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The purpose of the study is to identify the possibilities of visual symbolism in the
creation of a company image using a logo in the late 19 and early 20™ centuries. Research
Methodology. The historical, historical-comparative, analytical methods were used to
conduct the research; art history methods — formal, figurative-stylistic, semantic analysis —
were used to identify the figurative and symbolic language of the company’s logos late
19 — early 20™ centuries. Conclusions. Based on the analysis of the works of foreign and
national scientists of the 20™ century, the symbol and mark are characterised as means
of expressing the phenomenon essence, and the existing classifications of symbols are
considered. The logos used in the late 19* - early 20™ centuries in the world practice and
on the Ukraine territory are analysed. The example of the Prudential Financial insurance
company (the USA) shows that the use of a symbolic element remained unchanged in the
process of its changes during 1860—1996. On the example of the trademarks of Ukrainian
enterprises — the Ernst Mehlhose Agricultural Machinery Plant (1874-1923), the F. V. Alsop
in Kharkiv enterprise, Luhansk Textile Mill (1904-2001), Kyiv Contract Fair (1797-1930) —
the methods of visual identification are considered, the artistic means are determined;
the comparative analysis is carried out. It is established that the image of the rock in the
structure of the American company logo is a symbol of strength and security and appeals
to its main characteristics. It is determined that in the means of visual identification of
Ukrainian enterprises of the late 19" — early 20" centuries, there is a tendency to express
clearly the company specialisation through realistic images of architectural buildings that
belonged to them or produced products, as well as ordinary names with moderate artistic
design.
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Introduction

Visual communications are a tool for the management of information dis-
semination and the formation of consumer opinions. The use of symbols and
semiotic models in brand identification is studied poorly nowadays, but it is
relevant. The growing competition among companies in the market contributes
to the search for expressive means and information presentation by designers.
As T. Bozhko (2011) notes, “the dependence of visual communications on man-
ufacturing and replication technologies, the constant increase of knowledge
about the properties of materials and working conditions with them lead to an
erroneous recognition of the priority of the technical and economic component
in the process of the determination of the quality characteristics of the vast
majority of graphic design products” (p. 8).

It should be noted that, despite the rapid development of information tech-
nologies that allow developing visual communication objects quickly and of
high quality, today there is a problem of lack of meaningful content in logos
and corresponding corporate identity carriers of companies. Since it is the cor-
porate identity that forms the basis of brand identification, there is a need to
analyse ways of symbolic context in the development of company logos in the
historical experience of the late 19" — early 20" centuries.

Recent research and publications analysis. In the scientific literature, a cer-
tain number of studies consider the issue of graphic design theory and its semi-
otic potential. The researches of V. Danylenko, V. Kosiv, V. Lesniak, A. Budnyk,
T. Bozhko, O. Chuieva, O. Vashchuk, T. Lemeshko, T. IThoshyna, A. Kudriavtse-
va, T. Mazuryna and others are devoted to the problems of graphic design. In
English-language literature, the issues of semiotics in graphic design are paid
much attention to; the works of L. Manovich, J. Crow, C. Perez, and others are
important. Some aspects of the semiotic properties of graphic language were
considered in Yu. Lotman, L. Reznikov, O. Rubin, V. Semenov, O. Chernevych’s
works. The works of Ye. Zherdiev, U. Eco, O. Zalevska, A. Maksymova and others
are devoted to using symbolism and semiotics in design.

Among recent publications, the work of the team of designers U. Bychenk-
ova, N. Kudinova and A. Solomadina (2019). Ukrainian trademarks 1960-1980,
who united to study the Kharkiv graphics of brands in the late Soviet period,
should be highlighted. The authors’ attention is focused on the 1960s and
1980s — it was then, in their opinion, that the professional formation and the
formulation of tasks in the field of corporate identity took place. “It is not easy
to work with the study of trademark history in Ukraine — this information is
materially vulnerable, its content is underestimated. Almost all trademarks
disappeared along with the Soviet enterprises for which they were created; only
a small part can still come across to us in everyday life” (p. 2).

So, the mentioned works are devoted to the issues of the semiotics of visual
communications in general or specific aspects such as the mechanisms of in-
teraction between figurative images and fonts, metaphorical images in graphic
design. The need to analyse historical examples to enrich the tools of a contem-
porary designer determines the conduct of our research.
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Purpose of the article

The purpose of the article is to identify the possibilities of visual symbolics
creating a company image by means of a logo in the late 19% — early 20™ cen-
turies. The objectives of the study are: to characterise the symbol and mark as
conditional expressions of the phenomenon essence, to consider the existing
classifications of symbols, to analyse the use of a symbolic element in the logo
on the example of the Prudential Financial insurance company (the USA); to
consider symbolic and expressive means in the trademarks of Ukrainian enter-
prises (the Ernst Mehlhose plant, the F. V. Alsop in Kharkiv enterprise, Luhansk
Textile Mill, Kyiv Contract Fair); to conduct a comparative analysis.

Main research material

Semiotics as an integrated science that studies the properties of signs and
sign systems is based on the approaches of the logic described by Ch. Peirce and
G. Frege, as well as linguistics formulated by F. de Saussure and D. Busse. In his
work, Ch. Peirce (2000) laid down the primary classification of signs for semi-
otics, singled out signs-icons, signs-indexes, signs-symbols (p. 5). Afterwards,
Ch. Morris (2001) discovered syntactics, semantics and pragmatics in the struc-
ture of semiotics.

The communication issue was considered by U. Eco (1998). He noted that
“signs have meaning only in the context of any seme. It happens that the seme
itself is recognisable, and therefore before us is either an iconographic seme
or a conventional emblem, which is no longer considered an iconic image but
a visual symbol. Still, usually, its context forms a system within which the cor-
responding signs can be revealed” (p. 92).

The main structural unit of the culture of language, from the positions of
semiotics, is sign systems. As for identification means — a material object that
replaces another object, property or relation objectively, is used for information
processing and transmission. L. Timofeev and N. Vengrov (1963) define a symbol
as an object or verbal sign that expresses the phenomenon essence from a certain
point of view conventionally, which describes the nature and quality of the symbol
(revolutionary, reactionary, religious, etc.) (p. 139). The authors note that a sym-
bol always has a figurative meaning in its basis. They associate the importance of
the symbol meaning with the nature of the image, emphasising that any image is
conventional and symbolic since it embodies the general in the individual. So, the
sign is usually characterised by concreteness and the symbol — by polysemy.

To identify the diversity and polysemy of the content of symbols, we analyse
their existing classifications. A. Kostina (2003) suggests a typology of symbols
based on functional features, consisting of the following groups: scientific, philo-
sophical,artistic,mythological, religious; nature, society, the wholeworld; human-
expressive; ideological and incentive; external-technical; classical (p. 231).

I. Pendikova and L. Rakitina (2012) proposed three main groups of symbols
related to consumer preferences in advertising: anthropological, social and cul-
tural. Anthropological symbols are associated with the structure and physiol-
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ogy of the human body, the processes of birth, conception, maturation, state
change, death. Thus, a plant or a tree can be a symbol of a person. The essential
social symbols are associated with family images, self-realisation, goal achieve-
ment, work, holidays. Cultural symbols are often based on an associative re-
lationship with geographical locations and countries. The use of symbols of
separate countries in advertising that specialises in producing certain products
seems to bring the quality of the product closer to the ideal (Eiffel Tower —
France — perfumes, Parthenon — Greece — olive oil).

We will consider the logos that were used in the world practice and on the
territory of Ukraine in the late 19% — early 20" centuries for comparative analy-
sis and determination of which symbols were used most often in the sphere of
the production of goods.

One of the first famous logos developed in the late 19" century is the logo of
Prudential Financial, the most prominent American insurance company founded
in 1875. It still occupies a leading position in national ratings, with subsidiaries
in almost 50 countries worldwide (Prudential Financial Logo, 2021). The Pruden-
tial Financial logo is timeless and recognisable. The company symbol, the Rock
Of Gibraltar, was chosen in the 1860s, and the first logo was designed with its
image and the slogan “The Prudence Has the Strength of Gibraltar”. Throughout
the company history, there have been nine changes to the Prudential Financial
logo design (fig. 1). Still, all of them contained the image of the rock, the symbol
of strength and security, which appealed to its main characteristics.

1860 - 1875 1975 - 1910 1910 - 1920

1920 - 1940 1940 - 1950 1950 - 1977

@ Prudential ThePrudential @ ThePrudential @

Lie Health Auo Home

1977 - 1984 1984 - 1989 1989 - 1996

(# Prudential

1996 - now

Figure. 1. The evolution of the Prudential Financial logo
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The 1977 Prudential Financial logo was a modern version with a slanted
inscription with a thick underline located to the right of the iconic emblem.
The logo was placed in a thin round frame, which complemented the smooth
lines of the serif font. Under the thick horizontal line is the inscription in a thin,
narrowed font “Life. Health. Auto. Home” — a slogan that shows the activities
of the company.

In 1984, the logo concept was changed, and a blue-and-white colour palette
was adopted. The updated logo was applied in a traditional sans-serif font with
the word “The” in thin lines and “Prudential” in bold type. Two parts of the
inscription are placed without a space between them and are located to the left
of the modern blue-and-white emblem, where the iconic forms are redrawn in
a more contemporary manner. The rock was still placed in a round frame.

New Moon Graphics designers worked on the changes to the logo. It is how
they commented on their vision and results: “When there is an existing logo,
as with Prudential, we refine and update the concept to bring the logo up to
date while retaining brand identity. The original Prudential logo was more wa-
termarked and then went through a phase of iconic abstraction that was un-
successful. We streamlined it to bring it into the present while honouring its
history” (Logo - Prudential, n.d.).

It should be noted that the company conducted a targeted analysis of the
effectiveness of the modified logo. According to the results of this analysis, it
was found that the “stylised” logo, or the one that went through a phase of
iconic abstraction, was ineffective, and designers had to return to its histori-
cal appearance. Thus, in 1999, the company returned the monochrome colour
palette; in the verbal element — the name — everything remained almost un-
changed. A significant change was the emblem, where the stylised geometric
image was replaced with a more detailed and recognisable one.

The current Prudential Financial logo was finalised in 1996 and is a rec-
tangle with the inscription and the emblem to the left of it. The inscription is
made in a classic serif font (Prudential Roman) by Doyald Young. The emblem
is placed in a circle and has clear lines with sharp corners. The blue-and-white
colour palette of the Prudential Financial logo evokes a feeling of reliability and
stability; the logo represents the company as a powerful and influential one.

Here are the main principles of New Moon Graphics work with customers.
Its main specialisation is branding and logo design. If a customer does not have
a logo, he is interviewed to find out who he is, and then a version of the logo is
created. Communication happens on two levels: the overt and tacit levels. The
overt level involves choosing images and words that directly state the custom-
er’s services and mission. The tacit level involves the cues we take unconscious-
ly as to what sort of business we are dealing with when we see a logo, design
piece or website. New Moon Graphics considers that true sale is not coercion or
deception, but an honest communication of what you have to offer and getting
that message to the clientele who would benefit from that service or product.
The company design logos that work effectively on both levels. The important
level of work of the company designers with unconscious signals that allow
feeling the client’s direction and visualise it most effectively should be noted.
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The logos on the territory of Ukraine of the specified period should also
be considered. On the cover of the price list of the Ernst Mehlhose plant of
agricultural machinery in Kharkiv, there was a trademark that was apparent-
ly developed shortly after the plant foundation and the inscription: the com-
pany was established in 1874. Kharkiv Plant of Agricultural Machinery named
after E. Mehlhose is a private industrial enterprise founded by industrialist
Ernst Mehlhose in 1874. The plant produced horse threshing machines, horse
drives, seeding machines, winnowing machines, threshing machines, reaping
machines and other agricultural products, as well as sold imported reaping
machines, mainly of German and American production. After the Bolsheviks
took over power in Kharkiv in 1918, the Mehlhose plant was nationalised and
renamed into the 2™ State Plant of Agricultural Machinery named after Artem.
After the capture of Kharkiv by the Volunteer Army in June 1919, the plant was
temporarily withdrawn from state ownership and restored its former name. It
existed until December 1919, when it was nationalised again with the return of
the Bolsheviks. In 1923, the Mehlhose plant was abolished as a separate indus-
trial facility and merged with the former Helfferich-Sadet Plant, renamed into
the 1%t state Plant of Agricultural Machinery Serp i Molot Plant in 1922. It was
closed by the Soviet authorities in 1923 (Kraeved, 2011).

The trademark contains a lot of visual information related to the specifics
of its activity (Fig. 2). To prove our assumptions, here is an extract from A. Bon-
darev’s publication about the plant founder: “Ernst Mehlhose’s first merit is the
invention of a two-share plough, which brought many honourable mentions
to the inventor. In 1876, Mehlhose produced his first threshing machine, and
23,000 threshing machines were produced during 36 years, which is the best
and indisputable proof of the product high quality, which found 23,000 con-
sumers even among the relatively poorly educated peasantry. The company has
received fifty medals and an honorary diploma at exhibitions for the quality of
production, as well as many letters of gratitude from consumers” (Bondarev,
2016). Thus, it is the threshing machine that is depicted in the oval shape — the
foremost entrepreneur’s invention, followed by the very medals in two rows
with the top ending, which testified to Mehlhose’s high achievements. Thus,
this trademark carries direct information about the company specialisation and
its significant results.

The trademark in Fig. 3 represents the F.V. Alsop in Kharkiv enterprise,
with which the Mehlhose plant collaborated in the early 1900s (Kraeved, 2011).
The enterprise letterhead has its name: The Warehouse of Agricultural Ma-
chinery and Equipment and Mill-building Office. The basis of its trademark is
a detailed image of the office building itself in a realistic manner — with people
around it, with pictured clouds in the sky, which perfectly fits into the archi-
tectural landscape genre. This landscape is framed by wheat ears — one of the
leading state symbols of that time, but the features of the art nouveau style in
the depiction of lines are noticeable in the lower part of the mark.

A fragment of the letterhead of the Luhansk Textile Mill Company of the
early 20" century (Dzhalilova, 2019) (Fig.4) demonstrates another approach
to identification: the trademark contains a detailed image of the architectural
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complex of the textile mill together with its name. In its writing, a certain ar-
tistic approach to the creation of the font composition is observed: the word
“company” is presented in the abbreviated form with the first letter and the
last underlined syllable; the third and fourth words of the name “textile mill”
are presented according to the same principle. In this way, all three words are
presented in one line based on the principle of symmetry.

g@mﬁﬁm I e RO
3ABOAD

BT

> QIR
MADEED

3. L

Gupia cmectyers o 1874 1.

CHELUANLHOCTH:

Honwoin: wonoTARRH, nuumu H DALOBLIA CEANHH, £

Bl L e P e e T R 5 e e s K e b T Lkl

Agrecs LA PROEND.
ane pengun  XAPBKOSB ANBCOML

OTABNEHIA 65 NONTAB S i AIEKCAHAPOBOKE: Exarepen fys.

XAPDKOBD ¢ B ANDCOND,

T-ro
CoBicTsennoR konctpysii. <To moxdpa 1L,

P i ." Aﬂm Sasoaa
Figure. 2. The price list cover Figure. 3. The letterhead of the F. V. Alsop
of the Plant of Agricultural in Kharkiv company. The 1900s
Machinery named after
E. Mehlhose. The 1900s
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Figure. 4. The fragment of the letterhead Figure. 5. The advertising poster of
of the Luhansk Textile Mill Company. the Kyiv Contract Fair. 1923
Early 20® century

218



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 22 « ISSN 2616-423X (Online)

The textile mill began its activity with the production of pressing cloth for
oil mills in 1904. Afterwards, by the type of its specialised equipment, the Lu-
hansk mill and production was the only one in Ukraine and the largest in the
Soviet Union in terms of capacity with a complete production process for driv-
ing belts. Since the 1930s, the company has been developing the production of
cotton belt tape for defensive purposes (belts for rifles and parachute tapes).

The big fair on Podil in Kyiv began its history in 1797 and existed until
1930. The important contracts were signed with the participation of the Polish
gentry at the fairs: the purchase of bread, the lease of estates, the repayment
of debts, loan agreements. The Fair played an essential role in the economic
development of the South-Western region of the country. Contract agreements
were signed in the city council and since 1811 in the Contract house, which was
built by Melensky and Geste. The Fair interrupted its work for political reasons
and reopened when the Bolsheviks came to power in 1923, which contributed
to the reestablishment of trade relations after the Civil War. Since 1930, the
Fair gradually ceased to exist after the development of a new economic policy
("Istorychnyi yarmarok", 2019). As it can be seen in Fig. 5, no special logo or
trademark was developed; the advertising poster has the inscription “Kyiv Con-
tract Fair” in an expressive vegetative ornament.

Having analysed four examples of visual identification of Ukrainian enter-
prises of the late 19%" — early 20" centuries, the tendency to express clearly the
company specialisation through realistic images of architectural buildings that
belonged to them or produced products, as well as ordinary names with moder-
ate artistic design is observed.

Conclusions

It has been demonstrated that the study of the possibilities of symbolism
and semiotics is necessary both for the creation and understanding of visual con-
tent. As a result of a comparative analysis of the logos that were used in the late
19% — early 20™ centuries in the world practice and on the territory of Ukraine, it
is possible to state the following: the use of the symbolic element of the rock as
a symbol of strength and security remained unchanged on the logo of the Pruden-
tial Financial insurance company (the USA) in the process of its changes during
1860-1996. In the means of visual identification of Ukrainian enterprises of the
late 19% — early 20*" centuries (Mehlhose plant, 1874-1923), F. V. Alsop in Kharkiv
enterprise, Luhansk Textile Mill (1904-2001), Kyiv Contract Fair (1797-1930)
there is a tendency to express clearly the company specialisation through realis-
tic images of architectural buildings that belonged to them or produced products,
as well as the indication of ordinary names with moderate artistic design.

Summarising, it should be noted that the symbols allow perceiving infor-
mation in the shortest possible time, even at a long distance or while moving.
Thus, the use of symbolic and figurative solutions in creating graphic design
objects is a promising and popular method of forming brand identification. This
topic requires further study to identify varieties of logos in the world practice
and Ukraine for the purpose of practical application. Depending on the goals
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and objectives that designer faces, the high results in designing objects can be
achieved using symbolic images.
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“Kuiscokuli HayioHansHUll yHisepcumem mexHono2iti ma ousatiny,
Kuis, Yxkpaina

Merta [OCTiIKeHHS : BUSIBJIEHHSI MOK/IMBOCTEN Bi3yaabHOI CMMBOJIIKYM IIPYU CTBOPEHHI
o6pa3y koMmmaHii 3acobamu Jjorotuna Hanpukinii XIX — Ha moyaTky XX cTonmiTTs. Metoau.
I TmpoBefeHHS OOCTiIKeHHS BUKOPUCTAHO iCTOPUYHMIA, iCTOPUYHO-TIOPiBHSIIBHMIA,
AHATITUYHMIT METOMIM; IJISI BUSIBIEHHS 00pasHOi i CMMBOIIYHOI MOBM JIOTOTUIIiB KOMIIaHiit
Kinng XIX - mouaTtky XX CT. BUKOPMCTAHO MMCTEITBO3HABUI MeTomyu — (OPMabHOTrO,
06pa3HO-CTWIICTUYHOTO, CEMAaHTUYHOTO aHasidy. BucHoBku. Ha ocHOBi aHami3y mpaib
3apyOiKHMX Ta BiTUM3HSIHMUX HAYKOBI[iB XX CT., 0XapaKTepr30BaHO CMMBOJI i 3HAaK SIK 3aC00U
BUPasKeHHS CYTHOCTI SIBUIIA, PO3MISIHYTO icHYr0Ui Kimacudikariii cumBosmis. [IpoaHamizoBaHo
JIOTOTUIIM, SIKi BMKOPUCTOBYBaiucs HampukiHii XIX — Ha mouatky XX CT. y CBiTOBIii
MpakTUIli Ta Ha TepeHax Ykpainu. Ha mpukiazi nororumna crpaxoBoi kommanii Prudential
Financial (CIIIA) y mporieci 7oro 3min mpotsarom 1860-1996 pp. mokasaHO 3aCTOCYBaHHS
CUMBOJIIYHOTO eJIeMEHTY, SIKMIi 3al1uiiaBcsl He3MiHHMM. Ha mpukiazai TOBapHUX 3HAKiB
MiANPUEMCTB YKpaiHM — 3aBOAY CiIbChbKOrocmomapcbkux MaiiuH EpHcra Menbrose
(1874-1923), mignmpuemctBa «®.B. Anbconb» y M. XapKoBi, JIyraHCbKOi MaHy(aKTypu
(1904-2001), KuiBchbkoro KOHTPAKTOBOTO sipMapky (1797-1930) — poO3IISIHYTO CIIOCOOU
BisyanbHOI imeHTHDiKallil, BUBHAUEHO XY OXKHI 3aC00M; TPOBEIEHO MOPiBHSIbHMI aHATi3.
BcraHoBneHO, 110 300pakeHHST CKeJli Y CTPYKTYpi JIOTOTMITA aMepUKaHCbKOi KOMMaHii
€ CMMBOJIOM cwiu i 6e3reku i amenoe A0 ii OCHOBHMX XapaKTepUCTUK. BusHaueHo, 110
y 3acobax Bi3yanbHOI imeHTuUbIKaii yKpaiHChKMX MTiAIpueMCTB KiHig XIX - mouyaTky
XX cT. HasiBHA TeHJEHIIisl 10 MPSIMOTO BMpaskeHHS CIielliaiisallii KoMIaHii 3a J0IMoMOro0
peanicTUYHOro 3060paskeHHS apXiTeKTYPHMX OyIiBesb, 0 iM Hajeskann, abo 6e3mocepeHbO
BUPOO6IeHOI MPOAYKIIii, a TAKOXK 3BUYANHMUX HA3B i3 MOMipHUM XyJOKHIM 0(OPMIEHHSIM.

Kniouosi cnosa: BisyanbHi KOMyHiKalii, rpadgiuHmuit am3aiiH, JOTOTUI, CUMBOJIKA,
ceMioTuKa
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Llenp wuccimemoBaHMSI: BBbISIBJI€HME BO3MOXKHOCTEM BU3YaJIbHON CUMBOIMKU IIpU
co3maHuy 06pasa KOMIIAHUM CPeICTBaMM JIOroTuna B KoHlle XIX — Havame XX CTO/NETHSI.
Metopnpl. [Ins1 mpoBeleHMS MCCIeLOBAaHMS WCIIONb30BaHbl MCTOPUYECKUI, MCTOPUKO-
CPaBHUTETbHBIN, AaHATUTUYECKMIT METOZbI; /ISl BBISIBJIEHUS 06Pa3HOTO U CUMBOINYECKOTO
SI3bIKA JIOTOTUIIOB KoMITaHM KOHI[a XIX — Havana XX B. UCII0/Ib30BaHbI MUCKYCCTBOBELUECK/E
MeTozbl — (hOPMaTbHOTO, 060PAa3HO-CTYMINCTUYECKOTO, CEMAaHTUUECKOTO aHaI13a. BeIBOMbI.
Ha ocHOBe aHaim3a TPyOOB 3apyOeXKHBIX U OTEUECTBEHHBIX YUEHBIX OXapPaKTePU30BAHbI
CMMBOJI M 3HAK KaK Cpe[CTBa BbIPAKEHUS CyTU SIBJIEHMS, pACCMOTPEHBI CYyLIeCTBYIOLINe
KIaccupuKaMM  CUMBOJIOB. IIpoaHaMM3MPOBAHbI  JIOTOTUITBI,  MCIIOJIb30BABIIMECS
B KoHLe XIX — Hauvanme XX CT. B MMPOBOI MpaKTMKe M Ha Tepputopum YkpauHbl. Ha
npuMepe JOroTuIia crpaxoBoil komnauuu Prudential Financial (CIIIA) B mporecce ero
M3MeHeHMi1 Ha npoTsbkeHun 1860-1996 IT. 1MokasaHO MCIO/NIb30BaHME CUMBOINYECKOTO
J7IeMeHTa, OCTaBaBLIErocss HeM3MeHHbIM. Ha mpyumepe TOBapHbBIX 3HAKOB IpennpUsITUI
VYKparHbl — 3aBOJA CeJIbCKOXO3SIMCTBEHHBIX MallMH OJpHCcTa Menbrode (1894-1923),
npenmnpusitus «®d. B. Anbcotb» B T. XapbKoB, JIyranckoii manydaxTtypsl (1904-2001),
KueBckoit KOHTpakToBOit sipMapku (1797-1930) — paccMOTpeHbl CIIOCOObI BU3YaTbHOI
UOEeHTU(PUKAIVHU, ONpeNeeHbl XyIOKeCTBEHHbIE CPEICTBA; MPOBENEH CPAaBHUTENbHbIN
aHaaM3. YCTaHOBJIEHO, YTO M300pakeHue CKajabl B CTPYKTYpe JIOTOTUIIA aMepPUKAHCKOM
KOMITAHUY SIBJISIETCSI CMMBOJIOM CWJIBI M 0€30TMacHOCTM U ameuIMpyeT K ee OCHOBHBIM
xapakrepuctukam. OTpeiesieHo, YTO B CPEICTBAX BU3YaTbHON MAEHTUMUKAIINY YKPAUHCKUX
npennpusaTuii Konua XIX — Hauana XX BeKa IPUCYTCTBYeT TeHIeHLI NS IIPSIMOTO BbIPayKeH M
CrenMaamM3anuy KOMIIAaHUY C TIOMOIIIbI0 PeTMCTUYECKOTO M300PasKEHUS aPXUTEKTYPHBIX
CTPOEHMUIA, UM TPUHAAJIEXKAINX, WIX U300paKeHMs] HEeOCPeICTBEHHO MPOU3BOAMMON
MPOAYKIMHU, Wi 0OO3HAUEHMS] HAa3BaHUS KOMIIAHUM B YMEPEHHOM Xy[JOXeCTBEHHOM
0hOopMIEHNM.

Kniouesvie cnosa: Bu3yasbHble KOMMYHUKAIMK; TpaduyecKuii Au3aiiH; JOTOTWUIT,
CUMBOJIMKA; CEMMOTHMKA
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