin American
countries): ethnic motives with bright colouristics are prevails

The results reported above indicate a correlation between
the past, the present and the future of poster art, in particular:

— the past — vintage posters of European countries the end
of XIX — the first half of XX cent. demonstrate ethno-
stylistics and authorial graphics;

— the present — we are rethinking and reimaging the poster
art traditions and graphic techniques of previous
centuries, and it can be observed that computer graphics
today are often inferior to trend art graphics;

— the future — it can be assumed that the principles of
visualization will remain a synthesis of colour harmony,
aesthetics, art imagery, originality, clarity of digital picture.
Of course, our empirical analysis carried is approximate

and the indicated factors should be investigated more deeply,
because theater and touristic posters, posters of art exhibitions
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and major cultural events have historical, artistic, and
ethnographic value. We present some theoretic-methodological
recommendations that are relevant at three levels:

1) conceptual-prognostic level that influences the
development of advertising poster as a whole. Poster is
conceived as illustration of the level of social culture
development and reflection of the value orientations of society,
as a significant means of social designing and cultural
integration. Comparison of past centuries and the present made
it possible to outline the prospects of solving artistic and
aesthetic problems of advertising and to identify main factors
that allow to predict styles in Ad design in the context of socio-
cultural dynamics, such as the development of ethnic style
(Neofolk) as the actual modernization. The main factors
include liberation of many countries from communist ideology,
creative use of folk art traditions, national identity search,
strengthening of regionalization, changes in value orientations,
aesthetic tastes of society and patterns of consumption toward
individualization, transformation of mass and elite cultures in
united middle type of culture — a Popular culture that is in
demand in different segments of society;

2) the problematic-theoretical level provides creation of
methodological base for study of poster as a product of culture
in conditions of sociocultural transformations after successful
implementation of creative ideas. The main approach is
considered as an interdisciplinary one using comparative,
sociocultural, axiological, art historical and critical methods.
Poster’s retrospective revealed its artistic value and cultural
heritage. The analysis of the available publications showed that
poster actively conveys social, cultural, and historical
development of society. The most famous poster schools
creative experience with differences in their styles is analyzed
from the above-mentioned positions;
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3) the disciplinary level contributes to the development
of integrated discipline “Design of Advertising”, which is a
deep study of Poster art history (see Chap. 9). The effectiveness
of visual means in present-day poster is determined by graphic
solution, persuasive illustrative, colourful and textual materials,
sizes, expressiveness and overall contrast that will allow
passersby to distingush advertising quickly at a distance. There
is a considerable influence of advertising in the evening due to
light, colour and movement. Outdoor ads are targeted at a large
number of people, it is very noticeable in size, but it is not
suitable for any product or service — it can be effectively used
only where you can present a concise image and short slogan.
Therefore, the use of visual means in poster should be
determined on focusing at target audience concidering ethno-
art traditions. In the nearest future, we need to refocus on
subtler approaches to consumer at cultural-imaging advertising
products as more individual, more correct and more aesthetic.

The scientific review of poster evolution is carried and its
cultural value is revealed. It is established that XX cent. is
characterized by dramatic boom of poster as the most popular
means of propaganda and a tool for promoting political, social,
or commercial ideas determined by two World Wars,
urbanization, development of all spheres of culture, including
tourism, also environmental or social threats, the new goods
and services appearance, raising the standard of living of the
developed countries. Substantial changes occurred in the visual
means of Advertising, but in the Soviet period — conformism
was a forced position for many advertising artists.

At the beginning of XXI cent., adapting to sociocultural
transformations, posters offer much more than illustrating
business offers or designing public spaces and urban
environments. Annual exhibitions and professional forums on
visual communications and design in Europe, America, and
Asia show what a modern poster looks like with the use of
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means for colour-graphic transformations. Generalization,
systematization and classification of empirical material of Ad
posters of the XVIII — early XXI cent. allowed us to conclude
that there is a significant borrowing of Fine and Decorative arts
style attributes by Advertising. The most sensitive influence at
Ad graphics was made by modern and avant-garde trends
(Expressionism,  Cubism, Abstractionism, Suprematism,
Neoplasticism, Constructivism), Pop Art, and Postmodernism.
Semantic space of the poster image is a visualization of
the big concept, of the creative idea, of the generalized
reproduction of reality in the art visual form and content,
information about an object, an ideal representation of material
or imaginary objects and phenomena. The poster image is
defined as a visual basis of logical thinking, art-aesthetic
perception of form and creative intuition, which is realized in
three planes — functional, technological, and sociocultural.
Because advertising poster often borrows images from varieties
of art, their creative interpretation and preservation of symbolic
meanings are necessary. The stylistic diversity of beginning
XXI cent., determined by world cultural and artistic processes,
demonstrates the diversity in the choice of means of artistic
expression — from remakes of paintings and descriptions to
solely font posters, from artistic experiments with photographs
to the latest colour-graphic capabilities of digital technologies,
which testifies to a wide range of approaches to ads visualizing.
Thus, poster is the prime field for experimenting with the
visual language; it is the scene of changing ideas and
aesthetics, of cultural, social and political events. The poster
was updated as cultural trends medium, as the quintessential
interaction of Design, Marketing and Advertising. Considering
Ad graphics as a product of Culture from billboard to present-
day poster, and advertising as an effective channel of
communication, a holistic view on the art imagery of poster as
a reflection of the sociocultural sphere of society is presented

74



in current study. Poster should have accentuated aesthetics,
non-standard vision, and graphic communication and be
interesting for the target audience.
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CHAPTER 3
The Art-historical fundamentals
of Advertising graphics

Shortly: We consider the poster as object of applied
graphics, — Ad graphics have their origins in fine and
decorative arts. By using the whole arsenal of graphic arts, it
performs not only practical but also aesthetic functions. A
general approach to understanding Art comes from the cultural
context of a particular historical period, so advertising should
be studied in correlation with artistic culture within the variety
of specific and stylistic manifestations, paying special attention
to the patterns of visual language. Advertising is a kind of
functionally oriented communicative activity. However, the
assessment of the vast majority of advertising appeals
manifested that all of them are below average level of quality
and hard to remember for total lack of creativity, aesthetics,
stylistic endurance, conciseness and harmony. Few scientific
publications in Ukraine do not fully reveal the historical and
artistic basis of Ad graphics, but they study mainly commercial
advertising and do it in a descriptive manner. As a fact, there is
no current interdisciplinary research of Ad graphics as a
component of Poster art in Ukraine.

Ad graphics as an expression of artistic trends and means
of Visual communication is very important for the media space
study. It reveals social changes that become an object of
current media. These problems have always been solved within
the prevailing ideological guidelines in accordance with
socioeconomic systems. Thus, situation is different with their
study in Art history. At the beginning of XXI cent., significant
changes in the perception of Design and Advertising happened
in connection with the processes of Globalization and, at the
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same time, ethno-cultural identification, hyperconsumption and
a parallel decline in the general cultural level of society. Ad
graphics contributed to these changes, promoting certain
commercial, political, social, environmental and cultural-
imaging ideas. Nowadays, a visual-communicative approach
tending to be concise and provide quick and unambiguous
perception of information is clearly identified. Furthermore,
establishment of Design and Advertising as independent
professional activities in Ukraine, expansion of the global
communicative space, fast development of technologies,
complex socioeconomic conditions, conflicting intercultural
and ethno-cultural trends increase attention to the effectiveness
of visual means.

Study of Ad graphics as a separate segment of poster
designing is extremely important to obtain final commercial or
social effect in order to promote public, cultural or political
ideas. The existence of Ad design as independent type of
professional activity requires its scientific understanding and
explanation. The aims to analyze the artistic principles of Ad
graphics, its main visual stamps with tendency to primitive art
and depersonalization of the national image. In addition, to
outline possible ways of overcoming pseudo-stylistics in
Poster. As a result, increasing awareness of Ukrainian cultural
heritage and the use of creative advertising technologies will
significantly contribute to the improvement of the aesthetic
level of design on domestic and foreign markets.

Carl Jung believed that leading factors in the
development of culture are archetypes (prototypes, structures
of primary images). He introduced collective unconscious,
features of thinking, universal symbols. By Jung’s theory,
established prototypes of ethnic life became the basis of
legends, myths and fairy tales in all nations of the world. Jung
defined symbols as terms, names, and even images that are
familiar in everyday life but have certain connotations to a
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common, obvious meaning (Jung 1991). Jung was not alone in
studying archetypes. Famous cultural historian Jacob
Burckhardt’s research not only expanded the range of Jung's
archetypes, but also identified local archetypes peculiar to
certain epochs and cultural regions (Burckhardt 2013). John
Holden in his “Cultural Value Project” considered the ecology
of culture as a relatively new, metaphorical phenomenon, the
essence of which is in peoples’ study and preservation of their
own culture (Holden 2015). In the Encyclopedia Britannica,
Julian Steward and Leslie White explain cultural ecology as a
study of the development or changes in cultural values
(Cultural ecology 2016).

In Soviet times, Dmitry Likhachev, medievalist and
writer, was the first to introduce the term “ecology of culture”
into scientific circulation, explaining it as the preservation of
cultural heritage necessary for social and spiritual life. From
Likhachev, this task is no less important than preserving the
environment, but the ecology of culture should not be confused
with the restoration of art monuments, as ecological approach
is primarily indicated as understanding of culture origin of his
nation and forecasting its development (Likhachev 1984).

According to different classifications, culture is divided
into world and national (ethnic), mass and elite, different
subcultures, countercultures, etc. The main feature of the
modern sociocultural space is interaction of the above
mentioned. The best achievements of national cultures of all
times are the heritage of the world culture, which, in turn,
actively influences the development of national cultures. The
processes of interaction and integration are complex and
ambiguous, with their own patterns of development. Society
exists with constant change of generations. A person appears in
a certain cultural environment to learn the system of
knowledge, values, and norms of behavior within certain forms
of culture. American anthropologist Franz Boas, a founder of

80



modern cultural anthropology, is associated with the study of
specific aspects in different cultures known as Cultural
Relativism. His basic idea is in the influence of natural and
cultural environment on the spiritual world of a man and
particular characteristics of national cultures. Boas believed
that each culture has its own unique path of development and
can be understood only in the context of historical phenomena
(Boas 1997).

Methodological basis of our study is cultural and art-
aesthetic positions of Volodymyr Lychkovakh in understanding
of the artistic reproduction of the value-semantic universe of
people, their cultural values and traditions that form a holistic
picture of interaction of beliefs, mentality, mythopoetic and
folklore, as far as folk crafts. Principles of cultural regionalism
are the synthesis of scientific and artistic reflection with geo-
cultural uniqueness and particular regions identity,
implementation of their cultural landscapes in visual images,
aesthetically experienced in a symphony of colours
(Lychkovakh 2011).

Art historian Thor Yudkin believes that Ukrainian Art
culture is closely connected with folklore, syncretic by its
origins. Folklore totality, multiplicity, overloading of each
element needs a decrypting. Still, it is attractive enough to be a
subject of modern semiotic discourses (Yudkin 2008).

The growth of competition in the early XIX cent.
influenced thematic differentiation in Ad poster and increased
the quantity of advertising-information agencies. Collaboration
of industrial production and artistic creativity generated
industrial aesthetics and industrial graphics. A new qualitative
breakthrough occurred as a result of active exploration local
and national exhibitions and fairs. In terms of composition, it
impresses with the variety of techniques, tools, plots, a wide
range of prototypes of Flora and Fauna, a combination of
technical and decorative forms based on the principles of
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allegory and metaphor. Before October revolution in Russian
empire and Baltic states, many visual forms were made at a
high artistic level, which corresponded to consumer
characteristics of goods (Fig. 3.1).
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Fig. 3.1. @) chocolate and coffee ads. Kharkiv Ukraine;
b) Riga’s balm-tincture. Latvia, early XX cent.

Posters of that time were made at a high cultural level,
with the aim to involve the worldly public to take part in
charity events. New small advertising objects have appeared in
the forms of menus, theatre programs, invitations, advertising
leaflets of various formats, specialized catalogues, and
advertising supplements to newspapers. By the mid-XIX cent.
newspapers became the most popular means of advertising, but
they rarely used illustrations. The second half of XIX cent.
radically changed the attitude to the advertising ideas
visualization. Colour lithography was spread very quickly at
that time. Moreover, the invention of photography has given
creativity to advertising text as it was often supplemented by
photo illustrations at that time. Dusan Pavlu says: “The Ad
poster has played an exceptionally significant role in
information and cultural education, especially since the last
decade of XIX cent. Its mass boom was conditioned by
inventions of new printing machines, production technologies,
increased literacy and mass production of consumer goods”
(Pavlu 2020, p. 84).




Olga Lagutenko notes that at the turn of XIX—XX cent.
European Art met dramatic development of two tendencies,
which, at first glance, seemed to have opposite directions.
Moreover, Internationalization of the artistic process
paradoxically coincided with the intensification of National
movements in Art aimed at finding out a unique plastic
expression that revives ancient traditions. These Art tendencies
were especially evident in those places, where the role of the
growing national consciousness became significant part of
cultural life. These processes took place in Ukraine, Russia,
and Poland at that time (Lagutenko 2006).

Ukrainian embroidery spread due to the ingenious
advertising campaign managed by Henry Brocard, the founder
of perfume and beauty products company “Brocard and Co”.
At the end of XIX cent., his soap was successfully sold in
Moscow. It was in bright wrappers with printed patterns of
cross-stitch ornaments, which became very popular among
women and was used as a catalyst for sales. Extremely fast
spread of crosses and floral ornaments technique in the red and
black arrangement was facilitated by flyers with printed
patterns for embroidery, which were provided as incentives and
free bonuses to all buyers of glycerin soap or cologne
(Brokarivska vishivka 2012).

At the begining of XX cent. Ukrainian national Art
school went through a rapid development of the avant-garde,
jumping forward all those stages of the Western European
progress that European countries passed gradually for almost a
century. D. Horbachov discover the fundamental influence of
Folk and Decorative arts and avant-garde trends on the
formation of visual ads. He provided a general analysis of this
phenomenon, but disregarded disregarding the unique colours
of Poltava, Kyiv, Ternopil, and Lviv as significant formative and
emotional factors of art imagery (Gorbachev 1996).
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Metropolitan Hilarion (lvan Ohienko) wrote: “Poltava
region used to be most Ukrainian Ukraine” (Ohienko 1992).

Analyzing design processes in Eastern and Western
Europe, USA and Japan during the XIX-XX cent., Victor
Danylenko emphasizes that there were two trends of design
development. An integrative movement that leads to
globalization-oriented design, on the one hand and differential
movement that guides to regional and nationally oriented
design, on the other. Comparison of Ukrainian, Polish and
Czech cultures with Global background shows that Design of
these countries is highly developed despite conflicts between
national cultures, traditional aesthetics, industries borrowed
from the West, communist regime and economic problems of
totalitarianism (Danylenko 2005).

Tetiana Kara-Vasylieva also analyzes the ideas of
forming national style in Western and Eastern UkKraine.
According to her, various local differences and sources of
inspiration were expressed in art works. Particularly, West
Ukraine was characterized by a deep interest in Folk art,
modernization of national features of Ukrainian culture, bold
search for new types of industrial technologies in ceramics,
weaving, and tapestries. Awareness with creative experience of
artists from Prague, Vienna, Krakow, Rome, Munich, etc.
contributed to the development of new ideas for ornamentation,
formation of new stylistic features and changes in the artistic
expressive means (Kara-Vasylieva 2005).

If verbal language is one of the main forms to possess
national character, then it can be stated that visual language is
also able to have national form. Turning back to Ukrainian
cultural heritage, it is noteworthy that the features of the
national form (ornamentation and colour) are the most clearly
expressed in folk arts and crafts. Therefore, study of ethno-art
traditions is a direct path to the culturally developed society
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and adaptation of Ukrainian heritage to the modern world with
following destruction of Soviet mental code (Yatsiv 2012).

The national idea is not people thinking about themselves
in the timescale; it is a sense of people’s existence (Ortega y
Gasset 1991). Nation is not an ethnic community; there are no
“pure” Slavs in Europe since the time of Polans. Everything is
mixed, and Ukraine is not an exception. Nation today is a
community of people united by the national elements, such as
language, traditions, culture, history and art. The sense of
ethnicity in  modern industrial societies performs a
compensatory function. Expression of culture actually means
the migration of cultural values, achievements, involves the
synthesis of different cultures, exchange of innovations,
diffusion and integration of cultures. The movement of
concepts, theories and styles occurs through communicative
channels — television, radio, advertising and press (Ukrainian
Encyclopedia of Ethno-art and Ethno-cultural Studies 2014).

Comparative study of stages in Art culture of different
peoples confirms general patterns of World sociocultural
processes, avoiding some chronological and geographical
differences. Historical determination of cultural phenomena is
largely manifested in art works, design, advertising, and so on.
Socrealism is also a system, but not only as a direction in Art.
It is a powerful ideological superstructure, rigid centralization
in all spheres of life — culture, economy, industry, advertising
and others. In this context, ideologists of the USSR can be
considered as the best advertisers to promote political directives.

Regional cultures are formed in the relevant geographical
area and for a long time retain their ethno-cultural specifics:
European, African, Far Eastern, Polynesian, Arab-Muslim,
Indian, Latin American, European-North American (as for
historical reasons, European culture consolidated on this
continent). Arnold Joseph Toynbee, leading specialist in
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international affairs, provided fundamental studies of the
problems of local cultures (Toynbee 2011).

Chronologically stylistic updates can be presented in the
following sequence: Byzantine style (VI-VIII cent.), Old
Russian (X1I-XI1I cent.), Neo-Byzantine (XIX cent.), pseudo-
Russian (XI1X cent.), Neo-Russian (early XX cent.). Modern
interpretation in the form of ethnic style, based on the special
techniques and materials of ethnic group (Hutsul), country
(Moroccan), region (Scandinavian, Mediterranean) or continent
(African). Ukrainian national style is experiencing a period of
revival. Folk traditions of home decoration are reflected in
design of country houses and private apartments, in the hotel
and restaurant business, in Advertising.
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Fig. 3.2. Vintage posters: a) Malaga Spain, 1944; b) Switzerland, 1955;
c) Bogota Colombia, 1950. www.retrographik.com

A significant layer of Ukrainian culture consists of
talismans and symbols with their traditions dating back to the
Trypillia culture. The search of national identity has lasted for
centuries and continues today, especially since it is facilitated
by sociopolitical circumstances. Ukrainian ethno-cultural
regions were formed from VI cent. under the influence of
different factors. Now they comprise 15 communities together
with Crimea. Kuban can also be added to them as it was
inhabited by Ukrainians at the end of XVIII cent. A more
generalized classification divides Ukraine into Western (with
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Galicia as the core center of cultural life), Central (Dnieper)
and Steppe (Eastern). Later, Ukraine was divided into and later
on the Right and Left Bank Ukraine (1663). Right Bank
Ukraine focused on Poland, Left Bank Ukraine oriented on
Moscow, and South was under Turkey’s influence.

National features are inherent in the Art of a particular
ethnic group. They reflect peculiarities of mental
characteristics of the nation and aesthetic features of people
worldview, natural-climatic and socioeconomic conditions of
the region, the influence of colonialism or its absence, the
nature of production and arts, style and other factors. Cultures
of individual nations can be globally significant with the
influence on other cultures, especially on artistic styles. It is a
known that the Art of ancient Greece determined the
development of Hellenism, Renaissance, Classicism, Empire,
Neo-Renaissance and Neoclassicism.

From the Neolithic, and later the Trypillia culture, older
than the Egyptian, all kinds of ornaments exist in Ukrainian
culture. Geometric, floral, zoomorphic ornaments reflect
ancient symbols associated with the ideas of ancient Slavs
about the Universe. First, it includes crosses, circles, triangles,
lines and cult of nature — so called stylized tree of life, where
apple is a symbol of love and periwinkle is a symbol of
unfading life. Generally, symbol is an artistic image that
reflects a certain thought, idea or feeling. It is one of the
powerful foundations of national culture. Symbol is of
ambiguous character, so it cannot be equated with an allegory.
Folk traditions, customs, rituals, beliefs, and the level of
national consciousness are reflected in Symbols (Dictionary of
Symbols of Ukrainian Culture 2002).

Historian Yaroslav Isayevych focused on the fact that
Ukrainian culture has predominantly agricultural roots. Also he
noticed populist dominant in the mass consciousness with the
concept of Folk art gaining high prestige but often
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simplistically understood (even nowadays) as the basis and
“shell” for all decorative and applied Arts. In reality, village
was actually not a creator of new forms, but their interpreter,
custodian and a kind of transmitter between different
generations and levels of society. Almost all important centers
of Ukrainian culture were located in cities and towns. In the
section on Arts and Crafts, the author states that with the
decline of guild and monastery production, the development of
factory art industry, which products were often inaccessible to
the village, the population had to use services of their local
masters. Moreover, in the conditions of polarization of
“common” and “lordly’ life, those local and regional
peculiarities flourished and crystallized (History of Ukrainian
Art 2006).

Critical content analysis of the vast majority of
advertising images in Eastern Europe in the second half of XX
— early XXI cent. revealed a steady pattern to pseudo-
nationalization, i.e. superficial, mechanistic use of ethnic
motifs under the influence of Soviet ideology. In contrast, the
Ukrainian graphic artist Jacques Hnizdovsky, staying in exile
in Germany for a long time, and later in the United States,
always used Ukrainian ethnic motifs in greeting cards, posters
and advertising stories. A graphics, bookplates and postcards
represent his experiments with Western and Eastern historical
styles, but his creative style remained national identity.

Nowadays, in the epoch of Mass communications and
mass tourism, the development of culture, in particular mass
culture, cannot take place in isolation. In a certain way, there is
a mutual influence and unification of compositional forms and
means. In the context of Globalization, there are tendencies to
converge certain cultures, outline similarities in customs of
different national groups. There are also consonances in the
cultures of different peoples. However, it should not be
deprivation of national specificity. On the contrary, it is a
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process of preservation, enrichment and assimilation of
Ukrainian ethno-art traditions, their creative development and
appropriate use of ethnic motifs in the varieties of Design, and
as a result, created dialogue of modern and traditional. Ethno-
design is a new paradigm of a vision of complicated folk, craft
and professional culture complex. The development of Design
with ethnic elements testifies to a new period in the cultural
development of Ukrainians, which must inevitably break
through the depths of universalism. Design shapes persons and
affects them, their mental and physical behavior. The
introduction of ethnic style should encourage the revival of
traditions, rituals and rise their desire to identify themselves
with Ukrainian people.

Recently, the concept of ecological thinking in Design
and Advertising has acquired a new meaning: it is not only
dealing with technological, recycling, environmental and social
aspects. Now it is a solution to ethno-cultural problems in
terms of environmental protection of their culture from foreign
elements (from the Greek. oikos — house, home, location)
(Ecology of Culture 1991).

Over the centuries, stable Ukrainian national images and
symbols were formed. We proudly introduce sunflower,
pumpkin, viburnum, cherry, towel, wreath, embroidered shirt,
red boots, white hut and painted ceramics. Consumers
subconsciously identify them with Ukraine. Ukrainians with
honey, apiaries and bees are part of the national identity.
Among the favorite heroes and motifs in the arts and crafts are
Cossack bandura player, a tree of life, a bird on a viburnum and
a flowerpot. However, the motifs of national symbols,
ornaments, colors are often transferred automatically to the
media and, as a result, become visual stereotypes. Therefore,
there are many negative examples of the above said in
advertising and printing products, and in outdoor advertising.
Such “folklore” or a tribute to fashion does not contribute to
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the true development of color traditions. Ad graphics, being
more than an object shape, comes not so much from the
function and design, but from relatively stable psychological
and sociocultural stereotypes. National features are introduced
in visual forms, as a progressive step that leads to the dialogue
of national cultures and results in the “unity of the diverse”.

Orest Khmeliovsky considers forming of Ukrainian
national style within new industrial, artistic and scientific
relations very important. As the form in the context of
Globalization becomes unified, it lacks national features and
artistic national image. Khmeliovsky outlines steps to
overcome this problem saying: “...we should be the first to
introduce the process of creating national form: with publishing
editions, with advertising and design of the environment, with
creating packaging, with design of nationally expressive
buildings and with a system of shaping everything”
(Khmelovsky 2002). Ukrainian companies as advertisers in the
Global information space must also have their own “face”.
During the twentieth century, the concept of the international
essence of design prevailed. As a result, the most interesting
design inventions in the era of industrial production were
international. However, today, when production is focused on
low-volume products and personalization of consumers, it is
already possible and necessary to differentiate national style in
Advertising. In addition, cultural-imaging posters should promote
Ukrainian images from Decorative-applied and Fine arts.

Target audience research with the view on mentality as
established factor that extends on overall population has a great
predictive power in Design and Advertising. Each country has
its own cultural laws and customs, the disregard of which leads
to collapse of the entire marketing strategy of the firm. It is
necessary to take into account the specifics of regional cultures
and their inherent ornamental and colouristic means of
expression.
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Bulgarian advertiser Christo Kaftandzhiev identifies
factors that are of primary importance for national Advertising,
including: 1) features that reflect the various characteristics of
national pride; 2) signs that express peculiarities of these
people perception by representatives of other nations, because
consumers have stereotypical images about their own country
and other states. However, he confirms the following fact from
the practice of advertising: “If we make a quantitative analysis
of Japanese goods advertising in European and American
markets, we will see that it has virtually no national
identification”. Indeed, the well-known Japanese brands
“Toyota”, “Sony”, “Panasonic”, “Nissan” and many others in
the European, particularly, in the Ukrainian market, do not
have clear national signs and symbols (Kaftandzhiev 2005).

Products of industrial design are international. They will
get national features by orientation on a certain group of
consumers, and in addition, the use of national colours and
cultural traditions will considerably increase the aesthetic level
of advertising. However, it is very difficult to give national
features to design objects and not to exaggerate the “pseudo-
nationality”. Direct borrowing of peasant art motifs and their
imposition on non-national objects are obvious in Ukrainian
design developments. This applies to posters, printed appeals,
outdoor advertising, packaging, books and periodicals, where
negative phenomenon of “pseudo-nationalization” has been
formed and consolidated. Consumers should not talk about
Ukrainian design with the emphasis on nationality, but as a
highly professional product.

Even limited visual means can express national colour of
the country. This type of artistic and figurative thinking is
formed in the process of interdisciplinary connections of design
with aesthetics, culturology, psychology of advertising and
others. The concept of regional / national design is typical to
regions with strong ancient traditions in Art, Folk art and
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crafts. Some elements of Advertising clearly trace and preserve
national features, such as Japanese posters. Different
interpretations combine ethno-art Japanese traditions and
stylistic tendencies of the West, acquiring aesthetic status, in
particular posters of I. Tanaka and T. Yokoo. However, some
expressive means remain beyond designers’ attention in
Ukraine. Stylized and formalized natural forms, fantastic
zoomorphic images, Ukrainian colours, imitation of collage
techniques and applications remain unnoticed by most designers.
Although there are few positive examples of Ad posters,
banners, a series of packages in the ethnic style of “Yurko
Gutsulyak design studio”, the style of which immerses
consumers in the folk traditions. Exquisite red and white
graphics directly send us to the embroidery of Kyiv region.

Thus, Ukrainian culture, having a high educational
potential, is a powerful factor in the harmonious development
of a man with socialization, individualization and ethno-
cultural identification as a personality. Relevant appeal to the
problems of national self-identification is appointed by the
development of Ukrainian society, its quick reaction to changes
in economic, political and demographic situation. In this sense,
Design plays active role in solving current sociocultural
problems. Changes in perception, understanding and
implementation of national cultural heritage and regional
features in the design practice of XXI cent. lead to the diversity
of methods chosen for exploration of the artistic heritage in the
creative activity of Ukrainian and foreign designers. Ethno-
design approach conducts a search for Ukrainian national style
and improves human attitude to the environment. This requires
the formation of an appropriate culture of consumption,
focused on healthy lifestyle and harmonization of human
relations with the environment.

Comparison of visual elements of Ukrainian trade marks
of food, beauty and hygiene products, household chemicals
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with good reputation in the market during last years, allow us
to conclude that, despite the relative stylistic unity in product
design, professionalism in the use of colour-graphics means,
and positivity in general, Ukrainian national characteristics are
practically not represented. Distinctive problem is a lack of
interest among graphic designers and advertisers to create
Visual communications for the Ukrainian manufacturer.
Therefore, it is not surprising that with such disrespect from the
state in terms of economic support, from design studios and
advertising agencies, with very high prices for creating
corporate style, packaging and advertising campaigns caused
the situation when our today’s consumers prefer Ukrainian
products only due to their low cost.

The problem of the total deficit in Soviet period, high
quality of foreign goods and food at that time, mainstream in
valuing everything from abroad that still is in consumers’
consciousness. Unfortunately, there is a persistent rejection of
their own and national in any form. Interesting graphic
solutions remain at the level of development of individual
design studios. One of the best examples is Kyiv studio “TVD-
design” that in 2010 presented design concept of a series of
packaging for dairy products in the Old Slavic style (Fig. 3.3).

Fig. 3.3. Old Slavic style for milk products. Ukraine, 2010
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Analyzing creative works of Ukrainian artist Maria
Prymachenko, Oleksandr Naiden emphasizes that the ornament
is of exceptional importance in the traditional environment of
Ukraine, it acquires aesthetic features, becomes an expression
of beauty, collective memory heritage, a form of embodiment
of regional or national graphic intuition. The ornament in its
symbolism and rhythmic repetition of elements becomes “the
product of a historical worldview”. Ornamental “revival” of a
house, stove, shirt, towel, Easter egg, etc. is a manifestation of
the ritual unity of human environment with the live, natural
environment — Space, Flora and Fauna (Naiden 2011).

The solution of problems of national colours in
Advertising and adaptation of the international style to the
cultural climate of the regions remains especially relevant. In
the process of Design development two ideological platforms
were formed in Ukraine. Industrialized Eastern Ukraine tends
to international style, and Western Ukraine explores national
style, rethinks ethno-art traditions and their use in
contemporary Ad posters (Lviv, Truskavets, lvano-Frankivsk,
Slavske, Ternopil, and Chernivtsi).

This is an important specific feature of Ukrainian cultural
tectonics, which is expressed by differences in mentality,
artistic practices, valuable priorities, as well as in the
peculiarities of consumption. Of course, modern culture is
urbanized and standardized, as the Global economy is mainly
focused on large cities, but it does not mean that urban culture
is one hundred percent unified and completely devoid of any
national expressions.

Since Ad design is a relatively new field of creative
activity for Ukraine, it naturally refers to the already developed
visual techniques, symbols, interpreting the established things
from the standpoint of new technological opportunities. In this
regard, there is a tendency to “modernize” the existing artistic
and expressive means, their interpretation in a new context. In
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addition, Postmodernism is characterized by a “game” with
cultural layers of nations. To some extent, it is an organic
environment for the development of national forms in Design
and Advertising, where one of the leading areas is Neofolk.
Among the reasons for this trend appearance is the need to
identify goods and services on the world market, and human
awareness of themselves as the heirs and custodian of national
traditions (Pryshchenko 2018).

The focus of production in existing conditions on
regional consumer groups and significant changes in sales
policy have led to radical transformations in the tasks and
nature of advertising. Relevant sociopsychological, cultural and
aesthetic factors become a core competence of innovated
advertising. Defining imagery as a specific means of creating a
national image from the viewpoint of certain aesthetic ideals is
key to understanding the process of designing Ad products. It
is illogical to provide companies that sell computer equipment,
clothing, cars or mobile phones made in foreign countries with
Ukrainian features; also, it is impossible to transfer national
characteristics to goods or services if they are not typical for
them. The only reasonable and appropriate use of ethnic motifs
for a particular product or service will contribute to creation of
truly aesthetic advertising. Current Ukrainian design product
must be a combination of a certain part of archaic material
culture with modern tendencies and not lose ties with the
dynamic environment.

If we compare Ukrainian advertising focused on eternal
human values (love, family, home, friends, mutual aid and
compassion) with advertising of other countries, we will see
clear picture of Global advertising. American advertising is
more straightforward and illustrates goods; German is the most
technical and informative; French is elegant and aesthetically
refined; Japanese is meaningful and philosophical, sometimes
unexpectedly metaphorical. In addition, Japan successfully
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combines the latest technologies, constant modernization of
production and everyday life with a careful approach to
traditions, cultivation of national symbols and ideals. National
identity is also present in Advertising of the Scandinavian and
Mediterranean countries. The main promising area is the
appearance and development of advertising platforms, design
elements that meet regional characteristics and requirements of
the local consumer. Ethnic motives are manifested mainly in
souvenirs and travel ads.

At the beginning of XXI cent., Ukraine is in a state of
constant search for its own national cultural concept. Complex
historical processes have formed a synergy between the desire
to integrate with Europe and the desire to preserve national
identity. These circumstances are the reason of the natural
appearance of pseudo-national features or so called “national”
stylization. In post-socialist countries, ethnic eclecticism as a
simplified-mechanistic combination of elements of different
cultures predominates in advertising nowadays. Billboards with
matryoshka dolls in Ukrainian costumes appear in Ukraine, the
names ethnic hints “Yapona-khata”, “Yapona-rushnychok” are
produced, and expressions “with a slight influence of
Ukrainian ethnic motifs” are also spread. There is a well-
established notion of “sharovarshchyna” with a negative
connotation as a representation of Ukrainian culture with the
help of pseudo-folk peasant clothing and elements of life-style.
It can be defined as too narrow and disrespected view on
ethnicity in general. It is hard to imagine such a contemptuous
attitude towards own culture in Japan.

Art Deco use of foreign imagery and design elements
was a virtually seamless process given existing practices of
both abstraction and cultural appropriation at work in the
decorative arts at the time in Japan. Many traditional designs
already possessed a sort of visual affinity with the Art Deco
aesthetic; the synthesis of conventional design elements with
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contemporary, pared-down forms appealed to the culture’s
collective knowledge of traditional motifs and symbols while
feeding their desire for modern consumer products that
reflected a keen sense of cosmopolitanism perfectly combining
the old with the ultramodern (Marshall 2015).
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Flg 3.4. Advertisements from Japan s Art Deco, 1940s

Ukrainian embroidery, weaving, painting, Easter painting
have acquired the status of ethno-cultural brands and ethnic
codes of Ukrainians and deserve a special place in the world
cultural space. Global network “Starbucks” has chosen a New
Year’s design with elements of Petrykivka painting for cups,
developed by Anna Shylova. Since 2016, such ornamented
cups have been appeared in coffee shops in 75 countries.

Significant cultural differences between the ethnic groups
of Ukraine and other Slavic, Romano-Germanic, and Turkic
peoples cannot be ignored. In the mid-1990s, it was time to
predict the development of polyethnic Art on the base of ethno-
local, national and interethnic dialectics, taking into account
free development of all spheres of cultural creativity. The
authors considered the regional richness of styles to be a great
asset of our Folk culture (Ukrainian Art Culture 1996). Ethno-
art understanding of the Ukrainian experience of using folk
motifs in the varieties of design provides grounds to assert their
importance and cultural potential for current Ad industry.
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Unlike pseudo-Ukrainization, the Art of the Crimean
Tatars has never been cut off the World. Cultures-branches of
large steppe civilizations (Cimmerians, Scythians, Tauris,
Sarmatians, Huns, Khazars, Bulgarians) actively interacted
with Continent, so related archaeological sites are found
throughout the Ukrainian East to Kharkiv, and influences were
found from far West to Galicia and Poland, to the South East
till Central Asia. Cultures of Greece, Italy and Byzantium
became a source of ethnic formation of the peninsula, because
they merged not only with neighbors to the North and South,
but also intertwined for centuries. Crimea was a territory,
where the border of the Worlds, Scythian and ancient laid.
They fought and traded with each other, borrowed traditions
and created Arts for each other. An interesting example of this
are numerous Scythian gold ornaments in the famous animal
style, probably made in antiquity by Greek masters of the
Black Sea coast. It became a large Crimean “melting pot”, in
which modern peoples were born, and in particular, the
Crimean Tatars — the indigenous ethnic group of Crimea
(Amazing Stories of Crimea 2019).

Thus, in the near future we predict the relevance of ethnic
style for some categories and services (for food, clothing,
footwear, accessories, tourism, etc.). Today, the Advertising
industry, using creative Ad technologies or stylistic devices
such as metaphor, hyperbole, association, metonymy and
allegory, is actively attracting the attention of consumers. The
presence of visual metaphors in advertising indicates that they
have significant potential and persuasiveness, perhaps at a
subconscious level, and, consequently, have positive financial
result. Metaphor as a creative technique and means of
communication becomes a basic characteristic of modern
Visual culture, a tool for integrating the abstract and concrete,
as well as interpreting complex aspects of worldview, ideas and
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combining images with emotions, a means of creating and
emphasizing new meanings.

Visualization provides a basis for stylistic analysis
advertising means of information and their impact on society
(symbols, ornaments, colours, symbolic forms, web graphics,
video advertising, web banners, print and outdoor advertising).
Visualization is an integral source of creative concepts in
Design. Thus, the best manifestations of urban folklore use the
compositional laws of ornamentation, emotional colours and
artistic language of decor, achieving syncretic unity, a
combination of aesthetic and utilitarian functions in the objects
of Ad design.

In Chapter 3 for the first time, the stylistic aspects and
tendencies of the development of Ad graphics are generalized.
Emphasis was placed on visualization techniques, ethnic style
attributes and national specifics. Systematization and
classification of empirical material of advertising posters to the
end of XVIII — beginning of XXI cent. that allowed us to
conclude that advertising significantly borrowed stylistic
features of Fine and Decorative arts. The influence of
Modernism and Postmodernism — were the most noticeable in
Ad graphics. National vector and artistic features of Art in
Ukraine manifested themselves in such nationally oriented
styles as Ukrainian Baroque, Ukrainian Art Nouveau,
Ukrainian avant-garde, combining world trends and ethno-art
traditions.

The author argues that education in Advertising is a
difficult task in terms of directed psycho-emotional and
associative influence on consumers in different regions, with
their cultural specifics. Practical significance consists in
didacticizing of interdisciplinary research experience, in the
content of lecture courses in professional disciplines, programs
of scientific and methodological seminars, online courses, in
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different activities of design studios and advertising
institutions, organization and promotion of cultural events, etc.

Studies of cultural and aesthetic components of
Advertising were aimed at systematizing posters and
determining their functional specificity in communicative
space. Visual language of Advertising is a logical reflection of
the sociocultural state of society during certain historical
periods. The comparative analysis of ethno-cultural and
intercultural tendencies in Advertising revealed contradictions
between commercial tasks and harmonization of society, which
have mainly pseudo-national features. However, the best
advertising campaigns in the fields of tourism, souvenirs and
food products, clothing design, ethnic festivals and European
Christmas fairs, reproducing the national identity, meet the
requirements of both specific customers and consumers.

If we compare the ethnic style of Advertising in different
countries or large cultural regions, then, in our opinion, the
search for national identity has much greater cultural resource
than superficial interpretations of Folk art. Now the use of
ethnic motives in the means of advertising information is
possible and necessary for the identification of the Ukrainian
state in the world sociocultural space, with the aim to increase
national self-awareness and self-identification.
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CHAPTER 4
Poster typology. Commercial ads

Shortly: currently, Ad poster is divided into commercial
(profit), political (creating a positive image of management
ideologies), and public (emphasis on social, cultural, or
ecological issues) by their main functions. Additionally,
commercial advertising was the first to be founded and
developed with the main purpose to promote goods and
services on the markets. Commercial ads in the
interdisciplinary study is considered in the context of actual
trends of Ad design development — a specific kind of creative
activity, and the contemporary design process is presented as a
synthesis of sociocultural, graphic and marketing aspects in
Postmodern period. The problems of advertising ideas
visualization have been identified, and the arsenal of visual
tools in combination with computer technologies is structured.
Mass specifics of Advertising are proved. A simple illustrative
accompaniment of commercial information has been replaced
by the emergence of new styles in the XIX—XX cent., the using
of creative advertising technologies and polystylism at the
beginning of XXI cent., and the intensification of branding and
rebranding processes. The form, essence and specificity of Ad
image, its symbolic significance and importance as a means of
Visual communication are revealed, and scientifically
substantiated definition of the imaginative system of
commercial ads is proposed.

The Poster art tends towards abstraction of a particular
object or phenomenon to a sign system of conveying
information. This abstraction helps not only to analyse the
considered object or phenomenon, but also to discover its
essence and characteristics. Naturally, some arrangements,
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simplification, and sometimes, complete notion of the image
become inevitable. These properties of poster, as well as
novelty and originality, contribute to the rapid assimilation of
the essence of submitted information.

It was quite difficult to systematize and develop a certain
typology among the great variety of modern posters. However,
this work was necessary not only for the analysis of colour-
graphic means, but first, for understanding poster visual
images, which artists and designers use to influence the
viewers. Basically, poster is the most common type of graphics
with artistic features that are determined by the propaganda
function. Moreover, poster is an artwork performed on a large
sheet of paper as a visual including concise text with
commercial, social, political, educational, or other purpose.
Person “in motion” should understand the idea of poster
information clearly, and this will determine its form as concise
image, the font that is easy to read, and bright colours to
perform.

Types of modern poster and its evolution were influenced
by many factors involving technological progress, state of
cultural life of society, modern trends in art, establishment of
art and design schools, and the impact of state administration.
Poster art is developing along with state infrastructure and
cultural policy changes. Thus, we distinguish five large groups
of posters according to their functional purpose: commercial,
political, social, cultural-imaging, and exhibition. Educational
poster, as deliberate training visuals by disciplines, topics,
personalities, traffic rules or behavior on the water, health care
is not considered within the scope of this edition.

Commercial poster is the main among the above
enumerated, most common advertising medium with
photography, iconic elements, colour contrast, associative and
emotional methods of influencing consumers. This type of
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poster is a product of mass culture and the quintessence of
design, marketing and advertising interaction.

Tom Eckersley, British poster designer, began his career
at what he recalls as that stimulating time when certain artists,
supported by enlightened clients, saw opportunities to use their
art and their vision to solve communication problems. They
began to realise the many exciting visual possibilities that
could be derived from the major art movements taking place in
Europe between the wars (Eckersley, 2010).

GOTA CANAL

NESTLE
) fait ladmiratton de tous.. f)
Fig. 4.1. a) vintage cigarette ads. Turkey, 1902; b) Sweden, 1905;
) V. Yurgelevych. Cabaret “Ades”: fun and obscene. Poland, 1910;
d) advertising of shipping. Japan, 1910;
e) Austrian State Railways by Otto Barth, 1910;
f) advertising of cookies. Switzerland, 1910

Political, or campaign poster of the first half of XX cent.,
periods of the two World Wars can be divided into two main
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groups of propaganda: heroic, which glorified feats in the front
and rear or reflected the struggle of socialist vs capitalist
systems and satirical, which exposed financial and industrial
groups involved in the production of weapons, satirized the
enemy, etc. Many posters were created in honour of
revolutionary holidays and international events. Slogans
worked very effectively together with those posters. Thus, the
message was directed at the consciousness of the population,
inclined the audience to action, forming social attitudes, ideas,
ethical principles and stereotypes.

Second half of the XX cent. passed without global
turmoil, but the main theme remained the ideological war of
socialism vs capitalism with the preservation of visual stylistics
of the past period. Nowadays, political poster supports the
election campaigns of parties making an attempt to reflect their
ideological concepts.

As far as Ukraine, it is extremely uniform, even
primitive, and sometimes vulgar: it contains almost identical
slogans, photos of the leaders with a city skyline, a wheat field
or a national flag in the background. The depth and strength of
voters’ reaction to political advertising depends on the degree
of identification of the audience with the ideas contained in it.

Social (public) poster has the most quantity of branches,
as it is not only an up-to-date message that promotes certain
positive phenomena or, on the contrary, is aimed at struggling
against negative ones (alcoholism, drug addiction, smoking,
AIDS, problems of the disabled, sick or old people, abandoned
children, animal abuse, low level of responsibility and social
activity of young people). The purpose of social advertising is
to draw attention to the problems of society, change the
behavior of certain social groups, limit unnecessary
consumption of harmful products, contribute to solving many
environmental threats (Fig. 4.2.)
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Fig. 4.2. The topic of radiation in Ukrainian social poster:
a) Volodymyr Veshtak. Welcome to Kyiv, 1989;
b) Oleg Veklenko. Tomorrow will be late, 1989

Modern social poster is a design object that continuously
develops and expands its functional boundaries. It provides
extensive opportunities for innovative search and provides a
high communicative effect in solving social problems. In
current conditions, there is an increasing need for an in-depth
scientific study of social poster as a means of artistic influence
on public interests, which effectiveness was approved during
the XX cent. Kyiv, Kharkiv, Lviv, Odesa poster schools are
worth attention.

The visualization of the idea in a poster on a socially
significant topic is in direct dependence on the prevailing
social and political structure in the society and the attitude of
the “system” to the individual. In Soviet times, the attitude of
the authorities to the people was “directive”. Social poster was
inseparable from political one as it carried an imprint of the
party ideology and belonged to the monopolized sphere of state
propaganda and campaigning.

Belarusian poster deserves special attention, since during
the civil war in Russia and the Soviet-Polish war it fell under
the state system of visual campaigning and propaganda. The
most famous poster in the world in Suprematist style “Beat the
Whites with Red Wedge” by Lazar Lysytskyi. Since the late
1950s, Belarusian posters, being under the influence of Polish
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and Lithuanian schools in their artistic solution, have changed
from heroic realism to more stylized technique and conditional
image presentation.

Ukrainian social advertising as independent type of
communication was formed not so long ago — since the early
1990s. However, this phenomenon became the subject of
scientific reflection only at the beginning of XXI cent.

Cultural-imaging poster (movie, theatre and circus
posters, images of countries for different events, festival,
tourist and sports posters), first of all, pursues objectives of
creating artistic images or images of countries for different
events, improving the status and forming positive attitude of
citizens. The socioeconomic crisis in Ukraine in the late XX
cent. arrested the art of the poster. The cultural-entertaining
(theatre, circus) genres suffered firstly; on the other hand, the
commercial poster gained momentum - unfortunately its
aesthetic value was not too high.

Theatre posters and movie posters are endowed with
special qualities. Their purpose is to advertise theatrical
performances and movies with reflection of their authors’
special styles and creative ideas. This group also includes
circus posters, musical posters and announcements of art
exhibitions. By the history of poster, it were theatrical posters
that played a significant role in its development. Moreover,
theatrical posters were among the most distinctive genres in the
poster art. French, Austrian, Polish, Lithuanian and Bulgarian
theatrical posters are particularly interesting. They are
characterized by expressive cursive fonts, non-standard visual
images, a variety of graphic means and their authors’ unique
copyright. This cultural phenomenon has been a distinctive
hallmark of these countries for many decades, and at the same
time, every poster implies the characteristics of artist’s
personality.
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)
Fig. 4.3. Cultural-imaging sphere: a) Andrzej Klimowski, Poland.
“The Science of Flight” cinema poster, 1978;

b) Richard Kaya. Tatry, 1l half of the XX cent. www.polishposter.com;
c) Leszek Zebrowski, Poland. Cultural event poster, 2006

From advertising point of view, theatre posters should be
professionally designed and be able to attract a potential
viewer. The process of movie posters creation is considered in
the same way. The budget of any movie includes advertising
costs besides the necessary costs on the shooting process.
Commercial success obviously depends on the attractiveness
and significance of the movie poster (or internet banner in
modern conditions). Designers should convey basic style of a
movie or concert, its atmosphere and mood.
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Fig. 4.4. a) exhibition poster on Polish Decorative arts in Paris, 1925;
b) Jacques Nathan-Garamond, exhibition poster. Paris, 1949;
c) Celestino Piatti. International fair in Lyon France, 1964;
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Fig. 4.4. d) Bojidar lonov. Theater poster. Bulgary, 1979;
e) Stasys Eidrigevicius. Poster for the music festival
“Chopin in Autumn colours”. Lithuania-Poland, 1999;
f) Boris Bucan. Theater poster. Zagreb Croatia
(as part of Yugoslavia), 1972. www.wikiart.org

Exhibition poster (authorized, conceptual) is intended for
contests and exhibitions, it reflects the authors' attitude towards
any of the above topics, their artistic talent and it is not created
on the request, that gives the authors full creative freedom in
the means of visualization. Occasional exhibitions of posters in
Warsaw, Berlin, Lublin, Milano, Zurich, Vienna, Brno,
Kharkiv, Sofia prove the above said. The leader among all
them is, of course, Swiss poster in terms of substantivity of
thematic coverage and diversity in the use of graphic means,
and absolutely non-standard artistic solutions.

Commercial ads

Let’s consider the commercial poster, commercial art
(Werbegrafik — in German) in more detail. Nowadays, a visual
approach is clearly defined, which tends to be concise and
should provide a quick and unambiguous perception of
information. Expansion of the global communicative space,
rapid development of technologies, difficult socioeconomic
conditions, contradictory intercultural and ethno-cultural
tendencies increase the attention to effective means of
visualization of advertising ideas. In our opinion, the basic

111



http://bojidar/
https://www.wikiart.org/en/boris-bucan

components of the professionalism of advertising designers are
graphic design training, sociocultural, and marketing. In spite
of its main commercial function (Bovee & Arens 1995),
Advertising was recognized as cultural phenomenon due to
visual aids of advertising communication that become logical
reflection of sociocultural state of society in definite periods.

Research of cultural-aesthetic component in Advertising
has the aim to systematize visual means of information and
make a complex definition of their functional and visual
specifics in communication area of modern society, which is
much wider than thirty years ago. Great changes happened in
Ad philosophy because of the processes of hyper-consumerism
and the lowering of general cultural level of the consumers.

James Lull, an American social scientist known for
research on the interaction between communications
technology and culture, figuring out how media technology is
becoming an integral part of our daily lives, says that mass
culture should be seen as a very important factor (Lull 2002).

William Mitchel had focused on Media theory and Visual
culture. He claimed that broad interest in language and
textuality had given way to a new interest in the notion of
visuality. Since language could not offer a full explanation of
reality, cultural theorists were united in their increasing
emphasis on the power of Visual in Art, Science, and indeed,
everyday life where media and communication rank as
determinants (Mitchel 1995).

Larisa Fedotova considers Advertising in terms of Mass
culture. With the help of Ad communications, artworks, both
Past and Present, become available to all categories of the
population (Fedotova 2002).

Unfortunately, in most cases, modern means of ad
information don’t contribute to forming outlook, art thinking
development, aesthetic perception of reality, etc. Visual aids
are not end in itself: form, space, and interrelation become
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means of visualization the Ad ideas. Consumerism became an
ideology of Postmodernism; Mass media popularize hedonistic
way of life and consuming type of personality.
Communicative, semiotic, and cultural-aesthetic aspects of
Advertising define that the core of ad appeal is axiological
complex, with the help of which ads can touch the individual
values and aspirations of consumers. This complex becomes a
basis for other elements of ads world. It is necessary to add that
modern advertising forms, trends of definite style of life, social
behavior, principles of use and moral norms. Now, ideals,
values, cultural samples, heroes, and images of different epochs
and cultures are reproductive (Pryshchenko 2018).

State of the problem indicates not enough level of
scientific research the artistic aspects of Advertising. The
humanities and art scientists don’t disclose the influence of Art
on Ad graphics and formation of its stylistics. Isolated
scientific works have described character and don’t give the
idea of the advisability of developing advertising. That’s why,
in the process of complex research of commercial ads we used
the following methodological attitudes: sociocultural method
determines the Advertising as part of Mass culture (Moles
1973; Eco 1996; Featherstone 2007; Shtompka 2007);
axiological — Ad graphics should be considered as derivative
product due to a set of values and norms of the particular
historical period (Barthes 2003; Borghini 2010; Mass
communications and the Advertising Industry 1984); and art-
historical — gives understanding the influence of Art styles on
Ad posters and identify contemporary stylistic trends (Barnicoat,
1991; Heller 2000; McRobbie 1994; Shulykov 2011).

Bulgarian researcher Plamen Shulykov notes that at the
end of XIX — early XX cent. sharp contradictions between the
concepts of “art” and “industry” appeared, and the mass
production of consumer goods even then resulted in their low
aesthetic level (Shulykov 2011, p. 58). However, as in previous
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centuries, advertising appeals resembled the art works — an
engraving, a story picture, or a miniature (Fig. 4.5).

s s sttt e et st C)

Fig. 4.5. a) beer ads. Austria, 1815;
ads the end of XX c¢m.: b) “Nestle” chocolate. Switzerland; ) France;
d) Trieste Austria; e) German sewing machine “Singer” in USA

Visual aids of advertising changed greatly — modern
appearance of advertising appeals differs much from
advertising of XIX cent. by graphic means and methods of
psychological influence on consumer. In spite of main task of
advertising — attracting attention of potential clients to one of
many products, as a rule, similar products and create its
positive image for long term memorizing, means of
visualization mostly have low aesthetic level. Considerable
commercialisation went through, though, influenced the state
and character of Mass culture. As a result of huge economic
and State building difficulties at the end of 1980s-90s the last
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century Ukraine lost control over the production of own mass
cultural product and its spread, giving it to foreign, especially
to American and Russian producers. But advertising products
for mass consumers must have aesthetic level and implement
cultural-education function.

Also, it is necessary to remind a little known fact that one
of the most famous art critic Vyacheslav Glazychev considered
decadence of Mass culture in his work “Problems of mass
culture”. Analysing tendencies of occidental conceptions of
mass culture he underlined ideologism of their constructions,
which have clear and straight orientation to consumerism,
definite universal values of “members of united club of
consumers”: comprehensiveness of mass culture gives its
characteristics absolute dominant, forcing out and suppressing
elite-cultural ideal of creative personality, changing it into ideal
homo-consumers (Glazychev 1970).

Arman Dayan quotes the famous sociologist E. Moran,
who considered that base influence of Advertising is that it
converts Product into drug analogue, as if injects stupefy due to
which purchasing of the product immediately gives the feeling
of facilitation to consumer, bordering to euphoria, and,
enslaves him for a long time. If Ad announcement is optimal
by sense and form, it should raise as delight as anxiety
simultaneously, create anguish presentiment pleasure and
desire to get it in any way (Dayan 1993, pp. 5-6).

Bulgarian researcher Anelia Petrova also considers the
problem of prestige in behavior of consumer as a support of
identification of personality in social hierarchy (Petrova 2010).
A fashion becomes social norm of consumption. Orientation of
a person to a group of luxury products is given as wish to make
the quality of life better. Purposefully, “global” consumer with
universal standards is formed in modern society.

The main problem of advertising creativity is finding
balance between commerce and aesthetics. Ad philosophy is
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directed to getting profits, which is understood as the most
important part of advertising process. But culturological,
outlooking and moral-psychological parts are also of great
importance. Especially the above mentioned parts of ad process
make a base of “platform” of visualization Ad ideas.
Nowadays, orientation of production to regional groups of
consumers, significant change of market policy presupposed
cardinal change in tasks and character of advertising: socio-
psychological, cultural and aesthetical indices become very
actual. Definition of imagery as specific means of creating
image from the point of view of definite aesthetic ideal is a key
to understanding the process of projecting mythological image
in Ad design. Many consumers need not advertised goods but
their images, symbols of prestige, possibility as means to
follow definite style of life. Model of behavior due to social
fashion and outcome style of life is a reflection of definite
outlook, system of values, hierarchy of inner aims formed in
their mind.

Little researched remains a visual code of Ad
communications. Advertising becomes a sign that sells not a
product itself but its symbolic reflection. Jean Bodriar
criticized modern society that becomes a society of
consumerism where everything is materialized in signs and
goods. He separated two types of consumering: first satisfies
the needs of a person, another is a sign consumering that
become as specific code, language of social conversation
demonstrative and long-lasting. From information, advertising
has moved to suggestion, then to “invisible suggestion”, now
its purpose is to control consumption; sociologists have
repeatedly expressed the fear that this threatens with
totalitarian enslavement of man and his needs. Bodriar thinks
that arrogance has its own base as a type of Mass culture: art
forms are not created now, they only vary and repeated.
Weakness in creating new forms is a symptom of art ruin.
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Philosopher comes to the conclusion that modern art is in the
state of standstill: already known forms are varied and their
combinations are long lasting. Purchasing products or services
person reacts not on their differences but on their sign essence
differences (Bodriar 2001).

Lt it |

Fig. 4.6. Mass culture: @) Cola Swiss Pop Art, 1960s.
Www.swiss-pop-art.ch; b) Swiss watches Pop Art ads, 1983;

Karolina Jakaite says that posters were among the most
ideological fields of art in the Soviet era, subject to strict
control by various government institutions. The posters consist
of different types of informational, instructional, and
advertising posters. Indeed, the views of many in the sales
force were often shaped by the indifference and bureaucratic
obstacles plaguing the Soviet system, and by a general lack of
competition and the priorities of fulfilling economic plans.
Interestingly, advertising posters of the 1960s were exactly
where one could see elements of modern and plastic expression
— flashes from pop to psychedelic art. The language of Pop Art
is inextricably linked to experiments in photography and
collage art that greatly expanded the boundaries of graphic
design’s expressiveness.

Psychedelic art influences reached the Soviet Union in
the late 1960s together with rock music and hippie culture.
Echoes of the style emerged in Lithuanian graphic design
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through shimmering bright color combinations and glowing
typefaces. Kestutis Gvalda’s “Visit Palanga” poster accented
an undulating hand-painted inscription inviting tourists to the
Lithuanian seaside resort (1969). Above it, a subtly placed
paper collage detail portrayed a flag flying in the coastal winds
above the landmark Palanga pier. In another poster, Gvalda
deploys the playful brilliant flashes of optical art that
Lithuanian photographers and graphic artists working with
both sheet and book graphics discovered in the 1960s. Graphic
artist Vytautas Kausinis became the best-known master of Op
Art posters, as seen in his 1968 promotional poster for an
industrial aesthetics exhibition. The shimmering linear rhythms
were particularly well suited for the musically themed posters
created in the late 1960s by Vytautas Kausinis, Jonas
Gudmonas, and Juozas Galkus. Such artistic graphic design
trends were evident in the history of Western graphic design in
the 1950s and 1960s, such as the creations of Paul Rand and
the New Advertising with which his work is associated, or the
creations of Swiss graphic design masters (Jakaite 2012).

Today the processes of self-identification of nations are
very actualized. One of the directions of design research is
examining the influence of ethno-art and, especially colouristic
traditions on modern art-projecting culture. Balance of national
and international in design activity and advertising are actual
and not homogeneous. Target audience research from the point
of view of mentality has very big prognosis force in
Advertising, because psycho-emotion peculiarities are already
stable indices and widespread to great amount of population.
Every country has its own cultural traditions, lack of respect
ruins the strategy of a firm.

During the XX cent. definitions of international sense of
Design dominated in society, so, the most interesting design
form-creating inventions in the era of industrial production
were international. But now, when manufacturers orient on
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small output products, it becomes possible to demarcate the
national stylistics. Unfortunately, design objects at the end of
XX-beginning of XXI cent. contained mechanistic borrowings
of rural art motives and putting them on out national objects of
printed and outdoor advertising, packing, souvenirs. Though,
the use of ethnic motives in ads should not be the “decoration”
of Ad products, but it should be looking for new national forms
of ads, saving regional cultural values in modern life, because
accelerated speed of globalization brings world to obliteration
of boarders.

In conditions of sociocultural dynamics, we can observe
“washing out” of stylistic trends or, even their absence that is
generally defined by term “postmodernism” as presence of
typical eclectics in post-industrial society and variety of artistic
research in the second part of XX cent. From the point of view
of Jean Leotard, Postmodernism is not new epoch, but
Modernism in the stage of the next renovation (Leotard 1998).

It should be pointed out that boarders of art and
arrogance are washed out now more than in other time, so, the
most problematic question is on stylistic features, art aesthetic
parameters, criteria of modern art and advertising products
assessment. Postmodernism has its own typological features:
the use of any ready forms from art to utility, widespread of
photography and computer special effects, deliberate violation
of commensurable quantities of visual elements, borrowing the
ideas from other types of art, remake, interpretation,
combination, fragmentation, epatage, installation, collageness
and circulation (Postmodernism 1994).

Now the frames of Postmodernism are widening; forming
of new stylistic trends in Architecture, Art, Design and
Advertising is made by deliberate synthetic approach in the use
of variable elements, wide spread of irony and giving new
context to old forms, complexity of the sense of harmony,
increasing the wvariety of genres, reinterpretation of art
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traditions, accepting the coexistence of different cultures and
dialogue of cultures (Pryshchenko 2018).

) 4

d)
Fig. 4.7. Postmodern stylistics in the commercial ads
of Il half of XX —early XXI cent.:
a) James Rosenquist. Tide washing powder, 1975;
b) change the colour range. Fire of Cointreau, 1999;
c) Faber Castells colour pencil ads, 2010; d) Lego ads, 2012;
e) Porsche ads, 1967. www.pinterest.com

The imaginative system in commercial posters we are
present as a visual-verbal model, in which advertising appeal
should have clear communicative structure, visual semantics,
archetypal, contrast and dynamic balance of colours, easily
understood images, should have aesthetically pleasing and
stimulate the emotional activity of consumers. Creation of ads
is a complex process in the fields of design activity, industry,
consumption, and marketing. The principles of visualization as
synthesis of colour harmony, aesthetics, art imagery, originality
of the picture are formulated.
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Ad products of the postmodern period are created with
the use of stylistic principles of Postmodernism. But, modern
consumer is very difficult to attract, so, it is necessary to use
creative approaches, to aspire giving additional aesthetic
pleasure to consumers, compel to them to definite “decoding”
of advertising appeal. From the point of view of
Ch. Kaftandgiev, sense of postmodernist approaches, which are
used also in the Theory of communications, and is in that there
are no good and bad communications, sign systems, codes and
others — their value is defined exclusively by concrete
communicative situation (Kaftandgiev 2005, p. 8).

A special role is played by the creation of the image — the
ideal image of the company, personality, subject. Many
consumers do not need advertised goods, but their images,
symbols of prestige, the ability to thus imitate the lifestyle of
idols. Thus, aesthetic perception gives the opportunity to the
average person through the advertising image to feel
satisfaction, self-confidence, involvement in the beauty of
everyday life. The stylistic diversity beginning of XXI cent.
determined by world cultural processes, demonstrates the
diversity in the choice of means of artistic expression — from
remakes of Paintings and descriptions to solely font posters,
from artistic experiments with Photographs to the latest in 3D
photography simulations (polygonal style) and colour-graphic
capabilities of digital technologies, which testifies to a wide
range of approaches to the visualization of advertising ideas.

Insufficient aesthetic or image level of Advertising
confirms the need to develop Media Design — the most
promising type of Design among others, which is a
qualitatively new stage of sociocultural designing the
communications. The conceptual foundations of Advertising in
Ukraine are to expand and deepen the methodology of project
thinking, the implementation of the considered scientific
methods in practice.
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Communicative and aesthetic aspects of pictorial are
presented in the sociocultural dynamics in accordance with
certain stages of society development. The poster actively
forms the mass consciousness, is included in the social sign
system, has a powerful influence on public opinion, represents
past and present creative experience. It is proved that the
semantic space of the Poster is a visualization of significant
idea, a generalized reproduction of object or phenomenon in
form and colour.

So, paying special attention to art-aesthetic problems of
Ad posters we come to conclusion that the use of artistic means
in Advertising should be stipulated by orientation to target
audience taking into consideration definite aesthetic ideals and
cultural traditions. Ad products for the mass consumers also
must have aesthetic levels and implement education functions.
The prospects for the study are to further deepen the proposed
provisions, which may serve as a basis for the development of
Ad design theory in Ukraine. Some of the allegations require
further research in the fields of Visual communications in order
to implement contemporary design concepts taking into
account the cultural tectonics of regions.
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CHAPTER S
Creative approaches to Eco posters

Shortly: our studies of the environmental protection and
rational use of resources greatly will facilitate the eco culture
development of Society, especially the younger generation.
The art imagery, colouristics, nonstandard interpretation,
emotions, humor, and satire are needed in modern eco posters,
and so it becomes more important to use creative technologies
in the creation of advertising appeals. Comparing the reflection
of eco problems and their understanding by Society, we can
mention that the level of eco culture in Europe is much higher.
This is usually thanks to the daily nurturing of the society in
this direction with the help of outdoor, television, web
advertisements, supporting various eco initiatives by the
Governments and private funds, and discipline of all
population concerning waste utilization.

Today, special attention should be paid to advertising and
information activities in the social sphere, in particular
environmental, because of its important role in solving
complex sociocultural problems and educating society. The
world community contributes to the active development of eco
design and public advertising, greening Europe for social
change and innovation at the global, glocal and local levels
(European Green Week 2021).

The massive anthropogenic impact on the environment is
apparent and clear. This puts an emphasis on the creation of the
programs aiming at managing on the natural resources and
conducting effective environmental protection. The author
considers this topic quite relevant. These are the development
of social responsibility, eco consciousness, creative self-
expression and aesthetic education of pupils and students in the
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context of smart consumption strategy, popularization of eco
trends and eco design, promotion of clean cities, the formation
of a new lifestyle in urban and rural environment, analysis of
urban ecology, waste disposal, bioethics, studying the
experience of European countries, improving the image of
Ukraine in these matters.

) IPACHAR REMID LARLIIAST IPPOLY b)

Fig. 5. 1 Soviet public environmental posters, 1970s

And in a previous study, we noted that scientific articles
in the “Nature” journal, publications of international
organizations Greenpeace (USA) and WWEF, World Wildlife
Fund (Switzerland) are the most authoritative among foreign
studies of environmental issues and the promotion of their
solutions. In addition to publications and conferences, these
organizations actively organize environmental seminars,
exhibitions, fairs of eco products and eco design, as well as
disseminate information about the environment through the
Media. Although we still see an insufficient number of
environmental social challenges in the media space — outdoor
ads and single articles on news portals are the most common.

Fig. 5.2. WWF energy-saving poster, 2016
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Fig. 5.3. Public environmental ads of the early XXI cent.: WWF posters

Noting the insufficient number of environmental social
appeals in the modern media space (sometimes in Ukraine we
can find outdoor advertising and some articles on news
portals), we present an impressive fact — according to the
monitoring of the Ukrainian Institute of Mass media in 2016,
only 1% of materials in Ukrainian online media, covering
mainly foreign experience (Detector Media 2016). Over the
next 7 years, the situation has not changed.

Posters have always played a key role in the living fabric
of our societies. They are the most noticeable form of
communication in urban settings, wielding great influence in
the interpretation and perception of a place by passers-by
(Rebelo & all 2019). The poster is identifying the specific
importance of cleanliness for urban life, participation of the
general population in conscious consumption, the collaborative
discussion between designers and other sectors — business,
academia, and youth. It is the most visible and relevant form of
Visual communication, and has a significant impact on the
audience as whole. But mass environmental propaganda relies
on completely exhausted visual stereotypes of the globe, green
leaf, hands, flames, which have become part of the popular
discourse. The concept of transdisciplinarity acts as a form of
cooperation that opens up innovative perspectives, questions,
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or solutions, and transcends the gap between artistic
disciplines. This raises the question of how creative practices
can collaborate with other fields to offer new solutions and new
formats in Media Design.

Changing our consumption and production patterns is an
environmental and social priority. Clearly, designers have a
responsibility to develop new products and new services that
use sustainable materials. Through recycling, re-
manufacturing, refurbishing, designers have a role to play at
every step of the economy. In the modern conditions of
excessive anthropogenic influence on the environment, the task
of forming efficient programs of management of natural
resources and nature protection activities seems to be of current
concern. It is impossible to fulfill these tasks without shifting
moral accents, directives, social priorities and simultaneously
adopting new cultural practices to benefit of the harmonious
development of people and perception of Nature as the highest
value. Global environmental problems touch every inhabitant
of the planet; some care less about them, some more — but
pollution of the environment overcomes borders very easily.
The recycling of wastes of modern production and discarded
things is hard to be assessed with precision and remains a
subject of research by many entities. We although observe
insufficient quantity of ecological social calls in the media
space presently — outdoor advertisements and isolated articles
on news portals are most frequent. This especially regards the
media in Ukraine. A critical analysis of the aesthetical levels of
advertising appeals reveals usage of outdated approaches:
visual cliches, Soviet-style visual elements and absence of
original ideas. So, the objective of this article is studying and
comparing visual aspects of European and Ukrainian eco ads.

Eco posters are a public affair. They are in visual info
space and influence us with their inevitable messages. This
relationship is our focus. Analysis of the latest researches and
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publications uncovers an acute shortage of publications of both
scientific, popular science and educational sort concerning the
interdependence of the Society and Nature, targeted at a wide
circle of the population, especially children and youth. In fact,
there are no theoretic works in the field, for instance the variety
of topics the Conference on public advertising in Ukraine
omitted considering eco posters. Advertising specialists
highlight this too: the interdisciplinary approach to
development of namely ecological advertising finds only
smattering of reflection in the Ukrainian academics’ works.
Comparing the state of reflection of environmental problems
and their understanding by Society, we can say that the level of
eco culture in Europe is much higher. Of course, this is due to
daily education in this area through print and outdoor
advertising, television, web advertising, support for various
environmental initiatives by the government and private
foundations, discipline of the whole population on waste
disposal (Pryshchenko 2017).

The impact of technological development on the birth of
completely new forms of posters is not limited to one paper
medium. The value of a social poster is in its content aspect,
conceptual solution, well-chosen palette, and composition.
Graphic design changes along with the situation in Society and
becomes extremely figurative, exaggerated, and metaphorical,
symbolism takes the place of verbatim. The main task of poster
designing focused on nature conservation is to contribute to the
formation of eco culture, starting with motivation for self-
preservation and preservation of the environment, where the
knowledge and skills of both each person individually and
entire human communities. The poster is an iconic carrier of
information, simple and understandable, which does not
require intellectual efforts from the viewer and educates him
both morally and aesthetically, influencing a person’s
emotions, his attitude to the environment (Vasilenko 2021).
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The contradiction between convenience, usability and
problems of processing versatile material stimulates invention
of technologies of production of novel and safe materials and
their follow-up recycling. American designer and advertising
specialist ~ Victor Papanek criticised the  excessive
manufacturing of commaodities and their planned obsolescence,
linking the environmental awareness to the engineering process
and propagating creative solutions taking into account ecology
problems (Papanek 2004). We studying the eco ads, notes that
now the key task is reforming the mass production with
reducing to minimum the detrimental consequences for the
environment while preserving the consumer comfort and the
image of industrial brands. This was called ecological
modernisation and now it is at its height.

Social responsibility nowadays means consuming as few
natural resources as possible and producing as low amount of
waste as possible. Ads are the most authoritative among the
abroad studies of the ecology problems and popularisation of
their solutions. In addition to publications and conferences,
these entities actively organize eco seminars, displays, fairs of
eco products and eco design, and spread environment-related
information through Mass media. Organic materials, organic
components, organic products; nature colour schemes in the
interior, clothes, advertisements; eco tourism; energy
efficiency; and formation of a new lifestyle in the urban
medium have been gaining popularity recently. Modern
designers are looking for harmonious aspects of their works in
the very components of the nature harmony: structures, shapes,
materials, colours, patterns and figures. They have proclaimed
a new motto “Ahead to the Nature!” (and not backwards),
which means responsible attitude to the nature, fruitful usage of
its laws in the designing activities (Nature Graphics 2014). The
aesthetic potential of the natural harmony is to facilitate the
shaping of creative thinking and also perfecting the body-space
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medium. The nature offers art experts an inexhaustible treasury
of inspiration, but we study the nature for the sake of
understanding our place in it too.

Eco design is a branch of contemporary engineering, the
dominating factors in which are demands of environment
protection, saving natural resources, waste-free production
technologies, organisation of sustainable consumption
processes, and prohibition of genetically modified products.
The “green design” includes the entire life cycle of the
commercial  product:  extraction of raw  materials,
environmental consequences of their processing, the amount of
energy spent, and recycling efficiency. Eco parks are emerging,
the output of eco food and eco cosmetics is growing. For
example, in October 2015 Leipzig (Germany) hosted a design
exhibition under the slogan “Eco design for social changes”
where most of the displayed items were aimed at a pivotal
change of the modern society’s lifestyle (Designers’ Open 2015).

Ecology problems found their reflection in the ecological
poster which can be considered as a variety of social
advertising. The global Earth Day is celebrated on April 22, the
day of environment protection and saving natural resources.
Every spring many countries conduct all sorts of contests eco
posters contests, exhibitions, and green Olympiads (Fig. 5.4).

Dzierl Ziemi

. “ b
Fig. 5.4. a) Earth day-2005, Poland; b) Olympiad-2010, Turkey
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Examining the visual methods and specificity of the
poster in the context of social advertising, let us denote that
the poster is a widespread kind of graphic arts whose artistic
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features are determined by the agitation function. People
have to perceive the sense of information in motion, and this
determines the visual form of the poster — size, laconism of
the image, limpidity of the idea with or without the concise
text, easy-to-read fonts and bright colours. The most
widespread Ad poster often uses photographs, character
elements and association-emotional methods of influence on
potential buyers. The public poster belongs to non-
commercial mass media. The skill to see and depict the idea
in the poster, the poster-wise mode of thought, anxiety and
fervency in the aspiration to capture the viewer’s attention are
designer’s main characteristics. Poster artist has to put the idea
through the filter of internal analysis of self and the
corresponding topic in order to get the image across to the
certain audience in a simple and expressive form.

The history of environment advertising started back in
1906, when the American Civic Association organized a
campaign to protect Niagara Falls from the damage done on it
by energy companies. New styles in Arts (Constructivism,
Futurism, Cubism, Symbolism) stimulated further evolution of
the poster, whose objectives were outlined by Cassandre, who
said that aim of pictorial art lies in itself and the poster is a
means of communication between the merchant and the
consumer; it is nothing less than the telegraph. The poster
conveys information on in a clear and expressive form.

After World War 11, the meaning of poster lessened for a
certain period. It gave way to the radio, photograph and mass
media. Lithography became uneconomic and therefore it was
replaced with offset printing and silk-screen printing which are
though unable to reproduce the variety of shades and textures.
In the 1970s-1980s, anti-war, ecological and cultural-
entertaining genres of the poster were developing in the Soviet
Union and particularly in Ukraine. This was prompted the
possibility of take part, free flow of information from
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international poster reviews, and presentation by domestic
artists of their own creative works alongside the works by
world-famous masters, and also capability of the art-
educational institutions to teach students properly. One of the
main parts in the rise of the poster was played by contests and
exhibitions conducted by the Ukrainian Artists Union and
publishing houses in Kyiv, Lviv, and Kharkiv.

In Ukraine, eco poster exhibitions are held on a regular
basis — topical, regional, personal — but access to them is very
limited and receives almost no coverage by the modern Media.
The urban medium lacks ecological social advertisements but
the outdoor media (billboards, city lights, advertisements on
transport and in the underground) appear to be the most
efficient today. Specific visual methods of the poster — flat
image, generally comprehensible symbols, eye-catching
juxtaposition of colours, scales, points of views, degrees of
conventionality, satiric characters etc. The poster artist’s
creative method is largely specified by the level of aesthetic
development of the target public. So, elevation of the viewer’s
general culture will inevitably lead to a change in the
appearance of the poster, made at a high artistic level; it can
become an important factor of the positive aesthetic effect. For
more than 100 years “green ads” have been raising environment-
conscious people, becoming brighter and more expressional.

Lviv was hosting the eco poster exhibition entitled
“Nothing Decided” by Klaus Staeck in September 2013, who
was the President of the Berlin Academy of Arts for a long
time. For over 40 years now his works have impressed with
their relevance and laconism of reflection of the environmental
problems in the Society. Staeck’s posters combine art, ecology
and political call that instigate people to changes. He created
over 300 narrative posters most of which are devoted to
environmental protection. Long before the Green Party was
created, Staeck had turned attention to the problems related to
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climate change, air pollution, growing amount of garbage,
nuclear waste, and pollution of the World Ocean. These
satirical works without slogans impel apprehension and critical
analysis of the current ecological situation: dangers of
anthropogenic climate change and environmental destruction.
Their power comes from the way Staeck places familiar images
and texts in new contexts with wicked irony (Fig. 5.5).

The World Wildlife Fund, long ago made a claim about
itself as a customer of quality, explicit and sometimes cruel
ecological social advertisements. The main areas in which the
WWF works, are climate change, protection of forests,
freshwater bodies, seas and oceans, conservation of flora and
fauna, minimising the usage of toxic substances, and restoring
the environment. Wild animals at the present-day consumer
market are perceived only as a raw material for tailoring
clothes, footwear and accessories, so in this case they “carry” S
and XL marks in the poster (Fig. 5.6, a).

g .

Fig. 5.6. a) WWF poster, 2013; b) WWF Romania, 2010
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Such visualisation ordinarily arrests viewers’ attention
much quicker and sticks to their memory better than the
standard depiction of fur overcoats. In general, it is worth
noticing the high creative level of this organisation’s posters,
whose motto is “The Nature needs advertising” (Fig. 5.6, b).

Imagery is also necessary for the Advertising of natural
heritage. For example, the mountains are presented in travel
posters of XX cent. For many countries and regions:
Switzerland, Germany, Austria, Italy, France, Slovakia,
Poland, Bulgaria, India, the USA, Crimea, the Carpathians and
Caucasus, the Urals and Tibet, providing geopolitical
orientations that address issues of historical, cultural and
national identity. Mountains are the subject of philosophical
reflection and ecological meditation, a means of spiritual
healing, scientific experiments, medical therapy and recreation,
as well as a source of artistic innovation. Mountains are not
only objects of reflection in Art and Media, they can also be
perceived as sociocultural hyper-projects, influencing what we
think about our existence, the Planet, and Society. In the
posters, the mountains appear as romantic “deserts”, national
parks, sports grounds, recreational resources, and more. Visual
means of Ad graphics vary from stylization of natural forms to
emphasized geometry.

The intertwining of many cultural events, the
transformation of values, mentality, worldview led to the
transformation of the means of artistic expression, led to a
significant number of stylistic searches in Advertising. The
main contradiction of culture today is between multi-
culturalism, cosmopolitanism and globalization, which are
opposed by Deglobalization and the focus of modern
advertising on regional consumers. Particularly interesting and
promising in the context of intercultural interaction is the travel
poster with a modern emphasis on eco tourism. We emphasize
that, compared to verbal language, visual elements are
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perceived faster, easier, more accurate, and understandable to
people of different countries. Therefore, the poster must meet
the important principle of semantic integrity, consisting of
physical, psychological, symbolic and strong internal
connections, respectively, colour elements (illustrations,
slogans, brand constants of travel agencies) interact closely and
determine the advertising effect. Among the significant
shortcomings of modern travel advertising are the
predominance of primitiveness, the actual lack of national
images (see next Chap. 6). And although the main purpose of
ads is to attract the attention of potential consumers, to create a
positive image of the city, region, country, and Ukrainian
examples mostly have a low aesthetic level.

Eco poster is also important in the city’s visual info
space. INUAS network universities at Vienna, Munich, and
Zurich have the great topic “Urban Transformations: Resources
and Public Spaces”, and provide a platform for current issues
and perspectives for the development of cities and regions. The
questions related to the ecological, political, planning, social
and technological challenges and opportunities in public spaces
addressing for young people (INUAS 2019).

The experience of the developed German-speaking
countries in solving environmental problems and the
development of eco culture is very interesting and useful for
Ukraine. In Germany, the poster plays a noticeable role in
international design processes thanks to campaigns, poster
contests, and exhibitions. The poster exhibitions there are
regularly — thematic, regional and personal, but access to them
is limited and not very active represented in today’s media.

For the time being, the main meeting point of the poster
with its viewer is advertisements in the urban space. But it is
impossible to see these posters on the streets of Ukrainian
citiecs. Below are students’ proposals for placing their eco
posters in Munich, Zurich, and Kyiv (Fig. 5.7).
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Flg 5.7. Students proposals for placmg eco posters
in urban space, 2021: a) Oleksandra Savanchuk for Cherkasy;
b) Zhanna Fedosova for Kyiv; ¢) Anna Zeruk for Zurich; d) Katerina
Garashchuk for Munich Airport. Curator — S. Pryshchenko

The activation of attention on contemporary
environmental issues and reasonable use of resources will
contribute significantly to the development of eco culture of
the Society, especially the younger generation. The information
in the poster should be perceived by man in motion, and it will
determine the visual form of a poster — image size, conciseness,
clarity of ideas, font that is easily readable, bright colours.
Foreign experts Peter Anker (2010), David Dabner (2015),
Steven Heller (2000), Elizabeth Resnick (2003), Liudmila
Tarabashkina (2015) also pay attention to this.

The poster thinking — this excitement and ardor in an
effort to bring the idea to a people. And the poster artist must
filter the ideas and related means through itself, must do the
internal analysis for simply and clearly convey the image to the
viewer. Today poster has dynamic development as Graphic art
and as an applied industry — Ad graphics. For the time being,
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the main meeting point of the poster with its viewer is
advertisements in the urban medium. For example, they use a
wordplay of biowaste and banana (“Banane sein” is an idiom
meaning ‘don’t care”) which means to sort consciously because
we must care about biowaste and organic garbage (‘ist mir
Banane’ in German) (Fig. 5.8, b).

Trenne, deen
Biomihll selt 1.

Fig. 5.8. @) Soviet eco poster, mid-XX cent.;
b) “Sort consciously, don 't be indifferent”.
Eco poster near underground station. Munich Germany, 2016

The modern public advertising poster requires interesting
imagery, offbeat, humour, satire, parody, and creative
technologies in the making of the advertising message are
gaining relevance. Slogans considerably amplify the emotional
constituent, though any information is shifting towards
visuality in the first decade of XXI cent. Among the
widespread stylistic trends, we can accentuate Minimalism,
Constructivism, and Postmodernism (eclecticism — combining
visual means on the collage principle: graphic art, photography,
typography, using pieces of Art) (Fig. 5.9).

-0.2.9..8
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Fig. 5.9. Liza Potopalska. Typography in eco poster. Kyiv, 2017
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Fig. 5.10. Visual conciseness is the main requirement:
a) affiche for ecoposter exhibition. Zurich Switzerland, 1983;
b) Fiedler Grit. Greenery, Germany, 2006; c) Green melody. China, 2020;
d) Lublin Poland, 2019. https://100-beste-plakate.de/archiv-plakate.
e) Michael Mittermayer. Vienna Austria, 2022.
https://kultur-online.net/node/23733

In the recent years, Ad communications have been
turning digital rapidly. Propagated on the internet are websites
and banners of not only commercial but also social focus.
Thus, actuality of the present environmental problems gave rise
to the organisation International project “ECO-culture” in
Germany for holding a contest of environmental drawings for
children and youth in the framework of Munich and Kyiv
partnership (September — December 2015; the concept and
presiding over by S. Pryshchenko). The aim of this project was
development of eco thinking, eco education and long-term
collaboration of the civic communities of Germany and
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Ukraine, popularisation of eco trends, forming a new lifestyle
with the means of poster art, and promoting the concept of
clean cities. Comparing the state of reflection of environmental
problems and their understanding by the Society, we can
mention that the level of eco culture in Germany is much
higher; this is usually thanks to the daily nurturing of the
society in this direction with the help of printed and outdoor
advertisements, television, internet advertisements, supporting
various eco initiatives by the government and private funds,
and discipline of all population concerning waste utilisation.

In February 2021 we took part in Winter International
Carpathian School with presentation of our Project and the
invitation of students to the Eco poster Competition. The main
idea of our proposed International Eco poster Competition
“ECO-Culture” on the based State University of Infrastructure
and Technologies (SUIT, Kyiv) is an interdisciplinary dialogue
on the role of Education, Art and Design and the responsibility
of each of us in systemic change in environmental protection.
Relevant topics for the development of eco posters are the
conflict of Civilization and Nature, human problems in urban
space, garbage recycling, plastic control, clean city, healthy
lifestyle, climate change, animal protection, disturbed lands
and territories, man-made impact, water and air pollution.
Many young people and children from all over Ukraine
responded to the offer to take part in the competition, which
confirmed the urgency of the initiative. The page of the
International competition on the social network Facebook will
become permanent and in the future will be gradually filled
with creative discoveries of students and pupils of different
countries (ECO-culture club 2021). The emblem developed by
her associatively combines 4 natural elements in the
corresponding colours: air in blue, fire — in yellow, water — in
blue, earth — in green. Graphic elements create a dynamic
movement and symbolize life on the Planet. This emblem was
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adopted and approved by the higher management of SUIT (Fig.
5.11), thus becoming a visual identifier of the International Eco
poster Competition for the coming years.

 Kivy
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Fig. 5.11. Design by S. Pryshchenko. Munich, 2015

According to results, more than 800 people took part in
the first virtual stage of Competition. These were students of
higher educational institutions, professional art colleges,
lyceums, gymnasiums, art schools and eco clubs from Ukraine.
As a further development of our Project, in 2023 we plan to
hold the next stage of the International Eco poster Competition
among students from Poland, Germany, Lithuania, Latvia, Georgia,
Croatia, Montenegro, Greece, Czech Republic, and others.

Ipro save the

world

c)
Fig. 5.12. Eco posters by Ukrainian students, 2021:
a) Volodymyr Pidluzhnyi; b) Aliona Gerasymchuk; ¢) Sofia Bozhko.
Photo from the eco poster competition web page
https://www.facebook.com/ECO-culture-club-109900551139700

The visual means and main stages of the historical
development of eco posters in the context of culture are
analyzed. And author shortly considering the imagery and
stylistics of eco posters as a public advertising.

142



On basis of the conducted analysis of picturesque and
stylistic trends of development of the eco posters, it is
necessary to emphasize the importance of the sociocultural
approach to the visualization of the socially significant ideas
and respective advertising complement. For more effect of the
eco ads, it is necessary to introduce slogans to posters, searching
and heightening the emotional-aesthetic component. With
further financial backing, we have proposed International
student project aimed at designing and using eco posters in the
urban and virtual media. Consolidation of efforts of specialists
of the modern media space in the direction of intensifying
attention and settlement of the environmental problems by
every person will considerably help the eco culture to evolve,
especially in the young generation. International sociocultural
designing in this direction is quite interesting and promising,
the main focus of which will be an in-depth study of
environmental issues and their visual manifestations in modern
European media space, holding mobile eco posters exhibitions
in Ukraine and abroad.
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CHAPTER 6
Travel advertising
of the Balkans in XX century

Shortly: the author considers the travel poster as a tool
of advertising communications and a component of the cultural
image of the Balkans. Of particular interest is cross-cultural
interaction due to the expansion of info space, cultural and
artistic development, and strengthening of the European
integration processes. The authors applied the chronological-
genre principle for the analysis of visualization means and
artistic-style features of travel posters in XX cent. We focus on
the analysis of the levels of stylization in posters from near
realism to formalization and generalization. Visual thinking in
Advertising use graphic skills, methods of visual art and
stylistics of European art. Comparing the travel posters, it is
shown that folk motives disappear from advertising in the
1970s. The author contribute to the theoretical comprehension
of travel posters as a product of culture. The implementation is
possible by developing advertising messages, conducting
lecture courses, seminars, conferences, and advanced training
in the tourism industry. The obtained results deepen the idea of
travel posters, generalize their communicative and art-aesthetic
aspects, and allow the identification of new factors at the
conceptual level regarding the specifics of the Balkans.

At the end of XX cent., the interest in textuality changed
with a new interest in visualization. Since language could not
offer complete explanation of the reality, cultural philosophers
increasingly emphasized the power of visual expression in art,
science, and, in fact, in everyday life, where the media and
communication are considered as important determinants.
Appropriately, visuality requires a comprehensive analysis to
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integrate the methodology of cultural theory and history to
interdisciplinary research. The relationship between visuality
and cross-cultural communication opens up another complex
area of media research with poster as one of its components.

Poster can tell much more about the age than other
documents. Poster involves an instant perception of
information, expressive means and deliberate layout. Cultural
heritage of poster can be observed in various contexts:
imaging, axiological, economic, semantic, and creative — as an
exchange of images and symbols. Communicative approach, in
our opinion, is the most appropriate for the analysis of poster
stylistics within the historical framework, while cross-cultural
approach adapts advertising to another cultural space in
accordance with its traditions and values, takes into account
cultural differences of countries and national peculiarities of
perception. The intertwining of many cultural events, changes
of values, mentality and worldview led to transformations in
the means of artistic expression, introduced a large number of
style searches in Ad poster, particularly, in a tourist one.

Nowadays, the main  contradiction lies in
multiculturalism, cosmopolitanism and globalization, which
are opposed by deglobalization and orientation of
contemporary advertising at regional consumers. If tourist
postcards with views of different countries were very popular
in the second part of XIX cent. and in the first part of XX cent.,
though, by the mid-XX cent., Ad poster of large and medium
formats became the most common.

At the beginning of XXI cent. poster still remains at the
forefront of main advertising medium for outdoor advertising
(especially in city lights), indoor (in the interiors for various
purposes), even as an element of decoration (instead of
paintings), in virtual contests of different thematic focus, and
can be completely transformed into web banner ads
(Pryshchenko 2020). The relevance of this study is determined
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by the importance of poster in the image-cultural area of many
countries, since it actively transmits social, cultural and
historical development of the society.

Vitaliy Shostya, a well-known Ukrainian poster artist,
stated that the view on the printed poster as an artistic
phenomenon occurred in the early XIX cent. Thanks to the
talented personalities poster received valued artistic component
as the informative content of poster and became the dominant
resource in addressing the audience. At that time, exhibitions
of posters as art objects after the loss of their previous
utilitarian function indicated the emergence of a new kind of
Visual art.

To reveal the Balkans advertising poster features let’s
examine this part of the Europe. Albania, Bulgaria (formerly
Thrace, including Macedonia), Greece, Northern Macedonia,
partly Romania, the European part of Turkey (Eastern Thrace),
countries of former Yugoslavia (Slovenia, Montenegro,
Croatia, Serbia, Northern Macedonia, Bosnia and Herzegovina)
are located on the Balkan peninsula. According to Harry Judge,
the Balkans is a region with incredible nature and rich culture
heritage from different ages (Dzhadzh 2003).

Basically, East and West, Orthodox Christianity and
Islam, Antiquity, Romanesque style, Gothic, Baroque and
Abstractionism were actively involved in the shaping of the
Balkans culture. However, the Adriatic was heavily influenced
by Venice (a Latin-Byzantium hybrid). In the IX cent. Serbia
was more influenced by Bulgarian culture than by Byzantium,
but the Byzantine and Ottoman empires had a strong impact on
Bulgaria culture. Moreover, Etruscan, Greek, Byzantium,
Turkish, Italian cultures dominated in the art of Montenegro in
the XV-XVII cent. After, French culture had an impact on the
Art of Montenegro in XVIII cent. and the Austria-Hungary
empire influenced it in XIX cent. (The cultural monuments of
Montenegro 1997).
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The outbreak of World War | contributed to the
development of national ideas, and adjusted the national
character of struggle between states. National movements led
to independence becoming extremely massive at that time.
Specifically, it was the desire for Slavic people liberation in
Austria-Hungary, Ukrainians — in the Russian Empire, Flemish
— in Belgium, and Irish — in the United Kingdom (Nikic 2020).

Egidio Ivetic, the author of “History of the Adriatic: A
Sea and its Civilization”, in search of the Adriatic identity,
carries out a historical tour around large ports, political and
shopping centers, such as Venice, Trieste or Dubrovnik, and
less-known territories, as the Adriatic is not only the sea, it is
also a place of great empires battle for the influence in this
region, and, finally, it’s home for bright cultural diversity
(Ivetic 2021).

It’s not surprisingly that cultural heritage becomes
accessible to all categories of the population through
advertising communications. The poster semantics expands,
adds new connotations, serves for cognitive, educational and
image purposes. Ukrainian researchers Vasyl Sheiko and Yurii
Bohutskyi believe that culture is a powerful factor in human
activity. They explain that we observe the world in colours of
culture, and state that Mass culture is one of the most striking
manifestations of modern developed societies sociocultural
existence. Additionally, they explain the importance of
cultures’ dialogue in the Media, since the forms of Folk culture
are very plastic and variable in practice (Sheiko & Bohutskyi
2005).

Analysing the design practice in the South of Europe,
Viktor Danylenko notes that countries of this region depend on
tourism for much of their income. Though, he identifies two
trends in visual communications there. The researcher outlines
average and internationalized, often influenced by lItalian or
Austrian style of Visual communications in the sea coastal
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countries. The areas remote from the sea or large cities, on the
contrary, demonstrate folk or Turkish-like elements in their
Visual communication and mountainous provinces show
specific artistic patterns. Slovenia is the most “western” of all
the Balkan countries as it is geographically close to Austria and
Italy. Croatia and Montenegro have notable individual
influences of European Union design activities, but often
adapted to local and geographical reality. As for the urban
environment of Romania, Moldova and Bulgaria — it is not
remarkable, it is surrounded by media design objects in the
form of endless banners and billboards with famous world
brands. In general, he concludes that the Baltic countries adapt
Scandinavianism, the Balkans accept Italian stylistics, and
Central Europe prefers German design (Danylenko 2009).

Currently, key questions and notions of the Balkans
travel poster in XX cent., including Bulgaria, Yugoslavia, and
Greece are not presented in the literature. Riina Iloranta’s
research is based on marketing literature, and this is discussed
with four different approaches: consumer consumption, brand
management, service marketing, and consumer behavior-
oriented perspective (lloranta 2022). Therefore, our study
contributes to the history of posters related to the
conceptualization of visual language. A poster is considered an
object of graphic design and main advertising medium, a
means of cross-cultural interaction, cultural integration, and
regional identification. The analysis of the artistic and style
features of the Balkan region posters revealed certain trends in
the depiction of tourist zones and natural objects. This study
reveals the image-cultural role of travel advertising and its
stylistic transformations in the Balkans.

A number of modern scientific methods were used to
solve this study issue. The author applied system-structural
method as predominant to study the poster in detail, analyze its
individual factors and their synthesis to highlight and analyze

150



functional aspects of Visual communication. Differentiation of
the travel poster visual expressive means in past and modern
times was provided with the use of comparative method.
Furthermore, by applying comparative method the author
contributed to understanding poster aesthetic information and
art imagery, revealed significant influence of artistic styles on
advertising creativity, examined compositional organization of
advertising messages, specific style features, art-graphic
materials and techniques. The sociocultural method made it
possible to interpret Ad graphics in posters as a reflection of
certain stages in society development. We applied the
chronological-genre principle for the analysis of visualization
means and art styles of the Balkan travel posters in XX cent.

The poster with its visual resource and the experience of
specific problem solving has been and still is a desirable
partner in any activity that requires a reliable communication
medium with the end user, the person. It is the level of
proficiency in the language of poster that allows the artist or
designer to transform the information into advertising product
with special characteristics of the finished creative content.

The Alps have been one of the most important places for
tourism in Europe, since the XVIII cent., and cover the
territory of seven Alpine countries: France, Switzerland, Italy,
Liechtenstein, Austria, Germany, and Slovenia (as part of
Yugoslavia) (Fig. 6.1).
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Travel posters of the second part of XX cent., comparing
to modern ones, are a bit naive from today’s point of view,
expressively straightforward, but much more creative and
special. Mountains and the sea were main objects to promote
tourism development. All images, coding certain messages,
formed a state of reliability, stability and openness to
consumers. Negative connotations and values, either as
doubtful interpretations were absent in posters of the second
part of XX cent. Graphic means ranged from partial stylization
of natural forms (decorative arts) to emphasized geometry or
Pop Art. Colouristic can be versatile — from rich colours to a
limited range of colours or almost monochrome solutions.

Often added ethnic motives were representation of
national cuisine, ethnic festivals as exotics that was interesting
to Western Europeans. Accordingly, the levels of stylization in
posters were from near realism to formalization and
generalization. The compositional organization of posters was
realized according to the principle of symmetry. First attempts
of asymmetry in the arrangement of font and image elements of
poster appeared only since the 1970s, and later. The active use
of photographs instead of drawings spread at the same time.

In the days of former Yugoslavia, Ad posters were drawn
by hand, because photographing took a lot of time, and printing
was not of very high quality. The design had a simple slogan,
and the images showed a fusion of tradition and modernity.
There are also such tourist offers that attracted guests simply
by illustrating the landscape. A good picture with the name of
the place was enough to advertise the city (Nostalgija 2014).

The selection criteria for this article were individual
posters from several Balkan countries with different applied
stylistics (Fig. 6.2-6.7). The history of art shows that
strengthening of cross-cultural communication causes the
convergence of criteria for aesthetic evaluation. Additionally,
specific premises appear to create peculiar local styles.
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Due to this, the author proves the existence of certain
patterns of aesthetic evaluation for advertising objects with
their own features. The unification of compositional techniques
and orientation to target groups of consumers (within this topic,
it was noted that tourism of the second part of XX cent. in the
Balkans focused mainly on the European middle class). Travel
posters demonstrate how interested potential tourists were
during this period, being a common sight in travel agent
offices, train stations, and airports.

Interpretation of “aesthetic — non aesthetic” remains
debatable issues. The aesthetic criterion is a historically
changing feature used to evaluate or classify artwork, including
its decoration, painting, ideology, illusory, illustrations, kitsch,
monumentality, originality, plasticity, harmony, stylization,
tendency, eclecticism, expressiveness, etc. This study has
confirmed identification of specific aesthetic parameters as
colour and tone contrast, general colour harmony, limited
colour palette, the integrity of the composition, uniqueness of
the advertising idea, its clarity, the informative nature of
advertising, the conciseness of textual and visual information
and its structure, the presence of photo images, computer
special effects and the technical quality of the performance of
the advertising image. It is worth to add the presence of certain
style features, including ethnics in the organization of Ad
space, and more precisely — their expediency in the poster.

While studying Ad graphics in the context of art-
projecting culture as a basic means of graphic design including
ethno-art traditions and national colour system, it is quite
appropriate to determine the aesthetic parameters of advertising
objects as cultural and aesthetic, and further differentiate them
with national or international principles. Colour semantics and
regional imagery will be distinguished for the -cultural
evaluation of objects in ethno-style. So, consider this with
specific examples. The visual images of Bulgaria, Croatia and
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Slovenia in the mid-XX cent. most fully reflect the ethnic
orientation of travel posters (Fig. 6.2-6.4). The travel posters
of Yugoslavia are very interesting; on which it appears as a
country of impregnable black mountains (Fig. 6.5, b-c).
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Fig. 6.2. Bulgaria travel ads stylzstlcs a) 1950s—60s;
b-c) 1970s — folk motives are absent. www.pinterest.com
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Fig. 6.3. Croatia travel ads stylistics: a) 1940s;
b-c) 1970s — folk motives are absent. www.pinterest.com
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Fig. 6.4. Slovenia travel ads stylistics: ) 1950s-60s;
b-c) 1970s — folk motives are absent. www.pinterest.com
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Fig. 6.5. Yugoslavia travel ads stylistics: @) 1950s—60s;
b) 1970s, and c) 1980s — folk motives are absent. www.pinterest.com

Greece is richer in sights and symbols, but even here the
classic brand has become “real Greece” — Antiquity, preserved
on small islands. Later posters embody a more colourful
Mediterranean image of Greece (Fig. 6.6, ¢). The legendary
“Orient Express” from Paris to Istanbul (then Constantinople),
passing through the French, German, Austro-Hungarian and
Italian railways, was supposed to become an alternative to sea
cruises. True, after the First World War, the route had to be
slightly changed, bypassing Austria and Germany through the
Simplon Tunnel in Switzerland. Hence the updated route was
named “Simplon Orient Express” (Fig. 6.7, a). It is obviously seen
that folk motives disappear from posters, as International style
and Postmodernism begins to prevail in the 1970s, and later.
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Fig. 6.6. Greece travel ads stylistics: a) 1940s; b) 1950s;
c) 1970s — folk motives are absent. www.pinterest.com
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Flg 6.7. Turkish travel ads styllstlcs a) 1920s;
b-c) 1970s — folk motives are absent. www.pinterest.com

Military events and the break-up of Yugoslavia in the
mid-1990s  significantly inhibited tourism and travel
advertising in the Balkans. At the end of XX cent., the stylistics
of travel poster fell under the influence of Postmodernism. Due
to the development and spread of computer graphics, the
postmodern trend continues to develop as a conscious
Eclecticism at the beginning of XXI cent. (Fig. 6.8).

Fig. 6.8. a) ethno-fest by Bastlnlan Munich Germany, 2021;
b, d) Green Balkans Reserve ads of Bulgaria, 2021;
¢) carnival in Tivat Montenegro, 2022
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Stevo Nikic believes that nowadays tourism advertising
with modern emphasis on eco tourism is especially interesting
and promising in the context of cross-cultural interaction
(Nikic 2012). Cultural tourism is a combination of tourism-
relevant activities and culture events (adventure tourism,
museum, exhibition and festival tourism, preparation and
servicing of national traditional dishes and drinks — the so-
called gastronomic tourism (Vucetic 2011).

The Balkans can offer a wide range of tourist services. In
summer it is beach holidays and yacht tourism on the Adriatic
and Black Seas coast. Skadar Lake is the largest on the Balkan
peninsula, located on the territory of Montenegro and Albania.
In winter ski resorts welcome many tourists to visit numerous
monasteries and churches, buy regional products or souvenirs.
Therefore, visual identity is an important resource that helps to
distinguish specific object, city as a tourist destination and its
uniqueness. But in modern travel advertising, except for high-
quality photographs, we do not see any creative approaches
(Fig. 6.9).
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Fig. 6.9. Modern travel advertising of the lakes, 2022

Let’s draw attention to the fact that visual elements are
perceived faster, easier, more accurately, and understood by
people from different countries compared to verbal language.
Thus, the travel poster should comply with substantial principle
of semantic integrity, which consists of physical,
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psychological, symbolic set with strong internal connections.
Accordingly, colour elements (illustrations, syllables, brand
constants of travel agencies) closely interact and determine the
advertising effect. Among considerable disadvantages of travel
advertising in the early XXI cent. the author outlines the
preference for stereotyping, primitivity, the actual absence of a
national images, the dominance of Kitsch, Eclecticism, which
become cultural dominants. While the main purpose of
advertising is to attract the attention of potential consumer,
create positive image of city, region and country, modern travel
posters and their corresponding technical transformations for
Digital Media mostly have low aesthetic level.

The analysis of image formation and art imagery issues
allowed to determine the components of advertising image, in
particular, for tourism. Uniqueness, aesthetics, regional
specificity, compliance with the status of the tourist service and
clarity to target audiences (budget, middle, premium, luxury)
are examined in this study. Comparison of posters by stylistic
tendencies revealed the need for more active use of creative
advertising technologies: allusions, associations, allegories,
hyperboles, metaphors or metonymies. Visual metaphor
becomes universal stylistic figure. lis Tussyadiah looks at design
thinking and how to explore and identify problems associated
with the provision of tourism services and propose solutions to
these problems in innovative ways. Tourism involves a wide
array of services from airlines to accommodation to
entertainment, but it also involves exploration of places that
enables tourists to interact with objects (e.g., sceneries), people
(e.g., locals), and other resources in tourism destinations. Design
is getting more attention because of the relevance of design
methods in the production of tourism products and services that
are experiential in nature (Tussyadiah 2014).

Present-day advertising messages should have artistic
and semantic imagery. Lev Manovich presents a method for
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analysis of cultural data, with a particular focus on visual
media. Cultural analytics refers to the use of computational and
design methods, including data visualization, media, and
interaction design, and machine learning for the exploration
and analysis of contemporary culture. One goal of these
explorations is to enable us to see what hundreds of millions of
people around the world today create, imagine, and value
(Manovich 2020). Nowadays, visual streams prevail over
verbal ones. A new fragmentary thinking comes, based on the
emotional platform and built on visuality, variability, and
perception of a large number of different visual elements.
Visualization provides a basis for further analysis of images,
symbols, ornaments, colours and their impact on Society
through web banners and outdoor for tourist products.

The Chapter 6 contributes to the theoretical
comprehension of travel poster as a product of culture and a
mean of representing regional specifics, the visually orientated,
and the digital in the future. Practical implementation is
possible at the level of developing advertising messages,
conducting lecture courses, thematic seminars and conferences
for students and graduate students, and as far as advanced
training courses in the tourism industry. The obtained results
deepen the idea of travel posters, generalize their
communicative and art-aesthetic aspects, and allow the
identification of new factors of education at the conceptual and
prognostic levels also.

The results of analytical work indicate that poster
actively forms mass consciousness, involves into sign system,
provides powerful impact on public opinion, and represents
past and modern creative experience. The semantic space of the
poster is a visualization of significant idea, generalized
reproduction of the advertised object in form and colour,
perfect reflection of artifacts or natural phenomena in
consciousness. Modern poster should perform perfect
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aesthetics, non-standard visualization and variability of graphic
aids and be interesting for the target audience. Considering the
poster as an effective channel of Advertising communications,
for the first time the idea of the visual language of the Balkan
countries tourism service in the second part of XX cent. was
presented. Undoubtedly, the poster plays a significant role in
society, and artistic practices and has a great potential for
further development of tourism in the Balkans. Beyond the
culture and communications, the author recognized important
relationships of the posters with society, economics, politics,
and the environment.

Modern conditions establish the basis for creating
peculiar local styles. Active development of Tourism, and the
use of the aesthetic potential of natural harmony will contribute
to the approval of national identity, creative thinking
development and improvement of the visual info space. The
travel poster can focus on the latest trends in eco tourism and
protection of cultural heritage, national parks development,
holding of international summer schools for students, sports
competitions, thematic tours, ethnic festivals, etc. Within the
framework of the designated vector of research, a special place
is supposed to be given to further search and comparative
analysis of semantic roots in the use of pictorial elements and
colouring of the Balkan region in order to develop cross-
cultural communications in currently.
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CHAPTER 7
Colour in Ad posters:
visual stereotype VS. creativity

Shortly: a visual language of colour ads is represented
by the logical reflection of sociocultural state of society during
definite periods. The aim is to characterize problems of Media,
such as: the means of visualization, the visual stereotype, and
the stylistics of its contemporary development. Colour is a
component of global info space, therefore content-analysis of
visual images in Ad posters (commercial, political and public)
was carried out. The scientific novelty of this Chapter is the
consideration of visual stereotypes in Advertising (on example
the Red). Result of our study is the assertion that advertising
images in red colour as products of creativity have the social
meaning only in the systemic understanding of political and
cultural processes.

Studies on the interaction of cultures show the multi-
vector nature of this process, in particular, the exchange can
take place not only material, scientific or technological ideas,
but also cultural values, social norms and traditions, art
practices also. The language of colour is perceived by all
segments of the population of different countries, so it becomes
a metalanguage and improves cross-cultural communication.
Ad messages are a social matter. As images in vivid colours,
they dominate in the public space and influence us with their
inevitable suggestions.

Sandra Moriarty and Ken Smith define particular aspects
of Visual communications. Aesthetics of perception, media
representation,  visual literacy, cognition,  semiotics,
assimilation, narrative (historically and culturally based
interpretation), ethics and cultural studies are in this list.
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Perception of visual messages transmitted through sign systems
arises from person’s understanding their codes. Semiotics
became especially useful for researchers of Visual
communications. Though, deterministic philosophy represents
coding as the process of reading censoring data and a set of
features that represent certain objects. In different languages,
signs are often clearly defined, and witness simply responds to
them. But the process of decrypting meanings is more
complex, especially for colour graphic signs with a wide range
of visual perception and interpretation. The audience expands
and fills meaning with their own connotations (associations,
views, emotions) in the integrated process, where information
is actively decoded and synthesized (Moriarty & Smith 2005,
pp. 228-234).

Advertising as Visual communications is a broad field,
the study of which involves acquaintance with the laws of
visual perception, including Gestalt psychology, Colour theory,
Semiotics, and Aesthetics. In his book “Advertising. Scientific
approach”, American advertising scientist and practitioner
Claude Hopkins substantiated psychological aspects of
advertising influence on different consumers and strategic
approaches to planning advertising campaigns. He established
scientific system of argumentation, proved the importance of
high-quality visualization of advertising proposals and
emphasized the necessity for creative approaches to success.
Hopkins argued that in early 1920s, advertising was not only
means of attracting attention, but also a form of communication
between manufacturers and consumers, as well as a semantic
space and a driving force that created new industries, changed
traditions and fashion, and influenced millions (Hopkins 2000).

The visual language of colour in Art was studied
J. Albers (2006), A. Alberti & G. Mori (2007), M. Almalech
(2011), C.Biggam (2012), E.Heller (1995), D.Jones &
M. Amaral (2018); in Design — M. Barnard (2005), N. Cross
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(2011), S. Heller (2000); in Advertising — J. Binder (1934),
E. Biggs (1956). Binder wrote “Colour follows function”, and
his book begins with the words: colour is the poster painter
chief means of creating effect. It is his vital factor, but for that
very reason it is necessary in the first place to understand
clearly what the laws of colour are. The little book is dedicated
to clarifying the significance of colours in the area of applied
graphics for ads (Binder 1934). Moni Almalech thinks that we
are faced with colour dialects, with national and regional
languages of colour. Its semiotics includes both visual and
verbal colouristic aspects (Almalech 2011). Thus, we enter by
the physical properties of colour, once — in the territory of
natural language, and secondly — into the social and individual
culture and tastes. This means that we can hardly find any
specific colour grammar to the whole society (Biggs 1956).

Major attention is focused on the activity and
associativity of red colour in Ad graphics, imagery and
ambivalence of its perception, depending on the ideological
guidelines of relevant political and sociocultural formations in
different countries. Structure of this Chapter reflects conducted
retrospective analysis of ads consistently considering creative
and semantic aspects of colour harmonization.

Malcom Barnard proposed the interdisciplinary approach
to understanding of Visual culture. Style is explained as a form
of communication, as homology and as signifying practice.
Style is used by subcultures to create and communicate identity
and a sense of difference from “mainstream” cultures and
styles (Barnard 2001, p. 187). Based on his research and on the
research of other well-known authors, for comparative study of
the visuality defined the following methods: structural (Barthes
2003; Barnard 2005) to the consideration many functional,
technological, marketing, and cultural factors for their
synthesis; semantic (Biggam 2012; Krauss 2013) to the
analysis of art-aesthetic features the Ad products; sociocultural
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(Moles 1973; Bralczyk 2008) to the definition of advertising as
part of Mass culture; art historical (Heller 2000; Dydo 2008;
Preziosi 2009) to understand the influence of Art styles on
advertising and identify contemporary stylistic trends. The
structure of this Chapter reflects conducted retrospective
analysis of Ad practice, considering all of above aspects in the
complex. So, the research subject — is the red colouristic in ads.

Since the 1960s, the study of Media has developed its
own set of theories, facts, and analytical methodologies. The
appeal of such study is that it leaves the interpretation of the
modes and forms of social interaction used in a certain era
flexible and open. Media analysts today use a combination of
ideas and techniques for diverse purposes. Research of Media
has thus, logically, developed into a highly interdisciplinary
mode of inquiry, drawing from disciplines such as
anthropology, semiotics, linguistics, psychology, sociology,
aesthetics also (Encyclopedia of Media and Communication
2013, p. 9). But this book is missing article about colour.

Richard Klyushchinsky expressed the opinion that the
end of XX cent. marked a fundamental and unambiguously
directed transformation of Culture. Contemporary Art finally
abandons the trend towards structural and material
homogeneity that dominated it until recently, which of course
affects on Media (Klyushchinsky 2019).

Rodney Jones in frame visualizing digital discourse says
that Media invite users to constantly produce themselves and
their experiences visually and construe meaning from the
visual representations of other people’s experiences, however,
presents significant challenges to the “semiotics” and
“grammars” of Visual communication developed at the turn of
the century, forcing analysts to engage more fully with the
ways multimodal meaning emerges not from “signs” per se, but
from techno-somatic entanglements in which the most
important communicative resource is not what is visible but
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communicators’ embodied experience of seeing it (Jones 2020,
pp. 19-20).

Still, the term “visual communication design” has been
subject to a series of interpretations. In the process of design
development, various names restricted the precise definition of
the designer’s work. Design is usually understood as a physical
product, and its interpretations in everyday use, such as
“beautiful creation”, “ornament”, “pattern”, “decoration” or
even its application to the beauty of nature, certainly cause
confusion. While society accepts design only as a reference to
certain objects, designers focus on it as a conscious activity.
Moreover, they see the product as the last step on a long path
of production. The professionals do not associate Design either
with reproduction of natural forms, or with recurrence of
traditional ornament. Design is understood as a process with a
sequence of idea, planning, drafting and coordination to the
selection and organization of a number of visual and textual
elements (Frascara 2004).

Robin Cohen believes that posters, placards, advertising
appeals are examples of creolization, as they combine the
verbal part with the visual, which belongs to a different sign
system than language. According to him, creolization occurs
when designers choose certain elements of cultures, give them
new meanings and creatively combine to create new images
that become products of Mass culture (Cohen 2007).

The new book by Thomas Kacerauskas and Algis Mickunas
helped us understand some aspects of communications, for
example, Internet offers unlimited possibilities for
communication, yet as a portal to the Internet the computer
screen limits our view (Kacerauskas & Mickunas 2020, p. 73).

A team of authors is studying the relationship between
the verbal component and their visual characteristics in Social
Media, and note that in order to decode the full amount of
information, knowledge of both the cultural background and
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the current social and national situation is required (Smirnova
& all 2021).

The state of scientific development of the problem
indicates an insufficient level of research on the art-aesthetic
aspects in Advertising. Scholars in Economics, Marketing,
Humanities and Art studies do not reveal the determinants of
colour form as a style element or its evolution. Their works are
descriptive and do not give any idea of the patterns of visual
language of colour in Advertising. H. Hess (1915), R. Beasley
(2002), L.Earle (2011), B.Flath & E.Klein (2014),
Ch. Kaftangiev (2012), R. Landa (2016), J. Morra (2006) have
criticized stereotypes in Advertising. Content analyses of
general advertising stereotypes, conducted from 1978 through
2004 have been subject to a meta-analysis, providing a good
overview of the use of such portrayals across several markets,
including the United States, the United Kingdom, Turkey, New
Zealand, South Africa, Japan, Zimbabwe, Mexico, Denmark,
Singapore, and Serbia (Akestam 2017).

We have not found any analytical publications on the
topic of visual stereotypes in colour ads, so, the scientific
novelty of our purpose is obvious.

Colour encompasses areas of branding, promotion,
product development, retail design, and online engagement
with consumers. We argue for a way of creative thinking about
colour in ads visualization — designers should choose colours
based on a given context rather than in isolation. Hierarchy of
colour functions in Advertising we are present as:

 expressive function — at the first stage of attracting
attention;

« psycho-physiological — at the stage of perception of
objects and generalization of forms to simple geometric
figures;

« emotional — at the stage of perception straight and
curvilinear silhouettes in colour and tone;
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 informative — at the stage of forming interests of
CONSuUmers;

* positive-aesthetic — at the stage of getting ready to
purchase (Pryshchenko 2018, p. 262).

Colour cannot be perceived in “pure form”, colour is
always and everywhere a manifestation, an expression of a
certain idea, however, not a measure of quantity or form, but
the quality of the property without which it is impossible to
imagine creative human manifestations. Brayn Holme, based
on the historical and cultural contexts, emphasized the
conformity of colour-graphic means to the advertising idea and
the integrity of its implementation (Holme 1982).

To understand colour as a multifaceted phenomenon, it is
necessary to turn to cultural heritage. Colour organizes space
and creates identity, that to promote a deeper understanding of
its relevance in the overall design process and to establish a
theoretical and practical basis for a transnational discussion
concerning a cross-cultural appreciation of colour designing.

Chromatic graphic objects as a components of Visual
communication that comes from petroglyphs of primitive
peoples to modern icons. It is a means of coding information
into images and symbols. Symbolism differs from
illustrativeness by the presence of additional meanings that can
be perceived by a mass audience. Moreover, it is design
activities to create balanced and effective visual-informative
materials that convey innovations to the development of
economic and sociocultural spheres of life. Throughout its
existence, graphics has influenced consumers and persuaded
them by using advertisers’ ingenuity and their personal tastes.

Advertising often had unexpected, but sometimes highly
artistic forms. In the early XX cent. new scientific method
based on associative psychology was formed generating
significant effectiveness of advertising. It was a transition from
raising awareness to creating symbolic meaning of consumer
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goods. Symbolic meaning of the product for consumers,
obtaining imaginary satisfaction of their own needs, is formed
by values artificially combined into a holistic image. However,
semiotic analysis of Advertising helps to understand its
language “aposteriori”. Sometimes, in the process of practical
experience, the authors themselves are surprised by how many
hidden meanings and allusions can be found in their messages
(Dayan 1993). Therefore, it should be noted that Semiotics is
the basis of Advertising, and Semiotics of Advertising studies
semantic and symbolic influence of colours on consumers.
Roland Barthes defines Advertising as an applied Semiotics
(Barthes 2003). One of the examples is Branding as a unique
communicative element that allows to “tie” the product to a
particular object of symbolic world as in the case of Marlboro
cigarettes that are associated to cowboy. It is interesting fact
that the Marlboro Man is recognized as the most popular
advertising image in the XX cent. (Fig. 7.1).

Fig. 7.1. Cowboy Marlboro in ads

Understanding of poster images is closely intertwined
with social, political, cultural and technological processes. The
dialogue between cultures is an exchange of meanings within a
single semiosphere. It is a complex process of understanding
meaning of own culture, conveying it to other cultures and
simultaneously searching for ethnic differences and specific
mentalities (Lotman 1992). But even Bense was looking for a
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semantic-mathematical model for describing the creative
process and aesthetic propertles of artworks (Bense 1971).

< “\ TN +]
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- d)
Fig. 7.2. Red accents in European vintage posters:
a) Land of sun and vineyards. Warm Podolia. Ternopil Ukraine 1938;
b) Finland, 1930s; c) Sicilia Italy, 1940s;
d) Swiss travel poster, 1949. Zurich Design Museum.
https://museum-gestaltung.ch

Media has become a place where serious strategies are
played out. In the current technological period,
communications go beyond traditional media, including
posters. J. Di Marco considers the creative process, from
project management to working with graphics to designing for
Print and Web in frame New Media, and presents a wide
variety of inspirational images from well-known designers.
Among the visual elements, the author lists line, shape, font,
and colour as an important factor in digital design, in particular
contrast, and gives examples of colour schemes (types of
colour combinations), in fact, without revealing the principles
of application (Di Marco 2011).

Poster does not lose its position as the main advertising
medium in outdoor (especially citylights), interiors for various
purposes, even as element of decor (instead of paintings),
virtual contests of various themes, and can be transformed into
online ads. Poster is the most common type of graphics with
artistic features that are determined by propaganda function. A
poster is artwork performed on a large piece of paper.
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Informative message should be perceived by a person in
motion, defining visual shape of poster, it’s size, laconic
image, clarity of the idea, easy-to-read font and vivid colours.
The most spread is commercial poster, which often uses
photography, symbolic elements, associative-emotional
methods of persuading potential consumers. Outstanding
feature of the designer is the ability to see and reflect any idea
in a poster and a poster's way of thinking. The last is
excitement and passion in trying to convey a certain idea to the
target audience. Poster artist must filter the idea through
internal analysis in order to convey the image to the viewer
simply and clearly.

Poster is the most effective mean of Visual commu-
nications, it should stimulate, explain, provoke and persuade. It
should be easy and coherent in its form, however, to achieve
this is much more difficult than to express oneself as an artist
in painting. Though, a significant disadvantage of advertising is
imbalance between its aesthetics and commercial effectiveness.
There are many examples, where advertising message is built
on the laws of composition, but visually advertising idea is not
solved, not positioned and motivational moments of persuading
certain audience are not found. As a result, it does not work
and the product is not bought.

On the basis of conducted classification of advertising
images, we defined regularity at a choice of pictorial means in
disclosure of advertising ideas at the beginning of XXI cent.
The art imagery, emotionalism and originality of pictorial
means are at first place. Special computer effects are added. In
the period of hyper consumption, designers are trying to find
new means of organizing visual information. Nowadays, visual
streams prevail over verbal ones. A big variability and
perception of a large number of different visual elements enters
the market. Advertising creates a different, aesthetically
appealing mythical reality and becomes a sign system, and
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consumption becomes a sign. Thus, contemporary advertising
has acquired the status of fashion leader.

Advertising has a regional specific also: oriental
motivess, colouristics and ornaments. Orientation of production
to regional groups, a significant change of market policy
presupposes a cardinal change in tasks and character of
Advertising: sociopsychological, cultural, and aesthetical
indices become very actual. Definition of imagery as specific
means of creating image from the point of view of definite
aesthetic ideal is a key to understanding the process of
projecting image in ads. Ethnics is becoming increasingly
popular, which brings to the urbanized standardized life a sense
of artistic expression. Most often there are ads, furniture,
accessories, stylized decor elements of East. It remains relevant
and justified to use the ethno-art tradition to identify countries,
goods, and services in the world, preserve national cultures. If
in the printing and packaging of the early XX cent. numerous
designs in Neofolk style were built on the active use of
ornamentals, today innovative design ideas must be combined
with the traditional features of mentality and Folk art images.

Semiotic transformations of red colour

We follow transformations of red colour in Ad messages,
which are most frequently found. Red is a paint, an emotion, a
symbol. The most active was the use of the red colour, because
of the peculiarity of our visual perception — the retina is the
fastest to perceive this wavelength. Knowing this, designer
must think in colour, that is, not to paint the image at the last
stage, but consider the colour image of a given object at the
stage of idea. In other words, colour in Advertising should
always contribute to the realization of its communicative
function. Together with trademark and font, brand colour is
extremely important for identification of the company. It
encourages the establishing if the contact between company
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and consumer. It is a known fact that colour is perceived and
remembered much faster than other pictorial and written means
(Bovee & Arens 1989). Modern practice proves that corporate
colour is increasingly used as a factor of styling. Colour
graphics is one of the main psychological factors of influence
on consumer, as visual form of advertising is addressed
primarily to human emotions. Contemporary advertising does
not offer goods, but mental states.

Commercial advertising is a tool of competition.
Commercial ads (commercial graphics / commercial poster) is
ranked first among other types of advertising. However, social
areas of advertising cover not only economic relations
(production, finance, trade, various services), but cultural
events and even self-promotion. The art-historical method is
aimed at understanding the essence of psychological and
cultural-aesthetic concepts of advertising and its long-term
impact on different social strata, especially since the
advertising process has national-specific features in the culture
of different regions.

The development of graphic and poster design in Tsarist
Russia is especially interesting and little documented (Aulich
2014). Visual language of colour ads in Ukraine was based on
stylistic tendencies of Art Nouveau, forming its own graphic
interpretations in combination with traditional artistic motifs
associated with national, historical and mythological figures. In
many examples, we see the characteristic Art Nouveau
restrained red, green and blue colours, and the combination of
plant and geometric elements, and also the interpretation of
motifs of Ukrainian folk art.

German companies have always paid great attention to
creation of a visual image of the product and the forming
certain psychological stereotypes — the most important means
of sales promotion. Visual advertising aims at identifying the
characteristics of a particular product, creating as a rule, very
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attractive image. The use of visual metaphors in ads indicates
that they have significant potential and persuasiveness on a
subconscious level, and, as a result have good financial effect
(Semiotics of the Media 1997, pp. 162-163).

It is very important point to underline irrelevant role of
advertising messages in the period of planned economy. In
socialist countries, advertising was an ideological enemy, and
in 1920s, commercial ads actually ceased to exist. It was
replaced by political propaganda and images of Socrealism
(socialist realism). Small number of Ad products of the Soviet
period promoted mainly goods for export or periodically
reminded the population: “Drink tomato juice!” and “Relax in
the Crimea!”. However, it is necessary to pay attention at high
skills and ingenuity of Soviet artists. For more than 20 years
transition to the market relations and advertising culture was
formed in the post-Soviet area.

In the 1960s Ukrainian advertising poster was very
striking with its ethno-art traditions mainly in Ukrainian-
speaking posters of movies, performances, concerts,
exhibitions and cultural events. The artist Denysenko created
poster “Exhibition of Ukrainian books” as advertisement of
“EXPO-1968” for the Days of the USSR Culture, where the
main element was an ornamentally stylized flower. During
1960s-1980s, a large number of interesting posters were
created. Particularly, the poster for the film “Shadows of
Forgotten Ancestors” with graphic drawings of rural life scenes
on the black background was developed by G. Yakutovych in
1964. In 1968 A. Ponomarenko created the poster “Exhibition
Ukrainian graphics” with an ornamental letter, where red and
black combination in the title of this exhibition on a white
background was really significant. M. Chernyuk revealed the
poster “Love, protect the fabulous native land!” with
ornamental tree-bird in the same 1968. Volodimyr Lesnyak
designed the poster for the “Week of Ukrainian folklore”
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(1982), which became already the educational example. Here
Red is kept in a contrasting combination with a black
background (Fig. 7.3, a). The poster “See, people, the Day has
come!” with extremely stylized image of a flower, linear space
solution, and plane colours was composed by Vitaliy Shostya
in 1986. The red flower is metaphorically opposed to the gray
thistles of Totalitarianism, symbolizing the revival of
Ukrainian art (Fig. 7.3, b).

a) Volodymyr Lesnyak. Ukrainian Folk Week, 1982;
b) Vitaly: Shostya. See, people, the day has come! Ukraine, 1986

Colour semantics effectively contributes to the
understanding of the product essence. On the one hand, due to
the colour orientation increases the speed of recognition of the
presented objects, on the other — increases the
demonstrativeness of their attractive qualities. Image-based
advertising deals with pictures, where images closely related to
the concept of brand should be obvious and clear with the aim
to create a positive regular image of goods / services /
companies in the minds of consumers. However, we see a lot
of red colour in current advertising: it instantly attracts our
attention, but is excessively present not only in logos, signs and
visual elements of images — now it often serves as a
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background in print, outdoor (Fig. 7.4, b) and online
advertising. The main aesthetic problem of Outdoor in Eastern
European cities consist in extreme pollution of ads information.
In contrast, in the central areas of many large cities of Western
Europe, there are almost no large billboards and no “colour
advertising noise”.

a) b)
Fig. 7.4. a) red advertising the Coca-Cola brand. The series “Plants
make us happy”, 2014; b) red in Munich, 2015. www.pinterest.com

The change in a sense of the red colour is especially
visible in political and public advertising — from the clear sign
of socialism and communism to the accentuated red colour in
the most important elements of advertisements. The same can
be said about the cultural-imaging poster.

Political advertising is an instrument of ideological
struggle. Propaganda posters is political advertising emerged as
a means of propaganda during the World War |I. Today it
determines the level of political culture of society and is one of
the important factors of communications. If we consider
political advertising in the mirror of culture, we can note
several formative trends, determined by ideological platforms —
the main thing should be the meaning and ideology, in order to
properly translate them in the relevant poster images.

Events during the October Revolution of 1917 became
the cradle of Soviet political poster, especially Ukrainian one.
It is difficult to imagine walls and windows of houses in those
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years without propaganda posters. Extremely diverse,
sometimes brilliant, genuinely carried out, they were always
imbued with the pathos of struggle. Created for people,
especially for the illiterate masses of workers, posters of 1920s
were simple and intelligible in the form and content. Many of
them looked like woodcut popular print pictures with folklore
images, live spoken text, folk humor. Significance of images,
their solemn heroic character enhanced the emotional state of
the works and their impact on the viewers. Ukrainian poster of
1930s was laconic and characterized by the clear rhythm, solid
line, symbolism and conventional colour. During this period,
posters-splinters  designed for the peasants gradually
disappeared. The culture of spectators raised, professional
skills of artists also increased, and the quality of printing was
markedly improved. “Here, and there, and everywhere we are
building Socialism!” — this is how the main slogan of the time
was formulated. Black colour was used to depict everything
old, red — to illustrate the new that will come (Fig. 7.5, b). The
use of colour contrasting contours was widespread at that time.

However, the method of “socialist realism” prevailed in
all kinds of Art: there was an artificial introduction of Soviet
attributes and plots of Soviet reality, strengthening posters,
operating with available ideological constructions, banning
ethno-art traditions, that generally led to the disappearance of
Ukrainian ornaments, semantic significance of colours and forms.

Posters of World War Il can be divided into two main
groups: first, heroic, which glorified feat of arms at the front
and labor exploits in the rear, and second, satirical, which
exposed fascism. A stable satirical image of Hitlerism was
formed as an ugly swastika spider. Artist V. Kasiyan came up
with the idea of using Taras Shevchenko’s poems in posters.
Despite respect to this Ukrainian graphic artist works, we can
give examples of tedious visual solutions. His poster “To the
battle, Slavs!” (by the way, slogan was in Russian) revealed
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uninteresting image of the defender, drawn with pencil like in
academic drawing. Additionally, it was too pathetic as the
soldier appeared in Cossack clothes, a fur vest, with a machine
gun, a grenade and a Soviet flag.

Internationalism prevailed not only in the USSR, but in
socialist countries. An illustration is in posters of the Museum
of History in Leipzig, where images of German Democratic
Republic period are strikingly similar to images of socialist
realism with happy children, hardworking women, and heroic
men-builders. Posters, as inexpensive and effective medi were
widely used for state influence and control of East German citizens,
as well as praise of the communist allies, reproducing historical
and cultural images of that period. History shows that people
better understanding of propaganda occurs through visual sources.
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Fig. 7.6. Borrowed V|sual stylistics from Germany of the 1930s
in USSR posters of the 1980s. www.hdg.de/zeitgeschichtliches-forum
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Fig. 7.7. Propaganda: a) Bavarian “Soviet” Republic,; b) Soviet poster,
¢) anti-Polish poster, I half of the XX cent. www.eyemagazine.com;
d) Soviet poster; e) collection of the Cold War times, which represented
Communism as a red iceberg that could destroy America, 1960;

f) Soviet-Chinese friendship poster, 1964. www.pinterest.com

Prominent Ukrainian philosopher Myroslav Popovych
claimed to write a book about red in the XX cent., as by his
words, “it was mostly like that for us” (Popovych 2005). Even
after the collapse of the Soviet Empire, Ukrainian poster
retained of “Soviet style” until the end of the 1990s with red
colour, communist symbols, epic images and patriotic slogans.
Today, declaring decommunization and forming national idea,
former Soviet generation has not completely lost Soviet visual
stamps. We evident, a few examples of exhibition posters
showing artists and designers appealing to the Ukrainian ethno-
cultural heritage.
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Public advertising is a tool for promoting socially
significant ideas. Public posters, or public service advertising
(PSA — advertising of public values) should become the
amplifiers of state ideology as they are designed to create state
image by perception of its residents and citizens of other
countries. The purpose of this type of advertising is to change
the attitude of the audience to any problem (lifestyle, standards
of behavior, abuse, environmental protection), and to create
new social values in perspectives.

Currently, boundaries between social and some examples
of commercial advertising are blurred. Negative emotional
means also attract attention, but the use of shocking techniques,
inherent in social ads is almost never used in other types of
advertising. It is very important for communicators to use
coding systems for the main ideas in ads, available for
understanding by a specific target audience.

Critical analysis of the aesthetic level of public
advertising in post-Soviet countries reveals the use of outdated
stylistic devices, visual stamps (red flag, red star, white dove),
practically borrowed from political posters of the USSR,
deficiency of original ideas, and more (Fig. 7.8, a-b). Red accent,
just one letter changes the sense to the opposite (Fig. 7.8, c).

Fig. 7.8. a) Sowet posters, the second half of XX cent.;
b) Polish poster by Richard Kaya, the second half of XX cent.;
c) creative by Armando Milani, Italy. The 60th anniversary
of the United Nations, 2005. www.graphis.com
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In the cultural-imaging posters, colour often acts as a
visual identifier of the countries, on this examples there is red
creativity presented in the national colours: France — blue,
white, red in three flowers (Fig. 7.9, a); Switzerland — red and
white (Fig. 7.9, b); Lithuania — yellow-green-red; Poland — red
and white; red here is dominant, festive and emphasizes the
importance of a cultural event “Ethno Krakow” (Fig. 7.9, c).

a) CHWEIZ b I —_
Fig. 7.9. Red as a visual identifier of the countries

<)

Synergetics — a phenomenon in which the complex
influence of the factors involved gives a total effect much
greater than the sum of the effects of each of them separately
(Smiraglia 2014). For example, the concept of colour theory
contains a new understanding of the interdependent processes
of colour formation in Nature, the psycho-physiological
perception of colour by people, and its associative reproduction
in Art, Design and Advertising. The synergy of intercultural
and interstylistic dimensions of advertising requires rethinking
and applying a contemporary integrative approach. This is
noted by high-level professionals, in particular, Australian
designer Ken Cato, at the HiBrand International Conference
“Non-standard branding strategies™ in 2007 emphasized the use
of synergistic solutions in Ad design (www.artgraphics.ru), that
is, finding associative moments in the arsenal of art images.
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Matthew Soar analyzes coding in Advertising, and notes
that scholars classify ads either on a historical basis or consider
it in commodity, gender, ideological, or fetishistic categories,
without delving into an important aspect — cultural coding or
decoding of appeals. However, the production of Advertising is
not so much an accumulation of values as a “creative
eruption”, because the advertisement invents for the consumer
a visualization of certain ideas (Soar 2006, p. 210).

George Panigyrakis offers a conceptual framework that
integrates variables that historically have been considered
independently in the use of colour in advertising literature. His
study examines this question in relation to particular product
categories and across cultures. The findings suggest that British
and French advertising creative executives attach similar
importance to different effects of colour use in print advertising
per product category, apart from the case of specialty goods
(Panigyrakis 2015).

We use synergetics to the designing of ads, where the
idea, forms, colours, materials and techniques of execution are
inextricably linked into an imagery. The synergistic
possibilities of colour in Ad designing are to find the original
solutions to visualization of advertising ideas. Colour
combinations in Advertising must be focused on the target
audience and adjusted for regional ethno-cultural traditions.
Advertising products for the mass market must have the
aesthetic level and perform the education function. A new
understanding of colour and the using of the term “colour
synergetics” are well reasonable which we discussed in the
previous article. One of the directions of design research is
examining the influence of colouristic traditions in art-
projecting culture (Pryshchenko 2013). Comparative method of
studying visual tension of red colour in Advertising allows us
to notice significant dynamics in the use of its quantitative and
qualitative characteristics.

184



The XX cent. turned out to be very rich in semiotic
approaches, colour means in Art, Design and Advertising,
technological innovations in Media, etc. In the first decade of
XXI cent. there was a rapid increase of the red colour in
Communications, especially in posters. Online advertising also
significantly reflects this trend. Red coding is becoming more
active even in those advertising messages that are not directly
related to social appeals.

Red colour in posters is a logical consequence of certain
ideological and stylistic constructions inherent in the periods of
cultural development of Modernism and Postmodernism with
their pluralism in ideological doctrines and concepts, multi
vector of directions, absence of system, continuous movement
between aesthetic categories and styles, colour harmony and
disharmony, construction and deconstruction, reality and
virtuality, axiological meanings of previous epochs
disappearance, new meanings appearance and new means of
organizing visual info space.

The scientific novelty lies in comparing the use of red in
commercial, political and public advertising, as well as
emphasizing the need for and understanding of the colour
synergetics in Advertising. We didn’t find any new similar
publications.

Thus, the author analyzed the colour in Advertising from
the point of view of its art-aesthetic level and paid attention to
the creativity aspects of colour as a mean of Visual
communication. An interdisciplinary approach to colour
designing is proposed. The variability of red colour and its
semiotic transformations in different sociocultural spaces are
discussed: from positive to negative (and vice versa), from
corporate colour to public appeal. Media and Communication
reflect the influence of Art and Technologies on Ad poster,
which remains relevant despite the rapid digitalization.
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Fig. 7.10. Red in posters 2022, testifying to the attitude
of young people towards the terrorist country:
a, e) Ukraine; b) Poland; ¢) Iran; d) Germany

So, a review of cultural aspects of ads and, especially,
visual stereotypes and functions of colour in Advertising are
provided. It is obvious that colour images as products of
creativity in Advertising have the social meaning only in the
systemic understanding of cultural and political processes. The
advertising image differs from the artistic, one by the
emphasized non-standardish, colour contrast, accordance of the
status of the goods or service, intelligibility for groups of
consumers of different cultures, variability of visual language.
Since advertising often borrows images from art forms, their
creative interpretation and preservation of symbolic meanings
is necessary. These materials are included in the content of
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integrated author’s course “Design of Advertising” (see Chap.
9). The development of professional competencies should be
aimed at analyzing and understanding the stylistic tendencies in
Advertising, and the search for national identity, for example,
designing advertising concepts and design elements that
relevant the regional characteristics of European countries.

We tend to argue that the study of colour is complex and
must be comprehensive. The interrelation between colour and
society, traditions, culture, art, innovations and environment
affects human perception and perception of the advertisements.
Nowadays visualization of advertising ideas is represented as a
synergy of colour, art imagery, and digital technologies.
Creativity is the success factor for Advertising in the Future,
and we have a plan to study the visual aesthetics of colour in
media representations extensively.
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CHAPTER 8
Visual aesthetics
of the Digital Media in XXI century

Shortly: this chapter presents the study stylistics and
visual imagery of new communications — Digital Media. The
relevance of the topic lies in the growing use of computer
technologies in Visual communications: media design, web
design and advertising. New tools are applied for creating
shapes and images, as well as new instruments and operations
are used for colour and tone resolution of objects. Multimedia
as a fundamentally new type of communication has acquired
its own senses, meanings and images. The author emphasizes
that Ad information must have metaphorical language,
attractiveness, concise and clear declaration of product or
service characteristics, authentic composition, non-standard
perspective, contrast and harmonious colour scheme to ensure
the functionality of each message promoting a particular idea.
It is offered to define colour graphics as a basic means of
Media Design, and aesthetic parameters as cultural-aesthetic.
Colour semantics and regional imagery are also distinguished
to provide the aesthetic evaluation of objects in the ethnic
style. It is emphasized that any electronic product is the result
of implementation creative, technological and organizational
components of design activities to meet public information
needs. The obtained scientific results deepen the idea of
graphics, generalize its communicative and art-aesthetic
aspects and enable defining new ways of ads.

Modern design activities are completely linked with
computers and require the intensification of design thinking in
post-industrial society and global information field. Electronic
editions and publications, web sites, banner ads, printed and
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advertising products are created with the help of vector and
raster graphic editors, hybrid programs, etc. Computer has
turned from a technical piece of equipment into a powerful
artistic tool. Rapid technological progress, development of
electronics, introduction of digital technologies in the
production and automation of graphic processes, computer
special effects have radically changed the perception of Art and
Design. There are new tools for creating shapes and images,
new tools and operations for colour and tone resolution of
objects. Present-day advertising is actively shaping fashion for
a certain lifestyle, social behaviour, principles of consumption
and moral norms. Nowadays ideals, values, cultural models,
characters from different epoches and cultures are mixed
imitating and borrowing all of the above.

Visualization develops into increasingly important area
of research and comprises a wide range of applications.
Artistic aspects become extremely important as a result of total
computerization of design processes and lack of aesthetic
factors in visually-informative environment. Multimedia, as
fundamentally new type of communication, has acquired its
own senses, meanings and images. Moreover, virtual reality
and digital products no longer can be ignored.

Let’s clarify basic terms. Media is distribution channels
of advertising (print, outdoor, audio, TV, Internet
communications). Additionally, it is a powerful tool for
promoting goods, services, events, companies and individuals.
Thanks to the visual presentation, information (images, videos,
animations) is perceived faster and better by consumers.

Media platform is contemporary information service
(web site or mobile application) that accumulates content of
various formats: photos, images, texts, videos, music, banners.

Media culture is a set of information and
communication tools operating in society, sign systems,
elements of communication culture, research, collection,
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production and transmission of information. Additionally, it
comprises culture of information perception by social groups
and society as a whole. At the personal level, media culture
means a person's ability to interact effectively with mass
media and behave adequately in visual info space.

Media design is a creation of communicative
environment, arrangement and presentation of information
taking into account functionality and aesthetics of visual
forms (Media Design and Branding 2018).

Media facade is a relatively new concept and
innovation growing into increasingly popular las years.
Combining modern design and architecture with video
projections, media facade has proved to be a successful way
for companies aiming to attract consumers and demonstrate
a project or specific event visually (Fig. 8.1, a). Dubai is
designing the largest LED screen in the world, where ads
will be seen from a distance of 1.5 km (Fig. 8.1, b).

a) '
Fig. 8.1. a) Opera House. Sydney Australia, 2009.
www.webdesignerdepot.com;
b) project of videoboard in Dubai UAA, 2013.
www.pinterest.com/shuraadvertise/outdoor-advertising-in-dubai

Nowadays, the main requirement for designers, in
addition to their artistic taste and generating creative ideas, is
the ability to analyze aesthetic, artistic and communicative
problems, is to predict the development of graphics with
peculiar technological tendencies or stylistic trends (general
trends, i.e., the development or invention of a new style; and
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special, for example: possible stylistic tendencies in
advertising, packaging, web design and exhibitions). Other
requirements to designers include abilities to propose options,
draw conclusions on the implementation and effectiveness of
advertising campaigns and presentations, rebranding of trade
marks or enterprises, integrate design-marketing and creative
advertising technologies of image making, be at the crossroads
of cultural identity and innovation.

A small number of publications do not entirely reveal the
artistic, aesthetic and stylistic aspects of graphics in the
structure of media design, and pragmatic approaches, available
nowadays, do not contribute to the solution of design problems.

The value of this study lies in theoretical generalization
and outlining prospects of web graphics development in terms
of visual aesthetics. A new area, Media Design, which
combines the achievements of graphic, advertising and web
design is highlighted by the research. Since the beginning of
XXI cent. style of advertising has been significantly influenced
by computer technologies, cultural and regional features.
Additionally, requirements for imagery-emotional content of
the media, combination of texts and images were considerably
changed. Therefore, our aim is to analyze problems of aesthetic
designing Ad tools on the way from traditional to digital media.

One of the areas of modern research in the field of design
is study of visual information components playing very
important role in the process of human perception of the
environment with its specific figurative meaning, which is
transmitted through the shape, composition and ratio of
elements, character of graphic signs and symbols, typeface of
fonts, colour and ornamentation. Today they are active
elements of the information space, playing an organizing and
coordinating role in the urban, and now also in the virtual
environment. Unfortunately, their aesthetic level is not always
high. However, a visual aesthetics of graphic objects created
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with digital technologies remains insufficiently studied in
scientific terms. Visual research is the cognition of cultural and
historical reality, understanding the entire life of society with
the aim to provide the dialogue of cultures through direct
review and comparison of objects, phenomena, and processes,
including traditional ones with the latest media.

Criteria for aesthetic evaluation

In the early 1990s the idea of aesthetics matter in
informational technologies was absolutely heretic to scholars
and practitioners of Human-Computer Interaction (HCI). Two
decades later, in early 2010s, this notion became very powerful
in both academic community and industry. Since then, a steady
stream of studies has explored various aspects in this field. The
timeline of this research has relatively influenced even more
dramatic changes in Informational technologies industry. Since
later 1990s this industry faced strong shift towards visual
aesthetics.

Strengthening of intercultural communication led to
correlation of criteria for the aesthetic evaluation of Art works
and caused the appearance of prerequisites for creation of
unique local styles. As a result, we can state on the existence of
certain general patterns of aesthetic evaluation. Nevertheless,
the aesthetic evaluation of media design objects has its own
characteristics, i.e., the unification of compositional techniques
and focusing on target consumers. Since Soviet times, the
aesthetic criteria of advertising had been defined considering
advertising tasks, as well as the choice of advertising and
artistic means of visualization, as posters, catalogues,
packaging, shop windows, signs or billboards have their own
unique expressive means and forms. Therefore, the aesthetic
requirements are varying for different media channels.

Moreover, advertising information must have metaphoric
language, attractiveness, concise and clear disclosure of
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product or service characteristics, authentic composition, non-
standard perspective, contrast and balanced colour scheme,
ensuring the functionality of each message to promote a particular
idea. The aesthetic effectiveness of modern visual media is
longer than commercial, and in our opinion, it depends on:

1) colour-graphic solution of advertising message and
combined influence of its three components — colour,
nature of the image and text;

2) size of the message, its contrast and conciseness;

3) media — printed / electronic / outdoor and specific
locations of advertising in different environments.

The qualimetric method must be used to rate the aesthetic
level of media products in order to optimize the overall design
process. Colour testing in focus groups with questionnaires
should take place at the initial stage of advertising idea
visualization and have a practical implementation in launching
trademarks on the market. In terms of hyper consumption, the
key task for all manufacturers and retailers today is to find new
foreign export markets while protecting domestic markets at
the same time.

Examining colour graphics as a basic means of Media
Design in connection with ethno-art traditions and including
national colours, it is useful to determine the aesthetic
parameters of media production as cultural-aesthetic, and
further differentiate them on the grounds of national or
international principles. Colour semantics and regional imagery
are also singled out for the aesthetic evaluation of objects in
ethnic style. For example, the Ukrainian ornament in Germany
national colours was used to emphasize the importance of
cross-cultural communication and integration between our
countries (Fig. 8.2, a). The New Year’s greeting from the
Ministry of Foreign Affairs of Ukraine very successfully used
our traditional ornaments (Fig. 8.2, b).

197



a) b)
Fig. 8.2. Web banners: a) “German weeks in Ukraine”, 20135.
German Embassy in Ukraine. https://kiew.diplo.de/ua-uk;
b) Ministry of Foreign Affairs of Ukraine, 2022. https://mfa.gov.ua

Conceptual principles of Media Design growth in
Ukraine are based on the expansion and deepening project
thinking methodology, introduction of considered scientific
methods in practical activity. Complex design is based on
multimodality, transsystemics and definition of media design
as a sociocultural space where the relationship of global and
local industries products is formed; new problems of
interaction of modern and traditional, western and eastern
lifestyles are appeared; new issues with consuming types,
ethno-cultural specifics of countries and regions are revealed.
Definitely, there is a necessity of understanding processes
taking place in society, culture, art, as well as design (its goals,
values, and trends).

Stylistics and imagery of Digital Media

Modern web pages are filled with graphics, animation
and video elements. The Internet is getting faster, computers
load pages instantly, technological growth of the Internet is so
dramatical that has no equals in history. If at the beginning of
the network growth it was considered mainly as global largest
reference system, today it is a developed environment that
provides a variety of facilities and services. In the era of the
dominance of information technologies in all spheres of life,
modern man receives a huge amount of various advertising
information. The role of Digital Media channels, their
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availability, acceleration and mobility are growing. Ad product
is considered as the result of implementation of creative,
technological and organizational components of design
activities to meet public information needs. Digital culture uses
a variety of forms and styles, but without self-identification.
This process certainly combines traditional cultural forms,
creating global expressive means and symbols, generating
common cultural principles and arranging a new intercultural
dialogue. Distinguishing marks of our time are computer
technologies,  global =~ communications,  post-industrial
environment, advertising  manipulation,  neurolinguistic
programming, westernization, transfer of ideas and values
generated by one culture to another, often disregarding own
culture in Eastern Europe and “national-global” dilemma. All
these complex contradictions lead to reconsidering reflections
and directions of media design development. Last time, design
of a future is mostly discussed in society, perhaps due to the
fact that the “future context” is more attractive to designers
than solving actual problems.

Traditionally, the results of designing are objects created
to meet economic, functional and aesthetic needs with certain
meanings and messages. Exploring these objects, it is possible
to identify them as tools and methods, to trace them as
“contours” of innovations that are born as a result of design
activities. In times of globalization, there are characteristics
that distinguish objects of design and advertising by cultural,
social, economic, political, and geographical specifics and form
a new professional field of activity — Media Design, i.e.,
creation of fundamentally new type of communication and
multimedia objects as interactive products of modern culture:
web sites, animation projects, commercials, banners, and
presentations. Still unresolved issue there remains clear
definition of web design stylistic aspects. Not counting the
functional purpose and thematic focus of web sites, designers
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mostly express themselves and use digital mix of all possible
expressive means and web technologies. According to the
results of study, we state that not all web sites and banner
advertising meet the requirements for them: ergonomics,
aesthetics, focus on the company’s services or educational
resources, and so on. There are 5 main stylistic concepts of
web page design (Pryshchenko 2020, p. 176):

-Functional style exists on web sites aimed at
emphasizing aesthetics. It gives an opportunity to identify
creative potential of a company or designer, either special
status of institution. The main features these sites are clear
structure of web site, large blank fields on page, minimal use of
text and images, careful attitude to the ratio, positioning and
alignment of main navigation and other elements of the
modular grid. Colour solution is chosen very carefully, mainly
2-4 close to each other pastel or low-saturated shades (or
achromatic range), sometimes there is a limited color and tonal
contrast. This is exactly the style that can be used for
companies in their attempt to emphasize stability, self-
confidence, reliability, responsibility and solidity. These can be
government and academic institutions, banks, supermarkets
selling households and computer equipment, online stores,
architectural and design studios, etc.

-Collage style is characterized by mixing a large number
of visual and textual elements in a colourful collage (photos,
drawings, textures, raster headlines, several fonts). If to choose
this graphic concept of website, you need to select elements
very carefully and thoroughly, avoiding the use of a large
number of fundamentally different fonts. Designer must have a
sense of proportion and completeness of graphic image not to
overload page visually. This style will be suitable for travel
companies, entertainment projects, electronic versions of
popular magazines, some printing companies, design studios.
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-Academic style is characterized by almost complete
rejection of graphics, i.e., photos, drawings, textures, accidental
fonts. Text occupies dominant position on web page and
mostly simple fonts are used. This type of design solution will
be appropriate choice for electronic libraries, educational
portals, bulletin boards, information projects, some educational
and public institutions, etc.

-Childlike style (more precisely, Neo-Primitivism) is
characterized by the use of bright, contrasting colours, active
advertising messages, simple forms in the design, emphasized
stylized images, a large amount of illustrative material. Active
use of Flash elements or animated GIFs only emphasizes the
above features. In this way, it is necessary to design web pages
of entertainment sites, travel agencies and more.

-Baroque (more precisely, decorativism) — this style is
characterized by a large number of elements, ornaments that
decorate website, the use of heterogenerous or textured
background, decorative fonts in headlines. It is advisable to use
it for historical or cultural websites, art galleries, jewellery,
vintage clothing, antiques, as well as for pages of games and
entertainment.

Ukrainian and Russian scientific publications on this
topic are not included in the list of the used sources, as they are
all devoted to media design in terms of information
technologies, linguistics, programming or development of
social networks. Among foreign works on visual aesthetics of
digital media we noted the following American and European
experts: D. Frobisch, S. Heller, L. Manovich, R. Tadeusiewicz.
Due to the high degree of allegory in images advertising
creates an ideal world and demonstrates what do we consume
with some goods. Advertising has come from informing to
persuasion and now its goal is consumption management and
transformation of commercial relationships with people into
personal and personalized ones. Richard Tadeusiewicz
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proposed the term “cybernetics of advertising” in the context
of managing advertising processes in informative (post-
industrial) society. On this subject, Tadeusiewicz notes that
advertising is an important element of modern economy and
social life, as well as culture, and considers advertising in terms
of cybernetics, which is a science of information control and
transmission.  Though, advertising is transmission of
information aimed at controlling behaviours of potential
consumers uniting them by regional, age and professional
features (Tadeusiewicz 1999, p. 332).

Global digital environment is dominating today as
informative virtual world without borders. Everything goes
online and in near future there will be virtualization of goods,
services and education. Currently, animated Ad posters and
augmented reality are distributed as essentially new products of
modern culture. There is an active movement towards digital
presentations of cultural and artistic events. Digitalization of
the world cultural-artistic heritage is increasing. Museums of
multimedia art, virtual exhibitions and virtual travel appear
nowadays with requirements to be advertised.

Martin Lister considers the ways in which New Media
really are new, assesses the claims that a media and
technological revolution has taken place, and formulates new
ways for media studies to respond to new technologies. The
book introduces a wide variety of topics including how to
define the characteristics of new media, social and political
uses of new media and new communications, new media
technologies, politics and globalization, theories of
interactivity, simulation, the new media economy, cybernetics,
and cyberculture. The emergence and spread of new media
correlate with the formation of Postmodernism, — they arise
when Postmodernism is established as the great ideological and
artistic trend; as well as with the growth of globalization and
the transition to the post-industrial era, the decentralization of
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the World, in which the West loses its dominant importance.
Thanks to New Media, the number of ads is also increasing
(Lister & all, 2009).

Lev Manovich points out that digital technologies and
science are increasingly shaping culture, and new media are
opening a new page in the history of design and advertising
communications. Digital Media (multimedia) comprises
different elements working simultaneously: text, sound, static
images (drawings, diagrams, photographs) and dynamic visuals
(animation or video). Vector and raster graphics allow to create
visualizations of any complexity and make changes to them
without any problems. That means, present-day communication
channels cannot be organized in another way, so, prefix
“multi” disappears as outdated. The emergence of the term
“hypermedia” channels equipped with a large number of these
components, means efficiency in finding and viewing
necessary information. In digital media, Manovich
distinguishes two basic levels in digital media, technical
(computer) and cultural, paying special attention to their
closest interaction. The author sees differences in the design
process as a general trend in culture under the influence of
computerization, as designers of New Media need to take into
account the multifactorial nature of Postmodern (Manovich
2002, p. 35).

Many foreign researchers are looking forward at the
establishing hypermedia and creation of global online bank of
commercial advertising images, including those for educational
purposes. Rejecting the Internet as the only source of
advertising in the future, they believe that mixed formats will
serve as a bridge to the expected but not yet fully defined
digital future. Thus, visual research of advertising materials has
great potential to accompanying other methods of studying and
understanding social world (Di Marco 2010; Visualizing culture
2014; Visualizing Digital Discourse 2020; Wernick 1991).
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New visual media create a space in which
communication and creativity are inextricably linked, requiring
innovative approaches and technologies that play an
increasingly important role in the development of society.
Extensive interdisciplinary research of the relationship between
visual elements and productivity, emotional responses,
learning, adaptation, consumption, advertising, marketing and
communication is required. The world of design shifts from
creating interfaces to designing interactions between people
and brands. It’s not just about web design, it’s about designing
the values that companies create for their customers. Modern
visual advertising messages must have a clear communicative
structure, aesthetic level and stimulate the intellectual activity
of the consumer. But the second decade of XXI cent. still
retains the value of poster as main advertising medium for
placement in public, cultural and commercial interiors, in
outdoor advertising (on billboards, city lights, city boards, in
the subway, at airports and railway stations).

In future, graphics will be especially effective on non-
standard media (ambient advertising) and interactive forms of
mass media, transitions to promotional or corporate sites,
online stores, encouraging the installation of mobile
applications after viewing advertising messages, Vvoice
greetings when person approaching advertising media, voice
menus for a mini-poll about users’ preferences. Otherwise,
interactivity will become a platform for personalized media of
the future. Printed advertising is reducing its share among other
means of advertising information, irreversibly giving the way
to digital media. Last time, booklets, catalogues, flyers are
available only at specialized European and Ukrainian
exhibitions, but often manufacturers and advertisers reduce it’s
using to business cards with links to sites.

The concept of new urbanism and sustainable
development with environmental, functional and sociocultural
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priorities, mini-parks, open public space, multifunctional
operational connections are likely to change the amount of
advertising, its formats and forms. For example, in 2018-2022
in Ukraine (especially in large cities and in Kyiv) the number
of large advertising formats decreased significantly, remaining
city lights as the main advertising media and increased the
number of LED screens. Digital outdoor formats in Europe and
the United States are already becoming the norm and have
several advantages: they are more attractive; more
demonstrations of various advertising offer and more
frequency of video changes are available. In London,
advertising terminals have been already introduced as city
lights with information boards and access to the Internet, which
means efficiency in finding and viewing necessary information.

In the USA, voice greetings with the transition to
advertising messages are activated on the screens when people
appear. Additionally, the latest constructions with several
screens are designed to show videos at the same time in urban
environment (Fig. 8.3). The Internet channels capacity already
allows to switch completely to a single format, i.e., video
advertising.

Fig. 8.3. Project of futuristic 3D billboard for location
of commercial ads, news and video art at the same time.
California USA, 2016. www.adsoftheworld.com
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Therefore, web resources are no longer just as means of
information. Users of the Internet or mobile applications
primarily pay attention to the aesthetics and design of
interfaces. Expressive means and original visualization in
digital media acquire their main status as means for
consumption and marketing design, communication, education,
entertainment and cultural leisure. The professional approach
to media design is evident in carrying out of predominantly
functional or academic style.

Dieter Frobisch, researching multimedia design, notes
that commercial Internet from 1995 and new technologies led
to the breakthrough in the communications, starting from first
editions to the mixing and interactivity of graphic means. The
most effective is a combination of graphics, photos, text, three-
dimensional shapes and animation. For digital media, as well
as printed media, composition, perspective, colour, technique,
emotional component remains important, but new factors are
added. Among them artistic image processing, colour coding,
computer transformations, including photo graphics, layering
and collage (Frobisch 1997, pp. 200-201).

Bright and dynamic animations in the web banners create
attractive visual images, especially for young people. Internet
ads is most effective because of its availability on news portals,
social networks and mobile applications. Combined banners
are distributed, collaborating static images and videos. Today’s
Internet audience is very large, 45% is almost half the world’s
population.

Nevertheless, when creating advertisement, it should be
kept in mind that it is distributed by professional, intellectual,
cultural, regional, and social characteristics. Therefore, Ad
graphics influences the methodology and forms a new design
paradigm in order to implement communicative tasks, develop
Visual culture based on computer technologies, that is actively
transformed into web graphics.
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Fig. 8.4. Visual stylistics of web banners at the beginning of XXI cent.
Cultural-imaging sphere: a) Minimalism; b) Postmodernism;
¢) Neo-Primitivism; d) Grunge; e) Pop Art; f) 3D simulation.
From S. Pryshchenko’s own archive of relevant pages’ thematic events
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Analyzing the process of present-day media content
creation, Juliana Minarkova, Dusan Blahut and Jan Visnovsky
uncover possible range of visualization starting with simple
transformations, accenting on basic aspects of information,
increasing chosen parts and explaining complicated processes
and events. They consider it useful in presentations of products
and their benefits ranging from banking products to cooking
recipes: “From simple visualizations with a focus on essential
aspects of information, such as enlarging selected parts, to
storytelling techniques in elucidating complicated processes
and events. We can also apply this technique when presenting
products and their benefits, from banking products to cooking
recipes” (Minarikova & all 2020, p. 123).

We note the aesthetics of expressive contrast when there
IS maximum saturation of colour of the object compared to the
background. A common case in web graphics is the emphasis,
i.e., the comparison of a red element in the black-and-white, or
yellow element in the dark environment (Fig. 8.5). In that case,
if the advertised object has a low colour saturation, its
significance for consumers is considerably reduced.

X B ¥ b)
Fig. 8.5. Colour element as accent in web banner: @) “Claim on add to
friends. Adopt ”. Venezuela, 2017. www.adsoftheworld.com/campaigns;
b) ethics in digital design (labyrinth metaphor).
Zurich Design Week, 2022. www.designweeks.ch

Based on the analysis of modern stylistic trends, we
consider the promising stylistic trends in web graphics for
Digital Media:
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e preservation of distinct styles and monocultures;

e dominance of compromise options (merger, mixing,
conscious eclecticism);

e coexistence of many styles (polystylism);

e conceptual search for new styles;

e conscious return to the origins of ethno-cultures,
further rethinking of folk themes, generalization, and
decorativeness of folklore.

We predict in the future the priority of functional,
minimalist and polygonal styles, for some categories and
services — ethnic style (food, clothing, footwear, accessories,
tourism, etc.). Therefore, today it is more important for
production and commerce to produce not consumer goods, but
images that can be easily assimilated, imitated and borrowed.
Visual streams prevail over verbal ones, and a visual thinking
emerges, based on emotionality, variability, and the perception
of a large number of different elements. Visuality provides the
basis for stylistic analysis of advertising information means and
their impact on society (symbols, ornaments, colours, symbolic
forms, web graphics, advertising video, banners, printed and
outdoor). Moreover, it is an integral source of creative concepts
in design. In addition, interdisciplinary research in future will
provide a connection between ideas and their practical
implementation. Visual language becomes decisive, translates
ideas, actively influences consciousness, promotes the
formation of visual competence, the ability to read and
critically analyze visual signs, expands the cognitive potential
of research methods.

As advertising is intended for use in different types of
environments, it is obvious that traditional media, including
posters, will be preserved, but at the same time, there will be a
gradual  disappearance of printed advertising and
transformation of outdoor towards increasing digitalization.
Comparing a traditional poster and banner, we can conclude
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that they are functionally similar: they must carry information,
and be aesthetically expressive and understandable. The
difference between a poster and a web banner lies in the size
and carrier, — the poster is designed for perception from a
distance, and it must be replicated using paper or synthetic
waterproof material. The banner is perceived on the displays,
but in creating an advertising campaign, these differences do
not matter, since often the same visual image is used to
implement effective communication on both the poster and the
banner. A compositional changes of posters for web banners
are technically simple, and colour graphics is becoming
increasingly important as a means of developing media resources.

Examining modern advertising space, it is concluded that
visual aids are not a constant, but rather a dynamic process
aimed at enhancing the effectiveness of those ideas, products,
services, companies or individuals that are promoted. Media
Design is defined as creating of visual information, innovative
stage of projecting in cyberspace and a new stage of graphics
development. The obtained scientific results deepen the idea of
graphics, generalize its communicative and art-aesthetic
aspects, allow to determine new factors of education at the
conceptual-prognostic level, which influences the development
of Media Design.

Theoretical positions are important at the problem-
theoretical level, as training of competitive designers requires a
strong methodological framework. Some of the statements are
debatable and require further research in the field of Visual
culture, digital media in order to implement modern design
concepts, taking into account regional differences.
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CHAPTER 9

European vector of development
the integrated discipline

«Design of Advertising» in Ukraine

Shortly: The author note that Design of Advertising
takes into account the sociocultural and marketing aspects.
Visual designing the original and effective advertising products
is difficult even for professionals, as the advertisement has to
be the end product of complex researches. Base components of
the competencies for designer in Advertising have been
selected taking into account the requirements of the modern
European market. Besides, stylistics and art-aesthetic problems
of modern Advertising as the communicative sphere, including
displays of Kitsch and Eclecticism are analyzed. Recently, the
searches for creative advertising ideas are actively continuing
because of the monotony and primitivism of images, so-called
visual standards overload huge ads in Media.

The thematic focus mixed the author’ concept of
studying Ad designing as a form of Visual communications
with the criticism of problems of visualization and aesthetics of
advertising appeals. Methodology of this research uses the
praxeological, system-structural, sociocultural, comparative
methods of analysis the visual language in Advertising and
implements its results into the learning process on Master
programs:

—praxeological method is chosen as the main one since
the most important is the practical implementation of
theoretical provisions. Design objects must, first of all,
have functionality, although it is difficult to separate
them from manufacturability and aesthetics for the
consumer market;
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—system-structural method enables the study of Ad
design as a field of activity at the level of analysis of
individual factors and at the level of their synthesis;

—sociocultural method to the evolution of expressive
means of Advertising to give understand Ad graphics
as a reflection of historical, cultural, economic and
political stages of social development. Advertising, and
as design, has always ideological platform;

—comparative method provides analytic results of the
compositional and colourful organization of European
and Ukrainian visual info space.

Scientific originality consists in comprehensive study of

a tasks the structure of integrated discipline “Design of
Advertising” for higher school. The offered educational course
is the content block that in first time considers the historical
development of Ad graphics, in particular in Ukraine, the basic
concepts of Advertising in the system of Visual
communications, the influence of figurative means of Art
styles on advertising creativity, its aesthetic and
communicative aspects, visual means and modern directions of
Design development. Advertising philosophy is directed to
getting profits, which is understood as the most important part
of advertising process. But culturological, outlooking and
moral-psychological parts are also of great importance. To our
mind, especially the above-mentioned parts of Ad process
make a base platform for visualization advertising ideas.

State of scientific working out of the problem indicates
not enough level of scientific research of art-aesthetic aspects
of Advertising. The humanities and art scientists don’t disclose
the influence of Art on Ad graphics and formation of its
stylistics. Some universities in Ukraine has specialization
“Graphic Design and Advertising” and an analysis of the
educational process leads to the conclusion that “.. and
advertising” 1S in most cases a mechanical addition. Often the
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advertising component is missing: even if the curriculum and
declared subject “Design of Advertising” (alternatively
“Development of promotional products”), the learning
objectives overlap discipline “Designing” — trade mark or logo,
brochure, poster, package design, and usually lecture hours not
provided. Sometimes part of it is composed of elements of
drawing, painting, fonts, computer technologies, prepress or
printing basics. If we consider the “Design of Advertising” as
integrated discipline (or Communicative design, more
commonly used in Europe, the USA and Russia) as a kind of
graphic design is more synthetic and specific activities, where
more involved marketing, sociology, cultural studies, and Ad
psychology. Therefore, increasingly important in the learning
process becomes the integration of Graphic design, Advertising
and Marketing.

Among Ukrainian publications that are most relevant to
today’s requirements, there is work by B. Durnyak and
A. Batyuk at the Ukrainian Academy of Printing “Design the
advertising productions” (Durnyak & Batyuk 2006), which
deals with the core issues of advertising, marketing, and
management (Lviv). The book “Advertising and Art” presents
the stylistic analysis of affiches and posters from the XIX to
XX cent., and shows how the boundaries between fine art and
advertising have disappeared (Advertising & Art 2007).

Graphic design schools in Poland examines in detail the
problems of advertising ideas visualization in traditional and
digital media, paying special attention to the combination of
sense, text, form, and colour to create ads (Grzegorczyk 2010).

Interestingly, that from 2009, employers with vacancies
Kyiv preferred the designers-marketers, though no school is
still not prepared for such professionals. If you define
professional designer to meet the requirements of today’s
European market, the authors distinguish three important basic
aspects:  graphic  design-foundation, sociocultural and
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marketing components. It should be noted that without the
foundation of sociological and marketing graphic designer can
be great graphic artist, but not the advertising designer. There
is no ready-made promotional idea that are trying to attract
newcomers to the business — each advertising idea depends on
the product of complex social, economic and cultural factors,
i.e. its market positioning. Developing original and effective
ads is difficult even for the professionals, because the
promotional message must be the end a product of complex study.

Very urgent are finding innovative ways to teaching
professional courses in higher school because of the imbalance
between the education system and the form of existence of the
profession during the crisis of all forms of world society
(economic, social, political, cultural), fierce competition and
active stimulation of sales, the rapid development of computer
technologies in production, commerce, and information
systems. Prognostic it was clear to the author outlined this
conceptual approach in the early 2000s, but the practical
implementation of our plan to forming skills “advertising
designer” started only from 2011.

For the discussion we suggest the tentative list of topics
on the course “Design of Advertising” for Master level. Total
150 hrs. (5 cred. ECTS), including: lectures — 30; practical
classes — 30; self-employment — 90. Content of our lectures:

1. Functions of Advertising in society. Advertising in

sociocultural space.

2. The main stages of the historical development of
Advertising graphics.

Influence of the Art styles on ads creativity.

4. The role of computer technologies in the
development of Advertising communications.

5. Poster in the traditional and digital media.

6. Ad psychology in the social life. Problems
visualization of Ad ideas.

w

217



7. The stylistics of Advertising graphics.

8. National and International features of Advertising.

9. Corporate identity as a complex Advertising.

10. Brand, branding and rebranding.

11. Visual perception and specificity of Colour in

advertising appeals.

12. Design-marketing research and target audience. The

“life cycle” of a product / service / company.

13. Evaluation of the aesthetic quality in ads.

14. Methods of designing the advertising products.

15. Media Design — a qualitatively new stage of socio-

cultural projecting the Communication.

Referring to the contents of this discipline, it is necessary
to stress the problem of terminology. The authors repeatedly
met with incorrect or confusing interpretation of the concepts
excessive number of English terms at the level of educational
programs, and at the level of formulation of objectives, and at
the level of communication with colleagues, and at the
analysis of publications also. The most contentious issue is the
concept of “creativity”. There are questionable terms: “creative
design”, “creative designer” and many others. The advertising
designer must be creative, yet if he is can’t creative, then it’s
just a disciple (apprentice, craftsman as said before). However,
creativity is realized only for publicity, outright vulgarity or
shocking — but not the essence of the promotional offer. This
kind of “creative people” forget the elementary truth that the
primary purpose of Advertising — to sell a product or service
for consumers.

Designers in Advertising, on the one hand, are dependent
on market conditions and on the other — the ability of sensory
experience and create the advertising image as artistic. The
positive features of the creative technologies using in the
process of advertising idea visualization are characterized in
the article. Recently, the searches for original advertising ideas
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are actively continuing because of the monotony and simplicity
of images, so-called visual standards overload huge advertising
in all media.

Special attention we paid to the problems of professional
terminology, in particular, the content of illustrated glossary
“Design and Advertising” (Pryshchenko 2020) which in first
time presented as a lexicographic resource for design-
education: the influence of Art styles on advertising creativity,
the arsenal of art-graphic means in combination with computer
technologies. The Glossary contains definitions of key terms
and concepts of Design as art-projecting culture, accompanied
by appropriate big illustrative material. Terminology
vocabulary significantly expanded interpretation of colour
synergistic opportunities and semiotic transformations the
visual language of Advertising, the main features of artistic
styles and a number of concepts related industries: ethno-
culturology, psychology, ecology, marketing and advertising
industry, printing and computer technology, qualimetric
methods to assess the aesthetic of design-objects quality.

The analysis of world market trends, the massive crisis of
overproduction end of XX — the first decade of XXI cent.,
global advertising attacks, psychological manipulation of
consciousness target groups and Kitsch in Mass media can be
concluded that the majority of ads are perceived negatively by
society, “advertising noise” reached its critical point. Thus, the
present results are significant for conceptual structure of our
actual course “Design of Advertising”.

However, it is necessary to distinguish the concept of
“Advertising design” and “Design of Advertising”, which are
not identical. Ad design should be understood as a type of
contemporary design activity that synthesizes many related
areas, and Design of Advertising — as educational discipline
aimed at mastering the methodology of designing Ad products.
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We have proposed the orientation of advanced training
for design-marketing and advertising for graphic designers of
the Master level, which is reflected in the author’s educational
complex and textbook, and the Ukrainian State standard for
specialty “Design”, approved by the Ministry of Education and
Science of Ukraine in 2018, as well as our new program “Ad
communications” for Masters specialty “Tourism”.

Near future, already requires shift a subtler approach to
the consumers: more individual, more correct, more aesthetic.
The students research should be focused on determining
stylistic trends in Ad graphics and searches the national
identity, in particular, the development of advertising concepts
and design elements that meet European regional peculiarities.

Political and social posters today are semantically closely
intertwined, becoming tools of hybrid technologies and forms
of visual communications for the first front — military, the
second — informative, and the third — cultural. The Russian-
Ukrainian war during 2022-2023 inspired the Kharkiv triennial
“The 4th Block” for international cooperation of students and
professionals in the field of poster art under the slogan “Stand
With Ukraine!” on the pages of “Facebook”. The yellow-blue
explosion as a marking of Ukrainian territory and demanding
for its integrity, as the meaning of national identity encoding
and high moral guidelines of Ukrainian society demonstrated
various creative findings, different graphic stylistics, but the
only means, its colour as a resource of the nation.

However, we suggest that it was the Russian aggression
that intensified the consciousness of Ukrainians around the
world and their creativity in the use of national colours not
only in posters, but also in supergraphics, ikebana, drawings,
illustrated memes, installations not only in Ukraine, but also in
Poland, Germany, Lithuania, Latvia, the Czech Republic,
Montenegro, France, Bulgaria, Spain, Slovakia, Turkey, Japan,
Canada, and the USA.

220



' eonbknor - G
CTPATErIMHIWA |
PECYPC HAUIT

d)
Fig. 9.1. Posters dedicated to Ukraine:
a) Do not unravel the Motherland! 2006;

b) Oksana Myasoedova. We are connected by creativity, 2006;
c¢) Folklore is a strategic resource of the Nation, 2019.
Ministry of Culture and Information Policy of Ukraine:

https://mkip.gov.ua/content/rozvitok-kreativnih-industriy;
d)Yana Mosnytska. Ukraine is not Russia, 2014;
e) Anastasia Chernenko. He had a whole life ahead, 2022;

f) Diana Petrushko. Their greatest fear is the Ukrainian, 2022

Nowadays, a visual-communicative approach is clearly
defined in poster, which tends to be concise and should provide
a quick and unambiguous perception of information. The
approval of Poster art in Ukraine as independent type of
professional design activity, the expansion of global
communication space, complex political and socioeconomic
conditions, contradictory intercultural and ethnocultural
tendencies increase attention to effective means of visualizing
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social ideas. Investigating the cultural aspects of colour
harmony, a significant influence of Ukrainian Folk art and
artistic styles on the formation of poster stylistics as a separate
part of Graphic art were revealed. A visuality of poster is based
on psycho-emotional, associative, and semantic grounds
combined with verbal factors, arguing for the practical
implementation of colouristic opportunities in this effective
means of modern propaganda of the Ukrainian national identity
and condemnation of Putin’s militarism and Russian cruelty.
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SUMMARY

The scientific problem of the presented monograph is to
understand the Poster as a product of culture and a means of
communication in the context of sociocultural dynamics,
technological innovations, economic and political changes.
Advertising graphics in the interdisciplinary study is
considered in the context of actual trends of Advertising design
development — a specific kind of creative activity, and the
contemporary design process is presented as a synthesis of
sociocultural, semiotic, and colour-graphic aspects.

The author’s vision of the problem is that Advertising is
trans-systemical, integrative character, and the multimodal
approach has proven to be the most appropriate for
understanding the nature of advertising communications. The
urgency of developing the theme and its importance is due to
the need to substantiate the theoretical and methodological
foundations of Ad graphics research from the standpoint of art
criticism in connection with the widespread dissemination of
media, stylistic problems, the importance of the use in the
modern design activity of ethno-art traditions, the complexity
of colour perception process, and colour disharmony of the
modern advertising area.

The retrospective of the evolution of Poster is carried out
and the cultural and artistic value of Ad graphics is revealed.
Analysis of existing sources on the Theory and History of
Culture, Design and Advertising revealed that the art-aesthetic
aspects of evolutionary changes in Advertising and the
problems of visualization of advertising ideas stated in the
research topic have not yet been the subject of a thorough study
by Ukrainian scientists. It is theoretically generalized that
design acquires sociocultural value and the ability to make
significant changes in the world and society, is a part of Art
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culture, one of the types of creative activity, the objects of
which combine the achievements of science, technology, and
art. The understanding of the essence of design, which has a
dual purpose — artistic (aesthetic) and practical (applied), has
been expanded and specified. It is this bifunctional quality of
design that gives grounds to consider it as an art-projecting
culture, to understand it as a creative method, process and
result of art and design activity to meet the utilitarian, aesthetic
and social needs of the consumer.

Visual communication is defined as the interconnection
of functional processes through the creation of graphic forms —
special visual cues that serve as a means of identification and
play an organizational, coordinating and regulatory role in
urban or virtual space. Ad graphics are defined by set of
compositional and colour graphics tools that have visual
semantics and are intended to visualize advertising ideas. In
addition to its main commercial purpose, advertising performs
informative, public, cultural, aesthetic, and expressive functions.

Advertising design is a process of complex designing
from idea to selection and organization of a number of pictorial
and text elements, where information is actively synthesized,
encoded, decoded, and during communication, the audience
expands it and fills its meaning with its own connotations,
associations, and emotions also.

The culture-historical development of Media is closely
interrelated and the logic of their existence and interaction are
covered. The cultural-aesthetic component of Advertising is
substantiated. Advertising discourse is caused by the type of
communicative activity that takes place in the cultural and
artistic world space and actively forms visual semantic
constructs. Depending on sociocultural transformations, the
imaginative means and functions of Advertising have
undergone significant changes, reflecting the radical changes in
ideological platforms and aesthetic tastes of society. The visual
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language of Ad graphics is a specific sign system that is used in
Art culture in the process of non-verbal communication.

The evolution of the use of art and graphic materials,
techniques and technologies in Advertising has been revealed
and expressed, which is to gradually reduce the picturesque
techniques in favor of graphic ones. Since the beginning of the
duplication, each other has been replaced by engraving,
lithography, offset printing, silkscreen printing, applique,
collage, photography and photographics, computer graphics,
and more.

It is established that a characteristic feature of XX cent.
became the fastest flowering of the Poster as the most popular
means of propaganda and a tool for promoting political, social,
or commercial ideas, determined by the two World Wars,
urbanization, globalization, the development of all spheres of
culture, including tourism, a lot of technogenic accidents,
environmental threats, social negatives, the emergence of new
technologies, materials, goods, and services, raising the
standard of living in the developed countries. Substantial
changes occurred in the pictorial means of advertising
communications and in the Soviet period — conformism was a
forced position for many advertising artists. The poster actively
broadcasts the social, cultural, and historical development of
society and becomes a “colourful chronicles” of life.

The contemporary Ad industry is characterized by its
functional, sociocultural, and emotional-aesthetic features. It is
noted that the advertising area actively shapes mass
consciousness and fashion for certain lifestyles, social
behavior, principles of consumption, and moral standards, has
a powerful influence on public opinion. The need for attractive
images in Advertising, spectacular and colour pictures are
emphasized in order to attract attention and enhance
communication. It is emphasized that advertising performance
is increasing due to its status as advertising sign. There is a
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dynamic process of systematic mastery of all new things-signs,
which becomes a vital principle and is included in the social
sign  system, consumption becomes significant, and
consumerism acquired a strong ideological basis.

The significant influence of artistic styles on advertising
creativity and genesis of Ad graphics as a form of sociocultural
communication has been proved. Also, important factors of
development of poster style are revealed: visual means of
advertising changed depending on the leading style trends in
the culture of certain periods. Generalization, systematization,
and classification of empirical material of advertising appeals
of the XVIII — early XXI cent. allowed us to conclude that
there is significant borrowing by the advertising of the style
attributes of fine and decorative arts. The most sensitive in the
Ad graphics were the influence of modern and avant-garde
trends (Fauvism, Expressionism, Cubism, Abstractionism,
Suprematism, Neo-plasticism, Constructivism), as well as
Socrealism, Pop Art, and Postmodernism. The national vector
and artistic features of Art in Ukraine have manifested
themselves in such nationally oriented styles as Ukrainian
baroque, Ukrainian modernism, Ukrainian avant-garde,
combining world trends and ethno-art traditions.

From the stylistic analysis of Advertising, it is concluded
that there is a significant gap in the studies of other scholars on
the influence of decorative art on the development of colour
and ornamentation in Poster. The use of geometrically stylized
motifs in the context of Ukrainian colouristic traditions is
possible and necessary in modern advertising not only for the
identification of the Ukrainian state in the World sociocultural
space, but mainly for the enhancement of national
consciousness, preservation, and enrichment of its own Culture.

It is shown that Ad graphics evolved from a simple
illustrative accompaniment of commercial information to the
borrowing of new styles in Art culture of the first half of XX
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cent., and later in the mass and popular cultures of the second
half of XX cent. Advertising on paper was a prerequisite for
the emergence of technological direction of online advertising
and the formation of the style of electronic media. It is proved
that the modern look of advertising appeals differs significantly
from Advertising of XIX cent. and by methods of visualization,
and by methods of psychological influence on the consumers.
The introduction of computer technology into the design
process has had a significant impact on the development of
communication skills, technological capabilities and the
emergence of the latest imagery in ads.

It has been stated that the semantic space of artistic
image is a visualization of a big concept, of a creative idea, of a
generalized reproduction of reality in the artistic form and
content, information about an object, an ideal representation of
material or imaginary objects and phenomena in the mind. The
project image is a visual model on the basis of logical thinking,
artistic and aesthetic perception of form and creative intuition,
which is realized in three planes: functional, technological and
sociocultural.

The promotional image is different from the artistic and
project images emphasized by the non-standard, the conformity
of the status of the product or service, the clarity of the
consumer groups, and the variability of the graphic language.
Because advertising often borrows images from varieties of art,
their creative interpretation and preservation of symbolic
meanings are necessary. The specifics of the promotional
image as a means of Visual communication have been
clarified, which is important not only for sales promotion, but
also for the formation of an overall positive image of a brand,
service, company, manufacturer or personality. Changing
advertising images depends on the purpose of Advertising —
informative or imaginative, region, target audience, and nature
of products. Using archetypes, social or cultural types, as well
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as creative advertising technologies — metaphor, hyperbola,
association, metonymy, and allegory, the advertising industry
actively attracts the attention of consumers, and creates
aesthetically attractive mythical reality.

Art-imagery system of Ad graphics we are presented as a
visual-verbal model, in which advertising appeal should have
the clear communicative structure, visual semantics,
archetypal, contrast and dynamic balance of colours, easily
understood images, should have aesthetically pleasing and
stimulate the emotional activity of consumers.

Features of colour in Advertising are characterized: its
visual language must effectively communicate, and have a
semiotic and aesthetic load. Colour harmony for the advertising
industry is interpreted as a dynamic balance of contrasting
elements in the visual info space. The creation of harmonious
combinations is a complex process and, at the same time, one
of the most important principles in the fields of design activity,
industry, consumption and marketing. The principles of
visualization as a synthesis of colour harmony, aesthetics,
artistic imagery, and originality of the picture are formulated.

The stylistic diversity of beginning XXI cent. determined
by world cultural and artistic processes, demonstrates the
diversity in the choice of means of artistic expression — from
remakes of Paintings and descriptions to solely font posters,
from artistic experiments with Photographs to the latest in 3D
photography simulations (polygonal style) and colour-graphic
capabilities of digital technologies, which testifies to a wide
range of approaches to the visualization of advertising ideas.
Ethno-art comprehension of the Ukrainian experience of using
folk motives in varieties of design gives grounds to assert their
significant importance and creative potential for the Ad
industry.

A new promising area has been identified — Media
Design, which combines the achievements of graphics, ads,
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and web design. From the beginning of XXI cent. Advertising
graphics are significantly influenced by computer technology,
cultural and regional features, and the requirements for visual
and emotional content are changing. The directions of
development of Ad graphics in traditional (posters, outdoor,
print ads, advertising souvenirs) and Digital Media are
outlined. Web resource users are paying attention to the
aesthetics and design of interfaces, and computer technologies
are increasingly involved in video advertising and animation.

The insufficient art-aesthetic level of Advertising
confirmed our hypothesis for the need to develop Media
Design — the most promising type of Design among others,
which is a qualitatively new stage of sociocultural designing
the Communications. The conceptual foundations of the
development of Poster in Ukraine are to expand and deepen the
methodology of creative thinking, and the implementation of
considered scientific methods in practice.
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SUMMARY (in Ukrainian)

HaykoBoro mnpobnemoro mnpezactaBieHoi MoHorpadii €
OCMHUCJICHHSI TIUIaKaTta SK TMPOIYKTYy KYJIbTYPH 1 3aco0y
KOMYHIKaIii B  yMOBaX  COIIOKYJIbTYPHOI  JTUHAMIKH,
TEXHOJIOTYHMX IHHOBAIliM, EKOHOMIYHHMX Ta MOJITHYHUX 3MiH.
Y  MDKIUCHUIUTIHAPHOMY JOCIHIDKEHHI peKJaMHy Tpadiky
PO3TIISIHYTO B KOHTEKCTI AKTyaJbHHX TEHICHIIH pPO3BUTKY
pEeKJIaMHOrO Jau3aiiHy — crenu@iyHoro BHAY TBOPYOL
TISUTBHOCTI, @ Cy4acHUH MpPOIEC MPOEKTYBAHHS TPEICTABICHO
SIK CHHTE3 COI_IIOKyJ'IbTypHI/IX CEMIOTUYHUX 1 KOJIbOPO-
rpadiyHUX acIeKTiB.

ABTOpcbke OayeHHS MPOOIEMHU TOJAra€ B TOMY, IO
pekiiaMa Ma€ TpPAaHCCUCTEMHHM, IHTErpaTUBHHK XapakTep, a
MYJIbTUMOIATIBHUM MAX1] BUSBUBCS HAHOUIBII JOUITBHUM JUIS
PO3yMiHHS CYTHOCTI PEKIaMHUX KOMYHIKalllid. AKTYyaJbHICTh
pO3poOKM TeMu Ta ii BaromicTh 3yMOBIIEHA HEOOXITHICTIO
OOTpYHTYBAaHHS T€OPETUKO-METOOJIOTIYHUX 3aca JOCHIIKEHb
pexnaMHoi rpagiky 3 MO3ULII MUCTEIITBO3HABCTBA Y 3B’ A3KY 13
HIUPOKUM PO3MOBCIOJIKEHHSIM 3ac00iB PEKIaMHOTO
iHpOpMYBaHHs, CTWJIICTUYHUMHM HpoOJIeMaMu, BaXJIMBICTIO
3aCTOCYBAaHHS B Cy4acHIN AM3aiH-IisUTbHOCTI €THOMHUCTEIBKUX
Tpaauliif, CKIaAHICTIO 1  0araTorpaHHICTIO  HpOIECcy
CTIPUHHSTTS KOJBOPY, KOJIPHOK THCTAPMOHIEI0 CYYacCHOTO
PEKJIaMHOTO CepeIOBUIIIA.

311iiCHEHO pPETPOCIEKTUBY €BOJIIOIII  IJJakaTa Ta
PO3KPUTO KYJIbTYPHO-MHUCTELKY IIHHICTh PEKJIAMHOT Tpadiku.
AHaui3 HasBHUX JDKepen 3 Teopii Ta icTopii KyIbTypH, AU3aiHy
1 pekliaMd 3acBiT4MB, IO 3asBJICHI B TeMi JOCIIIKEHHS
XYJ0’KHbO-€CTETUYHI aCleKTH €BOJIOLINHUX 3MIH peKjiaMH Ta
mpobieMu Bi3yamizalii peklaMHUX i7edl Joci He cTanu
peIMETOM I'PYHTOBHOTO BHUBUYEHHS YKpaiHChKUMU
HAYKOBIIIMH. TeOpeTHYHO y3arajabHEeHO, L0 Au3aiiH HaOyBae
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COLIIOKYJIBTYPHOI IIHHOCTI Ta 3JaTHOCTI 0 BaroMuX 3MiH Y
CBITI ¥ CYCHIJIBCTBI, € YACTHHOIO XYI0KHBOT KYJIbTYPH, OJTHUM
i3 BUIIB TBOPYOI [isTIBHOCTI, OO’€KTH SKOi TIOEIHYIOTH
JOCSITHEHHSI HayKH, TEXHIKM Ta MucreurBa. Po3smmpeHo 1
KOHKPETU30BaHO PO3YMiHHSI CYTHOCTI JAW3aiiHy, SKUH Mae
NOJIBIiHE PU3HAYEHHS — XYJOXKHE (ECTETUYHE) Ta NMPUKIATHE
(yxutkoBe). Came Taka OiyHKIIOHAJIBHA SIKICTh JU3ANHY
Hajae IMIACTaBU  BBAXATH HMOro  XyA0XXHbO-NPOEKTHOO
KyJIBTYpOIO, PO3YMITH HOTO SIK TBOPYMH METOH, MpoIec i
pe3yabTaT  MPOEKTHOI  AISUIBHOCTI  JUIs  3aJ0BOJICHHS
YTUJIITAPHHUX, €CTETHYHHX Ta COLIATBHUX MOTPeO CIIOKMBayva.

BizyanpHi  KOMyHiKalii  BH3HAY€HO K  3B’S30K
(GyHKIIOHATPHUX  MPOIECiB 32  JONMOMOTOK  CTBOPEHHS
rpadiuaux ¢GopM — crheuiaJbHUX Bi3yallbHUX 3HAKIB, K1
CIIYTYIOTh 3ac000M ifeHTh(iKamii 1 BiAirpaoTh opraHizamiiny,
KOOpJUHAIIIIHY Ta PEryIsITHBHY poJib B ypOaHi3oBaHOMY a0o0
BIpTyaJIbHOMY cepeloBuIli. PeknamHy rpadiky mpeacTaBieHO
HaMHM KOMIUIEKCOM KOMITO3UIIIMHUX 1 KOJbOpO-TpadiuHuX
3aco0iB, 0 MAIOTh Bi3yaJlbHY CEMAHTHKY Ta TMPU3HAYEHI IS
Bi3yanmizauii peknamMHuX igeil. OkpiM OCHOBHOI KOMepLiiHOT
METH, peKjJamMa BUKOHYe 1H(OPMAaTHUBHY, CYCIUIbHY,
KYJIbTYpHO-€CTETHYHY Ta €KCIIPECUBHY (DYHKIII.

Pexnmamauii  au3aiiH €  OPOLIECOM  KOMILJIEKCHOTO
NPOEKTYBAaHHS BiJ 11ei a0 BHOOpY Ta oprasizauii HU3KU
300pakallbHUX 1 TEKCTOBUX €JEeMEHTIB, Je 1H(opmarlis
aKTUBHO CHHTE3YETbCS, KOJIYETHCS, NEKONYEThCS, a MiJ dYac
KOMYHIKYBaHHSI ayJIUTOPisl PO3IIMPIOE i1 1 HATIOBHIOE 3HAUECHHS
BJIACHUMH KOHOTAILISIMH, aCOLIAIIIMH, EMOLIISIMU.

3acobu Mejlia B KyJIbTYpHO-1CTOPUYHOMY PO3BUTKY TICHO
B3a€MOIIOB’s3aH1, HAMU BUCBITJIIOE€THCS JIOTIKA iX ICHYBaHHS Ta
B3aeMozii. OOGIPYHTOBAHO KYJIbTYPHO-€CTETUYHY KOMIIOHEHTY
pexnamu.  PexknmamHuMi  UCKypc — OOYMOBJIEHMH  THUIIOM
KOMYHIKaTHBHO1 [ISJTBHOCTI, IO BiIOYBAETHCS B KYJIBTYPHO-
MHUCTELBKOMY CBITOBOMY TIpOCTOpi Ta akKTUBHO (hopmye
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Bi3yaJlbH1 CMHCJIOBI KOHCTPYKIIi. 3anexHo BiJ|
COIIIOKYJIBTYPHUX TpaHcopMmariii HaOyIM CyTTEBUX 3MiH
300paxkasibHi 3aco0m 1 (YHKIII peKiIaMu, BiIA3EPKATIOIOYH
KapJIMHAJIbHI 3MIHU 1J€0JOTIYHUX IUIaTGOPM Ta €CTETUYHUX
CMaKiB cycHiibcTBa. BizyanbHa MoBa pekiamu € crienudigHoo
3HAKOBOIO CHCTEMOIO, 5IKa BUKOPUCTOBYETHCS B XYAOXKHIN
KYJIBTYpi y Tporieci HeBepOalbHOi KOMYHIKaIlii.

Po3kpuro I yBHpa3sHEHO €BOJIIOLII0 BHKOPHUCTaHHS
XYA0KHbO-TpahiYHUX MaTepiamiB, TEXHIK 1 TEXHOJOTIH Yy
pekinami, sKa [OJArae |y IOCTYIOBOMY  3MEHILIEHHI
KUBOITUCHUX TMPHHOMIB Ha KOPUCTH Trpadivunux. I3 mouaTkom
THpaXyBaHHS 3MIHIOBAJlM OJHA OJIHY TpaBiopa, JiTorpadis,
ocernmii apyk, moBkorpadis, arrikamis, Koaax, Gororpadis
1 oTorpadika, KoM r0TepHa rpadika TOIIO.

BceranoBiieHO, 1m0 XapakTepHOO 03HAKOK XX CT. CTaB
CTpIMKHMI PpO3KBIT IJIakaTa SK HaWMOMYNSPHIIIOrO 3aco0y
nponaraHad Ta I1HCTPYMEHTY TIPOCYBaHHS TONITUYHHX,
colianbHUX ab0 KOMEpUiMHMX 1/1eH, AeTepMiHOBaHUX JBOMaA
CBITOBUMH BiliHaMu, ypOaHi3aIli€ro, riodani3alier, po3BUTKOM
ycix chep KyabTypH, 30KpeMa TYpU3MY, BEIHKOIO KUIBKICTIO
TEXHOTE€HHHUX aBapiii, €KOJOTITYHUMH 3arp0o3aMu, COLIaIbHUMU
HETaTUBHUMM  SIBUILAMM, TIOSIBOI0  HOBHUX  TEXHOJOTIH,
MaTepiajiB, TOBapiB 1 MOCHYT, MiJBUIIEHHSAM pIBHS JKHUTTS
HaceJIeHHs PO3BUHYTUX KpaiH. BinOymucs cyTTeBi 3MiHM B
300paxkallbHUX 3aco0ax peKJaMHMX KOMYHIKaliii 1 B
pansHChKUH niepio]l — KOH(GOPMi3M OyB BUMYILIEHOIO MO3HUIIIEO
st 0aratboX XYHOXKHHKIB peknamu. [lmakar akTUBHO
TPAHCIIOE  COLINbHUM, KYJIbTYPHHUH, ICTOPUYHHNA PO3BUTOK
CYCIJIbCTBA, CTAE ‘“KUBOMMCHUMH XPOHIKAMH~ KUTTSI.

CyuacHy pekJIamMHYy IHAYCTpilO OXapaKTepPU30BaHO 3
ypaxyBaHHSIM ii (YHKI[IOHAJIbHUX, COLIOKYJIBTYpHUX Ta
E€MOILIIMHO-eCTETUYHUX  OCOOJHBOCTEH.  3a3HaueHo, IO
pEeKJIaMHE CEepEeIOBUIIEC aKTUBHO (JOPMYE MACOBY CBIJOMICTH 1
MOJy Ha TEBHMHA CTHJIb JKHUTTS, COLIaJbHY HOBEIIHKY,
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NPUHIUIK CIIOKUBAaHHS, MOpPaJIbHI HOPMH, MAa€ IOTYXKHUN
BIUIUB Ha TPOMAJACHKY IyMmKy. IligkpecieHo HEOOXiTHICTh
aTpaKTUBHUX 00pa3iB y pekiami, eeKTHUX 1 TPUBAOIUBUX
300pakeHb B KOJbOPI 3 METOK MpUBEpTaHHS yBard Ta
IIOCHJICHHS KOMYHIKaTHBHOCTI. Haronomeno, 110
e(EeKTHBHICTh PEKJIaMU 3pOCTa€ 4Yepe3 CTaTyc, SKUH Mae
pexnaMHUil  3HaK. BingOyBaeTbcsi  AMHaMiYHMK — Tpoliec
CHCTEMaTUYHOI'O OBOJIOJIHHS BCE HOBUMM pedYaMHU-3HAKaMH,
IO CTA€ >KUTTEBHM IPHHIUIOM 1 BKIIOYAETHCS B COIAJIbHY
3HaKOBY  CHUCTEMY, CIIO)KMBAaHHS  CTa€  3HAKOBUM, a
KOHCIOMEPHU3M HaOyB MIITHOTO 17€0JIOTIYHOTO Oa3ucy.

JloBeieHO BaroMui BIUIMB XYJIOXKHIX CTHJIIB Ha
peKIIaMHy TBOPYICTB i T€HE3HMC peKIaMHOI rpadiku K GopMH
COLIIOKYJIBTYPHUX KOMYHIKalliil. Takoxk BHIBICHO Ba)KIUBI
YMHHUKA PO3BUTKY CTHIJIICTUKU PEKJIaMHOI Tpadiku: 3aJeKHO
BiJl MPOBIIHUX CTHJILOBUX TeUill y KyJIbTYypi MEBHUX IMEPIOJIiB
3MIHIOBAJINCS Bi3yajbHI 3aco0M pekjiaMu. Y3arajibHEHHs,
cucremMarusanis 1 KiIacudikalis eMIipuYHOro MaTepiany
pexnamuux 3BepHeHb XVIII — mowarky XXI cT. no3Bonunu
JIIMTH BHUCHOBKY NP0 CYTTEBE 3alO3MUYEHHS PEKIaMOIO
CTWIILOBUX  O3HaK  O0pa3oTBOPYOrO  Ta  JEKOPAaTUBHO-
MPUKIIQAHOTO MUcTenTBa. HaltO11b1I BITUyTHUMHU Ha peKJIaMHY
rpadiky OysM BIUIMB MOJIEpPHY Ta aBaHrap/IHUX Tediid — poBI3MY,
eKCIPEeCiOHI3MY, Ky0i3My, aOCTpakKiioHI3MYy, CyNpeMaTH3MYy,
HEOIUTACTUIN3MY, KOHCTPYKTHBI3MY, a TaKOX COIpeasi3My,
MoM-apTy, NOCTMOAEpHiI3My. HarioHanbHUI BEKTOp 1 XYA0XKHI
0COOJIMBOCTI MHUCTENTBA B YKpaiHi MNpPOSBMINCA Yy TaKHX
HAI[IOHAIBHO OPIEHTOBAHUX CTHIISAX, SK YKpaiHCbke Oapoko,
YKpPaiHCBKUI MOJIEPH, YKPAalHCBKHI aBaHrapj, IO€IHYIOYH
CBITOBI TEHJICHIIIT T2 €THOMHCTEIIbK] TPAIHIII].

3 TMpOBENEHOTO CTUJIICTUYHOTO aHali3y peKJiaMu
3po0JIECHO BHCHOBOK, IO ICHY€ CYTT€Ba MpOrajvMHa B
IOCIIIKEHHAX IHIINX HayKOBIIIB 1010 BIUTUBY
JIEKOPaTUBHOTO MHCTELTBA Ha PO3BUTOK KOJIbOpOrpadiku Ta
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OpPHAMEHTHKM B IUIaKaTi. BUKOpUCTaHHSA TeOMETPUYHHX
CTHJII30BaHUX  MOTHBIB Yy  KOHTEKCTI  YKpaiHCBKUX
KOJIOPUCTHYHHUX TPAAUIIN MOXJIHMBE H HE0oOXinHE B Cy4acHId
peksaMi He JuIie i iaeHTudIKamii YKpaiHChKO1 JepKaBu y
CBITOBOMY COIIIOKYJIBTYPHOMY IPOCTOPi, a8, TOJOBHAM YHUHOM,
JUTSI TIIBUILIEHHS HAIlIOHAJIBHOI CaMOCBI1IOMOCTI, 30€peKeHHs 1
30arayeHHs BIaCHOI KyJIbTYpH.

[Tokazano, mo pekinamMHa rpadika €BOJIOLIOHYBajIa BiJl
OPOCTOTO  UIFOCTPATHBHOTO  CYNPOBOAY  KOMEpPLiHHOL
iHhopMalii 10 3amO3WUYEHHS HOBUX CTWIIB Yy XYIOXKHIN
KyJIbTypi mepmioi moixoBuHH XX CT., @ 3rOAOM Y MacoBiii Ta
MOMYJSIPHINA KyJIbTypax Apyroi monoBuHu XX cT. Peknama Ha
MarepoBUX  HOCIAX  Oyna  TepeayMOBOIO Ui TOSIBU
TEXHOJIOTIYHOI'0 HAINpsIMy IHTEPHET-peKJIaMH Ta (OpPMYBaHHS
CTHJIICTUKH €JICKTPOHHUX HOCIiB. JloBeneHo, M0 CydacHUU
BUTJIA PEKJIaMHUX 3BEpHEHb CYTTEBO BIAPI3HAETHCS Bij
pexiaamu XIX cT. 1 32 MeToaMu Bi3yauni3allii, 1 32 METOAaMH
NICUXOJIOTIYHOTO BIUIMBY Ha CIOXKMBaudiB. BrpoBajkeHHS
KOMIT'IOTEPHUX  TEXHOJIOTIM Yy Tpolec  MIpPOEKTYBaHHS
CIPUYMHWIIO 3HAUHMH BIUIMB Ha PO3BUTOK KOMYHIKaTUBHUX
SKOCTEH, TEXHOJOTTYHUX MOXKJIMBOCTEH Ta IOABY HOBITHIX
300pakaIbHUX 3aC001B Y pEKIaMmi.

KoHcTraToBaHo, 1110 CEeMaHTHMYHUN MPOCTIP XYI0KHBOTO
o0pa3y € Bi3yami3alli€lo 3Hauylmoi i7ei, TBOPYOro 3amgyMmy,
y3araJlbHeHUM BIITBOPEHHSM [IMCHOCTI B XYyHOXHIH (opmi i
3MicTi, iH(pOpMaIier0 TpPo O0’€KT, iA€aTbHUM BiJIOOpaKEHHSIM
MarepiaibHuX a00 ySBHUX NpPEIMETIB 1 SBUII Yy CBIIOMOCTI.
[IpoexTHnii 00pa3 — 1e Bi3yaJbHa MOJENb Ha 3acajnax
JIOTIYHOTO MUCIICHHS, XYIOKHBO-€CTETUYHOTO CIPHHHSATTS
dbopMu, TBOPUOI 1HTYIIIIT, KA peai3yeThCsl B TPhOX IIONIMHAX
(hyHKITIOHATTbHIM, TEXHOJIOT1YHIN 1 COLIOKYIBTYPHIM.

Pexnamuuit  o0pa3 BiIpI3HSAETbCA Bi XYOOXKHBOTO Ta
MIPOEKTHOTO TIAKPECICHOI0 HECTaHJIAPTHICTIO, BIMOBIIHICTIO
cTaTycy TOBapy UM IOCIYI'H, 3pO3YMUIICTIO Ui TPyl
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CMOXHMBAYiB, BapiaTUBHICTIO rpadiuHoi MoBU. OCKIUIBKH peKiiama
4acTo 3aro3udye o0pa3u 3 PI3HOBUJIIB MUCTEITBA, HEOOXiaHA TX
TBOpYa IHTEpIpeTamis i 30epeKeHHST CUMBOJIIYHUX 3HAUYCHb.
YrouneHo cnenudiky pekiIaMHOro oOpa3sy sK 3aco0y
Bi3yaJbHOI KOMYHIKaIlii, [0 Ba)XJINBA HE JIUIIE JJIST CTUMYJISIIIT
30yTy, a i 11 (OpMYBaHHS 3arajibHOTO MO3UTUBHOTO IMIKY
TOPTOBOi ~MapKH, TIIOCIYr'H, KOMIaHii, BHpPOOHHMKa abo
0coOucTOCTi. 3MiHA pEeKJIaMHHUX 00pa3iB BiIOYBAETHCS 3aJICHKHO
BiJl TIpU3HAYEHHS peKjIamMH — iHPOpPMATUBHOI ab0 IMIIKEBOI,
perioHy, UiAbOBOI  ayauTopli, XapakTepy  MPOIYKIII.
BukopucroByroun apxeTwnu, comiaibHi ab0  KyJIbTYpHI
THMAXi, a TaKOX KpEaTWBHI pPEKJIaMHI TEXHOJIOTii 00pa3o-
TBOpPEeHHSI — MeTadopy, rirmepboiy, acoriaio, METOHIMIIO,
aJIeropito, peKJaMHa I1HAYCTpisS AaKTMBHO IIpUBEpPTAaE yBary
CMOXHMBAYiB, CTBOPIOE €CTETHUYHO NpUBAOIMBY MiidHy
JICHICTb.

Xyn0oXXHbO-00pa3Hy CHUCTEMY peKJaMHOi Tpadiku HaMH
MIPEJCTABIICHO SIK Bi3yaJlbHO-BEpOAIbHY MOJIENb, Y PAMKAX SIKOT
peKiIaMHe 3BEpHEHHS MOBHHHO MaTH YiTKy KOMYHIKaTHBHY
CTPYKTYDY, Bi3yaJIbHY CEMaHTHKY, apXETUIIOBICTb,
€MOLIIHHICTh, KOHTPACTHICTH 1 IMHaMIYHY PIBHOBAary KoJbOpiB,
OPHTIHAIBHICTh, 3p03yMUTICTh 300pa’keHHsI, €CTETUYHUI PIBEHb,
BOHA Ma€ CTUMYJIIOBaTU IHTEJIEKTyaJlbHYy Ta €MOLINHHY
aKTHBHICTb CIOXKMBAYa.

Oxapakrepu3oBaHo (YHKIII KOJIbOPY y pekiami: #Horo
Bi3yaJlbHAa ~ MOBa  IOBMHHa  €(QEKTUBHO  BUKOHYBAaTH
KOMYHIKaTHBH1 3aBJaHHs, MaTH CEMIOTHYHE Ta €CTEeTHYHE
HaBaHTaxeHHsA. KomipHy TrapMoHil0 Ul pekJiaMHOi Tramysi
IHTEpIPETOBAHO K JMHAMIYHY pIBHOBary KOHTPACTHHUX
€JIEMEHTIB Bi3yaJIbHO-1H(OpMaIiifHOTO CepeIOBHILA.
CTBOpEHHS TapMOHIMHUX CHOJYy4YeHb € CKJIAIHUM IPOLIECOM 1,
BOJIHOYAC, OJHUM 13 HaWaKTyaJbHIIIUX MPUHLUIIB Yy cdepax
MPOEKTHOT AiSUTBHOCTI, BUPOOHUIITBA, CIOXUBAaHHA W 30yTy.
CthopmynboBaHO  MPUHUMOMN  Bi3yamizamii SK  CHHTE3Y
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rapMOHIHHOCTI KOJIbODY, €CTeTUYHOCTI, XYyJ0KHBOT
00pa3HOCTI, OPUTIHATBLHOCTI Ta 3PO3YMUIOCTI 300payKEHHS.

Crunictuune pO3MaiTTA [I0YaTKy XXI CT.,
JETEepMIHOBaHE 3arajlbHOCBITOBUMH KYJIBTYPHO-MHUCTELIbKUMU
mporecamMu, JEMOHCTpYe 1 po3MaiTTs y BuOOpi 3aco0iB
XYIOKHBOT BUPA3HOCTI — BiJl PIMEHKY >KMBOIHCHO-OMHCOBUX
3BEPHEHb JI0 BUKIIOYHO MIPH(TOBUX IUIAKATIB, BiJ XYIOXKHIX
eKCIepUMEHTIB 3 ¢oTtorpadisMu A0 OCTaHHIX PO3poOOK 13
BuKopucTanHsM 3D iHHOBamiii y cepenoBuII, 00’ €MHUX
iMiTamii  (MOMIrOHAJIBHUN CTHJIB) Ta KOJbOPO-TpadiuyHUX
MOXIIMBOCTEH LHM(PPOBHX TEXHOJOTIH, IO CBITYUTH IIPO
IIUPOKUN CIEKTp MIAXOAIB IO Bizyalizalii peKIaMHUX iJeil.
ETHOMHECTENITBO3HABYE OCMUCIICHHS YKPaiHCBKOTO JOCBIIy
BUKOPUCTAHHS HApPOJHUX MOTHUBIB Yy PI3HOBUAAX JU3aHHY
HaJa€ IiJCTaBU CTBEP/DKYBATH BaroMe IXHE 3HAYCHHS Ta
KyJIBTYPOTBOPYMIA MOTEHITIAN ISl Cy4aCHOT peKJIAMHOT 1HAYCTPIi.

[lopiBHSIHHS MHUHYJIMX €MOX 1 CYy4acCHOCTI JIO3BOJIUJIO
OKPECITUTH TEpPCHEKTUBUA BHPIIICHHS XYI0KHbO-ECTETUYHUX
nmpoOjieM pekiaMu Ta BHUOKPEMUTH OCHOBHI UWHHHUKH, SKi
JAIOTh MOXJIMBICTH MPOTHO3YBAaTH CTHII y PEKIAMHOMY
IU3aiiHi B yMOBax COIOKYJIbTYPHOI JMHAMIKH, HaIpUKIIAJ,
PO3BUTOK €THOCTUIIIO (HEO(OIbKY) SIK aKTyallbHE OCyYaCHEHHS
HapoJHUX (TpaJMIiiHUX) KyJabTyp. Jl0 OCHOBHUX YMHHHUKIB
BiJIHECEMO 3BUIbHEHHS 0aratboX KpaiH BiJl KOMYHICTHYHOL
171e0sIoT1i, TBOpYE BHUKOPUCTAHHS TPAIUIIA  HAPOIHOTO
MUCTEITBA, MOUTYKH HAIIOHATBHOI 1I€HTUYHOCTI, TTOCUIICHHS
perionamizaiiii, 3MIHM I[IHHICHUX OpI€HTAIlld, E€CTEeTHYHUX
CMakiB CYCIITCTBA 1 MOJEN CHOXMBaHHA B  OiK
IHAMBIAyami3amii, TpaHcdopmallisi MacoBOi Ta  eNiTapHOi
KyIbTYp B 00’€IHaHUWI, yCepeIHEHUH BHUA — TOMYISIPHY
KYJIBTYPY, SIKa KOPUCTYETHCS IOMUTOM Yy Pi3HUX MPOIIAPKIB
CYCIiJIbCTBA.

Buznaueno HOBY mepcneKTHBHY cepy — Meiaau3aiiH,
0 TMO€JHYE JOCSATHEHHS TpadiuHOro, pEeKIaMHOrO Ta
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BeOnu3aiiny. Bin mowatky XXIcr. Ha pexnamuy rpadiky
CYTTEBO BIUIMBAIOTh KOMII'IOTEPHI TEXHOJIOTIl, KYJIbTYpHO-
perioHangbHi 0COONMBOCTI, 3MIHIOIOTHCSA BHMOTH JI0 0Opa3HO-
€MOLIIITHOTO 3MiCTy. ABTOPKOIO OKPECIIEHO HAIIPSIMU PO3BUTKY
peknamHoi Tpadiku B TpaguliifHuX (TUIaKaTti, 30BHIIIHIN,
JIPYKOBaHIN peKkiiaMi, PEeKIaMHHX CyBeHipax) 1 IudpoBUx
menia. KopucryBaui BeOpecypciB 3BepTalOTh yBary Ha
€CTETUKY 1 nu3aiiH iHTepdeiciB, a KOMIT IOTEpHI TEXHOJOTl
BCE aKTHBHIIIIE 3aJTy4ar0Th IO PEKJIAMH BiJI€O Ta aHIMAIIiIo.

HenocratHill Xyn0)XKHbO-€CTETUYHUN PIBEHb PEKJIAMHUX
HOCI{B TIITBEPIUB HAIIy TiNOTE3y MPO HEOOXiTHICTH PO3BHTKY
Meiau3aiiHy — HaNNepCHEeKTUBHIIIONO BUAY AM3aiiHy cepen
IHINX, SKUH € SIKICHO HOBUM €TalioM COIIOKYJIETYPHOTO
NPOEKTYBaHHS KoMyHiKaliid. KoHuenTtyanbHi 3acaau po3BUTKY
IUTaKata B YKpaiHi MOJNATal0Th y PO3IMIUPEHH] Ta MOTINOICHH]
METOAO0JIOr1i TBOPYOr0 MHCIEHHSI, BIPOBA/DKEHHI PO3IVIIHYTHX
HAYKOBUX METO/IIB Y IPAKTHYHY AISIIbHICTb.

TakuM YMHOM, LI KHHMIa € pEe3YyJIbTaTOM JOCIIDKEHHS
icTopii mIakaTa B BUTOKIB J10 moyatky X XI ct. Bona nana 6araro
HOBUX BIJKPHUTTIB, MICTUTh ILiKaBi ¥ MaJOBIIOMI TPUKIAAN
IUIAKaTiB  €BPONENCHhKUMX IIKUL. ~ BaximBoro  0COOIMBICTIO
MoHorpadii € MOCIiIOBHO MPOBEIAECHUIN MOPIBHUIBHUIM KOHTEHT-
aHam3. ABTOpKa  aKUEHTYE  COLIOKYJIbTYpPHI,  IOJITUYHI,
€KOHOMIYHi, €KOJIOTTYHI JIeTepMiHaHTH 00pa30TBOPEHHS ILIaKaTa,
HE BTPAYarOuM yBard J0 PETiOHALHIX KOHTEKCTIB.

Hoasixku: MoHOTpadito MiArOTOBIEHO Ta HAIPYKOBAHO 3a
MIATPUMKH  JIOCHiTHUIIBKOT ~ CTHNEH[li  €BpOMEHCHKOro
rymaHitapHoro yHisepcutety (€I'Y Binbhioc, Jluta) Ta
MixnapoaHnoi ocBiTHbOi Mepexi OSUN s ykpaiHCBKHX
HayKOBIIIB Mij yac pociiicbkoi arpecii 2022-2023 pokis.
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