Innovation in Ship Design in Regional Cultural Geography 
Abstracts
In the era of globalization and the Internet, the homogenization of ship design has become increasingly serious. This paper discusses how to create a unique ship design through the integration of regional cultures, especially the application of traditional Chinese architectural symbols, to combat homogenization. The study firstly analyses the current situation of ship design in China and the UK, pointing out that modern streamlined design is superior in function but lacks cultural characteristics. By examining the relationship between traditional Chinese architecture and ship design, the study proposes to incorporate elements of traditional cultural symbols into ship design to enhance the cultural depth and uniqueness of the design. Secondly, it explores how to construct design works with regional characteristics through the extraction of material, behavioral and spiritual resources. Drawing on Peter Zumthor's concept of local culture and Peter Zumthor's idea of humanistic design, we emphasize that the design not only has to satisfy the functional needs, but also has to deeply understand and respect the local culture, and advocate that through the re-interpretation of cultural symbols, we can create ship designs that conform to modern aesthetics as well as the regional cultural characteristics, and enhance the design's cultural depth and uniqueness. It advocates reinterpretation of cultural symbols to create a ship design that meets modern aesthetics, has regional cultural characteristics, and enhances the social value and cultural significance of the design.
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Introduction
In the context of globalization, internet technology has brought us rapid sharing of information resources. At the same time, our design products are becoming more homogeneous. People use similar electronic products, receive similar information, and enjoy the "fair aesthetics" of the Internet era. Therefore, in the face of the globalization of design, it is often possible to lose one's own identity by conforming to the trend. In this case, using regional characteristics to export design is an effective means to combat homogenization. In the case of mutual convergence of world design, cultural resources such as regional art and customs become resources to fight against homogenization. At the same time, the implantation of regional design elements also becomes a promotional product of regional culture, opening a window for the world to understand China's regional culture.
In Swansea, I found that this quiet seaside city, due to its geographical location, has a wide variety of vessels such as fishing boats, speedboats and sailing boats docked on the wharf, which aroused my strong concern. Through my observation and study of Chinese and foreign ship designs, the exterior designs of ships are all modern and streamlined as the main form, and simple colour schemes and structural shapes seem to have become a kind of standard for the appearance of ships. For example, if we compare the ship designs of China and Britain, we will find that most of the ship appearances at this stage are very similar, with ship performance and engineering technology as the main object of research, and the ship appearances have formed a specific paradigm that only serves the functional needs, and the red-white-blue colours and streamlined appearances as far as the eye can see are just like a kind of display of industrial technology, which lacks pertinence and specificity. This is a result of the technologisation of the times, and a drawback under the development of the times.
In recent years, during my study in China, I favored architectural research and interior design creation in the early stage, and only gradually began to study and design the exterior of ships during my postgraduate studies. However, I found that the two, although in different fields, have a strong correlation, just as many architects have not only designed buildings, but also have made outstanding contributions to ship design, such as Zaha Hadid, Frank Gehry, Norman Foster and so on. Foster, etc. Especially from the perspective of traditional Chinese architecture, ships can be called "mobile water architecture".
Therefore, how to counter homogenization of ship design through regional cultural research became my main goal? Through the study of China's regional cultural geography, the material resources, behavioral resources, and spiritual resources in the regional cultural geography were collected. Firstly, the behavioral and spiritual resources were used as the source of design concepts to determine the design themes and concepts. Secondly, the material resources are used as the main source of inspiration for the design, and the cultural symbols of traditional Chinese ancient architecture are extracted from the material resources and transformed into the elements of the ship exterior design to form the design results and design a ship with Chinese regional characteristics.
 
Research and Practice
At the beginning, I thought about how to create the specificity of ship design. Comparing the experience of living in China for a long time with that of living and studying in the UK and travelling in Europe, I felt the impact, contrast, contradiction and harmony of different peoples and cultures. I was impressed by the work done in the UK and Europe on historic preservation, which reflects each country's own culture unlike any other, especially the preservation of traditional buildings in the French countryside.
China, on the other hand, is changing so fast that there is a very simple desire for change and modernization. Many problems have occurred without in-depth discussion, and the market economy has left society in a state of uncontrollably rapid development. It is not difficult to find that this change is related to the Cultural Revolution through historical research. After the Cultural Revolution, there was no in-depth discussion and reflection on the Cultural Revolution in China. "After the Cultural Revolution, China did not discuss and reflect deeply on the Cultural Revolution, which completely negated traditional Chinese culture and caused the interruption of Chinese traditions, and the modernization that the Chinese people wished for was the skyscrapers of the developed countries that they saw in the pictures, and they thought that this was the modernization.
At this stage, Chinese people have begun to realize that simple modernization has had an extremely negative impact on China; in fact, Chinese tradition speaks of a relationship of mutual respect between man and nature. Modern Chinese cities not only consume a lot of nature, but also destroy the communication between people, space and nature. Concerned about this aspect, China urgently needs to create its own modern style, seeking a new localized design, in such a status quo, what should be the direction of development of design in contemporary times, it is impossible to abandon the Chinese regional culture.
The integration of regional culture into ship design helps to inherit and display local cultural characteristics, making the ship a cultural symbol and giving it a unique charm. For example, the design of traditional Chinese fishing boats reflects local architectural styles and craft traditions, which is functional and contains deep cultural significance. The natural environment and climatic conditions of different regions also have an important influence on ship design. Designs under regional cultures take full account of local geographical conditions, hydrographic environment and climatic features.
This design concept is in line with Peter Zumthor's thinking, who emphasized that architecture and design should respect and reflect local contextualism and pay attention to the deep-rooted relationship between people and the environment. This concept is also applicable to ship design, i.e., through design, we can strengthen the sense of existence and identity of local culture, and thus give objects a cultural significance that goes beyond their functions. This not only helps to protect and perpetuate cultural heritage, but also maintains cultural diversity in the context of globalization, reflecting the social value and cultural significance of design.
During the initial research process, I started my first design, which was inspired by the traditional architectural forms, and used virtual modelling to form the first design proposal (Fig.1). The initial proposal was presented as a virtual modelling exercise, and through interviews with family and friends of different ages around the site, the feedback was varied, but I noticed that modern people did not understand the details of the traditional form, and that the most intuitive way of extracting and applying it did not arouse interest, as it seemed to the viewer that it was just a moving house on the water.
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Figure 1 programme 1
I began to reflect on how to present a design that can arouse people's interest, and in this regard, we can refer to Chinese architect Wang Shu's design concept centered on "humanistic care". Wang Shu's design works focus on the harmonious symbiosis between design and environment, and the integration with nature as the starting point, guided by respect for traditional culture and thinking about real problems, and committed to creating warm, emotional design works that are closely related to people's lives.
The first design process in order to express the traditional architectural culture, the use of the same form, material and line modelling, so that the design simply cannot get rid of the traditional architectural form, and this constrained to the form of the design method, detached from the human talent is the core of the design of the concept of design, to meet the human feelings to achieve the metaphysical visual feeling, is the diversity of culture given to the design of the way of expression.
Wang Shu's design concept of "humanistic care" makes me realize that design is not only an outburst of self-inspiration, but also to establish a deep connection with the natural environment and cultural background at the bottom, the purpose of this connection is not only to create a kind of design work showing the regional culture, but also to let the user have a short association and memory, The purpose of this connection is not only to create a design work that shows regional culture, but also a spiritual place where users can create transient associations, memories and narratives. In the book The Spirit of Place - Towards Architectural Phenomenology, the authors put forward an important idea that the concept of a work of art is the “humanistic care” of a living situation. This idea emphasizes that the basic need of human beings is to experience the meaning of life situations, and that the purpose of the work of art is to 'preserve' and convey this meaning. Based on this idea, I realized that design should not only meet the basic functional needs, but also explore how to establish a unique regional context with a specific site.
How is the site context established in ship design? The above indicates that site study is one of the key steps in this design process. The site study not only includes the analysis of the geographical environment and physical features, but also covers an in-depth understanding of the local cultural, historical and social context, i.e., finding a local culture that is universally recognized and practiced by the people.
The design is located in the Wei Shan Lake area of Ji Ning City, Shandong Province, which is the core of the Beijing-Hangzhou Grand Canal that connects the north and south of China, and is a famous cultural city for promoting Confucianism, with the "Old Three Confucius" represented by the "Confucius Mansion, Confucius Temple, and Confucius Grove", and a center of promoting the traditional philosophical thought of China. It is a center for the development of traditional Chinese philosophical thinking. Confucian culture was an irreplaceable presence and spiritual heritage in the society at that time and even today, and it has become the creed of life for the survival and living of most Chinese people, which subtly influences our way of life, our attitude towards things, and our viewpoints. Therefore, applying the concepts of Confucianism in the design is also more able to resonate with the local experiencers.
In this ship design, the main design concept is the humanistic care thought under Confucian culture, respecting the site and realizing the locality of the design, which is to capture the uniqueness of the site and incorporate it into the design, making the design work look natural and have deep meaning in the specific environment. The design in the context of the Chinese Confucian culture pays attention to the strong order and hierarchy, which results in a symmetrical layout characterized by a central axis, which is not only a formality but also an embodiment of Chinese philosophical thinking. The use of this central symmetrical form in part of the design structure allows the experience to be placed in the middle of it and to feel the solemnity, seriousness and majesty that is experienced in traditional architecture.
Therefore, in the design process of the overall big shape, referring to the layout and form of the local traditional building Confucius Temple, the overall space tends to be in the form of the central axis symmetry (Fig.2), to strengthen people's feelings in the traditional space, and to grasp the traditional spatial scale in the presentation of modern design.
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Figure 2 Symmetrical structure of Confucius Temple
At the same time, considering the fluidity of the canal and the sense of tranquility of the lake, the graceful curved design of the roof (Fig. 3), also inspired by the eaves modelling structure of traditional architecture combined with the imagery of water patterns, is designed to create the shape of the top of the ship in harmony with the water environment. This understanding of the site, not only geographically but also culturally, is a deep excavation and expression of the unique atmosphere of a place.
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Figure 3 Curved roof moulding
Every place has its own unique cultural connotations, which are expressed in various forms such as architecture, art, customs and traditions. In design, designers can convey these cultural connotations using symbols. These symbols can be a particular pattern, colour, material or even a particular spatial form. Through these symbols, the design work is intricately linked to the local culture, showing a unique symbolism and continuity. Such symbolism means that the meaning of experience is "transformed" into another medium and becomes a cultural object.
In terms of design, the material is chosen as the main object of expression of the wooden structure of traditional architecture, which is a kind of symbol in the form of material and structure. Such a symbolic role not only enables the meaning to be shown in the current context, but also crosses the boundaries of time and space to become part of a more complex cultural context.
The placement of culture is part of the formal expression of the design, but the reproduction of the regional context cannot be separated from the creation of the spatial atmosphere. The innovative part of this design is based on the traditional Chinese regional culture, using the ship as a landscape prop to enhance the vitality of the city, placing it in the middle of the natural landscape, creating a poetic space on the water.
Nature can become a landscape, is the process of man's poetic painting of it, nature in the course of history by the building in the way of landscape props to wake up, a seat, a pavilion, a fence, a fishing boat, a fishing platform ......, nature is endowed with poetic nature, nature is given meaning. This coincides with the 20th century Western existentialist philosopher Heidegger's “poetic abode”, who advocated the poeticisation of life, and the attainment of peak existential experience in a poetic life. This got me thinking about how I could poeticise my designs so that the person experiencing them would have a unique and poetic experience.
Such a way of life can be traced back to the Wei and Jin dynasties, when scholars carried props of life into the landscape, relying on props to set the scene to transform the landscape into a home garden. If the process of gardening is to move the landscape to the home, then the practice of landscape props is to carry a condensed home to find the landscape. Relative to the more closed private gardens of the Ming and Qing dynasties that we are familiar with, landscape props are a highly free and open state of a garden, relative to the real estate of the garden, there must also be a movable property of the garden.
Bringing this into the boat, the boat as a miniature space on the water, what do you call its courtyard view? It goes wherever it goes to get the view and is not confined to the land, which coincides with the current popularity of camping. Of course, I would go further to say that traditional Chinese design has more possibilities than just the classic garden styles we are familiar with, not just heavy options, but lightweight, on-the-go options as well. In modern design, the use of the same concept of life and ideas to find a correlation between seemingly unrelated areas is also a legacy and continuation of traditional culture.
Therefore, the use of lightweight and orderly wooden grills and columns in the details of the design creates a light and shadow effect, allowing people to feel the flow of time and the precipitation of history; the translucent draping bamboo curtains create a hazy beauty, while echoing the traditional materials; the red internal structure is a symbolic colour symbol of Chinese red, and the zigzagging internal seating arrangement resembles the layout of the garden in the traditional architecture, which is designed to allow the experiencer in which to slow down the pace and enjoy the unique experience brought by the space (Fig.4).
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Figure 4 Ship design appearance
A poetic spatial atmosphere is not only a combination of physical structures, but also a carrier of emotions and experiences. Designers can create a specific atmosphere through the choice of spatial light, colour and material. This atmosphere not only meets people's functional needs, but also evokes their emotions and memories, making them feel the unique charm of the venue.
 
Theoretical Perspective
In the process of design research, the study of “regional cultural geography” is a prerequisite for design, which refers to cultural regions with relatively single human activities or activity complexes, and emphasises the interaction between human activities and the natural environment, which are usually related to an ethnolinguistic group group and the geographical area it inhabits, including religion, folklore, ideology, cultural resources, etc. This makes it clear that each race and each region has its own unique language, and that such a unique language can be a source of design specificity, ideology, natural resources, cultural resources, etc. This makes it clear that each race, each region has a unique language dedicated to itself, and that such a unique language can be a source of design specificity.
At the end of the 19th century, cultural geography sought to compare diverse cultures around the world and their relationship to the natural environment. This approach has its origins in the human geography of Friedrich Ratzel, with its emphasis on people's connection to and use of place and nature, who were particularly interested in how people adapted to their environment, but even more interested in how people shaped landscapes through agriculture, engineering, and architecture, and how landscapes reflected the people who created them.
Cultural geography explores the formation of cultural landscapes and their impact on society, emphasizing the role of architecture as a recorder of culture and history. Carl Sauer's theory of cultural landscape points out that cultural landscape is a material trace created by human society through interaction with the natural environment. Traditional architecture, as an important part of cultural landscape, carries rich historical and cultural information. The architectural landscape is both an object and a carrier of culture, as well as a part of the medium for disseminating culture.
Guided by such a theory, I pay more attention to the harmonious relationship between man, nature and the landscape we shape, man respects nature, conforms to it and transforms it by exercising his subjective initiative, as Ratzel argues cultural landscape is a material trace created by human society through interaction with the natural environment, enough to show that all kinds of landscapes in the region, such as: buildings, gardens, ships, ceremonies, etc., are part of the regional culture.
The connection between traditional Chinese architecture and traditional ships, as part of the ancient cultural landscape, is reflected in their multi-layered forms, functions, materials and cultural symbolism. This connection not only reflects technical and aesthetic commonalities, but also demonstrates a deep cultural background and philosophical concepts. In modern ship design, these traditional elements and concepts are still an important source of enriching the design language. At the same time, the contemplation and re-translation of cultural forms during the design process reflects how I understand and construct design works with regional cultural characteristics in my mind and is an inevitable result of the interaction between human beings and the environment.
However, how can these regional cultures be transformed into design elements for reflection and dissemination?
The emergence of the "new cultural geography" in the 1980s led to a broader cultural turn in the discipline. During this period, cultural geographers were exposed to new theoretical perspectives in social theory, including humanism, structuralism, post-structuralism, post-modernism and post-colonialism, which reshaped cultural geography in several important ways. Culture itself was seen at this stage as a fluid, flexible and dynamic process that actively constructed society rather than merely reflecting it.
New cultural geographies have begun to examine the wide range of ways in which culture evolves and how it affects everyday life and places. How practices shape people's lives in various places and environments, fostering feelings of belonging and exclusion. From the perspective of a new cultural geography, ships are not just material industrial objects that reflect culture in an effortless way but are embedded with symbolic meanings that need to be cross researched using knowledge of semiotics, postmodernist design methods, and so on.
The emergence of symbolic anthropology in the 1960s led to the recognition of culture as an independent system of meaning and the interpretation of culture through the interpretation of key symbols and rituals. Anthropologist Clifford Geertz suggested that symbols are central to understanding human behavior and social organization. Therefore, extracting cultural and geographical symbols can provide the cultural core of a unique design.
To extract regional symbols, it is first necessary to clarify the classification of resources with regional attributes. In the cultural perspective, according to the classification of cultural heritage by UNESCO World Heritage Committee, it can be classified as cultural heritage, natural heritage, and dual cultural and natural heritage. From the design perspective, according to the classification of design products based on cultural attributes proposed by Leong in Culture-Based Knowledge Towards New Design Thinking and Practice-A Dialogue, they are classified into three levels, i.e., the external tangible level ( The external tangible level ("outer") is the "tangible" level, the intermediate "behavioral" level and the internal "intangible" level ) (Fig.5).
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Figure 5 The "spatial perspective" of culture.
Combining the cultural perspective and the design perspective, this study divides the regional cultural resources based on design semiotics into three levels: material resources, behavioral resources and spiritual resources, and summarizes the diverse types of regional symbols corresponding to the above three resources (Fig.6)
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Figure 6 Classification of geographical resources based on design semiotics
Material resources refer to the resources that exist in the region in the form of physical form and can be intuitively understood by the audience, such as the Forbidden City, the Great Wall, Huang Shan Mountain, Han Fu, etc., which are manifested in scenic spots, cultural relics and monuments, paintings and calligraphy and national costumes. Behavioral resources refer to the resources that exist in the form of behavioral patterns in the region, which have no entities but exist in the form of language, crafts, etc., and are manifested in regional dialects, regional crafts, regional arts, production methods, regional customs, etc. Spiritual resources refer to the ideological and conceptual resources existing in the region, which are formed based on the above two cultural resources and are based on theoretical concepts. The cultural thoughts and character traits of the Song, Yuan, Ming and Qing dynasties have summarized Chinese culture into the following three major elements. namely 1. Confucianism 2. Taoism 3. Buddhism. The main manifestations are national spirit, national beliefs, folk customs, spiritual character, and inherited culture.
There is a recursive relationship between physical, behavioral, and spiritual resources, with physical resources translating information quickly, behavioral culture requiring some background knowledge to aid understanding, and spiritual resources being more obscure and not substantively linked to the geographic area to which they refer.
Under the guidance of Leong's resource classification of regional attributes, I extracted Confucianism in spiritual resources as the core idea of the design, and symbolized the traditional architecture of Shandong, China as the material resource as an element to create a new form of ship design under modern regional culture.
Currently widely used Peirce semiotics system is divided into three main categories, the first is represented by Peirce and Morris logical semiotics also known as generalized semiotics, which is based on the principles of logic. The second is linguistic semiotics represented by Saussure and Roland Barthes, which is based on linguistic principles. The third is philosophical semiotics represented by Cahill and Susan Langer, which is based on philosophical principles and has given rise to artistic semiotics. This paper focuses on extracting and analyzing regional culture for re-transformation using Peirce's logical semiotics. In Peirce's view, the basic composition of an effective symbol should include Medium, Object and Interpretation, which work together to form the process of symbolization.
In the design process, as the creator of design products, the weaver of symbols and the transmitter of information, we use the perceptual elements such as the construction of forms, the selection of materials, the configuration of colours and even the overall spatial layout through the dual dimensions of form and content to transmit rich perceptual and rational information to people through the unique symbolic system, so as to make the design products become a powerful carrier for transmitting information. As a part of material heritage, traditional architecture carries rich cultural connotations and historical memory, which can become the object of symbols. Meanwhile, architecture and ship design have certain similarities, so it is more than appropriate to extract cultural symbols from Chinese traditional architecture and transform them into interpretations. These symbols not only represent the function and form of the building itself, but also convey specific cultural, social and historical meanings.
Through the study of Pierce's semiotics, the process of symbolization of traditional Chinese architecture is focused on in this design, in which traditional architectural construction elements such as flying eaves, arches and birdbaths are integrated into the decorative details of the ship. These elements not only have aesthetic value, but also convey deep cultural connotations. For example, in the design of the ship, I chose the traditional architectural components of the flying eaves, the traditional meaning of the shape of the flying eaves upward, like a roc spreading its wings and wanting to fly, implying the pursuit of far-reaching goals and ideals, reflecting the people's spiritual pursuit of continuous upward movement, and at the same time, the flying eaves upward, connected to the sky, the image embodies the "unity of man and nature" idea of the ancient Chinese philosophy. This image embodies the ancient Chinese philosophy of "the unity of heaven and man". Extracting the roof shape with flying momentum is not only to create a visual highlight, but also to symbolize good luck and power.
At the same time, ship design should also meet the needs of the times. Postmodernist design opposes the standardization and homogenization of modernism, and emphasizes diversity and individuality, as mentioned by representative Charles Jencks in his book The Language of Postmodern Architecture, which emphasizes signs and symbols, and focuses on the borrowing and reconstruction of history and culture. Postmodernist designers, through metaphorical spatial structures and complex combinations of line changes, to express the traditional roots it implies.
This is highly compatible with the goal of this study to explore how to create a unique ship appearance through traditional cultural elements. Inspired by this theory, the use of simplified, deformed and exaggerated design techniques, the reinterpretation and mixing of traditional architectural forms, the interpenetration of history, personalisation, diffuseness and freedom further explore the application of traditional cultural symbols in postmodern design and attempt to create ships with unique cultural connotations.
Based on humanistic postmodernism, the ship design formed by applying a unique style and combining multicultural aesthetic concepts has not only explored in depth the pure functionality of the ship to be expressed, but also the human nature and inner essence in the design works. It is not only to express the simple functionality and appearance of ship design, but also to explore the humanization and inner essence of design works.
 
Evaluation
First of all, regional cultural geography provides a framework that enables me to analyze and understand the cultural characteristics of a region from various geographical, historical and social perspectives. Each region has its own unique natural environment, historical background and social structure, which together shape the uniqueness of regional culture. For example, the choice of construction materials and the way of life of the people in the region. This information provides me with a basis for choosing appropriate materials and forms in my designs and enables me to better grasp how cultural symbols are expressed in the region. When designing the ship, I studied the natural geography and traditional architectural styles of a particular region, and learnt that the mild climatic conditions of the region and the use of the ship in a calm and quiet lake environment led me to decide to adopt a lighter and simpler appearance of the structure and materials to ensure the safety of the passengers, and at the same time to bring about a sense of volume that is different from that of most ships.
Secondly, regional cultural geography also emphasizes the dynamic and changing nature of culture, which is particularly important for modern design. As time passes and society develops, regional cultures evolve. This dynamism drives the attempt to combine traditional and modern elements when designing a ship, retaining the core of traditional culture while incorporating modern design language, so that the work has a sense of history and meets modern aesthetics at the same time. For example, I used the splicing of wood and steel in my ship design to reinterpret the symbolic elements of traditional architecture in a new form. This kind of design is not only respecting the tradition, but also responding to and innovating the cultural evolution.
Regional cultural geography has helped me to understand the cultural symbol systems and meanings of different regions. Different regions have their own unique symbol systems, which include not only architectural forms and decorative elements, but also visual symbols such as colours and patterns. Ship design under the influence of regional culture is the integration and innovative application of interdisciplinary knowledge. I try to integrate knowledge from regional culture research, semiotics, architecture, anthropology and other fields into the design. The study of regional culture makes the background of this design clear. Finding the common ideology and culture of people in the region is a way to stimulate the cultural resonance of people in the region, which is pursued by putting human feelings in the first place of design. This kind of resonance is easy to achieve in the region, but beyond the region, how people who leave the same cultural background can understand and produce such resonance is the main thinking in the process of practice.
In the process of combining theory and practice, I find that when designing, it is not only an exploration of design techniques and styles, but also a deep reflection on cultural understanding and expression. The theoretical study of regional cultures provides us with sources to find the realisation of design locality, so that we can access and apply design inspiration through different levels of resources. Postmodernism provides a critical perspective that enables us to examine and deconstruct design objects from multiple angles. In this process, I particularly value the application of semiotics as it helps me to understand and analyse the inner meaning and outer manifestation of cultural symbols.
Semiotics is not only a tool for interpreting cultural symbols, but it also provides a mechanism of translation that enables us to transform complex cultural concepts into a design language that is easy to understand and accept. For example, in the study of traditional Chinese architecture in this design, architectural patterns and carvings are often rich in symbolism, such as the ancestors' prayers for happiness, longevity and prosperity. In modern design, these symbols need to be reinterpreted to suit contemporary aesthetic and technical standards. Through semiotics, I am able to select and simplify these symbols so that they retain the essence of traditional culture while having a modern expression in modern design.
Postmodernist design theory provides a bridge between tradition and modernity, the local and the global. It emphasizes the diversity and inclusiveness of design and encourages the exploration of design language in a multicultural context. The most important characteristic of postmodernist art is its focus on reality, a reality that includes the artist's perceived reality as well as various social realities. This theory guides me in the design process, not only focusing on form and function, but also considering the cultural connotation and social impact of the design work. For example, in the ship design, I try to deconstruct and reassemble the spar elements in traditional Chinese architecture to create a unique ship support structure. This is not only an innovative use of traditional elements, but also a deep exploration and recreation of cultural symbols.
The uniqueness of this practice is not only reflected in the design result, but also in the way of thinking of the design process. Traditional Chinese design often emphasizes strong symmetry and balance, whereas in my practice I try to break this traditional pattern by adopting some asymmetrical and diverse design techniques. This is also the ambiguity advocated in postmodernist design, blurring out figurative cultural forms, not weakening traditional culture, but emphasizing the tolerance and integration of heterogeneous cultural elements, and advocating the breaking of traditional aesthetic boundaries through diverse forms of expression.
This method not only gives the work a unique visual impact, but also gives it a deep cultural connotation and emotional expression. For example, the asymmetric structure of the ship's roof design not only breaks the limitations of traditional symmetrical aesthetics, but also enhances the ship's sense of dynamism and modernity. This innovative design thinking not only makes the work visually more attractive, but also makes it more emotionally resonant with the viewer.
[bookmark: _GoBack]By combining theory and practice, I continue to explore and innovate in design. This exploration not only enriches my design language and methodology, but also provides new perspectives and paths of thinking for my future research. The challenge of cross-cultural design lies in how to maintain cultural uniqueness while making it globally appealing. This requires a deep understanding of the internal logic and external manifestations of diverse cultures during the design process, and through semiotics and postmodernism theories, we can transform these elements into a design language that is easy to accept and understand.
This exploration of combining theory and practice not only enriches my design practice, but also provides a new direction for future research. Through continuous exploration and innovation, I have come to realise that cross-cultural design is not only a fusion of design languages, but also a deep understanding of different cultural values and social beliefs. This understanding is not only reflected in the design works, but also in the designers' way of thinking and working method.

Conclusion
The study of regional cultures has given me a deeper understanding of the importance of cross-cultural understanding. In the context of globalisation, design should not only focus on the expression of local cultures, but also consider the integration and exchange of multiple cultures. This perspective will guide me to pay more attention to the mutual influence and integration of cultures in my future research and design.
This combination has also prompted me to be more open and tolerant in my way of thinking. When facing complex problems, I will be more inclined to adopt multiple perspectives to analyze and solve problems. This not only helps design innovation, but also helps me to open up new research directions in my academic research.
China has five thousand years of civilization and a vast territory, in this vast land there are quite different styles of regional cultures, and these unique and distinctive regional cultures contain countless regional symbols. These symbols are good materials to be transformed into designs, and the use of semiotics to extract and translate regional cultural resources provides us with a feasible way to integrate modernity and tradition in future designs. In fact, there is no conflict between the traditional resources embedded in the region and the modern design expression, but rather the combination of the two can create more unique design works.
In the future, I will continue to explore this interdisciplinary and cross-cultural design approach and delve further into the translation and re-creation of cultural symbols. This will not only help me create works with more cultural depth and aesthetic value in my design practice, but will also have a profound impact on my research methodology and way of thinking. This exploration inspires me to continuously seek new methods and paths in my design and research to promote the development of cross-cultural design.
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