








Case No.1 Case No.Z Case No.3 Case No.4 Case No.h

Case Demographic Combination Environmental Set Compositional Techniques
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Linguistic Slogan: None
Visual Sign(s): A Female Chinese Bus Driver: A synecdochic sign standing for all ordinary Chinese
workers as a whole / Logo in Chinese Characters “ A [ ~ (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Facial Expression of Cachinnation: An indexical sign
standing for happiness and enjoyment

Semiotic Meanings of the Image As a Whole: All ordinary Chinese workers are happy in socialist
China.
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Linguistic Slogan: HH DK DA% 8 A& A5 21 tH40 (China will advance into the 21st
century with a brand new style).

Visual Sign(s): The Former Chinese Leader Jiang Zemin: A symbolic sign standing for the leadership
of the Chinese Communist Party / Logo in Chinese Characters “ A ECiEi > (China Pictorial): A
symbolic sign signifying ideas of ‘China" and ‘Chinese” / A Group of Chinese People Surrounding
Jiang: synecdochic signs standing for all Chinese people as a whole / Facial Expressions of

Smiling and Cachinnation: Indexical signs signifying happiness and joyfulness / Symbolic Action

of Surrounding the Leader with Happy Facial Expressions: An indexical sign signifying the idea of
advocacy

Semiotic Meanings of the Image As a Whole: The leadership of Chinese Communist Party is
highly advocated by all Chinese people.

Linguistic Slogan: None

Visual Sign(s): A Group of Chinese People in Costumes of Chinese Ethnic Groups: A synecdochic
sign standing for all people of 56 Chinese ethnic groups as a whole / Logo in Chinese Characters

“ NECIHI > (China Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese’ / Facial
Expressions of Smiling and Body Language of Cheering Up: Indexical signs signifying happiness and
joyfulness

Semiotic Meanings of the Image As a Whole: All Chinese ethnic minorities are happy (in
socialist China).

Linguistic Slogan: None

Visual Sign(s): A Chinese Woman: A synecdochic sign standing for all contemporary Chinese
women / Logo in Chinese Characters “ A [z ” (China Pictorial): A symbolic sign signifying
ideas of ‘China" and "Chinese’ / Facial Expressions of Smiling and Body Language of Cheering Up:
Indexical signs signifying happiness and joyfulness / Surrounding Children: Synecdochic signs
standing for all Chinese children as a whole

Semiotic Meanings of the Image As a Whole: All Chinese women and children are happy (in
socialist China).

Linguistic Slogan: None

Visual Sign(s): A Chinese Woman: A synecdochic sign standing for all contemporary Chinese
women / Logo in Chinese Characters “ A [z ” (China Pictorial): A symbolic sign signifying
ideas of ‘China" and ‘Chinese’ / Facial Expressions of Smiling: An indexical sign signifying happiness
and satisfaction / Symbolic Action of Exposing Neck and Shoulders: A symbolic sign signifying the
idea of sexually appealing or attractive / Symbolic Action of Holding Arms and Fists: An indexical
sign signifying the idea of defensive and self-striving

Semiotic Meanings of the Image As a Whole: China allows contemporary Chinese women to be
not only beautiful, tender and sexy, but also they are independent, positive and self-striving, and
this is a new image of contemporary Chinese women differing from those in the western stereotype
as merely being passive and obedient.
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Linguistic Slogan: None

Visual Sign(s): A Female Urban Bourgeoisie-Liked Figure: A synecdochic sign standing for all
Chinese middle class as a whole / Logo in Chinese Characters “ A LGk ~ (China Pictorial): A
symbolic sign signifying ideas of ‘China" and ‘Chinese’ / Facial Expression of Smiling: An indexical
sign standing for happiness and joyfulness / Jewelries Worn by the Female Figure and Her
Westernized Dress: Symbolic signs standing for wealth

Semiotic Meanings of the Image As a Whole: All wealthy Chinese middle class people are
satisfactory in the socialist China.

Linguistic Slogan: X4k T ML K #5715 (A great leap forward in the steel industry).

Visual Sign(s): A Chinese Worker: A synecdochic Sign standing for all Chinese Workers / Logo in
Chinese Characters “ A\ BCIEI i ” (China Pictorial): A symbolic sign signifying ideas of ‘China’ and
‘Chinese’ / Facial Expressions of Smiling and Relaxation: Indexical signs signifying happiness and
confidence

Semiotic Meanings of the Image As a Whole: All Chinese workers are happy and confident
about China’s promising future.

Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: None

Visual Sign(s): A Red Bauhinia Flower: A symbolic and metonymic sign standing for Hong Kong as

a Special Administration Region under the leadership of the central government of China / Logo in
Chinese Characters “ A\ ECIEI$R ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and
‘Chinese” / Symbolic Action of the Bauhinia Flower to be in Full Blossoms: An indexical sign signifying
the idea of lively and prosperous

Semiotic Meanings of the Image As a Whole: As China's Special Administration Region, the
future of Hong Kong will be prosperous.
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Linguistic Slogan: 757 , FEBRI¥) = 5 BHEk (Hong Kong, a shining oriental pearl).

Visual Sign(s): The Portrait of Former Chinese Leader Jiang Zemin: A symbolic sign standing for
the Central Government of China and the Chinese Communist Party / The Portrait of Former Chief
Excutive of Hong Kong Tung Chee-hwa: A symbolic sign standing for the Special Administration
Region Hong Kong / Logo in Chinese Characters “ A FiiFix  (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Facial Expressions of Smiling: Indexical signs standing
for happiness and joyfulness / Body Language of Standing Together: An indexical sign signifying
the intention of a ‘gathering” and "being together / Body Language of Jiang to Stand a bit in front of
Tung: A symbolic sign signifying an idea of ‘domination’ or "leading’

Semiotic Meanings of the Image As a Whole: Now China officially exercises the sovereignty
over Hong Kong and China can claim a political domination and an administrative leadership over
Hong Kong.

Linguistic Slogan: None

Visual Sign(s):

7). A Chinese Girlin a Costume of a Chinese Ethnic Group: A synecdochic sign standing for all 56
Chinese ethnic mingrities

2). Logo in Chinese Characters “ A EIEF ” (China Pictorial): A symbolic sign signifying ideas of
‘China" and "Chinese’

3). Facial Expressions of Smiling: Indexical signs signifying happiness and joyfulness

Semiotic Meanings of the Image As a Whole: All Chinese ethnic minorities are happy (in
socialist China).

115



Case No.1 Case No.Z Case No.3 Case No.4 Case No.h

Case Demographic Combination Environmental Set
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: None
Visual Sign(s): A Internationally Known Chinese Neurosurgeon Dr. Wang Zhongcheng: A synecdochic
sign standing for all Chinese intellectuals as a whole and a symbolic sign standing for the ‘excellence’
of China / Logo in Chinese Characters “ A E1Ei$ix ” (China Pictorial): A symbolic sign signifying
ideas of ‘China” and Chinese’ / Facial Expression of Seirously Focusing and Body Language of
Carefully Checking: Indexical signs signifying the idea of profession, precision and concentration
Semiotic Meanings of the Image As a Whole: China allows all Chinese intellectuals can enjoying
and fully concentrate on what they do.
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Linguistic Slogan: None

Visual Sign(s): A Internationally Known Chinese Celebrity Ma Yanli: A synecdochic sign standing
for all contemporary Chinese women as a whole and a symbolic sign standing for the ‘excellence’ of
China / Logo in Chinese Characters “ A EIE i ” (China Pictorial): A symbolic sign signifying ideas
of ‘China" and Chinese’ / Facial Expression of Relexation and Body Language of militantly Standing:
Indexical signs standing for confidence and independence / Dress Code: A symbolic sign signifying
the idea of fashion

Semiotic Meanings of the Image As a Whole: Chinese women are confident, independent and
fashion.

Linguistic Slogan: None

Visual Sign(s): A Internationally Known Chinese Private Entrepreneur Liu Chuanzhi: A synecdochic
sign standing for all Chinese private entrepreneurs as a whole and a symbolic sign standing for the
‘excellence’ of China / Logo in Chinese Characters “ A EGIE 4R ™ (China Pictorial): A symbolic sign
signifying ideas of ‘China” and ‘Chinese’ / Facial Expression of Relaxation: An indexical sign standing
for confidence and joyfulness

Semiotic Meanings of the Image As a Whole: China now encourages the growth of private
enterprises ; all private entrepreneurs have confidence and are enjoying their business in China.

Linguistic Slogan: None

Visual Sign(s): A Internationally Known Chinese Celebrity Qu Ying: A synecdochic sign standing for
all contemporary Chinese women as a whole and a symbolic sign standing for the ‘excellence’ of
China / Logo in Chinese Characters “ A [R;1I 4z~ (China Pictorial): A symbolic sign signifying ideas
of ‘China" and ‘Chinese’ / Facial Expression of Relexation: An indexical sign signifying the idea of
confidence

Semiotic Meanings of the Image As a Whole: Chinese women are confident and independent.

Linguistic Slogan: Jf#7i2% —— 5 HH 20 i P [ B S0 2 (Zhu Rongji-China's new Premier in
anew century).

Visual Sign(s): The Former Chinese Prime Minister Zhu Rongji: A symbolic sign standing for the
leadership of the Chinese Communist Party / Logo in Chinese Characters “ A [ ” (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese" / Facial Expression of Anger and
Body Language of Reaching Out the Right Hands: An indexical sign signifying ideas of being serious,
decisive and sufficient

Semiotic Meanings of the Image As a Whole: The leadership of the Chinese Communist Party is
serious, sufficient and highly decisive in a uncompromising manner.
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Case No.1 Case No.Z Case No.3 Case No.4 Case No.h

Case Demographic Combination Environmental Set
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Visual Rhetoric

Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings  Bran o Personlized Poctic

Linguistic Slogan: Fii %K 745 (Happy rabbits signify an auspicious year of rabbit).
Visual Sign(s): Two Virtual Rabbit Figures: Symbolic signs standing for actual Chinese people / Logo
in Chinese Characters “ A\ ECIE$R ™ (China Pictorial): A symbolic sign signifying ideas of ‘China” and

‘Chinese’ / Facial Expression of Smiling and Body Language of Toy Playing: Indexical signs standing
for happiness and joyfulness / A Chinese Character “ &= ” (Joy) in the Backdrop: A symbolic sign
standing for the concept of happiness or goodness

Semiotic Meanings of the Image As a Whole: The coming new year of rabbit will be a happy,
joyful and prosperous year.
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Linguistic Slogan: [E[[if: *98, fE 22 99: —F2 X —FEaK (Review the year of 1998 and
preview the coming 1999: most severe storms passed and here comes the beautiful rainbow).
Visual Sign(s): The Former Chinese Prime Minister Zhu Rongji: A symbolic sign standing for the
leadership of the Chinese Communist Party / Logo in Chinese Characters “ A [ ” (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese / Facial Expression of Anger and
Body Language of Reaching Out the Right Hands: An indexical sign signifying ideas of being serious,
decisive and sufficient

Semiotic Meanings of the Image As a Whole: The leadership of the Chinese Communist Party is
serious, sufficient and highly decisive in an uncompromising manner.

Linguistic Slogan: None

Visual Sign(s): The Tian'an Men Square in Beijing and the Waving National Flag of China: Symbolic
signs standing for the socialist China / Logo in Chinese Characters “ A IR ™ (China Pictoria):
A symbolic sign signifying ideas of ‘China” and ‘Chinese’ / Blue Sky and a Flying Kite: Symbolic signs
standing for a bright future and a profound vision

Semiotic Meanings of the Image As a Whole: The socialist China with a profound vision will
have a bright and promising future.

Linguistic Slogan: £l ik , tH 20 R (1 3EAF (Kosovo, the worst nightmare at the end of the
20th century).

Visual Sign(s): A Serbian Father and Son: Synecdochic signs standing for all foreign people /
Explosion Featured in the Backdrop: A symbolic sign standing for severe military conflicts, wars and
chaos / Logo in Chinese Characters “ A\ [idi$i ” (China Pictorial): A symbolic sign signifying ideas
of ‘China" and ‘Chinese’ / Facial Expression of Desperation: An indexical sign signifying the idea of
being hopeless, disoriented and desperated

Semiotic Meanings of the Image As a Whole: The world outside China is in chaos and all foreign
people are suffering from this chaos.

Linguistic Slogan: FA1 1(47 5 (The pride of our own).

Visual Sign(s): A Yong Chinese Student and a Group of Chinese People: An integrated synecdochic
sign standing for all Chinese citizens / Logo in Chinese Characters “ A\ F&iEiH ™ (China Pictorial):
A symbolic sign signifying ideas of ‘China" and ‘Chinese / Portraits of Three Well-Known Chinese
Journalists Killed by NATO's Air Strike in Belgrade: An integrated symbolic sign standing for
devotion, sacrificing and the professional dedication of Chinese journalist and China / Facial
Expression of Anger and Sorrow: Indexical signs signifying ideas of fury and sympathy

Semiotic Meanings of the Image As a Whole: All Chinese are feeling angry to the vanish of the
national pride.
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Case Demographic Combination Environmental Set Compositional Techniques
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Linguistic Slogan: %[ J[=])7 , =K 4L (The Return of Macau, an honorable gift in the
coming new millennium).
Visual Sign(s): The National Flag of China: A symbolic sign standing for China / The Flag of
the Special Administration Region Macau: A symbolic sign standing for Macau / Logo in Chinese

([ Characters “ AN EEIHIFR ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and Chinese’ /
A Spatial Arrangement Placing the National Flag of China Higher than the Flag of Macau: An symbolic
sign signifying the idea of 'leading” and ‘domination’.
Semiotic Meanings of the Image As a Whole: Macau is now under the Chinese sovereignty and
the ear of Portugal is now gone.
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Linguistic Slogan: &4 ¥ -1 1)i J% (Let's talk about dragon when in the year of dragon).
Visual Sign(s): An Inwrought Colorful Chinese Dragon Head: A symbolic sign standing for China
and Chinese and the brave, progressive, noble, eternal and sacred spirit of Chinese people / Logo in
Chinese Characters “ A [ 4i ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and
‘Chinese’

Semiotic Meanings of the Image As a Whole: China is now a brave, progressive, noble and
scared country.

Linguistic Slogan: —/MH[E , FAT7Kk 3zt B 55U (“One China™ policy, our supreme
principle).

Visual Sign(s): The Former Chinese Prime Minister Zhu Rongji: A symbolic sign standing for the
leadership of the Chinese Communist Party / Logo in Chinese Characters “ A R ™ (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese / Facial Expression of Anger and
Body Language of Reaching Out the Right Hands: An indexical sign signifying ideas of being serious,
decisive and sufficient

Semiotic Meanings of the Image As a Whole: The leadership of the Chinese Communist Party is
serious, sufficient and highly decisive in an uncompromising manner.

Linguistic Slogan: None
Visual Sign(s): Red-Crown Cranes: A symbolic sign standing for China and Chinese and the sacred,

elegant and peaceful spirit of China and Chinese people / Logo in Chinese Characters “ A EEiHi >

(China Pictorial): A symbolic sign signifying ideas of ‘China” and "Chinese
Semiotic Meanings of the Image As a Whole: China is a sacred, elegant and peaceful country.

Linguistic Slogan: [ 5 K JillBE HiZKIHI (The National Center of the Performing Arts
emerges from the water)

Visual Sign(s): The Chinese National Center for the Performing Arts in Beijing: A symbolic sign
standing for achievements of China's urbanization and modernization / Logo in Chinese Characters
“ NS ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese’
Semiotic Meanings of the Image As a Whole: China is now a highly urbanized and modernized
country as those Western industrialized countries.

Brand Personalized: Pogtic:
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: tH2C!#% 48 (The inspiration of the new century).
Visual Sign(s): An Integrated Head Portrait Featuring a Caucasian Male and an Asian Female: An
integrated synecdochic sign standing for all human beings as a whole / Metallic Rings in a Shape of
an Atomic Orbital and Micro-Electronic Circuits: Symbolic signs standing for rapid developments on
science and technology / Logo in Chinese Characters “ A\ FGIEIFR  (China Pictorial): A symbolic sign
signifying ideas of ‘China’ and ‘Chinese’ / Facial Expression of Smiling and Eye Sights of Expectation:
Indexical signs signifying ideas of enjoyment and expectation / An Symbolic Action of Placing

the Head Portraits inside the Metallic Orbital: A symbolic sign signifying an idea of ‘benefit” and
‘solicitude’

Semiotic Meanings of the Image As a Whole: In the coming new century, the up-to-date and
rapid development of science and technology may benefit all mankind and creating happy and joyful
lives for all mankind.
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Linguistic Slogan: fik 25 4 1T E2L 42 S 2E (Dedicated to the respected Mr. Ba Jin).
Visual Sign(s): An Inscribed Hand Print Of an Internationally Know Chinese Writer Ba Jin in the
Brass Handle of the National Museum of Modern Chinese Literature: A symbolic sign standing for
the respect and appreciation towards Intellectuals / Logo in Chinese Characters “ A [GiHIHR
(China Pictorial): A symbolic sign signifying ideas of ‘China” and "Chinese’

Semiotic Meanings of the Image As a Whole: Only in current socialist China, a former “class
enemy” can be treated in such a honorable way and the Chinese Communist Party respects
intellectuals and true democrats.

Linguistic Slogan: None

Visual Sign(s): Two Young Chinese Girls: Synecdochic signs standing for all Chinese youth as a
whole / An Symbolic Action of Revealing Thighs: A symbolic sign signifying ideas of being sexy and
attractive / Logo in Chinese Characters “ A EGIEIF ” (China Pictorial): A symbolic sign signifying
ideas of ‘China” and "Chinese’ / Facial Expressions of Smiling and Relaxation: Indexical signs
standing for happiness and joyfulness / Westernized Facial Make-Up and Dressing Code: Symbolic
signs standing for westernized fashion

Semiotic Meanings of the Image As a Whole: Nowadays all Chinese youth are beautiful,
attractive and fashion, and they are now living in a peaceful, comfortable, relaxed and more open
and tolerant social environment in China, their Lives do not differ from the youth in the West and
they all enjoy their lives in the socialist China.

Linguistic Slogan: PJAytH [E L3¢ a7 80 JEIAF-4RF4H: (A special issue for the
celebration of the 80th anniversary of the founding of the Chinese Communist Party).

Visual Sign(s): A Wavin Flag of the Chinese Communist Party: A symbolic sign standing for the
Chinese Communist Party / Logo in Chinese Characters “ A EEIEi4R ” (China Pictorial): A symbolic
sign signifying ideas of ‘China”and Chinese’ / A Featured Number “80": A symbolic sign signifying
80 years / Army Sculpture of the People’s Liberation Army: a symbolic sign standing for the concept
of striving and fight

Semiotic Meanings of the Image As a Whole: As a socialist party with a 80-years-long history,
the Chinese Communist Party will still keep moving forward along its socialist path with its spirit
of striving to overcome any encountered hardships.

Linguistic Slogan: %42 K _L-35F (Traverse the grand city of Shanghai).

Visual Sign(s): An Identifiable Interior of China's First Undersea Tourist Tunnel in Shanghai: A
symbolic sign standing for China’s technological progression and competences / Logo in Chinese
Characters “ A LG ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and Chinese’
Semiotic Meanings of the Image As a Whole: This is the great and fabulous technological
achievement of socialist China, and now China has also the competence to compete with other
industrialized countries.

Brand Personalized: Poetic
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Linguistic Slogan: 4= 5% 5V (The panorama of Taiwan).
Visual Sign(s): A Group of Ordinary People Conducting Daily Routines of Life: An integrated
synecdochic sign standing for all locals inhabiting Taiwan as a whole / Logo in Chinese Characters

“ NS4z ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese’ / Facial
Expression of Smiling: Indexical signs signifying ideas of enjoyment and happiness

Semiotic Meanings of the Image As a Whole: Taiwan is a part of China, and Taiwanese are
essentially Chinese, they are, like other ordinary Chinese peaple, living in a happy, joyful and relaxed
life in Taiwan (as a part of People’s Republic of China).
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Linguistic Slogan: 361 25 =+ ——4 & BRI A A RAE R =1 H4E (A
30-years-long game playing between the US and China-To commemorate the 30th anniversary of
the publication of the Sino-US joint Communiqué).

Visual Sign(s): Former Chinese Leader Jiang Zemin: A symbolic sign standing for China / Former
U.S President George W. Bush: A symbolic sign standing for the United States / Logo in Chinese
Characters “ A RS ~ (China Pictorial): A symbolic sign signifying ideas of ‘China” and "Chinese’
| Facial Expression of Smiling and Relaxation: Indexical signs signifying ideas of enjoyment and
confidence / Body Language of Handshaking: A symbolic sign standing for cooperation

Semiotic Meanings of the Image As a Whole: China is more confident in the Sino-U.S
relationship.

Linguistic Slogan: < 77 Z ¥k , RIIRCRAKIFRIZAKAA (Pearl of Orient, you are still
quite romantic and beautiful).

Visual Sign(s): The Chinese National Flag: A symbolic sign standing for the socialist China /

A Group of Police Officer in the Uniform of Hong Kong Police: A symbolic sign standing for the
authority of Hong Kong / Logo in Chinese Characters “ A B IEHR ~ (China Pictorial): A symbolic
sign signifying ideas of ‘China" and ‘Chinese™ / Body Language of Flag Raising: A symbolic sign
standing for advocacy, worship and obedience

Semiotic Meanings of the Image As a Whole: The dominant position of Chinese central
government is consolidated and highly advocated in Hong Kong.

Linguistic Slogan: None

Visual Sign(s): An Identifiable Urban Scene of Shanghai: A symbolic sign standing for China’s
achievements of urbanization and modernization / Logo in Chinese Characters “ A FiiF ” (China
Pictorial): A symbolic sign signifying ideas of ‘China" and ‘Chinese’

Semiotic Meanings of the Image As a Whole: China is now a highly modernized and urbanized
country.

Linguistic Slogan: 8% , [m]3% 35 YN 757 (The voice of Asia echoes in Boao).

Visual Sign(s): The Former Chinese Prime Minister Zhu Rongji: A symbolic sign standing for the
leadership of the Chinese Communist Party / Logo in Chinese Characters “ A FGIE$f ~ (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese" / Facial Expression of Relaxation:
An indexial sign standing for confidence

Semiotic Meanings of the Image As a Whole: The leadership of the Chinese Communist Party
becomes more and more confident in the international society.

Brand Personalized: Pogtic
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Linguistic Slogan: 45 i F #5821 (Celebrate the success of Shanghai in applying to be

Visual Sign(s): A Group of People: An integrated synecdochic sign standing for all Chinese people
as awhole / Logo in Chinese Characters “ A\ EIEFl ” (China Pictorial): A symbolic sign signifying
ideas of ‘China” and Chinese’ / Facial Expression of Smiling and Cachinnation: Indexical signs
signifying ideas of enjoyment and happiness / Body Languages of Waving National Flags: An symbolic
sign signifying the love, worship and advocacy towards the mother land / Chinese National Flags:

Semiotic Meanings of the Image As a Whole: Chinese people love their own country and they are
living a happy life in their socialist mother land.
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Linguistic Slogan: FI &0 ~=——F A8 WLAEH E [ 2 BEFE (Shen Jilan-To witness the
process of democratization of China with half of her life).

Visual Sign(s): A Well-Known Deputy of the Chinese National People’s Congress Shen Jilan: A
synecdochic sign standing for all Deputies of Chinese National Peaple’s Congress as a whole and a
symbolic sign standing for Chinese democracy / Logo in Chinese Characters “ A FiEi ™ (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese / Facial Expression of Smiling
and Cachinnation: Indexical signs signifying ideas of enjoyment and happiness / A Featured Photo
of the Chinese National People’s Congress in the Backdrop: A symbolic sign standing for Chinese
democracy as a promise profit

Semiotic Meanings of the Image As a Whole: The socialist China is a legitimated democratic
country where people are satisfied with China’s democratic system.

Linguistic Slogan: 5 7F HiER 28 =M ——20 & NSRRI B T ER I S0 JH4E
(Standing on the third pole of the earth-To commemorate the 50th anniversary for mankind to
successfully reach the Everest).

Visual Sign(s): A Chinese National Mountaineering Party Member : A symbolic sign standing for
China / Logo in Chinese Characters “ A EiE$i ” (China Pictorial): A symbolic sign signifying ideas
of ‘China" and ‘Chinese" / Body Language of Climbing on the Everest: A symbolic sign standing for
striving and fighting / The Snowy Everest: A symbolic sign standing for difficulties and dangers / A
Featured Photo of the Chinese National People’s Congress in the Backdrop: A symbolic sign standing
for Chinese democracy as a promise profit

Semiotic Meanings of the Image As a Whole: China is striving to overcome any difficulties and
dangers on her way of development.

Linguistic Slogan: ¥ , ¢ %% 1 15 (5[5 - f¥j47 T2 (Ah, Chinese navy! The protector of
China’'s maritime territory).

Visual Sign(s): A Group of Neatly Aligned Chinese Naval Soldiers: Synecdochic signs standing for
all Chinese naval soldiers as a whole / Logo in Chinese Characters “ A\ i ™ (China Pictorial): A
symbolic sign signifying ideas of ‘China"and Chinese / Nuclear-Powered Submarine: A symbolic sign
standing for China’s latest military technology / Colorful Maritime Flag Semaphore in a Status of
“Dressing Overall™: A symbolic sign standing for ‘friendliness” and ‘courtesy’

Semiotic Meanings of the Image As a Whole: As a well trained, disciplined and organized armed
force, Chinese navy has its competence to defend China's maritime territory but instead of being an

aggression-oriented armed force, Chinese navy has always been defense-oriented.

Linguistic Slogan: =JF #iL 7Y A=y —— JE L~ IS0 ML 31 2053 (Atypical life-A typical
record during the time of “Atypical Pneumonia”)

Visual Sign(s): A Group of Chinese Passengers in Face Masks on the Metro in Beijing: A
synecdochic sign standing for all ordinary Chinese people during the time of "SARS™ / Logo in
Chinese Characters “ A\ E&IHi % > (China Pictorial): A symbolic sign signifying ideas of ‘China’ and
‘Chinese’ / A sealed Gate of the Metro Carriage: A symbolic sign signifying concepts of ‘separation’,
‘isolation” and ‘quarantine’ / Colorful Maritime Flag Semaphore in a Status of “Dressing Overall™: A
symbolic sign standing for ‘friendliness™ and ‘courtesy’ / Facial Expressions of Stiff Eye Sights and
Slightly Wrinkled Eyebrows: Indexical sign standing for worrying and sorrow

Semiotic Meanings of the Image As a Whole: During the period when “SARS” prevails, most

of ordinary Chinese live their lives in quarantine with a high level of helplessness and trepidation
among them.
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: 4 H 15— % & S U5 524047 (Warmth in a cold winter-
Premier Wen Jiabao's journey to the United States)
Visual Sign(s): The Focused Portrait of Former Chinese Prime Minister Wen Jiabao: A symbolic

(I sign standing for China and the Chinese Communist Party / Logo in Chinese Characters “ A [
% 7 (China Pictorial): A symbolic sign signifying ideas of China” and ‘Chinese’ / Facial Expression of
Smiling: An indexical sign signifying concept of ‘harmlessness” and ‘friendliness’
Semiotic Meanings of the Image As a Whole: China is a friendly country.
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Linguistic Slogan: )k 5t 7510 75 4+ (A happy monkey with a red peach invite the
auspiciousness of the new year).

Visual Sign(s): A Chinese Character “ 4 ” (Monkey) in the Backdrop: A symbolic sign standing
for the Chinese year of monkey / Logo in Chinese Characters “ A ESIEFR ” (China Pictorial): A
symbolic sign signifying ideas of ‘China" and ‘Chinese” / A illustrated Monkey Figure holding a big
red ripe peach: A symbolic sign standing for being clever, agile and energetic / Facial Expression of
Smiling of the Monkey Figure: An indexical sign standing for happiness and joyfulness

Semiotic Meanings of the Image As a Whole: The year of 2004 will be happy and joyful year for
all Chinese people.

Linguistic Slogan: 747 e # 2 2525 4EXR (The Iraq Reconstruction Program has difficulty in
taking a step)..

Visual Sign(s): British Soldiers under Attack: A symbolic sign standing for chaos and danger

in foreign countries / Logo in Chinese Characters “ A IS ™ (China Pictorial): A symbolic

sign signifying ideas of ‘China”and Chinese’ / Body Language of Running Away: An indexical sign
standing for “being terrified’

Semiotic Meanings of the Image As a Whole: The world outside of China is chaotic and
dangerous.

Linguistic Slogan: FI1F-2 % , 7E[A1WE AL (Keep on a peaceful path towards China’s rise).
Visual Sign(s): The Focused Portrait of the Former Chinese Leader: Hu Jintao: A symbolic sign
standing for China and the Chinese Communist Party / Logo in Chinese Characters “ A FIEI 4% ”
(China Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese’ / Facial Expression of
Smiling: An indexical sign signifying concept of ‘harmlessness’ and ‘friendliness’

Semiotic Meanings of the Image As a Whole: China is a friendly country and the Chinese
Communist Party is a friendly regime.

Linguistic Slogan: - A A T3 2] 547 (The atrocity shames the human rights
champion).

Visual Sign(s): The Featured Photomontage Consisting of Small Images of Suffering Foreign
Inmates in Abu Ghraib: symbolic signs standing for suffering and sorrow in foreign countries / Logo
in Chinese Characters “ A EGIE ” (China Pictorial): A symbolic sign signifying ideas of China’
and ‘Chinese’ / Body Gestures of Crouch, Bondage, Unconsciousness: Indexical signs signifying
suffering and dread

Semiotic Meanings of the Image As a Whole: People outside China are in Chaos and suffering.
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Linguistic Slogan: A 5] — A& I ——E &Ll A ik 5 (February is the best
month for spring scenery-An agricultural research report in Sichuan Province).

Visual Sign(s): Three Working Farmers: Synecdochic signs standing for all Chinese peasants / Logo
in Chinese Characters “ A B[R ~ (China Pictorial): A symbolic sign signifying ideas of ‘China” and
‘Chinese’ / Facial Expression of Smiling: An indexical sign standing for happiness and joyfulness /
Body Gesture of Stoop Labor: A symbolic sign standing for diligence and endeavor / Well-Grown Green
Rice Paddies: Symbolic signs signifying vitality and prosperity of Chinese agriculture as promised

Semiotic Meanings of the Image As a Whole: All diligent Chinese peasants are satisfying with
the status quo of the prosperous Chinese agriculture, and there is a bright prospect for all Chinese
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Linguistic Slogan: 7 [ A1 (11 K (March towards a harmonious spring).

Visual Sign(s): A Group of Running Chinese in Red Marathon Uniforms: A synecdochic sign standing
for all Chinese ordinary people as a whole / Logo in Chinese Characters “ A EiEiFH > (China
Pictorial): A symbolic sign signifying ideas of ‘China” and "Chinese’ / Facial Expression of Smiling:

An indexical sign standing for happiness and joyfulness / Flying Pigeons: Symbolic signs standing
for peace, harmony and hope / Body Gesture of Running: A symbolic sign signifying the concept of
health in general

Semiotic Meanings of the Image As a Whole: In the current socialist China, all ordinary Chinese
people are happily enjoying their hopeful and healthy lifestyles.

Linguistic Slogan: = [Efji K , 14X #56k (Chinese space program has made a great progress
in silence).

Visual Sign(s): Two Well-Known Chinese Taiknauts, Namely Major General Fei Junlong and Nie
Haisheng in Space Suits with a Chinese National Flag Mounted: An integrated symbolic sign
standing for the excellence of the socialist China / A Re-entry Space Module in the Backdrop: A
symbolic sign standing for the development of Chinese space technology / Facial Expression of
Smiling: An indexical sign standing for happiness and joyfulness / Body Language of Holding Hands:
A symbolic sign signifying the solidarity and cooperation / Logo in Chinese Characters “ A\ R iz ”
(China Pictorial): A symbolic sign signifying ideas of ‘China” and "Chinese’

Semiotic Meanings of the Image As a Whole: In the current socialist China, numerous of
Chinese people joined in solidarity to contribute to the development of Chinese space technology.

Linguistic Slogan: “ -RREELEH > Hic (The diary of "Katrina”).

Visual Sign(s): An African-American Mother and Daughter: Synecdochic signs standing for all
foreign people / Logo in Chinese Characters “ A\ EiEx ” (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Facial Expression of Desperation and Crying: An indexical
sign signifying the idea of being hopeless, disoriented and desperated

Semiotic Meanings of the Image As a Whole: The outside world is miserable. However China is
better and safer than the outside world, even in the United States.

Linguistic Slogan: >y 7 F1-F- ()£ & (A commemoration for peace).

Visual Sign(s): A Chinese Soldier in the Uniform in 1945: A synecdochic sign standing for all
Chinese Soldiers in the Second World War / Body Language of Holding a Rifle and Staying Guarding:
An indexical sign standing for “being alert and protecting / Overall Black and White Coloring: An
indexical sign signifying the sense of time-passing and long history / Logo in Chinese Characters “ A\
EiHi 8 ™ (China Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese’

Semiotic Meanings of the Image As a Whole: Chinese soldiers are always staying alert and
ready to protect their own people and country.
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: 7 17 —— &5 5 i 7EIX BLAZYL (Spring festival-the moment when
tradition meets modernity).

Visual Sign(s): A Chinese child: A synecdochic sign standing for all ordinary Chinese children / Logo
in Chinese Characters “ A B[R ~ (China Pictorial): A symbolic sign signifying ideas of ‘China” and
‘Chinese’ / Facial Expression of Smiling: An indexical sign standing for happiness and joyfulness
Semiotic Meanings of the Image As a Whole: All Chinese children are happy in socialist China.
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Linguistic Slogan: VKT , #1754 B (Passionate Winter Olympics in icy and snowy
Turin).

Visual Sign(s): A Well-Known Chinese Winter Olympic Gold Medalist Wang Meng: A symbolic sign
standing for China / Logo in Chinese Characters “ A ECIEI# ” (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Facial Expression of Smiling: An indexical sign standing
for happiness and joyfulness / The Chinese National Flag Waved in Hands and Mounted on Her
Costume: Symbolic signs standing for China / Body Language of Waving the Chinese National Flag:
A symbolic sign signifying the emotion of respect, being proud of and advocacy

Semiotic Meanings of the Image As a Whole: This is China fighting for its glory and honor, and
China will become one of the gold medalists in the world.

Linguistic Slogan: & 57 & 4t HH[E4T (President Putin in China).

Visual Sign(s): The Russian President at that time Vladimir Putin: A symbolic sign standing for
The Russian Federation / The Former Chinese Leader Hu Jintao: A symbolic sign standing for China
[ Logo in Chinese Characters “ A EiEif ™ (China Pictorial): A symbolic sign signifying ideas of
‘China” and ‘Chinese’ / Facial Expression of Smiling: An indexical sign standing for happiness and
joyfulness / Body Language of Handshaking: A symbolic sign signifying the concept of friendliness
and friendship

Semiotic Meanings of the Image As a Whole: China and Russia are bonded in a relationship of
comradery and brotherhood.

Linguistic Slogan: 7 4 )W A A 7 i Jil—— T BRI R 2T 2025
(Auspicious khatags waving on the plateau-commemorate the opening of the “Qinghai-Tibet
Railway”).

Visual Sign(s): A Group of Tibetans: A synecdochic sign standing for all Local Tibetans as a whole /

and ‘Chinese’ / Facial Expression of Smiling: An indexical sign standing for happiness and joyfulness
/ Body Language of Presenting White Khatags: A symbolic sign signifying love, respect, worship and
advocacy

Semiotic Meanings of the Image As a Whole: Tibetans are benefit from China’s technological
development and they are enjoying the rapid development of socialist China.

Logo in Chinese Characters “ A F:1i 4l ” (China Pictorial): A symbolic sign signifying ideas of ‘China™

Linguistic Slogan: K3EEM : AH. AP B1E. KE——idhdE& 1R
Jb 5T 2> (Beautiful Africa: Freedom, Peace, Cooperation, Development-a diary of the Beijing
Summit of the Forum on China-Africa Cooperation).

Visual Sign(s): A Male Dancer in the Foreground: A symbolic sign gifnifying the cooperation
between China and Africa / Logo in Chinese Characters “ A\ EGIEI# ~ (China Pictorial): A symbolic
sign signifying ideas of ‘China"and "Chinese’ / Facial Expression of Smiling: An indexical sign
standing for happiness and joyfulness / Body Language of Presenting White Khatags: A symbolic
sign signifying love, respect, worship and advocacy

Semiotic Meanings of the Image As a Whole: People in China and Africa are enjoying the
cooperation between these two continents and there will be a exciting and promising future for
such a cooperation.
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Compositional Techniques

Linguistic Slogan: F4F———Jgkz) - [E At 5L (A] (Five years-moments that deeply
moved China and the world)

Visual Sign(s): A Photomontage Featuring Images of Ordinary Chinese: An integrated synecdochic
sign standing for all ordinary Chinese as a whole / Logo in Chinese Characters “ A\ FCIEIFR ” (China
Pictorial): A symbolic sign signifying ideas of ‘China” and "Chinese’ / Facial Expression of Smiling: An
indexical sign standing for happiness and joyfulness / The Chinese National Flag: A symbolic sign
standing for China

Semiotic Meanings of the Image As a Whole: all Chinese people are living in a rather happy and
joyful life in the socialist China.
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Linguistic Slogan: 2= He——A R R L25 % « ¥HEARIIE ” (Li Zhonghua-signing “birth
permits” for latest Chinese fighter jets).

Visual Sign(s): A Well-Known Moral Model Senior Colonel Li Zhonghua in the PLA Pilot Gear: A
synecdochic sign standing for all Chinese pilots as a whole and a symbolic sign standing for China /
Logo in Chinese Characters “ A\ [ iEI 1% ” (China Pictorial): A symbolic sign signifying ideas of China
and ‘Chinese’ / Facial Expression of Relaxation and Eye Sights Staring at the Sky: Indexical signs
standing for confidence, bravery and encouragement

Semiotic Meanings of the Image As a Whole: All Chinese test pilots are brave, confident and
heroic, and these honorable spirits will lead China to a more advanced path.
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: None

Visual Sign(s): A Well-Known Chinese Gold medalist at the Doha Asian Games Xu Lijia: A symbolic
sign standing for China / Logo in Chinese Characters “ A [IE$ ~ (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Facial Expression of Smiling: An indexical sign standing

for happiness and joyfulness / The Chinese National Flag: A symbolic sign standing for China / The
Texts of “1°™ on Her Vest: A symbolic sign standing for ranking the first position” and the ‘winner’ or
‘thampion’

Semiotic Meanings of the Image As a Whole: China is the number one and China is the winner.

Linguistic Slogan: ¥7 1% — 5287 4 vy 225 19 N %2 A (Create a new type of People’s
Army with a high-quality).

Visual Sign(s): Three Chinese Soldiers in the PLA's Unifroms: An integrated synecdochic sign standing
for the Chinese People’s Liberation Army as a whole / Logo in Chinese Characters “ A [ i 4 ” (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese” / Body Language of Salutation: A
symbolic sign signifying advocacy and respect / The Flag of the PLA: A symbolic sign standing for the
Chinese People’s Liberation Army / Spatial Arrangement Placing the Waving Ensign Visually Higher than
the Saluting Soldiers: A symbolic sign standing for the Party’s absolute leadership to the PLA
Semiotic Meanings of the Image As a Whole: This army is loyal to and highly advocating the
leadership of the Chinese Communist Party.

Linguistic Slogan: J&17 iy , #5 TUF1F- (Exercise duties and defend the peace).

Visual Sign(s): Chinese Soldiers in the PLA's Combat Unifroms: An integrated synecdochic sign
standing for the Chinese People’s Liberation Army as a whole / Logo in Chinese Characters “ A [
4% ” (China Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese’ / Body Language of
Salutation: A symbolic sign signifying advocacy and respect / The Chinese National Flag: A symbolic
sign standing for China / Other Featured Flags of Different Nations: An integrated symbolic sign
standing for the ‘international community’

Semiotic Meanings of the Image As a Whole: China is leading its own armed forces to march

on a progressive path of being a more internationalized and confident armed forces that always
advocates the leadership of the party.
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: — V)24 1A= (Al for life).
Visual Sign(s): A Group of Members of China Rescue Team: An integrated symbolic sign standing for
China /A Little Girl Lying on the Strecher: A synecdochic sign standing for all Chinese people as a
whole / Logo in Chinese Characters “ A IR  (China Pictorial): A symbolic sign signifying ideas
of ‘China" and ‘Chinese’ / Body Language of Surrounding the Little Girlin the Center: An indexical sign
signifying concepts of ‘caring’, focusing and "loving" as promised benefits

Semiotic Meanings of the Image As a Whole: China is always put its people at the center of its
interests and this socialist country is the bright hope of all Chinese.
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Linguistic Slogan: /inyi1 , HE (China, do not give up) / FE S S 2 42 (Keep up your
national pride).

Visual Sign(s): Two Hands Holding Together: A symbolic sign standing for cooperation and
solidarity / Loga in Chinese Characters “ A FCEFi ” (China Pictorial): A symbolic sign signifying
ideas of ‘China" and ‘Chinese"/ Red Stripes with Chinese Characters “ Jiyi=H[E > (China, do not
give up): A symbolic sign standing for ambitions and expectations

Semiotic Meanings of the Image As a Whole: The whole China is in a strong solidarity.

Linguistic Slogan: None

Visual Sign(s): The Chinese National Stadium in Beijing: A symbolic sign standing for China's
technological achievements and well-developing modernization / Logo in Chinese Characters “ A
FIE 4 ” (China Pictorial): A symbolic sign signifying ideas of ‘China”and "Chinese / Exploding
Fireworks in the Sky: A symbolic sign standing for happiness, joyfulness and celebration
Semiotic Meanings of the Image As a Whole: Nowadays China's great achievements and its
well-developing modernization are worth celebrating.

Linguistic Slogan: None

Visual Sign(s): A Well-Known Chinese Disabled Athlete Qi Shun: A symbolic sign standing for China
and China's tenacious spirit / Logo in Chinese Characters “ A [GIm# ™ (China Pictorial): A symbolic
sign signifying ideas of ‘China" and ‘Chinese’ / The Chinese National Flag: Symbolic signs standing for
China / Body Language of Running Towards: An indexical sign standing for advancing forward / Up-
Lifted Right Hand in Fist: A symbolic sign standing for striving and fighting

Semiotic Meanings of the Image As a Whole: China is striving to keep advancing forward as a
champion.

Linguistic Slogan: - [E[SZH 5 ¥ K 2347 7E (China implemented its first spacewalk)
Visual Sign(s): Three Chinese Taiknauts: Symbolic signs standing for China and the excellence of
China / Logo in Chinese Characters “ A EGIEF ~ (China Pictorial): A symbolic sign signifying ideas
of ‘China" and ‘Chinese’ / The Interior of the Re-Entry Space Module: A symbolic sign standing for
China’s technological progression and competences / Facial Expressions of Smiling: Indexical signs
standing for happiness and joyfulness

Semiotic Meanings of the Image As a Whole: China is happy about its technological
achievements and China can send its greetings from the space to the whole world with its latest
space technology.
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Dominant Linguistic Slogans, Visual Signs and Their Semiotic Meanings

Linguistic Slogan: Xz Ti-4F , XJ HE& 58K (Look at today's Tibet with its 50-years-long
drastic change of the political situation).

Visual Sign(s): A Photomontage Featuring Portraits of Tibetans: A synecdochic sign standing for
all local Tibetans as a whole / An ILlustrated Shape of a Tibetan Buddhist Prayer Wheel: A symbolic
sign standing for Tibet / Logo in Chinese Characters “ A BiEI#R  (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Facial Expressions of Smiling and Cachinnation: Indexical
signs standing for happiness and enjoyment / A Chinese Map: A symbolic sign standing for China as
an unified socialist country

Semiotic Meanings of the Image As a Whole: Nowadays all Tibetan people are happily living in
China and a strong and unified socialist China is also a guaranteed support towards their happy lives.
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Linguistic Slogan: [1122 2008 —— H[EAAFR , HE ZE 1 (Look back to the year of
2008-Chinese coordinations and expressions).

Visual Sign(s): A Photomontage Featuring Portraits of Chinese Athletes, Taiknauts, Soldiers,
Students, Scientists and Other Mass Public: An integrated synecdochic sign standing for all Chinese
people as a whole / An IlLustrated Image of the National Stadium of China: A symbolic sign standing
for China's achievements of modernization / Logo in Chinese Characters “ A EGIEi 4R ™ (China
Pictorial): A symbolic sign signifying ideas of ‘China” and ‘Chinese / Facial Expressions of Smiling and
Cachinnation: Indexical signs standing for happiness and enjoyment / Red and Yellow-ish Colorings:
Symbolic signs standing for the socialist ideology

Semiotic Meanings of the Image As a Whole: China was a winner in the year of 2008 for it
achieved a great success, and all ordinary Chinese people are happy and pride about China’s great
achievements.

Linguistic Slogan: 7 [m] ¥ W ——HH [ IR 4 Ji 405K (Becoming deep blue-a
documentary writing about the development of the Chinese Peaple’s Navy).

Visual Sign(s): A Chinese Naval Soldier in the Uniform: A synecdochic sign standing for all Chinese
naval soldiers as a whole / A Waving Ensign of the Chinese Navy: A symbolic sign standing for

the Chinese Navy / Logo in Chinese Characters “ A EGIEi#f% ™ (China Pictorial): A symbolic sign
signifying ideas of ‘China" and ‘Chinese’ / Body Language of Playing Saxophone: A symbolic sign
standing for being ready to move forward or sailing / The Saxophone: An iconic sign standing for the
Sailing horn of the boat / Facial Expression of Relaxation: An indexical sign signifying the joyfulness
and confidence / Blue Ocean in the Backdrop: An iconic sign signifying the spectacular blue ocean
as a promise profit

Semiotic Meanings of the Image As a Whole: All Chinese naval soldiers are ready to happily
blowing the sailing horn for an incoming sail to the blue ocean by following the leadership of the
Chinese People’s Navy.

Linguistic Slogan: 3011 85 A4=——f& J5—4F [ N3 (The resurrection of Wenchuan-The
people and city in a coming year after the earthquake).

Visual Sign(s): A Family of three Victims in the 2008 Sichuan Earthquake: A synecdochic sign
standing for all 2008 Sichuan Earthquake victims as a whole / Logo in Chinese Characters “ A [
™ (China Pictorial): A symbolic sign signifying ideas of ‘China”and "Chinese’ / Facial Expressions of
Smiling and Relaxation: Indexical signs standing for happiness, joyfulness and confidence

Semiotic Meanings of the Image As a Whole: All Chinese victims of the 2008 Sichuan earthquake
are now happily enjoy their retrieved normal Life with a spirit of optimism.

Linguistic Slogan: [E[JX 60 %5 4L (A celebrating ceremony of the 60th Anniversary of the
Founding of the People’s Republic of China).

Visual Sign(s): Processions Consisting of Ordinary Chinese People: A synecdochic sign standing
for all Chinese people as a whole / Logo in Chinese Characters “ AP  (China Pictorial):

A symbolic sign signifying ideas of China” and Chinese’ / A Chinese National Flag and a National
Emblem: Symbolic signs both standing for China / Body Language of Marching Forward: Indexical
sign signifying the concept of advance forward / Body Languages of Carrying the National Emblem
and forming the National Flag of China: Symbolic signs standing for respect and advocacy
Semiotic Meanings of the Image As a Whole: the socialist China as a country is being loved and
highly advocated by all Chinese people.
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VISUAL LANGUAGE
IN CHINESE POLITICAL
PROPAGANDA

In order to discover the utilization and de-
velopment of visual language in Chinese
propaganda, the author conducts a comparative
study between Chinese propaganda posters

and state-level magazine covers. This study is in
terms of multiple different variables that include
different changing values with the research
methodology of content analysis and semiology.

4.1 Findings through
Content Analysis

Demographic Combination

Firstly, considering the absolute quantities of male
and female figures in the variable of demographic
combination, in all 105 poster cases, there are 748
male figures and 251 female figures in total. In all
magazine cover cases, there are 292 male figures
and 183 female figures in total.

In the sense of absolute quantity, the number
of male figures is clearly larger than that of female
figures. This phenomenon can be utilized to
define the centrality of genders in both sets of
cases. It means that the gender of ‘male’ is more
highlighted than the gender of ‘female’ in general.
In political propaganda, the author considers
the category of sex is not only a concept about
natural differences but also a category of political
identities. This consideration is based on Monique
Wittig’s notion (Butler 2007, 1), which says that
“the category of sex is the political category that
founds society as heterosexual.”

Different cognitions towards these two dif-
ferent sexes as a concept of natural differences
can influence how these two ‘genders’ as political
identities to be represented in socialist China.
China is a nation, a default heterosexual-based
society with a strong Hegelian-Marxian tradition.

According to Tuija Pulkkinen (1996, 121-
124) who is professor of Gender, Culture and
Society Studies at the University of Helsinki,
the Hegelian-Marxian tradition considers the
concept of a ‘nation’ as a political entity. This
entity’s foundation is a shared identity that can be
raised into the conscious autonomy of the social
subjecthood. This conscious autonomy refers to
the notion of ‘citizenship’ whose most distinct
attribute is the ‘self-reflective’ consciousness
(Pulkkinen 1996, 123). In other words, citi-
zenship as a shared identity is a consciousness of
itself. This consciousness contains both the ruler

and the ruled.

Moreover, as Pulkkinen states (1996, 129-
130), the construction of the social order in
a nation formed by self-reflective citizens (or
commonly know as ‘people’), in Helgel’s opinion,
requires a sexual-based contract. More precisely,
these citizens as the basis of a nation should
have a “sexually differentiated consciousness”
(Pulkkinen 1996, 130) to position themselves in
different social and cultural status in accordance
with their gender differences. Pulkkinen (1996,
130) points out that the Hegelian-Marxian
tradition acknowledged a rational foundation
concerning the differences of the physicality
of two sexes that has obtained its intellectual
and ethical importance. In these differences,
one gender, namely ‘male’ can be associated
with “universality, knowledge, will, power,
activity, labor, struggle and state (Pulkkinen
1996, 130).” The other gender, namely ‘female’
can be connected to “concrete individuality,
feeling, passivity, subjectivity, family and
family piety (Pulkkinen 1996, 130).” Thus, in
a Helgelian-Marxian notion, the previously
mentioned ‘citizenship’ is male and represented
by men. Under such a public sphere, ‘male’ as a
representative of the ‘social subjecthood’ with
conscious autonomy dominates the political
representation in China.

However, when considering the relative quan-
tities of male and female figures, the quantity
gap between the number of male and female fi-
gures in poster cases reaches 497. This gap is
more huge than the quantity gap of male and
female figures in magazine cases, whcih is 183.
In other words, concerning all poster cases, the
number of female figures approximately accounts
for 25,12 percent of the number of all human
figures. While in magazine cases, the number

of female figures approximately equals 38,53




percent of the number of all human figures. This
phenomenon reveals a fact that the probability
of a female figure appearing in a cover page of
“China Pictorial” is higher than that in a Chinese
political propaganda poster. There are two
reasons to explain the emergence of this specific
phenomenon with figures listed as follow:

Abar chart of the average numbers of male and female
figures in 105 poster cases

peaks in correspondence to the changes of male
figures’ quantity. The difference between posters’
and magazine covers’ illustrations occurred
after the year of 1996 when the third Taiwan
Strait Crisis happened. At that time, Chinese
government decided to keep strengthening the
army building and the organs of political power

Numbers of male figures Numbers of female
in average figures in average
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Figure 2. A bar chart of the average numbers of male and female figures in 105 poster cases

Abar chart of the average numbers of male and female
figures in 105 magazine cover cases
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Figure 3. A bar chart of the average numbers of male and female figures in 105 magazine cover cases

For one, as figure 2 shows, there is a changing
pattern concerning the average number of pre-
sented male figures in poster cases. The average
number of male figures outnumbered that of
female figures dramatically in the years 1998,
1999, 2001, 2006 and 2009.

In figure 3 which shows the changing pattern
of the average number of male and female figures
in magazine cases, there are much less curvilinear

in this post-Deng Xiaoping period. It was to
issue a large amount of Chinese army-dominant
propaganda posters that mainly contain male
figures, especially from 1998 to 2009 for
strengthening China’s national defense. Army
building became one of the most significant
propagandistic themes during that specific
period.

According to the statistics, out of all 35 chosen
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poster cases within the 7-years-long period from
2002 to 2009, there are 13 poster cases featuring
the Chinese People’s Liberation Army and its
predecessor as the propagandistic subjects. This
means that more than one third of all 35 chosen
poster cases from 2002 to 2009 are Chinese
army-dominant propaganda.

As one of the organs of violence of a nation, the
gender of the identity of an army must be male
and it must be presented by men for the Hegelian-
Marxian notion that ‘male’ can be associated with
“power” and “state” (Pulkkinen 1996, 130). Thus,
although the absolute quantity of female figures
in poster cases is larger than that in magazine
cases, the intensive appearance of army-dominant
posters enlarged the quantity variance between
the number of male and female figures.

The other reason is that, concerning the
attributes of “China Pictorial”, it is not only
a propagandistic platform but also a com-
mercialized magazine. Thus it requires com-
mercial attractiveness to ensure its commercial
circulation. The propagandistic subjects reflected
by the visualizations in cover pages of “China
Pictorial” are likely to be more diversified than
those in propaganda posters.With this purpose,
the intensive emergence of cover pages that
feature the same subject with visualizations of
one specific gender can hardly occur.

Moreover, as a commercialized state-level
magazine, its higher probability of presented
female figures in cover pages can, theoretically,
attract more male consumers by presenting female

Abar chart of the average numbers of child and elder
figures in 105 poster cases

figures as conventional ‘women’ with a high level
of ‘feminality’ and ‘sexiness’.

In addition to that, the author also finds out
certain female figures in magazine covers that
can be perceived as extremely confident, and
independent ‘men-liked’ figures. These ‘men-
liked’ female figures can help to build a kind of
constructed gender neutrality. This constructed
gender neutrality can be revealed as a mere
disguise for the essence of ‘maleness’ in socialist
China with its Hegelian-Marxian tradition.

The second value contained in the demographic
variable refers to ‘elder and child’. They are used
to discover the emotional preference of Chinese
propagandists. In other words, by analyzing the
demographic combination, the author discovers
what can be the specific social group that Chinese
society values more; which group would be
defined as a targeted group for a specific political
event; the frequencies of the appearance of each
group in propaganda media that reflect what
specific social value.

Based on the age-prominent analysis, the
author finds out that in both sets of cases, the
absolute quantity of child figures is much larger
than the elder figures. This phenomenon can
be considered as a direct reflection of Chinese
propagandists’ emotional preference that they
intend to use more child figures than elders.
The detailed changing patterns concerning the
numbers of elder and children will be shown in
figures as follow:

Numbers of child figures . Numbers of elder figures
in average in average
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Figure 4. A bar chart of the average numbers of child and elder figures in 105 poster cases
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Figure 5. A bar chart of the average numbers of male and female figures in 105 magazine cover cases

Figure 4 and 5 together create an integrated
presentation of the changing patterns concerning
the average numbers of child and elder figures
in both sets of cases. The author finds out that
generally, the probability of child figures to be
featured is much higher than that of elder figures.
This is because when comparing an image of an
elder as a symbolic sign with an image of a child,
usually the elder symbol contains lesser positive
implications than the child.

The reason lies in the differences of their
physical conditions and their different outward
appearances. In other words, when visually
presenting an elder and a child in a propaganda
media, the elder one will normally be associated
with ‘negativity’ whose embodiments can be
‘feebleness’, ‘past’, ‘elapse’ or ‘nearly end’. The
child figure can usually be associated with
‘positivity” whose embodiments are ‘strength’,
‘future’, ‘growth’ or ‘hope’. These associations are
based on their physical conditions and outward
appearances. This kind of general cognition
functions as a basic guideline that is applied by
the Party to decide the probability of the visual
representation of both child and elder figures in
its propaganda.

Comparing the changing pattern revealed
in figure 4 with that in figure 5, in the poster
case set, there is a curvilinear peak in the year
of 1998 showing a large number of child figure
utilizations in that specific year. The reason is
that Chinese government issued numbers of
propaganda posters that contain child figures

for the purpose of public mobilization due to
the “1998 China Floods” jeopardizing the whole
country. Interestingly, in this year, the image of
child figures shows two extremes.

For one, normally in Chinese political
propaganda posters, children have been presented
as an extreme to be positive, happy, healthy,
inspiring, progressive, and even revolutionary.
This is to offer a visual presentation of the su-
periority of Chinese socialism in which children
are nurtured, cared and educated well.

For the other extreme, when China is facing
a natural catastrophe situation that calls for
people’s assistance, images of sorrow and suffering
children are used to mobilize people in arousing
their sympathy.

Thus, child figures are used to represent ‘the
bright hope and the promising future’ in posters
for promoting the current existing social system
and ideology. They are also utilized to visually
address a narrative of victimization as ‘the hope-
less masses’, due to a natural vulnerability that can
be easily perceived by adult people upon younger
children, in propaganda posters when the Party
needs to mobilize people to work together and
coping with catastrophic or emergent situations.

However, in the poster case set, the probability
of the emergence of elder figures is relatively
higher than that in the magazine case. These
presented elder figures are not ‘elders’ in a
conventional sense because they are portraits
of Chinese politicians. They present wisdom,
sophistication and the knowledge of ‘experienced’
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history and so on. In other words, they are
beyond ‘elders’.

By examining through all presented visual
cases in both sets, the author reveals that most
of the presented elder figures are not ‘ordinary
elders’, but politicians, scientists and other
celebrities. It is quite rare to see an ‘ordinary
elder fi-gure’ without being known by anyone
as most of presented child figures to be used as a
synecdochic sign forming a visual argument. In
other words, these presented elder figures were
featured not because of their ‘oldness’, but other
positive features of them that can neutralize the
negative association out of their natural ‘oldness’.
For instance, the former Chinese political leader
Deng Xiaoping was featured in both sets of cases
quite much, but what the Party considers him is
not an ordinary elder with a wrinkled face and
silver hair, but a smart, sophisticated, thoughtful,
far-sighted and benevolent father-liked statesman
beyond his natural ‘oldness’ due to his great
efforts in Chinese political history.

In summary, concerning the demographic
combination within both sets of cases, the set of
poster cases has a larger population base than the
set of magazine cases because its propagandistic
subjects are generally human-based. It is not as
diversified as that of the magazine cases whose
involved subjects are much more than merely
human-based.

As for the gender centrality, male figures are
more likely to be used than female figures in all
sets of cases. However, under a fixed condition
in which the ‘male’ is considered the dominant
gender in visual representations, the probability
of female figures to be featured is likely to be
higher in magazine cases than that in propaganda
posters. This is to increase the commercial att-
ractiveness of the commercialized state-level
magazine for male consumers.

To consider the emotional preference of Party
upon the elder and child figures, the statistics
clearly illustrates that there is a tendency of
Chinese propagandists to feature more child
figures than elder ones for the elder symbol con-
tains lesser positive implications than the children
due to the differences of their physical conditions
and their different outward appearances.

Environmental Sets of Visualizations

The ‘environmental sets’ refer to the background
images in research materials. The background of a
photo or an image can be considered a supportive
mean of the message conveyed by the image as
a whole. The whole environmental set can be
defined as four values. They include ‘nature’, ‘city’,
‘interior’ and ‘fantasy’.

‘Nature’ indicates all backgrounds showing
natural scene of the earth. ‘City’ indicates all
backgrounds that accentuate or display urban
looks with civic signs. For instance, architectures,
civil infrastructure, and other human-crafted
constructions. ‘Interior’ specifies those imagery
scenes painted or photographed as being in
an interior environment, normally referring
to a room, an office, or other specific interior
working environment. ‘Fantasy’ indicates all
backgrounds or surrounding scenes that are
considered as surreal, impossible, also including
those backgrounds were deliberately fashioned
as void or empty such as a monochromatic
background. In political propaganda, some
of the environmental sets can be considered
as an indicator to illustrate the occupational
differences of the objectives in images. By ana-
lyzing the environmental sets, the author is able
to understand the targeted group of a specific
propaganda media. Besides, the utilization of
specific environmental sets can also reflect the
Party’s compositional intentions.

Figure 6 presents a comparative distribution
graph. This graph shows the quantity of both
poster and magazine cases containing different
environmental sets in visualizations. The author
discovers two phenomena concerning the dis-
tribution of cases with different environmental
sets.

The first phenomenon is that in all 105 chosen
poster cases, the majority of them are ones with
the ‘fantasy’ set and they aggregated 69 out of
105 in total. The quantity of poster cases with the
‘nature’ set equals that of cases with the ‘city” set
while cases with the ‘interior’ set account for the
minority of all poster cases.

The second phenomenon is that the level of
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quantity variance among all 105 magazine cases
is much lower than that among the poster cases.
The distribution of the quantity of magazine cases
comprising different environmental sets shows a
relatively average pattern.

In all 105 magazine cases, those with the ‘city’
set account for the majority, aggregating 33 out
of 105 ones in total. Those with the ‘interior’
set will rank the second majority with the
quantity of 27 out of 105 cases. The quantity of
magazine cases with the ‘fantasy’ set reaches 24
and it outnumbers the quantity of those with the
‘nature’ set for three cases.

are two reasons to explain what makes this fact.
For one, the objective of political propaganda
poster is to visually promote a specific ideology
with positive implications and addressing will
of the state. This means that the propagandistic
subjects of most propaganda posters are relatively
abstract. Meanwhile, promoting an abstract
ideology with perceivable positivity requires the
Party to apply concrete visual elements to reify
this ideology’s abstractness. Thus, the author
can frequently see backdrops of visualizations
in which abstract political symbols, such as red
colorings, Communist Party’s emblems, are
visually arranged with other concrete visual
elements. These concrete elements comprise
human figures, architectures, Hi-Tech artifacts,

A Comparative Distribution Graph of the Density of Environmental Sets in Research Materials
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Figure 6. A comparative distribution graph of the density of environmental sets in research materials

Based on these two phenomena, the author
discovers a fact that Party has a strong tendency
to construct more surreal fantasies as visual
environments for visualizations in propaganda
posters than they do to magazine covers. There

natural scenes, animals (usually with positive
implications) and (or) so on. These abstract and
concrete visual elements are juxtaposed together
in a rather poetic, surreal and naturally, spatially
impossible manner.
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For another, comparing poster cases with
magazine covers, most of the propagandistic
subjects of poster cases are, again, referring to
a specific abstract ideology, and they are not as
diversified as those of magazine cases. Besides,
the commercial attribute of “China Pictorial”
and its officially-claimed position that defines
this magazine as a “recorder” and a “witness”
of “domestic and international events” (www.
chinapictorial.com.cn, 2002), further imply its
claimed ‘sense of journalism’. The diversified
expressive subjects possessed by the magazine, in
a sense, do not necessarily require the Party to
cope with a specific abstract subject. In contrary,
it allows propagandists to equally construct
different environmental sets of visualizations
according to different subjects.

The implied ‘sense of journalism’ of “China
Pictorial” requires a relatively high level of
‘authenticity’ or ‘reality’ in visualizations. This
requirement naturally rejects most of the visual
‘fantasies’. Although most of images in cover
pages of this magazine are not actual journalistic
or news images, their visual backdrops are
considered naturally and spatially possible.

In addition to that, this ‘sense of journalism’
also requires propagandists to depict ‘typical
human figures’ in a relatively realistic man-
ner. Instead of depicting human figures sur-
realistically as deified visual symbolic signs, Chi-
nese propagandists intend to realistically de-
pict human figures more of visual synecdochic
signs. This is to feature ordinary people in a cor-
responding visual environment in accordance
with their occupational differences. Thus, dif-
ferent environmental set can be considered as an
indicator to illustrate the occupational differences
of the objectives in the images, especially in the
set of magazine cases.

Social Distance and Occupational
Differences of Presented Human
Figures

The concept of ‘social distance’ is meant to
systematically categorize the perception of the
physical space around people. This is based on

each person’s psychological scale of intimacy
towards another person (West & Turner 2011,
166). Van Leeuwen and Jewitt (2006, 29) also
states that social distance can be considered as
a reflection of social relations between different
groups of people. This implies that examining
represented social distance within two sets
of cases can reveal the intended relationship
constructed by the Party towards targeted groups
of audience. Moreover, analyzing the represented
social distance can reflect the general power
structure in a specific social or political system.
The most direct embodiment of the social
distance between people is the personal space or
personal distance among different people.

However, the utilization of social distance in
visual research is slightly different than that in
the real life. This is because most of the human
characters seen by audience in visual media
are strangers, although certain politicians and
celebrities who are known of by people have a
certain level of familiarity amongst different
social groups. Still, this kind of familiarity does
not allow people to feel that they ‘know’ them
personally, it only allows them to say that they
‘know of” them. Thus, as Kress and van Leeuwen
(2006, 125-126) state, the relationship between
the presented figures in visual media and the
audience can be considered as an intended,
constructed, and imaginary relation, especially
within advertisements and propaganda materials.
In these media, message senders create a certain
perceptual, and imaginary relationship between
audience and the presented human characters.
They usually represent characters as though
beloved friends, trustable people, family-liked
members, respectable objects, worshiping objects,
or strangers and so on. Such images allow people
to perceive and imaginarily approach as close to
public figures as if they were those whom people
know in their daily lives.

On the basis of Edward Hall’s notion towards
the social distance, Derek DeGroot (2014)
further defines various intended relations, which
cach phase of social distance embodies (See Table
4). In his opinion, ‘intimate’ distances are those
reserved for close, trusting relationships. People

hugging, standing side-by-side, or engaging
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in close conversation are examples of being in
the intimate space. Those human characters
presented in images with an intimate distance
are usually intended to be portrayed as closest
lovers or closest family ties. Normal family ties
and close friends usually engage people with
‘personal’ distance. Within this scale of distance,
there is still a slight intimacy but not as strong
as that within the intimate distance. Usually
this is casual, or close conversation allows people
share lesser space than the intimate one. In a
normal daily life, most of relationships of people
will fall into the ‘social’ space, allowing a little
extra distance between different people. Casual
conversations, business discussions or polite social
behaviors occur within this space. This particular
distance scale reflects the portrayed image such
as known acquaintances or colleagues and all
those people of whom people know of, but still
with a certain level of unfamiliarity. Considering
the ‘public’ space, it offers the greatest distance
between people. This is also a safe distance for
people to decide who enters the next scale of
distance or who does not. Strangers, other merely
known people or ‘the masses’ are examples of
images portrayed with public distance in visual
media.

However, the analysis towards the social dis-
tance in this thesis is not an independent conduct
whose findings can be obtained by only counting
the frequency of the emergence of various levels of
social distance. Instead, it should be an integrative
conduct implemented altogether with the analysis
of the occupational differences of presented
human figures in both sets of cases. The reason
is that social distance concerns presented human
figures, and analyzing it with occupational
differences helps to reveal how different human
figures with different occupations are presented
with different levels of social distance. Thus, the
analysis about the social distance is more of an
anthropocentric implementation rather than a
statistic-centralized conduct. To do so, the author
firstly reveals how many types of occupations
existing in research materials and how frequent
they emerged in both sets of cases. On this basis
the author then discovers how the revealed
occupations differ their corresponding level of

Careers in Posters

. Careers in Magazine
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1. Politician : 1. Politician
2. Teacher © 2. Student
3. Student - 3. Doctor
4 Doctor 4. Soldier
. Soldier : 5. Artist
6. Nurse 6. Scientist
7. Artist © 7. Labor Worker
8. Scientist 8. Athlete
9. Labor Worker : 9. Celebrity
10. Athlete - 10. Farmer
11. Farmer : 11. Driver
12. Non-specified Individual : 12. Flight Attendant
or Public : 13. Police
T4. Entrepreneur
15. Non-specified Individual
or Public

Table 6. Different careers emerging in research materials

social distance.

Table 6 and 7 reveal the occupational
differences in both sets of cases. Table 6 shows
that in all 105 poster cases, there are 12 involved
careers while in the magazine cases, there are
15 involved careers. Among these careers, ten of
them, including ‘politician’, ‘student’, ‘doctor’,
‘soldier’, ‘artist’, ‘scientist’, ‘labor worker’, ‘athlete’,
‘farmer’ and ‘non-specified individual or public’
are contained in both sets of cases.

However, careers of ‘teacher’ and ‘nurse’ are
contained only in poster cases and those of
‘celebrity’, ‘driver’, ‘flight attendant’, ‘police” and
‘entrepreneur’ are only contained in magazine
cases.

Table 7 lists all 17 involved careers in both sets
of cases and their emerging frequencies. Most of
involved careers have a relatively low emerging
frequency and thus their corresponding social
distances cannot be considered as typically ana-
lyzable.

However, there are three specific careers in
both sets of cases having relatively high em-
erging frequencies and their corresponding social
distances worth to be analyzed. Then, the cen-
trality concerning the use of different levels of

Total Emerging |
Frequencies in both |

Total Emerging UELS el

Conesls Posters and Magazineé Frequency in Posters Freq.uency n
5 5 i Magazine Covers
: Covers |
Politician ; 8 18 ; 15
Teacher 3 3 0
Student 8 I !
Doctor 3 L il
Soldier . 8 L . 15
Nurse 2 2 )
Artist .n ) )
Scientist 3 L 2
Labor Worker . 3 3 . 2
Athlete L ) )
Celebrity ‘ 5 L ; b
Farmer ; 4 3 )
Driver 1 L L
Flight Attendant ‘ 1 0 ; n
Police 1 L L
. Entrepreneur A 0 ; )
- Non-specified I_ndlwdualor 65 3 13
Public

Table 7. All careers contained in both poster and magazine cases and their emerging frequencies

~ Emerging  Emerging Frequency of Different Levels of Social Distance.
Frequency 3 Personal A Social
NI 1 Carcers . B e B
in Research  Close Personal © Far Personal = Close Social :  Far Social
| Material - 4 S N S S
Soldier  HREEANNS N S LN T SN A U B S T
Individual or M- 93 ) 6 10 7 9 11

Public

Table 8. Emerging frequencies of three typical careers and emerging frequencies of their corresponding social distance

social distance with involved careers are revealed.
The three careers with the highest emerging
frequency are ‘politician’, ‘soldier’ and ‘non-
specified individual or public’. The author creates
a table as follow to clarify the correlation between
the emerging frequencies of these three careers
and that of their different corresponding levels of
social distance. In table 8, the career of ‘politician’
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emerged in both sets of cases for 33 times in
total, and 22 times out of all 33 times they were
presented to viewers at a ‘far personal’ level of
social distance. This ‘far personal’ level of social
distance allows viewers to see human figures from
their waists up. According to Derek De Groot
(2014), presenting a human figure at a personal
level with a relatively far phase indicates that



addressers would like to present this human figure
as though a normal family member or a close
friend of viewers. Thus, the emerging frequency
indicates that Chinese propagandists would like
to visually present Chinese politicians as though
family members or close friends towards people.
It is to create a high level of ‘closeness’ between
presented politicians and ordinary Chinese
people.

As for the career of ‘soldier’, it emerges in
both sets of cases for 39 times in total. In all 39
times, 24 of them are defined in poster cases
while other 15 times are revealed in magazine
cases. By carefully examining the column of the
career of ‘soldier’ in table 10, the author discovers
that the emerging frequency of ‘soldier’ with its
corresponding social distance polarize in the
poster cases. In all of these 24 emerging times, for
eight times they are presented at a ‘far personal’
level of social distance and for nine times at a
‘public’ level. Again according to the definition
of Derek De Groot (2014), the author finds out
that most of the time Chinese propagandists
would like to present soldiers in propaganda
posters either at a personal level with a far phase
as though people’s family members or close
friends, or at a public level as an ideologically-
loyal collective with a strong sense of collectivism.
For Chinese propagandists, presenting soldiers at
a personal level with a relatively far phase helps to
form a constructed impression in people’s mind
that they are people’s soldiers, and they are, to
most people as close as their families or friends.
To present them at a public level in images that
feature soldiers in groups can visually reflect the
‘collective essence’ of the People’s Liberation
Army in China.

As for the ‘non-specified individuals or public’,
table 10 shows that they are featured for 32
times in total in poster cases and 33 times in
total in cases of magazine covers. In all 32 times
in poster cases, for 20 times they are presented
with a ‘public’ distance. This is because addressers
feature most of these non-specified individuals or
the public masses as ‘collectivistic groups’. These
groups can always be considered as synecdochic
signs standing for all ordinary Chinese people
in a holistic manner as a whole with a strong
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sense of Chinese collectivism. Their non-
specified occupational features can help to create
a high level of vicarious experience for viewers
because a human figure with non-specified
occupational feature can easily apply to anyone.
In the magazine cases, the author discovers the
same polarization as the previously mentioned
career of ‘soldier’ has in poster cases. Again, the
author finds out that most of the time Chinese
propagandists would like to present the ‘non-
specified individual or public’ in a Chinese state-
level magazine either at a personal level with a far
phase as though people’s family members as well
as close friends, or at a public level as collectivistic
groups.

There are three reasons to explain why
‘politician’, ‘soldier’ and ‘non-specified individual
or public’ will be the three most frequently
emerged careers within all human-figure-involved
cases in both media.

First of all, considering the career of ‘politician’,
it has always been considered as symbolic signs
to stand for the country or/and the party itself.
Repetitively presenting images of Chinese
politicians in propaganda posters or state-
level magazines with positive implications can
effectively attract public awareness and eventually
helps politicians to build their personality cult.

Secondly, the career of ‘soldier’ has always
been considered as symbolic or synecdochic
signs standing for the party or/and the
People’s Liberation Army itself. Since Chinese
Communists overthrew the regime of the
Chinese Nationalist Party (KMT) and built
the new socialist Republic in 1949 with a series
of armed struggles, they also used the People’s
Liberation Army to successfully maintain
their political power in 1989 right after the
drastic change in Eastern Europe caused by
the US-led “Color Revolution”. The Chinese
Communist Party knows better than anyone else
how significant to own a powerful, politically
qualified, and ideologically loyal armed force
under its own command. Thus, soldiers, and other
Chinese military personnel can be defined as one
of the most important propagandistic subjects in
Chinese political propaganda.

In addition to that, ubiquitous ideology-

oriented propaganda with army-related subjects
is an effective brainwashing tool meant for the
majority of newly-recruit Chinese soldiers coming
from rural areas with relatively poor educational
backgrounds.

Most importantly, the People’s Liberation
Army is a communist party-led army but not
a nationalized armed force acting according
to the Chinese constitution. Thus, presenting
contributions made by the PLA in propaganda
meant for ordinary Chinese citizens helps to
consolidate the Chinese Communist Party’s
ruling legitimacy.

Lastly, the ‘non-specified individual or public’
has blurred the distinct occupational features
such as uniforms, badges, emblems coats of arms
and so on. To feature a single one or a group of
human figure(s) without distinct occupational
features as ‘ordinary Chinese citizens’ is a sim-
ple and smart way, in a sense, for Chinese pro-
pagandists to expand the scale of their audience.
A propaganda material contains specific human
figure(s) can merely be considered as a specific
propaganda material meant for a specific group of
audience.

However, in most cases, a single one or a group
of human figure(s) in a propaganda material
without distinct occupational features can be
easily applied to any targeted audience in a
maximized extent. This can explain why, among
these three most frequently emerged careers, the
‘non-specified individual or public’ emerged even
much more than the other two.

In summary, through the analysis of the oc-
cupational differences of presented human figures
with their corresponding social distances, the
author discovers that Chinese addressers would
like to endow specific human figures, such as
politicians and soldiers, with dual cha-racteristics
via different social distance.

They can be presented as though close family
members or close friends towards viewers at a
close personal distance for there is a constructed
‘closeness’ brought forth by this specific level of
social distance.

They can also be featured as though distant,
mysterious, inaccessible, collectivistic and stately
political entities at a relatively far social, even
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public distance for the constructed ‘distance’
introduced by this particular level of social dis-
tance.

In doing so, on the one hand, addressers can
create a high level of favorability between pre-
sented politicians or soldiers and other or-dinary
people due to the constructed ‘closeness’. It is
to maintaining their political power based on
people’s collective support.

On the other hand, by constructing a certain
level of distance between presented political fi-
gures and the audience, addressers can both allow
viewers to visually perceive the presented political
figures and at the same time keep this ‘visual
perception’ vague. Thus, addressers can make the
existing power structure both “visible” (Foucault
1995, 201) and “unverifiable” (Foucault 1995,
201). This is because based on Jeremy Bentham’s
notion (Foucault 1995, 201), being visually
perceivable but essentially unverifiable is the key
for an existing power structure to maintain its
existence.

For one, being visually perceivable enables
people living within this existing power structure
to constantly see political figures that represent
this power structure, in order to remind them
of the power’s existence. For another, being es-
sentially unverifiable offers people no clues to
figure out how this power structure functions and
how it is construed. This brings forth reverence
for the power itself into people’s consciousness.

Compositional Techniques

In both sets of cases, the author defines four dif-
ferent compositional techniques, namly ‘painting),
‘photo’, ‘collage’ and ‘text’. Among them, ‘pain-
ting’ refers to images produced via assorted pain-
ting tools.

Normally painting images contain visible brush
or pen strokes as well as different textures caused
by techniques such as fresco, watercolor, tempera,
oil, gouache, acrylic and Chinese ink painting.
‘Photo’ refers to images whose dominant visual
clements are original or processed photographs.
“Collage” refers to images that combine multiple
techniques, including photograph, painting, text,



3D etc. Those images showing collage-liked visual
appearances cannot be considered as collages, if
their dominant visual elements are created mainly
by one technique, for instance photography or
painting. “Text” refers to those images whose
dominant visual elements are texts or Chinese
characters with a simple, plain or single colored
background. Analyzing the compositional
techniques helps the author to discover the
centrality of the utilization of techniques and the
propagandists’ conveying preference.

A Changing Pattern of the Quantity of Posters with
Different Compositional Techniques
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reason is that in China, back to the 90s, most
of the propaganda posters were created as
jumbo posters mounted outdoor. At that time,
technique of digital image processing was not
yet widely used in China. Creating complicated
and fancy illustrations mainly relied on the hand
painting technique implemented by different
artists and professional illustrators. Although
there are certain cases that were composed
back to the early 90s in China via collage or
photography, the collage technique at that time
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Years 1989 1990 1991 1992 1993 1994 1995 1996 1997 1998 1999 2000 2001 2002 2003 2004 2005 2006 2007 2008 2009

Case with technique of Case with technigue of
painting photography

Case with technique of . Case with technique of
collage text

—— Changing pattern of the quantity of case with technique of painting

Changing pattern of the quantity of case with technique of photography
Changing pattern of the quantity of case with technique of collage

—— Changing pattern of the quantity of case with technique of text

Figure 7. A changing pattern of the quantity of psoters with different compositional techniques

In Figure 7, Among all 105 chosen poster
cases, there are 35 composed by the technique
of painting, 20 composed by photography, 48
composed by the technique of collage and only
two posters composed by text.

The technique of painting was extensively
adopted in poster creation during 1989 to
1998. After the year of 1998, posters created
with painting technique declined drastically.
In the research data, from 1999 to 2009, there
are only two cases composed via painting. The

can only be considered as a time-consuming ‘low-
end’ technique. It was mainly implemented by
manually cutting and pasting with rough edges
and clumsy imprints.

However, the digital image processing
software, namely the Adobe Photoshop was in-
troduced into China in 1998. Since then, it has
enabled Chinese poster creators to construct
complicated illustrations, as well as embracing
original photos in the constructed illustrations

with a ‘high-end’ collage technique. This ‘high-
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end’ collage technique can simultaneously render
painting images, digital illustrations, texts and
3D elements altogether in one frame. Thus, the
utilization of the “high-end” collage technique
started to incline from the year of 1999 and
eventually outnumbered other compositional
techniques.

As for involved techniques of photography
and text, the author defines them as secondary
compositional techniques comparing with
painting and collage as the primary ones. For
one, they are not utilized as frequent as painting
and collage in the data. Moreover, photography
and text have lesser visual ‘constructability’ for
the Party to construct visual richness. This is
because in Chinese political tradition, a political
propaganda poster always intends to have a high
level of visual richness in which the “greatness”
and “excellence” of the Party can be presented
to the largest extent. The concrete embodiment
of this kind of visually rich propaganda poster
usually involves multiple expressive approaches.
They inlcude using an image of a Chinese
political leader, a coat of arms of the party, certain
processed images of modern city scenes, latest
technological achievements and some portraits
of other ordinary Chinese people with happy
facial expression and body languages. In order to
achieve this, merely relying on one single photo or
few lines of bold and highlighted texts can hardly
be possible.

Figure 8 illustrates a changing pattern of the
quantity of magazine cases with different com-
positional techniques. Comparing with figure 7,
the author discovers a huge difference between
both sets of cases in terms of compositional
techniques. In figure 8, among all 105 chosen
magazine cases, the utilization of the technique of
photography is predominant in numbers because
92 out of all 105 magazine cases were composed
via photography. Except for that, there are two
cases composed by the technique of painting and
eleven cases composed by the technique of co-
llage.

The author finds out that different attributes
of poster and magazine cases essentially decides
that they have different centrality on the use
of compositional techniques. For propaganda
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posters in China, the essence of them is to
straight-forwardly promote a specific ideology
via constructed visual languages. However, due
to the fact that one single poster only has one
limited planar surface for its visual expression,
Chinese propagandists will usually be required
to form as many positive visual languages as they
can within this limited planar surface. This is to
capture both the public awareness and construct
multiple visual languages in creating a high level
of visual richness on a limited planar surface of a
propaganda poster. To do so, using techniques of
painting and/or collage is a reasonable way.

When considering the feature of magazine
cases, the author discovers three reasons to
explain why “China Pictorial” extensively adopts
the technique of photography.

Firstly, as a commercialized state-level maga-
zine, “China Pictorial” intends to ‘subtly’ re-
flect the excellence of an ideology within a series
of seemingly non-political, but commercially
attractive cover images. In this sense, comparing
photography with techniques of painting and
the previously mentioned “low-end” collage,
photography appears more modernized and
commercial-oriented.

Moreover, the officially-claimed business
positioning of “China Pictorial” defines the maga-
zine as a ‘recorder’ and a ‘witness’ of “domestic
and international events” (www.chinapictorial.
com.cn, 2002). From this per-spective, using raw
photographs appears more objective, trustworthy,
and less constructed and manipulated, comparing
with painting and collage that have high levels
of visual con-structability, manipulatability and
subjectivity.

Most importantly, a magazine has more pages
or planar surfaces than a single propaganda po-
ster for its both visual and verbal expressions. In
addition to its pictorial part, there are also more
pages for other expressive means. In other words,
a magazine does not need to tell all stories merely
in the single planar surface of its cover page. It
has inner pages that can also function as pro-
pagandistic media to serve the same goal. In this
sense, the visual richness is no longer necessary in
a magazine cover.



A Changing Pattern of the Quantity of Magazine Covers
with Different Compositional Techniques
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Case with technique of Case with technique of
painting photography

Case with technique of . Case with technique of
collage text

—— Changing pattern of the guantity of case with technigue of painting
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—— Changing pattern of the quantity of case with technique of text

Figure 8. A changing pattern of the quantity of magazin covers with different compositional techniques

In summary, comparing poster cases with ma-
gazines in terms of compositional techniques,
Chinese propagandists intend to mainly adopt
techniques of painting and collage in posters to
create the visual richness. Meanwhile, they intend
to extensively use the technique of photography
in magazine cases to maintain its commercial
attractiveness and its sense of journalism.

Use of Political Symbols and Facial
Expressions of Presented Human
Figures

Political symbols in the research materials refer
to these constructed symbolic signs that are
abstract but created to represent political entities
including a political party, a sovereign nation, a
specific ideology and an armed force.

According to the statistics, there are seven
kinds of political symbols were used in research
materials. Table 9 shows them as follow:
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Political Symbols in Political Symbols in

Posters

1. Emblem of the
Chinese Communist
Party (hammer and
Sickle)

2. Red flag

3. Pentagram

4. Communist party
flag (red flag with an
emblem of the Party)
b. Chinese national flag
6. Chinese national
emblem

7. Chinese military
symbols (ensign, army
badge and uniforms}

Magazine Covers

1. Red flag

2. Communist party
flag (red flag with an
emblem of the Party)
3. Chinese national flag
4. Chinese national
emblem

b. Chinese military
symbols (ensign, army
badge and uniforms)

Table 9. Different political symbols emerging in both poster

and magazine cover cases

Emerging Frequency of Political Symbols in

Emerging Frequency of Political Symbols in

Posters Magazine Covers
Political Symbols Emerging Frequency Political Symbols Political Symbols
Emblem of t_he Chinese " Emblem of t_he Chinese 0
Communist Party Communist Party

Red Flag 4 Red Flag 1
Pentagram 2 Pentagram 0
Communist Party Flag : b Communist Party Flag : 1
Chinese National Flag 17 Chinese National Flag [l
Chinese National Emblem b Chinese National Emblem b
Chinese Military Symbols 23 Chinese Military Symbols [

Table 10. All political symbols contained in both poster and magazine cases and their emerging frequencies

In the set of poster cases, there are 47 of all 105
cases contain political symbols while in that of
magazines, there are 20 of all 105 cases contain
political symbols.

To consider all these seven kinds of political
symbols, on a semiotic level, some of these sym-
bolic signs can be categorized into a same genre
with a general signified connotation or hidden
meaning. For instance, although the ‘red flag’,
‘pentagram’, ‘communist party emblems’ and
the ‘communist party flag’ are denotatively (li-
terally) different, they all have a similar signified
connotative (hidden) meaning of the ‘socialist
partiness’ or merely the ‘Chinese Communist
Party’. In this sense, the ‘Chinese national
flag’ and the ‘Chinese national emblem’ can
be grouped into a same genre with a signified
hidden meaning of the ‘nationness of China’. The
‘Chinese military symbols’ can be considered
as an integrated symbolic sign standing for the
‘Chinese army’. In doing so, the author can
casily reveal the centrality of the uses of political
symbols. This is because the seven different kinds
of political symbols with various literal denotative
meanings now turn into three integrated genres
with hidden connotative meanings. Thus, the
author finds out that in the set of poster cases,
the political symbols standing for the ‘socialist
partiness’ emerged for 25 times in total. The
political symbols standing for the ‘nationness
of China’ emerged for 22 times in total. Those

standing for the ‘Chinese army’ emerged for 23
times in total.

When considering the set of magazine cases,
the author discovers that those political symbols
with the hidden meaning of the ‘socialist
partiness’ emerged only twice. Those standing
for the ‘nationness of China’ emerged for 15
times. Political symbols standing for the ‘Chinese
army’ emerged for eleven times. In certain cases,
multiple political symbols can appear at the same
time. For instance, the author reveals that the
Party usually use the combination of symbols
signifying ‘socialist partiness’ and ‘Chinese
army’ together. It is to illustrate the Chinese
army’s partiness. In other cases, the Party uses
the combination of ‘socialist partiness’ and the
‘nationness of China’ altogether in implying the
Party’s superiority over ‘China’ as a concept of a
state.

On the basis of these statistic data, the author
reveals two phenomena. Firstly, concerning the
absolute quantity of cases containing political
symbols and their emerging frequencies in both
sets of cases, the magazine cases are seemingly
less politicized. For another, there is a clear po-
litical hierarchy in poster cases in terms of the
utilization of political symbols. The author dis-
covers that in posters, political symbols standing
for the ‘socialist partiness’ emerged most fre-
quently, and then follows those standing for
the ‘Chinese army’. The symbols signifying the
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‘nationness of China’ emerged least frequently.
This can be considered as an implication that
in Chinese propaganda posters, propagandists
intend to present the Chinese Communist Party
in a rather superior position. The Chinese army
functions as an affiliation of the party since it
is essentially the violent organ belong to the
party for the ultimate purpose of maintaining
the party’s power structure. As for the position
of China as a country, in this political hierarchy
it is lower than the position of the party and its
violent organ. Generally speaking, this political
hierarchy in the set of poster case implies a fact
that the essence of China as a state of nature is
actually a party-state.

Considering the facial expressions of pre-
sented human figures in both sets of cases,
they are values that can be confirmed via visual
examination. The author uses the previously
mentioned way of categorization to define four
genres containing different facial expressions
as a series of indexical signs standing for sig-
nified connotations. For instance, firstly, fa-
cial expressions of ‘smile’, ‘cachinnation’ and
‘relaxing’ can be categorized into a genre with
a signified connotation of a ‘quasi-happiness’.
Then, those of ‘alert’ and ‘confidence’ can be
grouped into a genre with a signified connotation
standing for being ‘socialistically militant and
progressive’. Thirdly, facial expressions such as
‘anger’, ‘sorrow” and ‘crying’ can be grouped into
a genre with a signified connotative meaning of
‘quasi-unhappiness’. Lastly, all indefinable facial
expressions other than previously mentioned ones
can be grouped into a genre of ‘non-specification’.

In both sets of cases, genres of ‘quasi-happiness’
and ‘socialistically militant and progressive’
emerged most frequently in all human-figure-
involved cases. The genre of ‘quasi-unhappiness’
can only apply to two types of propagandas
in both sets of cases. They include political
posters for urgent public mobilization and
magazine covers featuring suffering foreign
citizens with different racial features. In doing
so, propagandists can bring forth a “constructed
reality” into all viewers’ consciousness that
happiness and progression are the common
emotions among all ordinary Chinese people.
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Sorrow and suffering are common emotional
associations with foreigners and foreign countries,
especially with people from Western developed
countries.

4.2 Findings through
Semiology

Verbal and Visual Language

According to Hill and Helmers (2004, 2-3),
to study whether a visual artifact is rhetorical
requires a joint study of both verbal and visual
elements in this artifact because words and
images are used to accomplish different aims
in one artifact. In other words, the study of
visual rhetoric does not naturally exclude its
linguistic basis. Sometimes verbal materials can
also be conveyed to people via visual forms, for
instance, printing or electronically. Thus rhetoric
encompasses a notion of visuality at the very level
of text (Hill & Helmers 2004, 3).

In this research, visual languages consist of
‘non-coded visual image’ (denotation), ‘coded
visual image’ (connotation) and ‘linguistic
message’ (for explaining / strengthening visual
language). Images and linguistic elements in
posters and magazine covers together form
different appeals of ‘visual rhetoric’. Images
represents the visualizations with meanings,
and linguistic elements make their meanings
more clear, restricting how the meanings can
be received by the public. Moreover, lingusitic
elements such as slogans, text-basd logo and titles
of cover stories can place the image into certain
context where and how it can be viewed (Hill &
Helmers 2004, 11). Thus, it is neccesssary for the
author to study verbal rhetoric concerning the use
of linguistic message or verbal language in this
research in order to clearly study the rhetoric of
image.

In research materials, there are 103 of all 105
poster cases has their specific linguistic titles

while there are only 62 of all 105 magazine cases
have their own titles of corresponding cover
stories. However, all of magazine covers have the
linguistic logo in a verbal text-based form.

In all cases with linguistic messages, the author
reveals three types of rhetorical appeals including
‘brand rhetoric’, ‘personalized rhetoric’ and
‘poetic rhetoric’. The first appeal depends on the
moral character of the speaker, more precisely,
the performance of the credibility, authority and
honesty of the rhetor; also known as ‘Ethos’. The
second appeal depends on rhetor’s act to place
audience in a certain frame of mind or emotion,
also known as ‘Pathos’. The third one depends
on the performance of the rhetor’s speech or
writing itself, in so far as it proves or it seems to
prove; more precisely, on the performance of the
intellectual power of one’s speech and writing,
also known as ‘Logos’.

The ‘brand rhetoric’ is an addresser-oriented
verbal expression, and it functions as the ‘Ethos’
of Aristotelian rhetoric to persuade through
showing the credibility, authority and honesty
of the addresser. It refer to those linguistic
expressions with an informative basis but inserted
with highly decorative adjectives and/or featured
attributes such as “ 77 ] ” (Chinese),
XK B 7 (national), “ % [ ” (the Party's), “ A [
ZZ B\ HJ 7 (the PLA's) and so on. This kind of
verbal expressions usually appear with pictorial
expressions visulizing the existence of the actual
addresser and/or its symbol. For instance, as
the linguistic slogan in poster case number 1 in
1989 stating in Chinese as “ [E [ £} 437 55 it ¥
& 7 (The great achievements in national defense
and science and technology). The pictorial image
listed a series of photos demonstrating the latest
technological achievements in Chinese national
defense and sciences with Chinese national flags
on them.

The ‘personalized rhetoric’ is an addressee-
oriented verbal expression, and it functions as
the ‘Pathos’ of Aristotelian rhetoric to persuade
through placing addressees in a frame of mind or
emotion. It refers to those linguistic expressions
always beginning with an action verb to call for
people’s reactions and/or linguistic expressions
with emotional interjections, as well as certain

linguistic expressions beginning with featured
attributes such as “ F 1] #J ” (our) and/or “ A
[ [ 7 (people's) in order to show an kind of
‘emotional affiliation” between the addresser
and the addressees. This is a type of linguistic
statement that is easy for readers to define,
especially in the set of poster cases. This is be-
cause most of Chinese propaganda posters are
usually used to feature officially acknowledged
moral models and national heroes, to praise the
Party’s excellence and mobolizing the public with
imperatives. For example, the political slogan E]
B Al & 52 2] 7 (Study Comrade Lei Feng) in
poster case number 1 in 1990, the slogan “ o T
SEZ M5! 7 (Party ah Party, beloved Party!) in
poster case number 3 in 1991 and the slogan “ 12
A 1 1 28 7 (Advance into the 21st century) in
poster case number3 in 1999.

As for the ‘poetic rhetoric’, they refer to firstly,
linguistic expressions applying verbal metaphors,
metonymies and synecdochic methods. Secondly
they refer to those that conveying the meanings
standing only for their own sake, as well as being
irrelevant with the imagery referential context.
For instance, the title “ #& 52 XX #k ” (Beautiful
Images, merry songs) in poster case number 3 in
1989 and the slogan “ [F]— M-S, [5]— A 448 >
(One world, one dream) in poster case number 1
in 2008.

In the set of poster cases, the most frequently
emerged appeals of verbal rhetoric are the brand
and personalized rhetoric. The reason is that
there is a tendency among Chinese propagandists
to use numerous decorative adjectives and fea-
tured attributes to beautify normal political
events, ordinary technological outcomes and
ordinary Chinese citizens. It is meant to turn
them into a group of elements with exaggerated
‘excellence’. This constructed ‘excellence’ is the
key in visualizing a specific ideology that is “a
representation reflect the interest of power (Rose
2001, 70)”, “a representation of the imaginary
relationship of individuals to their real condition
of existence (Althusser 1971, 162)” and an idea
which helps “to legitimate a dominant political
power” (Eagleton 1991, 1).

As for the frequent emergence of personalized
rhetoric, the reason is that Chinese propagandists
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intend to promote the desired societal value
of collectivism. This collective value always
encourages people to devote or even sacrifice
themselves for the public masses in a name of the
‘greater good’. However, this kind of collectivist
thinking is fundamentally against the feature
of self-preservation, or commonly known as the
selfishness in the human nature. Thus it requires
propagandists to promote more and more moral
models and national heroes who bear this desired
collectivist thinking with simple and emotionally
strong linguistic slogans to call for people’s
imitation.

In the set of magazine cases, the most fre-
quently emerged appeals of verbal rhetoric are
personalized and poetic ones. The feature of the
magazine in a sense determines that these two
types of verbal rhetoric will be more frequently
emerged than the other. This is because, as a
commercialized magazine it requires expanding
its commercial circulation to attract people’s
attention in commercial wise. This means add-
ressers tend to use overtly exaggerated linguistic
titles of certain cover stories with numbers of
sensational and emotional adjectives.

As for the visual language, in both sets of
media, the author is also able to define three
appeals of visual rhetoric, including ‘brand
rhetoric’, ‘personalized rhetoric’ and ‘poetic
rhetoric’.

The ‘brand rhetoric’ can be defined as the
dominant appeal of visual rhetoric when the
image of one or more visual signs dominate
the image. These visual signs include political
symbol(s), Chinese politician(s), Chinese
celebrity(ies), sports champions, officially ac-
knowledged moral model(s), and well-known
Chinese technological achievements (colossal
infrastructure, artificial artifacts, advanced
Chinese military weaponries etc). It can also be
defined dominant appeal of visual rhetoric when
addressers use the highly typical and identifiable
visual styles, such as colors or typography or both
to dominate the appearance of the posters or
magazine covers.

The ‘personalized rhetoric’ can be defined as
the dominant appeal of visual rhetoric when, in
Chinese political propaganda, human figures are
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used in representing the ordinary Chinese people
living in a specific social, cultural and political
context. They help to build the conative function
of visual language. However, unlike most of
the ‘personalized rhetoric’ of visual language in
commercial advertisements involving human
figures as ‘happy’ users of a promoted product or
service with positive attitude, the ‘personalized
rhetoric’ of visual language in Chinese
propaganda involves two kinds of human figures:
the positive and the negative. The positive human
figures refer to those presented as ordinary
Chinese with happy facial expressions and body
languages. They represent those ordinary Chinese
people as “beneficiaries” under the promoted
ideology enjoying their lives. The negative human
figures refer to firstly those presented ordinary
Chinese with suffering facial expressions in a
narrative of victimization.

In Chinese political propaganda, the ‘poetic
rhetoric’ of visual language dominates an image
when a visual message is visualized by using
metaphors or substituted expressions, or by
visual elements with no guidance quality (typical
identifiable visual signs with specific meanings,
emotion-oriented facial expressions or/and typical
identifiable visual features possessing specific
associations). It invites open interpretations and
imaginations.

In the set of poster cases, the brand and
personalized rhetoric of visual language emerge
most frequently. This phenomenon implies that
for one, addressers would like to repetitively
expose these self-referenced ‘good products’
or ‘brand identities’ to the public to maintain
the “visibility of power” (Foucault 1995, 201).
On the other hand, addressers would like to
use a considerable quantity of constructed
moral models or celebrities with positive facial
expressions or body languages as an integrated
visual “guideline”. This is to construct a
ubiquitous public sphere with a constructed
reality that people should behave like them.

As for the set of magazine cases, the per-
sonalized rhetoric of visual language emerge
most frequently. However, its visual expressive
way is totally different from those in the set of
poster cases. Concerning the expressive way of

personalized rhetoric of visual language, in poster
cases, addressers intend to beautify and deify
those identifiable, well-known human figure with
painting or collage techniques. They beautify
them as “good products” from socialist China,
making most of them, especially politicians, to be
god-liked or king-liked people. However, in the
set of magazine cases, addressers intend to present
them in photographs with a more realistic and
objectified way while keep repetitively exposing
their images to readers.

Moreover, addressers intend to present more
ordinary Chinese people with positive facial
expressions and body languages in magazine
covers. Sometimes they are even presented
without linguistic titles of the cover stories.
These orinary Chinese are considered as an
integrated ‘visual testimonial’ in constructing a
public sphere with a constructed reality. In this
constructed reality, the audience should enjoy
their lives in socialist China and advocate this
socialist ideology as other presented “ordinary
people” do.

Unlike images in political propaganda
posters whose propagandistic efficiency is the
only and most valued matter, front covers of a
commercialized state-level magazine are required
to fulfill two functions. They include the
commercial circulation and the propagandistic
function. This indicates that comparing with
propaganda posters whose visual expressions
mostly contain straight-forward political-
based visual expressions, the front covers of
“China Pictorial” appear less political but
more ‘commercially attractive’. However, being
‘commercially attractive’ does not mean that they
do not bear propagandistic intentions at all. The
intentions are more concealed and subtle rather
than being obvious and straight-forward.

In a sense, even though the Chinese official
publishers define the magazine mainly as a
“recorder” and a “witness” of “domestic and
international events” (www.chinapictorial.com.
cn, 2002), in the author’s opinion, it cannot be
considered as a typical up-to-date news magazine.
Most of the featured image within the front
covers can be merely defined as ‘salon” images with
a strong official imprint. The ‘salon’image means

159

that most of these images feature typical events,
typical human figures, typical emotions or typical
moments with perfect lighting, highly optimized
visual layout, desired and propaganda-oriented
body gestures and facial expressions. These
official ‘salon’ images have created a quite unique
aesthetic pattern in which official opinions can
be subtly publicized by photographs that have
a high level of euphoric value towards viewers.
Moreover, These ‘salon’ images create a series of
commercially and visually attractive photographs
lacking necessary journalistic features but with
rather subtle propagandistic intentions. In
addition to that, the inceptive masthead of the
magazine inscribed by Mao Zedong also indicates
its official attribute to a certain extent.

Visual Rbetoric

On the basis of Dr. Marja Seliger’s visual rhetoric
in outdoor advertisements (2008), the author also
defines three different rhetorical appeals formed
by the function of visual language in Chinese
political propaganda. They include the “brand
rhetoric” (Seliger 2008b, 14), the “personalized
rhetoric” (Seliger 2008b, 14) and the “poetic
rhetoric” (Seliger 2008b, 14). The author uses a
table to conclude these three different appeals of
visual rhetoric in Chinese political propaganda
(see table 11).

Concerning the “brand rhetoric” (Seliger
2008b, 14) in Chinese political propaganda, the
author discovers it as an artifact when the visual
language(s) refering to those visual statements
constructed by visual expressions that dominantly
feature identifiable political symbols with a high
level of ‘typicality’ and visual styles highly related
to these symbols are utilized. These identifiable
political symbols are considered as self-referenced
‘good products’ or embodiments of the credibility
of the Party with branding preference.

As for the “personalized rhetoric” (Seliger
2008b, 14) in Chinese political propaganda, the
author finds out that it occurs when the visual
languages refering to those visual statements
formed by visual expressions involving human
figures (sometimes artificial artifacts) as an
integrated ‘emotional accelerant’” are adopted.



They can help to stir viewers into certain desired
emotional responses of which viewers can conduct
desired actions in basis.

To consider the “poetic rhetoric” (Seliger
2008b, 14) in Chinese political propaganda, the
author discovers it in research materials when
the visual languages invite imaginations and
open interpretations, standing only for its own
sake. When the audience encounter propaganda
materials with poetic rhetoric, most of them
will be attracted by the fantastic or profound
propaganda-irrelevant visual expressions in those
materials. They are in a highly poetic manner
with their own denotative meanings. The
propaganda-relevant connotative meanings can
be built in audience’s mind after the audience
creatively creating associations between what they
see and the current social, cultural and political
context they are living in.

Three Appeals of Visual Rhetoric and

Their Corresponding Functions in Chinese
Political Propaganda

1. Brand Rhetoric:

It visualizes the excellence of the addressers as their
credibility and visually building a frequent public exposure
of their political identities with positive implications.

2. Personalized Rhetoric:

Firstly, it can visualize positive emotions transmitted

by presented human figures as “promised enjoyments”
(Seliger 2008h, 14) to make viewers feel hopeful and
favorable towards the addressers. In addition, it can also
- visualize negative emotions emitted by presented human
figures (sometimes by artificial artifacts) in propaganda
materials for public mobilization as 'visual alarms’ to
build a ‘visual empathy” enabling viewers to properly feel
the constructed ‘urgency.

3. Poetic Rhetoric:

It visualizes those fairytale-liked or irrelevant visual
narratives that cannot help viewers to create a direct
association between the presented visual image and the
essential propagandistic message.

Table 11. Three appeals of visual rhetoric in Chinese
political propaganda
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Expect for these three mentioned visual rhetoric
appeals in research materials, the author also
discovers that in certain cases, especially in the
poster sets, more than one dominant visual
rhetoric appeal can be revealed in one case
at the same time. For instance, if a poster or
magazine case contain human figures with happy
facial expressions against a backdrop contain
identifiable political symbol(s), then this case
can be defined as a fulfillment of both brand
and personalized rhetoric. This may sound really
weird when people compare verbal rhetoric with
visual rhetoric. This is because when people speak
with a language, they can only speak one word at
a time in a linear time sequence, thus the verbal
rhetoric appeal usually can only be implemented
one at a time. However, when it comes to
presenting visual messages in a planar surface,
there is no linear limitation on the time sequence
for addressers to visually present one message at a
time. There is only a spatial limitation which yet
has its extent for more than one visual rhetoric
appeal to exist in one planar surface for visual
expressions.

Back to the topic concerning the visualization
of political ideology, according to the author’s
statistics, the “brand rhetoric” (Seliger 2008b,
14) is the most frequently emerged visual rhetoric
appeal in the set of poster cases. This is because
the addressers intend to maintain the visibility
of their ruling power among all Chinese citizens
by creating the “brand rhetoric” (Seliger 2008b,
14) as an artifact to illustrate the excellence of
the current ideology with a branding preference.
In the set of magazine cases, the “personalized
rhetoric” (Seliger 2008b, 14) and the “poetic
rhetoric” (Seliger 2008b, 14) are most frequently
emerged visual rhetoric appeals. This is because
within a commercialized state-level magazine,
the addressers of “China Pictorial” intend to
use a more subtle way to convey the propaganda
message rather than a straight-forward way
to highlight political symbols. In doing so,
addressers can ‘naturalize’ the visualization of
a specific ideology in a commercially circulated
magazine. However at the same time, they can
still maintain its commercial attractiveness to-
wards all Chinese citizens.

Nevertheless, the recognition towards the vi-
sualization of a specific ideology with different
appeals of visual rhetoric is highly culture and
knowledge-dependent. Different social, cul-
tural and political contexts can affect people’s
cognition towards the visual rhetoric appeals.
For a local Chinese, a poster or a magazine co-
ver image featuring a smiling portrait of Deng
Xiaoping is definitely an implementation of the
“brand rhetoric” (Seliger 2008b, 14). In this
rhetoric, Deng is considered as a self-reference
credibility of the Chinese Communist Party.
However, for a foreign citizen who was born and
raised in a different social, cultural and political
context, it is most likely that that he or she will
only consider this image of Deng as an ordinary
smiling Chinese people who merely conveys him
a relatively happy emotion.
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5.
CONCLUSION

This thesis reveals three phenomena in general
level. Firstly, propaganda is considered a neutral
or even positive social act in China. For the
Chinese Communist Party, propaganda is a
significant tool to address the will of the state
and form public opinion in forming unity and
stability of Chinese society. This is why there is a
high level of visual richness in Chinese political
propaganda.

Secondly, the same propagandistic message
can be conveyed by diversified ways of visual ex-
pressions, including using colorings, applying
visual signs, and arranging visual spaces within
different media. These diversified ways of visual
expressions enable the Party to implant the same
hidden message (connotation) into several dif-
ferent visual images (denotation).

Third, today’s development of digital tech-
niques has dramatically shaped and changed the
production systems of political propaganda. By

using digitalized tools such as Photoshop and
Illustrator, Chinese propagandists can create
more visual effects such as 3D, visual multiplying
and collage in an easier and faster way than
before. These digitalized tools also help to
increase the visual acctractiveness of propganda
materials.

Most importantly, by adopting the art of
rhetoric in visualizations, the Party can cre-
ate different visual rhetoric in which visual
expressions can be arranged in a specific way to
form corresponding visual language or visual
arguments. This helps the Party to develope
not merely a straight forward visual expression
but also a “subtle coercion” (Dee 2009, 17) in
visualizations, in order to mitigate and naturalize
their propagandistic intentions.

Focusing back to the key research questions
in this thesis, the author discovers how visual
expressions and visual language have been used
and applied in visualizing Chinese communist
ideology. The precise key research question can be
defined in following aspects: Firstly, what kind

of visual signs have been used in two different
media? Secondly, how has the visual language
been formed by the utilization of visual signs
within two different media? Thirdly, what kind of
ideas the constructed visual language can convey
to people from the Party’s perspectives. Most
importantly, what kind of visual rhetoric within
Chinese political propaganda is used?

Considering the first research question, there
are three types of visual signs can be found based
on the content analysis. They include the iconic
sign, indexical sign and symbolic sign.

Most of the iconic signs in the research ma-
terials appear on the denotative level of the
meaning. What these iconic signs signify in
the visual image is what they ‘literally’ mean.
For instance, if a Chinese propaganda poster
or a magazine cover features an portrait of a
Chinese politician, then denotatively speaking,
this portrait is an iconic sign of the Chinese
politician on an analytical level. These iconic
signs include portraits of happy Chinese people,
powerful political leaders, popular Chinese
celebrities, Chinese moral models, national he-
roes and images or photos of famous Chinese
infrastructures, architecture, Hi-Tech products
and other technological achievements.

The indexical signs found in the research
materials include the facial expressions and body
movements of presented human figures. For
instance, a smiling facial expression is a ‘signifier’
signifying the signified ‘happiness’, and the
inherent relationship between ‘happiness’ and
‘smiling’ makes a smiling facial expression an
indexical sign of ‘being happy’.

As for the symbolic signs in this research,
they include different political symbols, such
as the golden pentagram, the emblem of the
Chinese Communist Party, different red flags
with political meanings and lingusitic titles and
slogans. However, during the cognitive process in
audience’s consciousness, one denotative iconic
sign can transfer into a connotative symbolic




sign that contains hidden messages. This hidden
message other than the literal meaning of the
iconic sign is endowed by the specific social,
cultural and political contexts in which people
live. Thus, a portrait of a Chinese politician
may only be a denotatively an iconic sign of this
politician in the West. But it can also function
as a symbolic sign of the Party and its excellence
in China. This kind of ‘transformation’ between
iconic signs and symbolic signs is highly cultural
dependent.

Besides, the symbolic signs can also be cla-
ssified as metonymic and synecdochic signs (Rose
2001, 82) based on the level of ‘typicality’ they
have. For instance, the portrait of former Chinese
leader Mao Zedong is always assocaited by Chi-
nese audience with the Chinese Communist
Party becuase he is the only founder of the Party.
For Chinese audience, Mao’s portrait can hardly
be distorted with meanings other than the Party
for it is so typical. As for synecdochic sign, in the
research materials, the Party has used numbers
of pictures featuring single ordinary Chinese to
represent all Chinese population as a whole. Each
picture of one single Chinese is a synecdochic
sign of all Chinese people. In other words, a
synecdochic sign has only part of that ‘typicality’
of what it intends to signify.

Concerning the second research question that
how has visual language been formed, the au-
thor discovers five reflexive themes in Chinese
propaganda posters and magazine covers. They
include:

1). China’s Modernization

2). China’s Technological Progression and
Competence

3). The Excellence of the Chinese Communist
Party

4). Happy Chinese People

5). Glories of the Socialist China

Each theme contains specific visual expressions.
These visual expressions are arranged within
different syntaxical relations in order to form
specific visual languages (arguments).

As for the reflexive theme of ‘China’s mo-
dernization’, the addresser intend to juxtapose

visual symbols standing for China, such as Chi-
nese national flag, national emblem and red and
yellowish colorings, together with visual images
transmitting the idea of ‘urban modernity’. These
visual images include those of modernized urban
citites in China including Beijing, Shanghai,
Shenzhen, Hong Kong and Macau; images of
famous gigantic instrastructures in China in-
cluding the stayed-cable bridges, well known
modern architectures, as well as sapce-cube and
poisonous green signifying ideas of ‘being modern
and technical’. The visual samples containing
this specific theme include poster case number 2
in 1990, poster case number 2, 3, 4 in 1992, poster
case number 1 in 1999, magazine case number 2
in 1993, magazine case number 1 in 1994, and
magazine case number S in 2000.

The reflexive theme of ‘China’s technological
progression and competence’ refer to research
materials containing images of Chinese space
lauch module, illustrated Hi-Tech symbols
including the DNA linkage and micro-electronic
circuit, advanced industrial products and blue
or grey-ish colorings signifying ideas of being
modern, precision and professional.

In these research materials, the addresser
adopts juxtaposition as a symbolic action to
place political symbols and/or specific colorings
with political meanings in a planned spatial
arrangement. It is to build an ‘association’ or
‘causality’ between the Party (and its socialist
ideology) and the intended message of “goodness”.
More precisely, the addresser intends to introduce
a ‘connection’ and an ‘affiliation’ between the
origin of China’s technological progression with
the Party itself.

In addition to that, the way how these vi-
sual materials were produced are also utilized
as a mean for the addresser to implicate the
progression of China’s modern technology.
For instance, in poster case number 1 in 1989,
poster case number 1 and 3 in 1996, poster case
number 1 in 2001 and 2002, as well as magazine
case number 2 in 2009, the addresser juxtapose
Chinese national flag and/or the Party’s emblem
together with China’s contemporary technical
achievements in order to create a visual argument
that all these achievements are obtained under
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the leadership of the Chinese Communist Party
in a socialist China. In poster case number 1 and
3 in 2002 and magazine case number 1 in 2001,
the addresser applies a series of modern com-
positional techniques to visualize the presented
images. These techniques include, photographs,
digitalized image collage and 3D technique.
This symbolic action can create a syntaxical re-
lationship between visualizations and their ‘mo-
dern looks’.

Cocerning the reflexive theme of ‘the excellence
of the Chinse Communist Party’, the addresser
presents visual images functioning as symbolic
signs that stand for the ‘excellence’ and ‘greatness’
of the Party and its ideology itself. These visual
images include those of Chinese political leaders,
coat of arms of the Party and red flags, red and
yellow-ish colorings signifying socialist ideology,
officially recognized moral models and national
heroes, and images of Chinese soldiers.

In this specific theme, the addresser intend
to juxtapose more human figures together with
the symbols of the Party to exert an emotional
impact over the audience. Normally, these pre-
sented human figures are famous and well-
known for Chinese audience, especially for cer-
tain official mora models such as Comrade Lei
Feng or Su Ning, as well as most of presented
political leaders. There is a constructed emotional
connection between the audience and presented
human figures because these figures were all
branded as being ‘altruistic’ and ‘willing to sa-
crifice themselves for the people’. They are, in
other words, the avatars of socialistic ideologies
such as ‘collectivism’, ‘altruism’ and ‘self-devoting),
the brand identities with a positive brand image
of the Chinese Communist Party. For instance,
the visual samples containing this specific theme
include poster case number 1 in 1990, poster case
number S in 1991, poster case number 1 and S in
1992, poster case number 2, 4, S in 1993, poster
case number 1 and 2 in 1994, poster case number
2, 3, 4, 5 in 1995, poster case number 1 in 1998,
poster case number 2, 3, 4 in 1999, all poster
cases in 2009, magazine case number 4 in 1991,
magazine case number 3, 4 in 1992, magazine case
number 2 in 1996, case number 4 in 1997, case
number 2 in 1999, case number 3 in 2000, case

165

number 2, 4 in 2003, case number 1, 4 in 2004
and case number 3, 4, S in 2007 and so on.

As for the reflexive theme of ‘happy Chinese
people’, the addresser intend also exert an emo-
tional impat over audience by presenting images
in both cases. These visual images include those
containing presented human figures with racial
features of eastern Asians, ficial expressions of
smiling, cachinnation, relaxation and others with
positive implication.

Moreover, they also inlucde visual images
featuring body languages of cheeing up, dancing,
playing, relaxing and so on, human figures in
costumes of Chinese ethnic minority groups,
human figures with assorted occupational fea-
tures and human figures with distinguishable
‘class’ features including peasants, workers, sci-
entists, artists and urban bourgeoisies. exerting
emotional impact here refers to the symbolic
action that presents human figures (including
political figures) and the way how they have been
visually presented.

Emotional impact can be used as: first, pre-
senting human figure(s) on an ‘intimate’ or ‘per-
sonal level” in social distance. This is to create a
visual ‘closeness’ between viewers and the human
figure(s) as though their family member(s) or in-
timate lover(s).

Second, presented human figure(s) can be
presented on a ‘social level at a close or far phase’
in social distance. This is to create a visual ‘my-
stery’ or ‘distance’ between viewers and the hu-
man figure(s) as though a stranger(s). In doing
so, addressers can maintain the ‘mystery’, ‘un-
verifiability’ and ‘stateliness” of the human figure.

Thirdly, human figure(s) can be presented on
a ‘public’ in social distance. It is to create a visual
perception of ‘all public masses’. For example,
the visual samples containing this specific theme
include poster case number 3, 4, S in 1989 and
1990, case number 2, 3 in 1991, case number 4
in 1993, case number 2 in 1996 and 2000, case
number 2, 3 in 2001, case number 2, S in 2002,
case number 1 in 2004 and 2006, case number 1,
2, 3, 4 in 2008 etc, and most of magazine cover
cases featuring ordinary Chinese people.

The reflexive theme of ‘China’s technological
progression and competence’ refer to research



materials containing images of Chinese national
flag, important glorious national events, such as
the Hong Kong and Macau Handovers, inter-
national summits, Beijing Summer Olym-pics,
images of Chinese sport gold medalists and other
internationally known Chinese celebrities.

Other than juxtaposing political symbols
signifiying the idea of ‘China’ and ‘Chinese’ with
images of important glorious national events, the
addresser also utilizes human figures to exert the
emotional impact over audience. The addresser
presents human figures such as Chinese sport
gold medalists and other Chinese citizens with
international honor to stir a high level of ‘sense of
national pride’ in Chinese people’s consciousness.
For instance, the visual samples containing this
specific theme include poster case number 2, 3
in 1997, poster case number 2 in 1999, poster case
number 1 in 2003, poster case number 1, 2, 3 in
2007 and magazine case number 3 in 1989, case
number 4 in 1990, case number 1, S in 1993,
case number 4 in 1997, case number 1 in 2000,
case number 3 in 2003 and 2005, as well as case
number 2 in 2006 and case number 1 in 2007 etc.

In general, each reflexive theme in this research
is constructed by different symbolic actions in
both sets of cases. These symbolic actions help to
build the syntaxical relationship among visual
signs, including colorings, images, compotional
techniques.

In the research materials, most of the visual
signs are discontinuous. Each visual sign is an in-
dependent visual ‘word’. Without an constructed
syntaxical relationship between each visual
‘word’ to organize them into an understandable
and fluent visual argument, the comprehension
on the visualization as a whole will still remain
chaotic and inexplicit. The syntaxical relationship
can help to form a perceivable visual argument.
Thus, through the semiotic analysis on research
materials, the author discovers three main
symbolic actions helps to form visual languages.
They can be concluded as ‘juxtaposition’, ‘emo-
tional impact’ and ‘implication’.

Juxtaposision refers to the symbolic action
that places political symbols and/or specific
colorings with political meanings in a planned
spatial arrangement. It is to build an ‘association’
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or ‘causality’ between the Party (and its socialist
ideology) and the intended message of “goodness”.
For instance, in a visualization that shows a
group of ordinary Chinese people dancing with
happy facial expressions, the symbolic action of
‘juxtaposition’ can be used as: first, to place the
Party’s emblem visually higher than the image
of dancing group, then it creates a syntaxical
relationship that transmits an idea of ‘leading’.
This can be interpreted as that the Party is leading
people to strive for a happy life.

Secondly, the Party’s emblem can be placed
under the image of the dancing group. It creates
a syntaxical relationship that conveys an idea of
being ‘a foundation’. This can be interpreted as
that the Party is the foundation of people’s happy
life.

Thirdly, the Party’s emblem can be shown in
the backdrop of the image or can be rendered
randomly in the whole image while kept visually
identifiable. It creates a syntaxical relationship
transmitting an idea of a ‘causality’ or an ‘as-
sociation’ between the ‘happy Chinese’ and ‘the
Party’. The author discovers that this symbolic
action can be found within all reflexive themes.

The utilization of the symbolic action ‘im-
plication’ refers to the compositional tech-
niques of the visualization together with the
representation of specific images. Nowadays,
in order to transmit an idea that the Party is
making progress as the times goes on, Chinese
propagandists are trying not only to imply this
cognition via visualizations but also implying
it with the way how they create visualizations.
They intend to brand the Party as a progressive
and active political entity. Moreover, they also
have applied a series of modern compositional
techniques to visualize the Party’s ideology. These
techniques include, photographs, digitalized
image collage and 3D technique.

This symbolic action can create a syntaxical
relationship between visualizations and their
‘modern looks’. It is to imply an association
between ‘progression’ and the Party, as well as
its ideology. For instance, in reflexive themes of
‘China’s modernization’, ‘Chinese technological
progression and competences’ and ‘the excellence
of the Chinese Communist Party’, the author

discovers the utilization of the symbolic action
of ‘implication’ to transmit an idea of being
‘modernized’ and ‘progressive’.

Nevertheless, in the research materials, it is
quite rare to see that only one symbolic action
applied alone. As a matter of fact, in most cases,
the author discovers that more than one symbolic
action was applied to form visual arguments in
one reflexive theme.

Regarding the conveyed main idea(s), though
the visual languages (or arguments) differ from
each other denotatively, the author discovers three
main ideas in research materials on a connotative
level. They include that ‘the Chinese Communist
Party has always been great’, ‘Chinese people are
healthy, rich, attractive, independent, confident,
happy and passionate’ and ‘Under the leadership
of the Chinese Communist Party, the socialist
China is amazing with all achievements in arts,
culture, politics, economics, education, science
and so on’.

If readers have knowledge about China’s
propaganda during the Cultural Revolution back
to the 60s’, it is interesting to see that nowdays the
Party does not promote itself by using dramatic
visualizations that belittle other rivalries or
provoke hatred against other social systems like
it did before. Instead, the author finds out in this
research that contemporary Chinese political
visualizations focus mainly on the Party’s own
achievements and ordinary Chinese people. The
Party has changed its propagandistic strategy
from ‘conflict exporting’ into ‘self-referencing and
promoting’ to consolidate its ruling legitimacy.

By examining applied visual language and
conveyed propagandistic ideas, the author also
discovers three visual rhetoric appeals, namely the
‘brand rhetoric’, ‘personalized rhetoric” and ‘poetic
rhetoric’.

The brand rhetoric refers to those visual
statements constructed by visual expressions that
dominantly feature identifiable political symbols
with a high level of ‘typicality’ and visual styles
highly related to these symbols. These identifiable
political symbols can be defined as self-referenced
“good products” or embodiments of the cre-
dibility of the Party with branding preference.

The personalized rhetoric can be revealed as

an artifact contains visual statements formed
by visual expressions involving human figures
(sometimes artificial artifacts) as an integrated
‘emotional accelerant’ and they can help to stir
viewers into certain desired emotional responses
of which viewers can conduct desired actions in
basis. In other words, Personalized rhetoric is to
provoke viewers’ emotions and acts.

Lastly, the poetic rhetoric can be spotted in
both sets of cases when the visual languages
invite imaginations and open interpretations
and it usually stands only for its own sake. When
viewers encounter propaganda materials with
poetic rhetoric appeal, most of viewers may
be attracted by these fairy-tale-liked, fantastic
or profound propaganda-irrelevant visual
expressions that contain specific denotative
meanings. The propaganda-relevant connotative
meanings may be built after viewers creatively
creating associations between what they see in
these materials and the current social, cultural
and political contexts they are living in.

Generally speaking, the term ‘propaganda’ as
an independent academically analyzable concept
is considered neutral and slightly positive in
China. The criteria to define its status to be ‘good’
or ‘bad’ depend on the ultimate purpose of the
addressers with specific intentions in a designated
social, cultural and political context.

In this thesis, the author analyzes Chinese pro-
paganda materials from a visual com-munication
perspective with no intention to define whether
the status of Chinese propaganda is ‘good’ or
‘bad’. Moreover, the ultimate goal of the au-
thor in this thesis is to make a comparison of vi-
sualizations of a specific ideology between two
different media. The initial motivation to start
this research is a semiotic hypothesis that there
may be differences between them in multiple as-
pects.

Through the research, the author discovers
that in Chinese political propaganda in both sets
of cases from 1989 to 2009, the most obvious
development concerns the compositional
techniques of visualizations and it shows a trend
to be more digitalized.

Besides, the author also finds out that the way
of how to convey propagandistic message in the
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set of poster case is different from the magazine
cases.

The Party has used a more straight-forward
visual expressive manner in political posters
while a more subtle and naturalized manner in
magazine covers.

In addition to that, the author can conclude
that there is a similarity between political
propaganda and commercial advertisements. The
ultimate purpose of a commercial advertisement
is to promote the excellence of a specific product
or service, making people purchase it, while the
ultimate purpose of political propaganda is to
promote the excellence of a specific ruling party
and its affiliated ideology, making people to
believe and advocate it. In this sense, the concepts
of ‘advertisement’ and ‘propaganda’ are inter-
changeable.

Most importantly, through the research, on
the basis of Prof. Dr. Marja Seliger’s criteria
in defining functions of visual language and
visual rhetoric in outdoor advertisements, the
author also defines six different functions of
visual language with their corresponding visual
expressions, as well as three appeals of visual rhe-
toric in Chinese political propaganda within two
different presenting media.

Nevertheless, what the author does in this
academic thesis is to provide a subjective inter-
pretation towards Chinese political propaganda
from the perspectives of visual communication,
linguistics and visual semiotics. The objective
performance of those visual materials in viewers’
consciousness may require researchers to analyze
with corresponding theories of reception.

However, the taxonomy of functions of visual
language and visual rhetoric appeals concerning
Chinese political propaganda can exemplify how
visual expressions form different visual arguments
used for persuasion.

Lastly, the concept of visual rhetoric can be
a perspective, an artifact or both but after all it
is not a scientific doctrine that offers readers a
discipline or methodology, which can be verified
with universal standards. The recognition towards
visual rhetoric is highly culture and knowledge-
dependent. Defining visual rhetoric requires
researchers to bear basic knowledge of different

social, cultural and political contexts. What the
author does here only reveals one specific realm of
visual communication on a solid basis created by
former researchers, and it is a great hope for the
author that this thesis can offer a relatively new
perspective for further research in the realm of
visual communication.
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Appendix

Total
Number

Years of Male

98

1994 3

2003 b

2007 20

2009 b1

A gender-prominent table of the alteration of numbers of both male and female figures in both sets of cases in accordance of

the linear chronology
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An age-prominent table of the alteration of numbers of both child and elder figures in both sets of cases in accordance of the
linear chronology
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