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A STUDY OF NARRATIVE LANGUAGE

IN TRADITIONAL CHINESE CHARACTER GRAPHICS

Purpose: the forms of traditional Chinese character graphic narrative expression and their ideological
causes are analysed, focusing on the combination of the original meaning of the characters and the relationship
between characters and diagrams, revealing the system's function and organisation, so as to summarise the
design forms and techniques involved.

Methodology. The ideological and stylistic foundations of graphic narratives of Chinese characters are
analysed using the literature induction method and interdisciplinary research method. It also combines the
case study method to analyse the narrative mechanism of typical expression forms.

Results. In terms of narrative expression, it is pointed out that traditional Chinese character graphic
design is influenced by the culture of Chinese characters and national ideology, thus summarising the typical
forms of expression, including textual pictorialisation, meaning concealment and multiple visual levels.

Scientific novelty. Combining the theories of philology and culture, it combs through the ideological
lineage of traditional Chinese character graphic narrative design, and seeks to explain the formal differences
with similar works in Europe and the United States, in order to highlight the nationalised characteristics of the
design.

Practical significance. The study is conducive to helping designers recognise the essence of traditional
Chinese design thinking and understand the rules of elemental organisation and expression at a narrative level,
in order to inspire them to create innovative designs in their practice.

Keyword: Traditional style; Chinese character graphics; narrative expression; character-picture
relationship; cultural factors.

Introduction. Narrative is an innate the formation of one plus one is greater than
instinct of human beings and one of the driving  two of the connotation of the expression [1].
forces behind their cultural and creative Here, the characters support the skeleton of the
activities. In group life, people use narratives for ~ work's form and lay the foundation of meaning,
the purpose of exchanging information, while the graphics provide a more figurative
justifying experiences and communicating visual element that enriches the expression of
them, in order to bond relationships and meanings such as record, illustration or
disseminate knowledge. As the main narrative  symbolism, and finally, the work achieves a
medium, characters and graphics have their narrative effect under the effect of
own advantages in expression, the text intertextuality. In China, the design and
composed of characters is good at the application of Chinese character graphics has a
expression of temporal relations, while graphics  long history, and under the influence of
are good for the presentation of space. In order  national culture, its modelling features and
to break through the limitations of both, people  narrative style have presented a unique
think of wusing isomorphism to achieve appearance. Many classics, despite their age,
complementary effectiveness. And character still have the power to evoke emotional
graphics is one of the special forms, it is both  resonance through the moving stories depicted
characters and graphics, through the in their images. From the traditional works, we
interweaving of form and meaning penetration, can see that many techniques of combining
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form and meaning play a key role in the
narratives, which allow a large amount of social
and cultural information to be carried in
different application environments, effectively
displaying the valuable pictures of the material
and spiritual realms of a specific era. And the
implied creative thinking and expression
methods are undoubtedly of great inspiration
and reference significance in the current design
practice.

Analysis of previous researches.
Narratology as a discipline emerged in France
in the 1960s, and the field of study was initially
limited to literature. With the rapid
development of the discipline, after the 1990s,
the trend of interdisciplinary and cross-media is
obvious, and image narrative is precisely a
popular research direction expanded from this.
In China, some famous scholars have also
devoted themselves to the exploration of this
field in recent years, such as Professor Long
Diyong, who raised the issue of shifting the
research point of view from the time dimension
to the space dimension, and Professor Liu Tao,
who explored it from the perspective of visual
rhetoric. In the study of Chinese character
graphics, the introduction of narrative theory
has undoubtedly opened up new horizons for
designers and helped them find new creative
ideas, such as Professor Chen Nan's attempt to
make use of the elements of ancient Chinese
characters to carry out visual narratives is a
meaningful research topic. However, as a
design type with Chinese features, the
corresponding narrative research on Chinese
character graphics is still in the initial stage,

such as cultural influences, relationship
between characters and images, and formal
expression, etc, which leave room for

researchers to explore in depth.

The results of the research and their
discussion.

1. Influence of Chinese Character
Culture Gene. The development of Chinese
characters has gone through many changes in
the long course of history, and no matter how
the glyphs are adjusted, corresponding Chinese
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character graphics rich in the colours of the
times can be seen to appear and form certain
decorative and narrative features. These works
with classical flavour have a strong artistic
vitality, the important fulcrum of which is the
Chinese character civilisation under the
traditional Chinese culture. When we talk about
the narrativity of classical Chinese character
graphics, it is necessary for us to look for the
relevant factors from the nation's own writing
system, and to see through the organisational
rules and the roots of their formation, in order
to reveal the mechanism of the formation of the
narrativity. For traditional works, the important
fulcrum of their unique artistic form is the
Chinese character civilisation, which s
embedded in traditional Chinese culture. In the
narrative expression of Chinese character
graphics, the pictorial and ideographic
components of the Chinese character
construction law provide the basis for design
creativity, while the shape features of the
characters themselves directly influence the
organisation of the corresponding elements.
Chinese Character Conformation
Methods. From the point of view of character
construction, some of the Chinese character
forms carry a certain graphic-narrative
character, which is determined by its
hieroglyphic basis and composite construction
method [2]. In the preface to Shuo Wen Jie Zi
(Analytical Dictionary of Characters), Xu Zhen, a
literalist of the Eastern Han Dynasty
(25-220 A.D.), describes how Cang lJie, the
historian of the Yellow Emperor, was inspired by
the shape of the footprints of birds and insects,
and then created characters [3]. Although this is
only a legend, it shows that the way the
ancients created the original Chinese characters
was by observing objective things and
recording their forms as ideograms, which led
to the birth of pictograms [4]. Some of the
composite structures of Chinese characters are
essentially based on hieroglyphs, which are
combined and changed to express new
meanings. The "huiyi character (ideogram)” in
the "six ways of constructing Chinese
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Fig. 1. lllustration of the structure of the
character "fKk(rest)",
Source(s): Authors own creation

characters" is a typical example of this, and its
narrative character is very obvious. For example,
the Chinese character "fKk(rest)", written as
“#* in oracle bone script, is composed of the
pictograms "/?(person)" and "*(wood)", which
together represent a person leaning against a
tree and resting (Fig. 1) [3]. Another example is
the character "X (pick)", which is written in the
oracle bone script as "X", and its top and
bottom structure shows a hand (A7) picking the
fruits of a plant (Y) (Fig. 2) [3]. It can be seen
that in this type of Chinese character structure,
the pictographic form allows the reader to
recognise things more intuitively, and the
isomorphism realizes the superposition of
meaning. This kind of expression suggests the
sequence of actions before and after the story
characters with the most crucial momentary
images, so that the viewer will have the
awareness of the flow of time after reading,
thus achieving the purpose of the narrative.

Of course, in design of Chinese character
graphics, designer's reference to the laws of
character formation often carries a self-
consciousness, and this behaviour should not
be seen merely as simple retrofitting or
copying, but rather as a creative extension
based on the origin of this idea. Firstly, as
conventional design techniques, pictograms
and isomorphisms often play a direct role in the
effectiveness of narrative expression in the
creativity of character graphics, which have
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Fig. 2. lllustration of the structure of the
character "} (pick)",
Source(s): Authors own creation

been seen in classic works throughout the ages.
The fact that these techniques have been
passed down in folklore and are still in use
today also proves that there is a commonality
of creative concepts under the same cultural
cornerstone. On the other hand, the study of
the laws of Chinese character formation is
conducive to our understanding of the original
meaning of Chinese characters and the
revelations we can draw from them, so that we
can achieve a breakthrough of thinking in
association, and ultimately obtain valuable
elements for new creations.

1.2. Features of Character and Graphic
Combination

The forms of Chinese character graphics
are varied, ranging from single character works
to multiple character combinations, and offer
great flexibility and richness in terms of
narrative expression. The formation of formal
superiority has much to do with the framework
of the shape of the Chinese characters, the
direction of the writing arrangement and the
structure of the language. Visually, Chinese
characters are typically square, and individual
characters are usually constructed within a
rectangular grid, which gives their form a strong
appearance of stability and rigour. In design
creation, this shape characteristic is conducive
to the adaptation of a variety of modelling
techniques, and easy to obtain a better visual
effect. For example, it is popular in Chinese
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folklore to have home decor prints of
quotations or proverbs, most of which will
consist of four characters decorated with
pictures within the Chinese characters, where a
single character is a picture with a separate
meaning, and the whole sentence connects
each individual picture. However, it is very
difficult to use this form in alphabetic text
graphics because the length of sentences made
up of letters can be very large, in which case the
visual effect is hardly guaranteed to be perfect
if each word is required to form a separate
picture. Therefore, the shape composition of
Chinese character graphics has its own
uniqueness, which is not suitable to be viewed
in complete equivalence with alphabetic text
graphics, and the idea that any design
technique can borrow from each other across
the cultural basis is lacking in consideration.

Here, the linkage of various visual
elements are all means, and different choices of
materials and the way they are handled can
produce different meanings. Sometimes, even
the same elements can interpret different
stories due to their different guidance to the
viewers visual order in different combinations.
The richness of visual forms contributes to the
diversification of narrative mechanisms, giving
Chinese character graphics an individual style of
narrative expression that is different from that
of other text types, which is the important
research value of this paper.

2. Relationship Between Characters and
Images. When two elements, language and
image, form a text according to a specific
combinatorial logic, they actually constitute a
new kind of narrative relationship, which is the
language-image narratives [5]. In terms of the
way information is presented, linguistic
representations can only unfold along a fixed
linear logic, whereas pictorial representations
extend in the spatial dimension, and their basic
informational  principle is diagram, i.e,
responding to questions of meaning by means
of pictorialisation [6]. Thus, language and
images actually correspond to different
cognitive processes and behaviours [7]. It is
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worth noting that in the case of Chinese
character graphics, the "language” involved is
the language of writing, i.e. Chinese character.
When readers are confronted with the work in
question, they will have different information-
receiving mentalities towards the textual and
graphic elements. This means that the
processing strategies adopted by designers,
including the way elements are selected and
combined, will inevitably lead to the creation of
different intertextual relationships, resulting in
different meaningful outcomes.

The argumentative structure of language
and image in terms of the language- image
relationship is mainly reflected in two basic
kinds of intertextual narratives, the dominant
narrative and the dialogue narrative. In the
system of interpretation, if either language or
image dominates or governs, it corresponds to
dominant narrative; furthermore, if both unfold
along different narrative dimensions and
exhibit characteristics of dialogue, then it
corresponds to dialogue narrative [5].
Traditional Chinese character graphic works
have both forms in their narrative expression,
but their outward expressions and inner
spiritual concepts are different from those of
traditional Western academic thought, and this
is particularly evident in the broad category of
works in which characters and graphics coexist.
According to the traditional view of Western
philosophy, language is the soul of
representation, while images are superficial and
uncertain. In language-image narration, images
are often in a subordinate position. It was not
until the mid-twentieth century, against the
backdrop of the rise of visual culture studies,
that scholars proposed the theory of visual
argumentation, which argued that images had
the potential to lead audiences to rational
thought, thus propelling visual argumentation
to a rhetorical position on a par with verbal
argumentation [8]. In the history of ancient
Chinese thought, there has been a discussion
comparing the expressive abilities of characters
and images [9]. However, Chinese people tend
to carry a certain innate special emotion
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towards images, and in the character-picture
relationship, designers and scholars have
always tried hard to find effective ways to make
images fully demonstrate the role of meaning
representation. If we look at the cultural roots
of this idea, we must go back to the origins of
the Chinese characters and the construction of
their forms.

In China, "homology between characters
and pictures" is a classic academic proposition.
As early as the Tang Dynasty (618-907 A.D.), the
Chinese painter and art theorist Zhang Yanyuan
had already put forward this viewpoint. In his
work "Records of Famous Paintings Through
the Dynasties”, he mentioned that the reason
for the "homology" lies in the fact that both
character and picture are forms of depicting
objective objects, and early Chinese characters
were essentially pictographs [10].
Subsequently, successive generations of
scholars have continued to develop and refine
this theory along these lines, arguing that
characters and images not only share a
common origin in the way they are produced,
but also share many similarities in the way they
are expressed and the role they play [11]. This
explains why the Chinese do not have an
inherent  bias towards character-picture
relationships in design, as evidenced by the
large number of flexible and varied narrative
forms used in traditional Chinese character
graphics.

3. Representative Forms of Expression.
In terms of narrative expression, traditional
Chinese characters are composed of graphic
forms in a variety of ways. Through the analysis
of a large number of cases, we can find a
number of highly Chinese creative techniques,
of which the more representative ones are
character pictorialisation meaning concealment
and overlaying of multiple visual levels. These
formal methods reflect the typical design
thinking of predecessors, and the excellent
works produced by their application are
handed down and become the model for future
generations to learn and imitate.
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3.1. Character pictorialisation. Chinese
characters are innately pictorial, which is a result
of the way our ancestors viewed things and
drew images. Early calligraphic styles of Chinese
characters had very strong pictorial features,
such as oracle bone inscriptions and seal
scripts. However, in the long process of
evolution, the shape of Chinese characters has
not remained unchanged. For the sake of
facilitating writing and enriching expression,
people have continuously processed and
transformed the shape of Chinese characters,
and in the process, the figurative features have
gradually faded away, and more concise and
abstract forms of strokes have been
substituted, and an independent writing system
has been formed. Nowadays, although the
simplified Chinese characters commonly used
in mainland China have weakened their
hieroglyphic features compared with those of
ancient times, the corresponding stylistic
foundations are still vaguely visible. As a matter
of fact, the pictorial representation of Chinese
character forms is one of the basic methods of
Chinese character graphic creation. Of course,
this is not a simple revivification of hieroglyphs,
but more of a creative extension of the
methodology based on which the resulting
images appear richer in both content and
meaning. In practice, creators tend to give due
consideration to the ways in which characters
and graphics are intertextualised in the
application scenario, the particular context and
cultural background, and then select the most
expressive and information-intensive solution
to organise the picture.

During the Spring and Autumn and
Warring States Periods in China (770-221 B.C.),
there was a popular decorative art character,
Bird and Insect Seal Script, which was a variation
of the seal script that was the prevailing
calligraphic style at that time, and was usually
seen on objects such as bronzes, seals, and
eaves tiles. This kind of Chinese character
graphic simulates the shapes of people, birds
and insects with strokes, and composes a
thousand different pictures through zigzagging
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lines, with the regularity of patterns and the
simplicity of primitive paintings.

Among them, the inscription on the
bronze Wang Ziwu Tripod unearthed in
Nanyang, Henan Province, is a classic in the
works of Bird and Insect Seal Script, which
records the purpose of the cast tripod in 84
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characters and praises the owner's merits
(Fig. 3) [12]. With incomparable artistic
imagination in the design of the inscriptions,
the creators processed and transformed the
glyphs in a figurative way, so that they departed
from simple symbolic expressions and
presented a series of pictorial scenarios.
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Fig. 3. Wang Ziwu Tripod Inscription, Designer unknown, Spring and Autumn Period (770-476 B.C.) [16]

Decorative font

FILIAL
ENGLISH SON GRANDSON PIETY
WANG ZIWU
TRIPOD
BIRD-WORM
SEAL SCRIPT

ILLUSTRATIONS
OF WANG ZIWU
TRIPOD
BIRD-WORM
SEAL SCRIPT

SEAL SCRIPT

Ancient
writing style

ILLUSTRATIONS
OF ORIGINAL
MEANING OF
CHARACTERS

REGULAR
SCRIPT

Contemporary
writing style

Fig. 4. Comparison and illustration of different font shapes, Source(s): Authors own creation
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When we compare the bird and insect
seal script of the Wang Ziwu Tripod inscription
with the everyday writing type of seal script,
and analyse the characters "§(son)", "{(filial
piety)" and "J(grandson)", the design features
of the work can be presented (Fig. 4). The word
"$" is a pictogram, and its seal script form
imitates the human body standing with its
hands raised, meaning "son" [3]. The character
graphic "§(son)" in the Wang Ziwu Tripod is
enriched by the detailing of the head, with the
torso and feet lengthened and tilted,
presenting an energetic posture, as if the figure
is immersed in a joyful movement [13]. The
characters "{(filial piety)" and "J%(grandson)"
both contain the component "$", so their
meanings are related to "son". In the seal script
character for "4(grandson)”, the left side is "%
(son)" and the right side is "%( representing
association with knotted ropes)", which
together means «the continuation of the son"
[3]. In the Wang Ziwu Tripod, the character " ¥
(son)" essentially depicts a person carrying a
knot in his hand, but due to the tilt of the
character and the staggered position of the
components, the viewer is more likely to
visualise it as a parent walking with a child in
tow. In addition, looking at the seal script form
of the character for "% (filial piety)", it consists
of two parts, the upper part being "%(elder)"
and the lower part being "% (son)", meaning
that the adult son is carrying his aged father (or
mother) on his back [3]. The character for "§
(filial piety)" in the Wang Ziwu Tripod has the
character for "®(son)" narrowed down and
placed in the middle of the character for "4
(elder)", and the whole image is depicted as a
father or mother carrying a young child in her
arms and sitting with her legs bent [13].

Obviously, in the design of the bird and
insect seal script of the Wang Ziwu Tripod, the
choice of graphic elements and the way they
are combined are based on the laws of Chinese
character formation. However, in the secondary
creation, the creator did not stick to the
interpretation of the original glyphs. Without
affecting the character recognition function, he
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has made bold artistic treatments to the
graphics to bring the images closer to the real
life in order to realise the expression of true
emotions. Here the characters and pictures are
the same, the meaning of the characters is also
the meaning of the pictures, and there is no
need to differentiate between the dominant
and the subordinate from the level of narrative
relationship. This is a typical example of how the
theory of "homology between characters and
pictures” reflects in the work.

3.2. Meaning concealment. As we know,
time, place, person and events are the basic
elements of a narrative, and out of the
specificity of the carrier form, Chinese character
graphics do not necessarily express these
elements directly in the narrative, but take some
hidden ways to deal with them. The so-called
hiding method is to replace the image of
another thing with the image of one thing on
the basis of the internal meaning correlation of
different things, and apply it in the work. When
one reads the work, the true meaning implied is
deciphered through the identification of
correlations. The use of such a technique must
pay attention to two key points: the choice of
rhetorical devices and the achievement of a
consensus of meaning.

As an art of modifying language, rhetoric
has "the function of finding out possible
persuasion methods on any issue" [14]. In the
narration of visual works, its application helps
to break through the limitation of picture space
and strengthen the expression of meaning. It is
worth noting that there is a difference in the
object of study between traditional and visual
rhetoric, "while traditional rhetoric emphasises
the strategic use of linguistic symbols, the study

of visual rhetoric turns to visual topics
characterised by multidimensionality,
dynamism and complexity" [5]. Although

Chinese character graphics gather elements of
both text and graphics, common concealment
techniques in narrative expression are still
dominated by visual rhetoric based on pictorial
carriers, such as borrowing, metaphor, and
symbolism.
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Fig. 5. Paper-cut Eight immortals Greeting
Longevity, Designer: Han Yan,
Contemporary Era [17]

On the other hand, the successful
application of concealment techniques requires
a meaningful consensus as a prerequisite. This
requires a state in which the members of a
group or society agree on the understanding
and identification of a certain concept, value, or
goal. This means that the hidden elements in
narrative design and their related interpretation
logic must have a certain basis of cultural
consensus among the target audience. In China,
works with traditional cultural themes are an
important content category in Chinese
character graphics, possessing a large volume
of design and usage. They are often based on
myths and legends, historical allusions, literary
stories and other familiar content as the subject
matter of creation, and have the prerequisites
necessary for the application of hidden

techniques, so the relevant creative
achievements are very rich.
Taking Hebei folk paper-cut Eight

immortals Greeting Longevity as an example,
this Chinese graphic work based on myths tells
the story of eight immortals traveling across the
sea to celebrate the queen of heaven's birthday
(Fig. 5). The main body of the picture is a single
character "7 (longevity)", and the shape outline
is filled with various graphics. In the
mythological story, the eight immortals were on

O
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[1] FAN

12] GOURD

[3] SWORD

[4] FLUTE

[5] FISH DRUM

[6] BASKET OF
FLOWERS

[7] LOTUS

[8] CASTANETS

[9] CHINESE
CHARACTER
"LONGEVITY"

Fig. 6. Chinese folk pattern Hidden Eight Immortals
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and Chinese character "7 (longevity)",
Designer and era unknown [18]

their way to the birthday banquet when they
were blocked by the Dragon King. So, they took
out their respective magic weapons and used
their spells to successfully repel the enemy and
arrived at the event in time to offer their
birthday gifts. In the work, we cannot see the
eight immortals as the protagonists of the story,
but this does not mean the absence of meaning
symbols, they exist in a way of borrowing. As a
substitute for the figures, the eight immortals'
magic weapons are gourd, fan, sword, lotus
flower, flower basket, fishing drum, flute and
jade board, which are called the "Hidden Eight
Immortals" in folklore (Fig. 6) [15]. In addition,
together with peaches, magpies, pomegranates
and other auspicious motifs, they form part of
the graphic elements of the work. Against the
background of the integration of character and
graphic meanings, even if the drawing of the
image of the magic weapon in the picture is not
very clear, it is still easy for Chinese people,
based on the knowledge reserve of the national
culture, to associate the story of the Eight
Immortals celebrating longevity with the hints
of details.

As a typical symbol of Chinese longevity
culture, the picture "Hidden Eight Immortals”,
like the character for "7 (longevity)", has the
function  of  expressing the  theme
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independently, so the graphic and character
elements here belong to a parallel dialogue in
the narrative. This hidden technique alludes to
the implicit feature of Chinese emotional
expression, subtly placing the emotions and
expectations that cannot be adequately
expressed in character into the story of the
picture, which has the effect of expanding the
depth of the content of the work.

3.3. Overlaying of multiple visual
levels. Traditional works in Chinese character
graphics are static with limited number of
characters, and when faced with complex
narrative plots, they don't have the language
ability to express themselves as fully as novels
or films do, but there are always smart ways to
solve the problem. In their creations, designers
can take advantage of the classical literary
genres to create multiple visual layers in the
form of Chinese paintings, so as to tell complex
stories in different time-space relationships.
The visual hierarchy referred to here is partly

Fig. 7. Bamboo Forest Couplets, Designer
unknown. Qing dynasty [19]
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formed by factors such as the organisation of
shapes or the matching of colours, which divide
the elements of the picture into groups and
express their meaning according to their own
laws. On the other hand, in order to expand the
narrative volume, some works adopt the form
of short sentences, where strokes and pictures
form individual Chinese characters, which in
turn form sentences, and thus the visual
hierarchys can be reflected in the structure of
the "character-sentence". Although they have a
more complex visual structure, through the
careful layout of the designer, the material
elements and the meaning elements can be
synthesised together into a unified whole, and
make it have an organised visual hierarchy. As
the reader enters the reading, the visual
hierarchy can effectively advances the
organisation of the fragmented elements in a
certain order, resulting in different spatio-
temporal effect, and ultimately in the
description of the details of the story.
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Fig. 8. Comparison of character prototype and
design drawing in Bamboo Forest Couplets [19]
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Of course, the rich visual hierarchy implies
the diversity and complexity of the elemental
components. Although these elements may
have the ability to compose and represent
independently, however, in the overall system,
they are interconnected and organically
integrated, working together to express the
theme. For example, in Bamboo Forest Couplets,
some individual images without people, such as
the book case with a vase and flowers in the
mud, seem to be purely descriptive of scenery,
but as long as the upper and lower images are
linked, it is not difficult to realise that this is an
indirect way of introducing the protagonist's
daily routine of reading in front of the case and
planting flowers, which is essentially also a part
of the narrative. In addition, the individual
images of each Chinese character graphic here
do not have the typical features of a
chronological ordering, and thus cannot be
seen as a linear form of narrative. However, they
are more like the "montage" —style sequence of
shots in a film, which organically unites the
contents of different time and space, and the
readers will convert them into expressions with
certain meanings in the process of reading, and
finally synthesise a complete picture of life.
Although in practice, the superposition of
multiple visual layers will greatly increase the
difficulty of design, the clever use of its
techniques can indeed expand the capacity of
narrative expression for the Chinese character
graphics, and readers can also experience the
sense of time flow brought about by the
synaesthesia effect in the visual order, thus
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effectively increasing the
interest of the work.
Conclusion. Chinese character graphics,
a splendid flower of Chinese culture, has
become richer in design forms as the Chinese
character system has matured. For thousands of
years, people have tirelessly explored the
innovation of Chinese character graphics under
the concept of traditional national culture, and
the light of wisdom presented from traditional
works is obvious to all. From a narrative point
of view, the laws of construction of Chinese
characters lay the foundation for creative
thinking, while the square frame of Chinese
characters contributes to the individuality of the
form. In addition, under the influence of the
Chinese culture's idea that "homology between
characters and pictures”, the relationship
between characters and images in traditional
Chinese character graphics is also different
from the European and American systems, in
that the graphics can play a more active role in
expressing meaning, rather than simply being
subordinate to the characters. On this basis,
some typical narrative techniques have
emerged, which use pictorial images to convey
meaning, rhetorical devices to express implied
plots, and multiple visual layers to construct
events. It is an effective way to understand the
modern transformation of traditional culture by

readability and

analysing the rules of visual textual
interpretation of traditional Chinese character
graphics to understand the narrative

mechanism of different contexts in the system,
which has a positive value for inspiring
innovation in practical design.
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2711 CAOMIH, 'KONOCHIYEHKO O. B.

"Kuiscekuli HayioHanbHUl yHigepcumem mexHosoz2iti ma dusaliy, Kuis, YkpaiHa
2lllenbcilicokuli yHisepcumem Hayku i mexHosoeil, CiaHe, Kumaticeka HapodHa pecny6ika

AOCNIAXKEHHA HAPATUBHOI MOBU
Y TPAANLIAHIA KWTANCBKIN IEPOTNIDIYHIN FTPADILL

Mema: npoaranizysamu gopmu epaghiyHoi HapamugHoi penpe3deHmayil mpaduyiliHux kumaticekux
iepoanichie ma ixHro i0eos10zityHy 2eHe3y, 30cepedusliucs Ha NOEOHAHHI nNepeiCHO20 3HAaYeHHs iepoanigis i
830€MO038'A3Ky MDK i€poanighamu ma cxemamu, eussumu yHKYil ma opaaHizdayiro cucmemu, wob
y3azaneHUmMu 3adisHi dusaliHepcoki hopmMu i mexHiKU.

Memodu docnidxkeHHs. [0e0s102{4HI Ma cMuUAICMUYHI OCHOBU 2pahiyHUX Hapamusie kumalicekux
iepoenichie npoaHanizosaHo 3a OONOMO20H0 Memoldy simepamypHOL [HOYKYil ma MIKOUCYUNAIHapHO20
Memody 0ocniOXeHHS. Y NOEOHAHHI 3 MemodoM Kelic-cmadi munosi hopMu 8UPAXeHHS aHAAI3YIoMbCs 3
MOYKU 30py HAPAMUBHO20 MEXAHI3MY.

Pesynemamu. 3 mouku 30py HaGpamusHo20 8UPAXeHHS, 3a3Ha4eHo, wjo mpaduyiliHuli kuma’dicekuli
iepoanichiyHuli epagpiuHull OusdaliH 3Haxodumecs nid 8nAUBOM Ky/lemypu kumalicekux iepoenicie i
HAYioHa1bHOI (0eos102ii, MAakuM YUHOM y3a2a/IbHIOYU munosi hopmMu BUPAXEHHS, BKIHYArHYU MeKcmosy
nikmozpaghizayiro, NpUX08YBAHHS CEHCY | MHOXUHHI 8i3ya/lbHi piBHI.

Haykoea HoeusHa. [loe0HaHHA meopili ¢inonozii ma Kynemypu, NOEOHAHHS (0eo0s102i4HOT AiHIl
mpaduyiliHozo kumatlicbkoz2o (epoanighiuHo2o 2pagiyHozo HapamusHozo OusaliHy ma cnpoba noscHumMu
dopmansHi 8iOMIHHOCMI 8i0 aHasioziYHUXx pobim y €sponi ma CLUA, wob sucsimaumu HAYIOHANI308GHI
xapakmepucmuku Ou3adHy.

Mpakmuyna 3Ha4yywicme. fJocnidxeHHs donoMoxe du3aliHepaMm po3nizHamu cymHicme mpaduyiliHot
kumaticekol du3saliHepcbkol OyMKU mMa 3po3ymimu npasuaa op2aHizayil esemeHmie [ BUPAXeHHS Ha pisHi
Hapamusy, w06 HaduxHymu ix Ha cmeopeHHs iHHo8ayiliHux du3alHi8 Ha NPaKkMuyL.

Kmouosei cnosa: mpaduyiliHuli cmuns, kumatliceka iepoenipiuHa epagpika, HapamueHe 8UPAKeHHS,
38'A30K MK iEpoanichamu, KyAbmypHi YUHHUKU.
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