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ABSTRACT 
 

Introduction: Graphic design plays a crucial role in shaping the processes through which meaning is produced, communicated, and understood in 
contemporary societies. By employing elements such as images, symbols, colours, typography, and layout, graphic design functions as a visual language that 
articulates cultural values, identities, ideologies, and social messages. The discipline of semiotics, which studies signs and their meanings, provides a valuable 
theoretical framework for understanding how graphic design communicates beyond mere visual appeal. This research explores the construction and 
interpretation of meaning within graphic design practices in Uganda from a semiotic perspective. Methods: The research employed a cross-sectional design 
utilising a qualitative method. Data were gathered from active graphic designers, art educators, advertising professionals, and members of the general populace. 
A total of 70 respondents were chosen through stratified random sampling. The data collection was conducted via structured questionnaires and subsequently 
analysed using descriptive statistical techniques. The data were analyzed thematically, guided by semiotic categories and emergent meanings derived from 
participant narratives and visual materials. Results: The research indicated that colours, symbols, images, and typography serve as essential semiotic 
instruments within Ugandan graphic design, utilised to convey cultural identity, social values, and commercial messages. Respondents noted that indigenous 
symbols and colours are predominantly employed to elicit cultural familiarity, whereas contemporary layouts and typography are influenced by Western design 
principles. Conclusions: The study establishes that graphic design in Uganda operates as a semiotic system in which meaning is negotiated among designers, 
cultural context, and audiences. Although global design trends influence practice, local cultural symbols remain significant in the process of meaning-making. 
Enhancing semiotic awareness among designers may improve the effectiveness and cultural sensitivity of visual communication. 
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INTRODUCTION 
 

Introduction  
 
From a historical perspective, the field of graphic design emerged 
during the 19th and 20th centuries, paralleling the processes of 
industrialisation, the advent of mass printing, and the expansion of 
advertising. It developed into a practical discipline focused on the 
strategic organisation of text and imagery to communicate messages 
effectively and persuasively. From its inception, researchers have 
recognised that visual artefacts are inherently biased; their elements, 
such as form, colour, typography, and pictorial imagery, function as 
signs that rely on culturally and historically specific codes for 
interpretation. (Łozowski, 2023). 
 
Graphic design constitutes a significant form of visual communication 
that utilises signs and symbols to convey meaning. In daily life, 
individuals engage with graphic designs through posters, 
advertisements, logos, packaging, digital media, and public 
information systems. These visual formats influence perceptions, 
behaviours, and interpretations of social realities. Semiotics, a 
theoretical framework rooted in the works of Ferdinand de Saussure, 
Charles Sanders Peirce, and subsequently Roland Barthes, offers a 
methodological approach for analysing how signs operate and how 
meaning is generated and understood within specific cultural contexts 
(Filipowicz, P., 2025). 
 
Scholars worldwide have highlighted that graphic design is not 
neutral; instead, it embodies ideological, cultural, and social values  
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embedded in visual signs (Chandler, 2017). Elements like colours, 
images, typography, and layout serve as signifiers that convey shared 
meanings to audiences. In multicultural contexts, graphic design 
becomes a space where global and local meanings converge, 
sometimes strengthening cultural identity and at other times fostering 
a homogenised visual culture (Abdelmaqsoud, M. G. M., Assal, M. E. 
A. M., & Hosen, R. M. M. A., 2025). 
 
Recent advances have shifted from analysing individual signs to 
focusing on systems or "grammars" of visual meaning. Kress and van 
Leeuwen's multimodal visual grammar views elements like colour, 
gaze, framing, and layout as functioning both syntactically and 
semantically like language; thus, designers' write" with images and 
typographic choices (Kress & van Leeuwen, 2020). This framework 
allows for empirical study of how semiotic resources combine to 
produce coherent or contested visual texts. Research shows how 
compositional choices in posters, health imagery, and ads influence 
persuasion, clarity, and cultural meaning. Visual semiotics has grown, 
covering critical, historical, and multimodal approaches. Recent works 
highlight key areas: formal semiotic analysis, discourse-historical 
context, and audience reception studies examining how social groups 
interpret signs (Aiello, 2020). This diversity benefits examining 
graphic design in non-Western contexts, where local and global 
codes interact. 
 
From a conceptual and analytical perspective, understanding 
meaning in graphic design involves situating visual artefacts within 
extensive semiotic frameworks that clarify how signs generate 
meaning. Semiotics, the structured study of signs and symbols and 
their function in communication, offers a fundamental framework for 
analysing visual communication in graphic design. (Şendur Atabek, 
G., & Atabek, U. 2015). 



Semiotic scholars explain that visual artifacts convey meaning on 
both literal and cultural levels. The direct, literal meaning is called 
denotation, while connotation encompasses the cultural and 
ideological associations these signs evoke. This distinction, 
emphasised in semiotic studies, is especially relevant for graphic 
design researchers because it shows how surface features like visual 
symbols connect with deeper cultural stories and values that 
audiences interpret, including cultural codes and symbolic meanings. 
Research in visual communication indicates that elements such as 
colour, imagery, and typography function as interconnected sign 
systems, supporting interpretation across different contexts and 
audiences (Kruk, Ziems, & Yang, 2023). For example, colour choices 
can evoke emotional responses and cultural understanding, while 
layout helps guide viewers' focus and interpretation. In Africa, graphic 
design often draws on indigenous symbols, colours, and visual 
metaphors, blending traditional crafts, textiles, murals, and body art 
with modern aesthetics. Contemporary African graphic design 
extends these traditions into digital and commercial spaces, 
transforming indigenous signs into modern visual languages (Yeo, A., 
& Cao, F., 2021). In Uganda, graphic design has grown quickly due to 
expanding advertising, digital media, political communication, and 
entrepreneurship. Designers frequently incorporate national symbols, 
local languages, cultural colours, and imagery into their work 
(Natabaalo, G., Jemimah, L., &Bailur, S., 2023). Despite this growth, 
there is still limited scholarly focus on how meaning is created and 
understood in Ugandan graphic design from a semiotic perspective. 
This study aims to explore how meaning is constructed within the 
system of signs in Ugandan graphic design. 
 
Statement of the Problem 
 

Graphic design in Uganda has experienced rapid growth, permeating 
various sectors such as advertising, public service messaging, 
branding, and digital media. Designers consistently utilise visual 
elements including color, typography, imagery, and layout to 
effectively communicate messages across diverse audiences. 
Nevertheless, despite this widespread development, there exists a 
paucity of empirical research examining how these visual 
components convey meaning within the Ugandan socio- cultural 
context. While global studies in visual communication and semiotics 
indicate that meaning is socially constructed and culturally mediated 
(Kress & van Leeuwen, 2020; Barthes, 1977), the specific semiotic 
codes and interpretive practices employed by Ugandan audiences 
remain largely underexplored. 
 
The absence of localised semiotic research presents both practical 
and theoretical challenges. Designers may unintentionally produce 
messages that are misinterpreted, culturally inappropriate, or fail to 
resonate with intended audiences. Educational programs in graphic 
design risk teaching theoretical concepts without sufficiently 
contextualising them within Uganda' s unique cultural and symbolic 
landscapes. Additionally, policymakers and communicators- including 
those involved in health, education, and governance- lack evidence- 
based guidance on how visual elements can enhance clarity, cultural 
relevance, and audience engagement. 
 
Existing literature underscores semiotics as a vital analytical 
framework for understanding meaning- making in visual 
communication (Peirce, 1931; Chandler, 2017). However, most 
research predominantly focuses on Western or generalised contexts, 
often neglecting the influence of local culture, indigenous symbols, 
and vernacular visual practices on interpretation. In the Ugandan 
setting, visual communication exists within a complex interplay of 
cultural heritage, globalisation, technological adoption, and socio- 
economic diversity. This situation creates a significant knowledge gap 

regarding how graphic design functions to produce, encode, and 
negotiate meaning within this context. 
 
Accordingly, this study aims to investigate the processes through 
which meaning is constructed and interpreted in Ugandan graphic 
design, employing semiotic frameworks to analyse both design 
artefacts and audience interpretations. Addressing this gap will 
contribute to the theoretical development by extending semiotic 
analysis to a culturally specific African context, and to practical 
applications by providing insights to designers, educators, and 
communicators on producing visually resonant and meaningful 
messages that are culturally appropriate. 
 
Specific Objectives of the Study 
 
The following objectives guided the research: 
 
1. To identify the semiotic elements utilised in graphic design in 

Uganda. 
2. To examine how graphic design conveys meaning to audiences 

through visual signs. 
3. To explore the cultural influences on meaning-making in 

Ugandan graphic design. 
 

METHODOLOGY  
 
Research Design 
 
This study used a qualitative cross-sectional research design to 
explore how meaning is created, communicated, and interpreted in 
graphic design within the Ugandan socio-cultural context. The 
qualitative approach was selected because meaning in graphic 
design is inherently subjective, context-dependent, and socially 
constructed. Understanding how designers encode meaning through 
visual elements and how audiences decode these meanings requires 
rich, descriptive data that reflect experiences, interpretations, 
intentions, and cultural references—elements that cannot be 
adequately captured using quantitative methods. 
 
A qualitative design allowed the researcher to engage deeply with 
participants’ perspectives, enabling the exploration of symbolic 
representations, cultural narratives, and visual conventions 
embedded in graphic design practices. Through methods such as in-
depth interviews and visual semiotic analysis, the study aimed to 
uncover the underlying meanings conveyed through colour, imagery, 
typography, composition, and symbolism in Ugandan graphic design. 
This approach provided flexibility for probing participants’ 
explanations and interpretations, leading to nuanced insights into 
visual communication processes. 
 
The cross-sectional nature of the study involved collecting data at a 
single point in time or within a short period. This design was 
appropriate for capturing contemporary graphic design practices and 
current understandings of visual meaning as they exist within 
Uganda’s dynamic social, cultural, and commercial environments. By 
engaging multiple participants such as graphic designers, educators, 
and selected visual artefacts, the study was able to compare diverse 
viewpoints and visual expressions without tracking changes over an 
extended period. 
 
Furthermore, the cross-sectional approach facilitated examining 
differences in meaning-making across various design contexts, 
including advertising, branding, cultural communication, and digital 
media. This enabled the study to identify common patterns, dominant 
themes, and contextual influences shaping visual communication in 
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Uganda. Overall, the qualitative cross-sectional research design 
proved to be a suitable and effective framework for exploring semiotic 
meaning in graphic design while situating visual communication within 
its cultural and social setting. 
 
Area of Study 
 
The research was carried out in selected urban centres within 
Uganda, with particular emphasis on Kampala and Mbarara. These 
cities were chosen owing to their vibrant and expanding sectors of 
graphic design, which play a significant role in shaping visual 
communication across diverse fields such as advertising, education, 
media, and business communication. Kampala, serving as the capital 
city, hosts a concentration of advertising agencies, design studios, 
educational institutions offering programs in the creative arts, and 
media outlets that rely extensively on graphic design for branding and 
information dissemination. Mbarara, as a major regional hub, 
demonstrates an emerging yet dynamic creative industry, with local 
enterprises increasingly employing graphic design for promotional 
and entrepreneurial purposes. By selecting these urban centres, the 
study sought to obtain a comprehensive understanding of how 
graphic design practices operate within both established and 
developing creative markets in Uganda, highlighting differences in 
design trends, cultural influences, and the integration of semiotic 
elements in visual communication. 
 
Target Population 
 
The study's target population included a diverse group involved with 
graphic design in professional and daily contexts. This encompassed 
graphic designers creating visual materials across media, art and 
design educators guiding students, advertising practitioners 
developing marketing campaigns, and the general public interacting 
with graphic materials like posters, ads, logos, and social media 
content. Including these groups aimed to capture both production and 
audience perspectives, offering a comprehensive view of meaning-
making in Ugandan graphic design. 
 
Sample Size 
 
Seventy respondents participated, selected employing Slovin’s 
formula to ensure a valid sample. The participants comprised graphic 
designers, visual arts educators, and members of the general public 
engaged with graphic design. This stratification encompassed a 
diverse range of expertise and engagement, thereby augmenting the 
study's reliability and depth. Each group was proportionally 
represented to facilitate a comprehensive understanding of how 
meaning is constructed and interpreted within Ugandan graphic 
design. 
 
Sampling Techniques 
 
Stratified random sampling was employed to ensure that the study 
captured a diverse and representative range of perspectives from the 
target population. Respondents were grouped into distinct strata 
based on key characteristics, including profession (such as graphic 
designers, educators, and general audience members), education 
level, and gender. This approach enabled proportional representation 
across strata, ensuring insights reflected the varied experiences, 
expertise, and social backgrounds of participants. By systematically 
selecting respondents from each category, the method minimised 
sampling bias. It enhanced the reliability and generalizability of the 
findings, providing a comprehensive understanding of how meaning is 
constructed and interpreted in Ugandan graphic design. 
 

Data Collection Methods 
 
Data for the study were collected through structured questionnaires 
designed to capture comprehensive insights into the semiotic aspects 
of Ugandan graphic design. The questionnaires included Likert-scale 
items that assessed participants’ perceptions and interpretations of 
key visual elements such as symbols, imagery, color schemes, 
typography, and layout. Particular attention was given to how these 
elements convey cultural meaning and communicate messages to 
diverse audiences. 
 
The questionnaire was structured in sections to address different 
dimensions of visual communication: the first section explored 
respondents’ familiarity and engagement with graphic design; the 
second examined the interpretation of specific visual signs and 
symbols commonly used in Ugandan design; and the third focused on 
perceptions of color, typography, and cultural context in message 
construction. This method enabled systematic quantification of 
respondents’ experiences and interpretations, providing both depth 
and comparability across participant groups, including professional 
designers, educators, and general audiences. 
 
Additionally, the questionnaires were pre-tested to ensure clarity, 
cultural relevance, and reliability of items, helping to minimise bias 
and enhance the validity of the collected data. This approach enabled 
the study to generate robust and contextually grounded insights into 
how meaning is constructed and interpreted in Ugandan graphic 
design. 
 
Data Analysis 
 
This qualitative investigation explores the construction and 
interpretation of meaning within Ugandan graphic design through a 
semiotic perspective. Employing Saussure’s concept of the sign 
(signifier and signified) and Peirce’s triadic model (icon, index, 
symbol), the analysis examines how designers utilise visual elements, 
colour, imagery, typography, and symbols to convey messages within 
specific cultural and social frameworks (Saussure, 1966; Peirce, 
1931–1958). 
 
Cultural symbolism and local identity: the dominant theme emerging 
from the analysis is the centrality of local cultural symbols in meaning-
making. Traditional motifs, indigenous colour associations, attire, 
language, and imagery drawn from Ugandan ethnic communities 
were frequently used to establish authenticity and cultural relevance. 
 

Negotiation between global and local visual codes revealed tension 
between global trends and local meanings. Digital tools and 
international standards influence Ugandan design, but designers 
reinterpret styles to fit local contexts. This creates hybrid visual 
languages combining Western typography and local symbols. 
Designers face challenges balancing modernity with cultural 
sensitivity. Colour, as a semiotic resource, is culturally informed and 
emotionally driven. Misuse can cause unintended meanings, 
stressing the importance of cultural literacy. 
 

Typography and language significantly influence meaning. Using local 
languages with English improves clarity and inclusivity, especially in 
mass communication. Hand-drawn or culturally inspired typefaces 
appear more expressive and relatable than standard fonts. 
Participants also noted typography conveys ideological meanings like 
modernity, formality, or informality, shaping audience interpretation. 
 

The analysis shows graphic design messages are polysemic, 
allowing multiple interpretations based on viewers' cultural 
background, education, and social experience. Audiences actively 
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interpret visual signs, not passively, influenced by personal and 
collective experiences. Designers noted some meanings are 
negotiated or contested, especially in politically or socially sensitive 
designs. 
 

The findings indicate that design practice and education in Uganda 
should focus on improving semiotic literacy among graphic designers 
and students. A better understanding of how visual signs operate 
within cultural contexts can enhance communication and minimise 
misunderstandings. The analysis recommends that design schools 
incorporate semiotics and visual culture studies into their curricula to 
develop students’ analytical and conceptual abilities. 
 

Findings show Ugandan graphic design relies on indigenous signs, 
languages, and social practices. According to Barthes’ (1977) theory, 
visuals express literal meanings and cultural associations, especially 
in advertising and branding. While global styles influence design, 
local symbols improve clarity, relevance, and engagement (Hall, 
1997). 
 
The study further reveals differing levels of semiotic awareness 
among designers, which influence the efficacy of visual 
communication. As Eco (1976) posits, meaning is derived through 
interpretation within shared cultural codes. Enhancing semiotic 
literacy within design education and professional practice can 
consequently augment meaningful and culturally responsive graphic 
communication in Uganda. 

 
RESULTS AND DISCUSSION 
 
Semiotic Elements in Ugandan Graphic Design 
 
The findings of this study demonstrate that colour, imagery, 
typography, and layout serve as the primary semiotic resources 
utilised in Ugandan graphic design. Colours are imbued with 
significant symbolic meanings; black, yellow, red, and green are 
predominantly employed to represent national identity, cultural 
heritage, and evoke specific emotional responses. For instance, red 
frequently signifies passion or urgency, green is associated with 
growth and natural landscapes, while black can denote strength or 
solemnity, reflecting shared cultural interpretations among audiences. 
 

Imagery likewise plays an essential role in the construction of 
meaning. Designs featuring depictions of individuals, daily activities, 
cultural events, and iconic Ugandan landscapes contribute to 
increased relatability and strengthen the connection between the 
visual message and its viewers. Such images not only elucidate the 
intended message but also reinforce cultural context, rendering the 
communication more engaging and memorable. 
 

Typography is a key semiotic element, with font choices affecting 
tone, readability, and emotional impact. Bold fonts convey authority, 
while traditional fonts evoke cultural identity. 
 
Layout guides attention, creates hierarchy, and organises information, 
influencing interpretation and emphasising key messages. These 
semiotic elements show Ugandan graphic design's reliance on visual 
resources to convey meaning, resonate locally, and reflect socio-
cultural values. 
 
Meaning-Making and Audience Interpretation 
 
The findings demonstrated that the interpretation of graphic design by 
audiences in Uganda is profoundly affected by prior cultural 
knowledge, linguistic familiarity, and personal social experiences. 
Participants consistently exhibited a greater understanding of visuals 

that integrated culturally familiar symbols, traditional motifs, local 
colors, and imagery representing Ugandan heritage. Conversely, 
abstract designs or visuals originating from foreign contexts were 
more likely to be misunderstood or necessitate further explanation to 
effectively communicate the intended message. These results align 
with semiotic theory, which emphasises that meaning is constructed 
through shared codes and culturally embedded signs (Peirce, 1931; 
Barthes, 1977). The study further observed that language plays a 
crucial mediating role, with text-based elements in local languages 
enhancing clarity and resonance. In contrast, English or foreign-
language content can sometimes limit audience engagement. 
Additionally, social context, including exposure to media, education, 
and community practices, shaped how respondents interpreted 
design messages, highlighting that visual meaning is not universal but 
is negotiated within specific cultural and social frameworks. 
 
Overall, the discourse emphasises the significance of integrating 
locally rooted semiotic elements in graphic design. Designers who 
incorporate indigenous symbols, familiar colour schemes, and 
culturally pertinent imagery are more likely to communicate effectively 
and attain engagement with their intended audience. Furthermore, 
these findings indicate that semiotic literacy is vital for both designers 
and audiences to navigate the intricacies inherent in meaning-making 
within culturally diverse contexts settings. 
 
Cultural and Global Influences on meaning-making in Ugandan 
graphic design 
 
The study demonstrates that Ugandan graphic design integrates 
indigenous cultural symbols with international trends, thereby 
establishing a hybrid visual language. Indigenous motifs embody local 
traditions and identity, whereas global aesthetics incorporate modern 
elements. This synthesis yields multifaceted meanings, in which 
traditional symbols bear cultural significance and contemporary 
components convey international messages. It reflects Barthes’ 
theories of denotation and connotation, with images transmitting both 
literal and symbolic interpretations. For example, a national emblem 
presented in a modern layout signifies national pride and modernity. 
This hybridity exemplifies how Ugandan designers reconcile cultural 
authenticity with global influences. The findings underscore the 
importance of understanding both local semiotic codes and 
international conventions to accurately interpret Ugandan graphic 
communication. 
 

CONCLUSIONS AND RECOMMENDATIONS 
 
Conclusions 
 
The study demonstrated that graphic design in Uganda functions as a 
dynamic semiotic system where meaning is actively generated, 
negotiated, and interpreted by both designers and viewers. Visual 
elements such as colour, imagery, typography, composition, and 
layout act as signs that convey complex messages regarding cultural 
identity, social values, and commercial ambitions. These signs are 
not merely ornamental but play a critical role in shaping perceptions 
and understandings within various Ugandan contexts. While the 
influence of global design trends and digital media is increasingly 
apparent, the research emphasised that local cultural symbols, 
indigenous motifs, and traditional visual practices remain vital for 
effective and meaningful communication. The integration of these 
local semiotic resources ensures that graphic messages resonate 
with audiences, promote cultural pride, and transmit social and 
commercial meanings pertinent to the context. Furthermore, the study 
underscored the importance of semiotic literacy for both designers 
and audiences. Designers possessing a profound understanding of 
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how visual elements encode and transmit meaning can produce work 
that is clear, culturally sensitive, and impactful. Likewise, audiences 
with semiotic awareness are better equipped to interpret and engage 
with visual messages, thereby enhancing overall communicative 
effectiveness. In summary, this research offers both theoretical and 
practical insights into the operation of semiotic principles within the 
Ugandan graphic design landscape. It provides valuable guidance for 
designers, educators, and communicators, emphasising the 
importance of culturally informed design strategies, curriculum 
development that incorporates semiotic understanding, and policies 
that promote meaningful visual communication across commercial, 
educational, and public sectors. 
 
Recommendations  
 
Graphic designers are encouraged to deliberately integrate semiotic 
principles into their practice to enhance clarity, cultural resonance, 
and interpretive depth in their visual communications. By consciously 
analysing how colours, symbols, typography, and imagery encode 
meaning, designers can create work that communicates effectively 
across diverse Ugandan audiences. 
 
Educational institutions should prioritise teaching semiotics as a core 
part of their design curricula. This strategy would help students gain 
both theoretical knowledge and practical skills to analyse and create 
impactful visual messages. Incorporating case studies, hands-on 
exercises, and cross-cultural design analysis can improve students’ 
ability to understand and apply semiotic principles effectively in real-
world projects. 
 
Policymakers and industry leaders should endorse initiatives that 
advance research, professional development, and capacity-building 
within the realm of visual communication. Financial support for 
workshops, seminars, and research grants can foster culturally 
grounded design practices, thereby ensuring that graphic design in 
Uganda embodies both local cultural codes and contemporary 
communication standards. 
 

REFERENCES 
 
Abdelmaqsoud, M. G. M., Assal, M. E. A. M., & Hosen, R. M. M. A. 

(2025). The Impact of Graphic Design on Product Branding 
from the Perspective of Graphic Design Students at Saudi 
Universities as A Model. Journal of Posthumanism, 5(5), 
3588-3604. 

Barthes, R. (2023). Le Neutre: Cours au Collège de France (1978). 
Seuil. 

Chandler, D. (2017). Semiotics: The basics (3rd ed.). Routledge. 
Chandler, D. (2022). Semiotics: the basics. Routledge. 
Filipowicz, P. (2025). Charles S. Peirce’s semiotics in the study of 

prehistoric imagery. In The Late Neolithic and Early 
Chalcolithic Imagery in South-Central Anatolia (pp. 119-138). 
Cham: Springer Nature Switzerland. 

Giorgia Aiello, (2020), Visual Semiotics: Key Concepts and New 
Directions, The SAGE Handbook of Visual Research 
Methods, Chapter 
DOI:https://doi.org/10.4135/9781526417015.n23 

Gunther Kress, Theo van Leeuwen, (2020), Reading Images the 
Grammar of Visual Design, 3rd Ed, Imprint Routledge 
Publishers. DOI: https://doi.org/10.4324/978100309985. 
Pages310. eBook ISBN: 9781003099857 
https://www.researchgate.net/publication/351845625_A_Creat
ive_Research_Process_for_a_Modern_African_Graphic_Desi
gn_Identity_The_Case_of_Ivory_Coast 

Kress & van Leeuwen, (2020). Inheritance and development: 
revisiting three editions of Reading Images: The Grammar of 
Visual Design and their social-semiotic and linguistic insights: 
Reading images: the grammar of visual design, 3rd edn., by 
Gunther Kress and Theo van Leeuwen, London and New 
York: Routledge, 2021, xviii+ 291pp., $180 (hardback), ISBN 
978-0415672566. 

Kress, G., & van Leeuwen, T. (2006). Reading Images: The Grammar 
of Visual Design. London: Routledge. 

Kruk, J., Ziems, C., & Yang, D. (2023). Impressions: Understanding 
visual semiotics and aesthetic impact. In Proceedings of the 
2023 Conference on Empirical Methods in Natural Language 
Processing (pp. 12273–12291). Association for Computational 
Linguistics 

Łozowski, P. (2023). In search of panchrony: Saussure versus 
cognitive linguistics. Lublin Studies in Modern Languages and 
Literature, 47(2), 153-164.  

Mazeree, N. S. Q., Ashaari, N., Ramli, N. M., & Zuri, N. A. Z. (2023). 
A semiotic analysis on confession of a Shopaholic trailer: 
Roland Barthes approach. LET: Linguistics, Literature and 
English Teaching Journal, 13(2), 212-232. 

Natabaalo, G., Jemimah, L., & Bailur, S. (2023). Uganda’s culture and 
creative industries in a digital age: A landscape review. 
Caribou Digital Publishing. 

Peirce, C. S. (1931–1958). Collected papers of Charles Sanders 
Peirce (C. Hartshorne & P. Weiss, Eds.; Vols. 1–8). Harvard 
University Press. 

Saussure, F. de (1983). Course in General Linguistics. London: 
Duckworth. 

Şendur Atabek, G., & Atabek, U. (2015). Images of Turkish 
Universities: A Study on University Print Advertisements. 
Education and Science, 40(180), 155–168. 
https://doi.org/10.15390/EB.2015.2916 

Uduak, P., & Akpan, R. W. (2020). An overview of the arts as a 
language of communication, expression and experience. 
Serbian Research Journal of Education, Humanities and 
Developmental Studies, 10(1), 28–46. 

Yeo, A., & Cao, F. (2021). A creative research process for a modern 
African graphic design identity: The case of Ivory Coast. Art 
and Design Review, 9, 210–231.  

Eco, U. (1976). A Theory of Semiotics. Indiana University Press. 
 

********* 

International Journal of Innovation Scientific Research and Review, Vol. 07, Issue 12, pp.9340-9344 December 2025                                                                                  9344 


