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Abstract

The aesthetic construction of Chinese animated films is closely related to the clas-
sical aesthetic tradition. Since the 21st century, domestic animated films have in-
creasingly emphasized the application of classical aesthetics, and many works
have used classical aesthetic content in various aspects to demonstrate the spirit
of classical aesthetics. However, currently domestic animation is still in an explor-
atory state in creating works with national aesthetic characteristics, and the road
to becoming a strong animation country is still long. Highlighting the characteris-
tics of Chinese animation in the global animation industry is an urgent problem
that domestic animation films need to solve. This article analyzes and studies the
main focus of aesthetic construction in future domestic animation from three as-
pects: the classical spirit narrative text and technical assistance of animation
works, in order to provide effective reference for the classical aesthetic construc-
tion of domestic animation.
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1. Preface

With the rise of consumerism and popular culture, film and television have become
an important part of the national spiritual life, and have become an important lever
for constructing national cultural identity under the impetus of globalization. As an
important category of animated films, it naturally shoulders the important mission
of conveying national culture and showcasing national aesthetics. Although Chinese
animated films have initially formed an industrial model and even ranked first in the
world in animation production, they are still in an exploratory state in creating
works with national aesthetic characteristics. The road to becoming a strong anima-
tion country is still long. How to reproduce and even surpass the brilliant achieve-
ments of the Chinese animation school in the last century, and highlight the charac-
teristics of Chinese animation in the global animation industry, is an urgent problem
that needs to be solved for domestic animated films. This is not only related to the
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dissemination and promotion of culture and art, but also has practical economic and
political significance. The construction of Chinese animation aesthetics will not only
drive the national animation industry to participate in the competition for global
film market share in the new era, but also assist in the export of national culture and
the overall improvement of soft power. Therefore, conducting research on the aes-
thetic construction of animation at present and providing practical theoretical
guidance for creation is essential for the overall construction of animation. Standing
in the tide of the times, integrating classical aesthetics with modern aesthetics and
forging a new national animation style is a daunting challenge for domestic animat-
ed films. The main focus of its aesthetic construction is still on the three aspects of
spirit, content, and technical expression. Only by seeking novelty and change in
these three aspects can domestic animation be revitalized.

2.Embedding Classical Spirit: Taoist Aesthetic Thought

2.1. Value System - Dao

Taoism has established a complete philosophical system with "Dao" as its core and
has continued to this day, injecting its philosophical ideas into the cultural genes of
the Chinese nation. The aesthetic concept of Taoism has a profound influence on lit-
erary and artistic creation. Mr. Li Zehou also affirmed the importance of Taoism in
literature and believed that Taoism's research on artistic aesthetics and creation
surpasses Confucianism and any other school of thought . Lao Zhuang regards "Dao"
as the foundation of all things, covering politics, economy, science, ethics, and other
contents. Therefore, the highest essence of art is also "Dao". Domestic animated
films were deeply influenced by Taoist aesthetics from the beginning of their crea-
tion, and they developed "Dao" as the value orientation of creation. Mr. Chen Guying
once explained, 'There are thousands of' Dao 'characters in Laozi's book, but their
meanings are also different in different chapters and contexts.". 'Dao’ can refer to the
metaphysical object of actual existence’ Dao 'can be a law in the universe‘ Dao can be
a guideline, indicator, or model that guides one's life . "Dao", as the highest essence
of art, is embodied in animation works as spiritual freedom and liberation, and the
pursuit of beauty. The pursuit of "Dao" continues in animated works, which is to
give "Dao" a tangible explanation. In the movie "The Battle of Luo Xiaohei", Feng Xi
wants to destroy humanity because his home has been destroyed by humans, but
Infinite and Xiaohei stop him. Their ideal is the harmonious coexistence of humans
and fairies; In the movie "Ne Zha: The Birth of the Demon Child", Ne Zha is despised
by the people because he is reincarnated as a "magic pill". He uses his anger to cover
up his true self, but still chooses to follow the good of his heart at a critical moment,
saving the entire city. Transforming the intangible 'Dao’ into a model of human spir-
itual ideals, making the 'Dao’ intuitively manifested in animated works; When this
intuitive 'Dao’ acts on people's sensory perception, it deviates from the metaphysi-

cal color.
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2.2.Character image - seeing simplicity and embracing simplicity

The creation of animated characters also relies on the nourishment of national cul-
ture, and the character styles of works from different countries and ethnic groups
often have distinct characteristics of their own ethnic groups. The immigrant culture
in the United States has nurtured their spirit of daring to fight. The protagonists in
their works are often born at the bottom but yearn for independence and freedom,
hoping to gain respect and dare to dedicate themselves in the face of survival, full of
strong heroism. For example, in Kung Fu Panda, A Bao is determined to become the
Dragon Warrior and remains steadfast in the face of others' denial and suspicion, ul-
timately defeating evil forces and gaining the admiration of the people in the small
town. Japan stands surrounded by the sea, and its harsh natural climate and scarce
resources have formed a rigorous and serious national character. They value nature
and family, and Japanese people imbue this national characteristic into animated
characters to create beautiful and emotional animated images. Most characters in
Japanese animation are troubled by family issues. They have delicate minds and
hope to be loved, often gaining confidence through repeated hardships.

Compared with the United States and Japan, Taoist aesthetics opposes secular
beauty and advocates embracing simplicity. Therefore, early Chinese ink animation
continued the Taoist concept of black and white in painting, using black and white
ink to depict the unique style of everything. Taking the animated work "Pastoral
Flute" as an example, it uses traditional Chinese freehand painting techniques to
shape character shapes. Although there are no colorful colors, the character images
are vivid and lively, with a unique charm. The current animation creation not only
adheres to the simple aesthetic concept of Taoist aesthetics in form, but also under-
goes a transformation in thinking. Unlike European and American animation, the
portrayal of characters in Chinese animation often does not involve the design of
fancy and exquisite appearances, and may even intentionally "vilify" the protago-
nist's appearance to highlight their true inner image. For example, in "Ne Zha: The
Birth of the Demon Child", Ne Zha is no longer the cute image of a big eyed chubby
doll in people's minds. It has thick bangs, thick dark circles, and serrated teeth,
paired with a fierce expression. Its hands are often inserted into the pockets of pants
that resemble lanterns, resembling the image of a mixed world demon king; Simi-
larly, in "Journey to the West: The Return of the Monkey King", the Monkey King
took off his golden armor and battle suit, revealing the image of Sun Wukong, who
had a thin and long horse face, a hunched figure, a irritable and introverted person-
ality, and ragged clothes.

2.The relationship between humans and nature - the unity of
heaven and man

Regarding the relationship between humans and nature, Taoist aesthetics empha-
sizes conforming to nature in order to achieve the realm of "harmony between man

DOI: 10.63313/ah.9003

28 Art Horizons



Di Hao

and nature". The realm of "unity of heaven and man" is a unique aesthetic pursuit in
Chinese artistic creation, which achieves spiritual freedom through the unique un-
derstanding of art, life, and even the universe through "abandoning wisdom and
wisdom" and "embracing simplicity and simplicity". Zhuangzi opposed 'heaven' and
‘'man' and advocated 'not donating to the Tao with one's heart, not helping heaven
with man'. He believes that human intervention in nature is against the "way" of
heaven, and humans cannot go against the development of nature . The natural laws
in "Big Fish and Begonia" stipulate that "the human soul has drifted in the human
world for a long time, and finally reaches the end of the sky at the bottom of the sea."
In order to repay Kun, Chun attempted to go against the way and let the soul that
came to the bottom of the sea return to the human world, but was counterattacked
by nature. The flood submerged the earth, and Chun also paid the price of his life.
Wang Xiaoyin. Cultural Construction of Spectacular Aesthetics in Domestic Animat-
ed Films from "Big Fish and Begonia". Global Premiere, 2021. Natural landscapes are
not only natural laws, but also carriers for ancient literati to pursue spiritual free-
dom. In classical culture, landscape is a philosophical representation of painting, and
it is interconnected with the concept of "Dao". Literati and literati use the way of
painting and observing landscape paintings to understand the concept of "Dao". In
animated works, the reverence for natural landscapes is also something that crea-
tors cannot ignore. In the movie "Ne Zha: The Birth of the Demon Child", Taiyi
Zhenren uses immortal techniques to turn peach trees into small boats in the world
of mountains, rivers, and lands, in order to make Ne Zha his teacher. They ride the
water rapidly and fly across the blue sky, passing through snow capped mountains
and lotus ponds. The process is thrilling and exciting, and each frame is well crafted.
This scene has also become a major highlight of the film. The natural landscapes in
the mountains, rivers, and lands are the creator's imagination of a fairyland.

From any perspective, the influence of Taoist aesthetic thought on the aesthetic
thinking and style of domestic animated films is objectively present, showcasing the
unique classical cultural charm of the Chinese nation. Not only does Taoist aesthetic
thought influence the production of animated works, but the application of Taoist
aesthetics in animated works is also an inevitable choice under modern thinking
patterns. The guidance of "Dao" and the application of Taoist classical aesthetic ide-
as are the key to opening up domestic and even foreign markets for domestic ani-
mated films. For animated films, classical aesthetic ideas are the source of artistic
connotation in Chinese animated films, and the application of classical aesthetics
endows domestic animation with unique national colors and spirits. How to demon-
strate national aesthetics and national spirit is a question that domestic animation
film creators need to constantly think about and explore. Only in this way can we

promote domestic animation films to a higher level.

3.Narrative Text Reconstruction: Disruptive Rewriting of Classi-
cal Stories
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Creators need to fully consider the economic, social, and cultural conditions of their
era when rewriting traditional texts, and combine them with actual situations and
needs before creating. Whether simply animating ancient texts or simply using the
shell of the original text to construct a story, it cannot be called qualified text re-
writing. A good rewritten text should not only echo the traditional text, stimulate
the cultural plot in the audience's heart, but also appropriately integrate the practi-
cal problems of this era and expound on the thoughts related to this era.

3.1. Inheritance and development of traditional texts

When talking about the history of Chinese literature, Professor Sun Kangyi of Yale
University once said, "Chinese people have been rewriting their own literature,
which is also the greatness of Chinese literature and one of the reasons why Chinese
literature will not die out.". The rewriting of animated texts is a creative inheritance
of traditional texts, and also a breakthrough of modern consciousness from the
original connotations. Creators need to break down the barriers of existing texts and
establish a credible logic for new texts. The process of rewriting is not only the pro-
cess of creating new texts, but also the creator's multi-dimensional exploration and
reflection on history and the present. As Fermat once said, "Any interpretation is a
new symbol of life, a completely new response to different contexts, and therefore a
new act of assigning meaning. The meaning of rewriting lies in discovering new,
perhaps more comprehensive meanings. For the rewriting of animated texts, while
inheriting traditional culture, the more important significance lies in opening up a
channel connecting tradition and modernity, and establishing new ways for people
to trace back to classical texts and observe classical aesthetics.

In terms of the aesthetic needs of the general public, rewriting texts will trigger new
aesthetic experiences for the audience. Classical texts have been passed down for a
long time, and their concepts, main content, and characters have been widely ac-
cepted by the public, even forming a psychological stereotype. When the original
text content appears, the audience easily returns to their old viewing and aesthetic
patterns. Although this backtracking is easy for the work to accept, it affects the
viewer's aesthetic experience. The lack of novelty in the content of a work can easily
lead to aesthetic fatigue among viewers, consume their "nostalgic”" emotions, and
result in a decrease in the influence of the text, weakening the vitality of traditional
texts. If the audience wants to generate aesthetic emotions, rewriting the text is par-
ticularly necessary. It "maintains the original meaning mechanism of the story and
reconstructs the current image for the ancient plot". As the previous text has suffi-
cient preparation, the audience is more likely to have an interest in and accept the
new ideas, content, and forms of the rewritten work after the author's "unfamiliari-
ty" treatment. By rewriting, the main idea of the film is easier to convey, and the
creative goals are also easier to achieve. Lin Minghao. Analysis of the Cultural and

Aesthetic Functions of Domestic Animation from the Perspective of "New Chinese
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Style" [J]. Contemporary Animation, 2021. Most of the box office and reputation
winning works since the new century have been achieved through the "rewriting" of
traditional texts. For example, the groundbreaking "Baolian Lantern” at the turn of
the century was created by rewriting numerous traditional Chinese opera texts; For
example, the "White Snake" series of animations is a rewritten work based on the
narratives of the Ming Dynasty's "Warning to the World" and "Bai Niangzi Yongzhen
Lei Feng Tower", and the Tang Dynasty's Liu Zongyuan's "The Snake Catcher's Tale";
The popular "Journey to the West" and "Fengshen" animated series also tell their
stories through text rewriting. These works, while achieving outstanding box office
results, have also attracted widespread attention in society and sparked ongoing
discussions. From the perspective of reception aesthetics, the text at this time is
similar to Wolfgang's "summoning structure"”, presenting an open state where the
audience participates in the interpretation of the meaning of text rewriting, explores
diverse textual possibilities, and promotes the dissemination of the work, enhancing

the influence of the text.
3.2. Text rewriting and animation narrative in new environments

In the post industrial era, literature and art have shown an increasingly diverse ap-
pearance. The essential element of "rewriting” traditional texts and the important
connection point between popular art and national spirit play an indispensable role
in artistic creation and appreciation. Compared to Chinese anime in the past six
years, their commonality lies in the basic inheritance and imaginative reconstruc-
tion of literary templates, and the subversive script adaptation based on the inher-
itance of the soul of Chinese classical stories. In "Journey to the West: The Return of
the Monkey King," Sun Wukong no longer possesses all his abilities, in "Ne Zha: The
Birth of the Demon Child," the third prince is a mixed demon king, and in "Yang
Jian," Erlang Zhenjun no longer has the ability to open his eyes. These films have
imaginatively subverted the identity, age, and abilities of traditional heroic charac-
ters, dispelling people's long-standing stereotypes. They are no longer bound by lit-
erary blueprints, but rely on new forms of animation to achieve a rebirth of the
times. In terms of narrative innovation, domestic anime is no longer like early anime
such as "San Da Bai Gu Jing" and "Da Nao Tian Tian Tian", which manipulate literary
plots: Qi Tian Da Sheng and monsters sit on the mountaintop for a long conversation,
Nezha and Ao Bing are comrades fighting side by side, Yang Jian and Chen Xiang
split the mountain together to save their mother. Reconstructing the most essential
parts of traditional literary symbols through film and television, while constructing
a classical mythological or martial arts world, not forgetting to innovate with the
times. This not only benefits literary works to radiate new vitality of the times, but
also allows Chinese comics to break through the audience's cultural expectations

and provide a new visual experience.
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4.Technology+Culture: The Fusion of Technological Assistance
and Classical Aesthetics

The emergence of animation consciousness and related techniques predates the
emergence of film art, and even the underlying laws play a certain role in the origin
and development of film. However, the true birth of modern animation relies on the
emergence and development of camera and projection technology. It can be said
that animation art has been closely linked to technology since its inception. For do-
mestic animation, showcasing China's classical aesthetics through modern technol-
ogy not only interprets classical aesthetics in the new era, but also practices the lo-
calization of animated films based on the roots of national culture.

4.1. Animation technology in the era of digital intelligence

Since the new century, digital technology has been increasingly applied in animation
works. The charm of animation lies not only in telling a touching story, but also in
the beauty of the animation images. The two main techniques for shaping animated
images are still two-dimensional and three-dimensional. In the last century, Chinese
animation was mostly two-dimensional, and the combination of hand drawn anima-
tion and photography brought people many unforgettable memories. Entering a
new era, under the influence of the market economy, the pure hand drawn form has
gradually faded out of the animation stage, and the number of digital
two-dimensional works has increased. At the same time, the three-dimensional an-
imation technology that has been applied abroad since the 1980s has also spread to
China and attracted the attention of industry professionals. The 1999 film "Lotus
Lantern" produced by Shanghai Animation Studio first combined two-dimensional
and three-dimensional elements to interpret this traditional mythological story. For
example, the scene in the film where the Three Holy Mothers meet with Liu Yan-
chang uses three-dimensional effects. The film received a warm response after its
release, and its explorations in various aspects laid the foundation for the resur-
gence of Chinese animation in the future. Subsequently, several films have adopted a
combination of two-dimensional and three-dimensional approaches to tell the story,
such as the "Kuiba" series (2011-2021), the "Pleasant Goat and Big Big Wolf" series
(2009-2012), the "Mole Manor 2 Sea Demon Treasure" (2012), "Jiang Ziya", etc. Es-
pecially in "[iang Ziya", the two-dimensional animation at the beginning of the film is
colorful, the lines are delicate and smooth, with a unique decorative meaning, and
the three-dimensional scenes in the film are also beautiful, both with a certain sense
of reality and making people feel like they are in a fantasy world.

The combination of two-dimensional and three-dimensional animation makes ani-
mated works more enjoyable. The line drawing, sketching, ink painting, and water-
color presented in two-dimensional form make the elements of the picture richer.
The three-dimensional animation technology provides more vivid and
three-dimensional simulation of real objects, not only developing more possibilities
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for animated movies, but also conducting deeper exploration in visual presentation .
Clearer visuals, richer color layers, finer details, and a broader sense of space create
a nearly realistic aesthetic that is shaped by technology from the overall to the spe-
cific parts of the film. Animated images present a pursuit of realism and immersive
experience in simulating reality, using computer virtual technology to create a brief
illusion that allows people to detach from reality and realize their potential supere-
go. What the audience sees here is the imperceptible side of life, and this familiar yet
unfamiliar psychological feeling will attract them to fully immerse themselves in the
storytelling. The development of science and technology has promoted the progress
of animation art in aesthetic presentation and will continuously stimulate the crea-
tivity of animation art. The integration of digital technology and animation art not
only presents the textual stories of animation in a more exciting way, but also meets
the visual requirements and psychological expectations of the audience, creating a
spiritual utopia for them through more wonderful scenes. As Arnheim believed,
"animation is one of the most promising artistic means," and its future lies not only
in its text itself, but also in its inherent technicality. It is the development of tech-
nology that paves the way for the future of animation, bringing together human im-
agination into countless images and presenting them to the world.

4.2. The integration and presentation of classical aesthetics and mod-
ern technology

With the development of digital animation technology, classical aesthetics has
gained more diverse ways of presentation. For example, in the animation "Cat and
Peach Blossom Spring" (2018), the fur of the cat blanket and cloak almost achieved a
distinct effect under the highest precision CG calculation. At the same time, in order
to make the city in the film more realistic, the production team used programmed
modeling technology to construct the entire urban landscape. In the animation
"White Snake: Origin", the ink painting is used to depict the White Snake's cultiva-
tion of inner demons. The dynamic lines of the ink painting are more realistic and
vivid under the processing of technology, as if it has gained life and consciousness.
Looking at the young girl Xiaobai, her white clothes wrapped around her body seem
to have a graceful feeling of gauze fabric under the rendering of computer technolo-
gy, and her beautiful figure is faintly visible under the wrapping of the clothes. For
another example, the Wonton in the Wonsei Store in Little Door God looks like a real
thing under the treatment of technology, and the spectacular scene of wind, fire,
water and gas in the Green Snake Holds makes people feel as if they are in the scene
under the three-dimensional treatment... Digital technology has been more widely
applied to the animation production in China, bringing a new experience to the au-
dience .Of course, this does not mean that digital technology can completely replace
traditional hand drawing. Advanced animation technology has its own advantages,
but it also has inevitable disadvantages. For example, the extensive application of
digital technology can lead to a monotonous visual style, making it difficult to create
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a unique viewing experience for the audience. For example, the domestic animation
series "Kuiba", although considered an excellent work in recent years as a whole,
has rigid and monotonous visuals and lacks national characteristics. Both character
design and scenes tend to lean towards the style of Japanese anime. In the case of
"Kuiba War: Genyangjie", both the overall environment of the vortex island and the
color used in the scenes of Manji and Haiwenxiang's duel appear relatively simple,
making the overall picture lack vitality and difficult to arouse people's sensory
pleasure. For example, digital technology sometimes performs image distortion
processing, which enhances the dynamic effects of the image and characters, but al-
so highlights the traces of human processing and breaks the realistic effect. So,
whether in Disney or Pixar animation, relevant technologies will be used cautiously.

The special texture of hand drawn animation, as well as the temperature and emo-
tion contained in each subtle stroke, cannot be replaced by digital technology. Even
two-dimensional animation still has the tool cognition and use of "pen", and tradi-
tional art still serves as a reference when implementing various painting techniques.
3D animation technology, on the other hand, relies entirely on electronic tools and
software for operation, producing images with a certain standard process and close
to reality under algorithms. For Chinese animated films, such production tends to be
more globalized, but it also weakens the national characteristics in the works.
Therefore, it is not difficult to understand the high praise from the audience for the
purely hand drawn animated work "Legend of Zhong Kui: Three Friends of the Cold
Year". The classical aesthetic features revealed in the scene, images, and character
details not only bring visual enjoyment to the audience, but also nourish their souls.
It is also easier to feel that the restored "The Legend of the Heavenly Book" (2021)
has received widespread attention before its release, and has sparked widespread
discussion after its release. In terms of classical Chinese aesthetics, digital technolo-
gy can create more realistic ink and wash effects, giving people a visual impact.
However, the infinite ink meaning between strokes cannot be expressed by digital
technology at present, and classical aesthetics itself has a certain cultural signifi-
cance. Viewers can easily create a sense of cultural belonging through hand drawing.
If hand drawn animation is banned, it will cause excessive unfamiliarity and the
dispersion of ethnic characteristics in film watching, and will also make the charac-
teristics of domestic animation disappear, becoming a vassal of foreign animation,
let alone the ethnic sentiment of technique. Chinese animation works are bound to
showcase national cultural characteristics and classical aesthetics. On the one hand,
various technical forms such as hand drawing, two-dimensional, and
three-dimensional combination are used to complete a work. On the other hand,
creators need to enhance their exploration of traditional culture and classical aes-
thetics in order to use the most suitable technical strategies to produce animation
works with distinct national characteristics.

5. Conclusion
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Chinese animated film works in the 21st century are not following the old path of
the "Chinese School" of animation, nor are they blindly copying the "Hollywood"
model. Instead, they stand at a new height in the new era and use animation art to
comprehensively interpret Chinese classical aesthetics and national style. This in-
terpretation not only carries a long traditional bloodline, but also integrates the
spirit of a modern great power. If the "Chinese School" of animation in the last cen-
tury raised the banner of "exploring national styles", the new "Chinese School" of
animation that is now being nurtured in this century will raise this banner high.
Chinese animated films are closely connected to the cultural pulse and national spir-
it of our country. We have always explored classical aesthetics with a devout heart
and created animated works with sincerity, injecting national blood into our ani-
mated films. We believe that the future of Chinese animated films will be bright.
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