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Abstract
—

The process of creating concepts from the identity patterns of the Tai
Khern community in the souvenir products of the cultural fund of Ban Ton Haen

Noi, Chiang Mai, has the following objectives: 1) to study and identify the cultural
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THE PROCESS OF CREATING CONCEPTS FROM THE IDENTITY PATTERNS OF THE TAl KHERN COMMUNITY

IN THE SOUVENIR PRODUCTS OF THE CULTURAL FUND OF BAN TON HAEN NOI, CHIANG MAI PROVINCE.
identity of the Tai Khern community in Ban Ton Haen Noi, Chiang Mai; 2) to
develop the process of creating concepts from the identity patterns of the Tai
Khern community in the souvenir products of the cultural fund of Ban Ton Haen
Noi, Chiang Mai. The analysis and summary of results can be derived from a
review of literature, related documents, observations, and photographic records
from field visits. The research tools used included in-depth interviews with 3
individuals, focus group discussions with 20 people, and a consumer needs
guestionnaire with 100 respondents. It was found that the identity of the Tai
Khern community in Ban Ton Haen Noi is primarily represented by traditional
houses, Tai Khern clothing, and patterns on garments, accounting for 30%.
Following that, the use of Khen instruments accounted for 22%. Therefore, from
the analysis summarizing the identity of the Tai Khern people of Ban Ton Haen
Noi using research methodology tools, it was found that the information that
reflects the identity or specific characteristics of the Tai Khern people of Ban Ton
Haen Noi includes 1) woven fabrics for Tai Khern clothing, 2) traditional houses
of the Tai Khern, and 3) Tai Khern lacquerware, in order of creativity, shape,
pattern, color, and interpretation. The process of creating concepts from the
identity patterns of the Tai Kher community in cultural souvenir products is
divided into four main steps: 1) Research phase 2) Analysis phase 3) Concept
development phase 4) Design phase with both tangible and intangible cultural
capital of the Tai Kher community’s identity, including the patterns of Tai Kher
woven fabrics, the shapes of traditional Tai Kher houses, and the designs of Tai
Kher ceramics, these elements are creatively developed according to graphic
design principles. They are arranged based on design theories, resulting in three
2D souvenir product designs and three 3D product designs, each inspired by
three distinct identity patterns.
Keywords: The process of creating concepts, Identity patterns, The Tai Khern

community, Cultural Fund Souvenir Products.
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Abstract
—

The purpose of the creative music research Symphonic Suite for Wind
and Electronic Orchestra is to create a new absolute music. 1) The composition
has been employed variety of classical idioms and jazz music technique 2) Having
been presented musical composing styles such as improvisation, Baroque,s
counterpoint for wind and electronic orchestra. Using electronic instruments such
as synthesizers and electric drums, which can produce multidimensional electronic
sounds together with wind orchestra. The music composition inspired by the Thai
traditional namely “Choed Jin” of Phra Praditpairao (Khru Meekhaek). The music
composed in the reign of his Majesty King Mongkut, King Rama IV of Chakri
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Dynasty. The music was inspired to develop and modify the main melody using
improvisational techniques and counterpoint of the Baroque’s counterpoint. The
composition consists of a total of 4 movements: I. Moderato II. Andante dolce
ITI. Scherzo IV. Allegro con brio. It is characterized as a musical composition
that shows innovative and contemporary technigue with exquisite arrangements
that showcase are the musicians’ high level of skill across a wide range of
moods. The saxophone player has played an important role as the solo instrument
competed with the orchestra, the highlight of this composition is the dimension
of sound and the creativity of diversity invented melodies and completion of
harmonies. The highlight of the piece was using complexed and extended chords
in both diatonic, chromatic scales as well as their modulations. In the meantime,
the dramatic decorating color to make the composition highlighted.

Keywords: Symphonic suite, Wind symphonic, Creative music research
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ABSTRACT

|

The Traditional Wedding Attire of Ethnic Koreans in China, specifically in
the Yanbian Korean Autonomous Prefecture, Jilin Province, features distinctive
design elements embodying profound cultural heritage and unique aesthetic value.
However, accelerated globalization, evolving aesthetic preferences among younger
generations, and lifestyle changes pose significant challenges to the preservation
of traditional cultural heritage. Therefore, innovative design strategies for traditional
wedding attire are urgently needed to adapt to contemporary societal demands.
This study has two primary objectives: to analyze the artistic design elements
(patterns, colors, and styles) of Traditional Wedding Attire of Ethnic Koreans in
China, and to propose innovative strategies that transform change into an
opportunity for growth, ensuring the preservation and development of cultural
heritage. To achieve these objectives, a qualitative research approach was
employed, deeply examining the traditional patterns, colors, and styles of the
Traditional Wedding Attire of Ethnic Koreans in China, while also summarizing
historical and contemporary changes in people’s choices regarding this attire.
Case studies were analyzed to summarize innovative approaches for integrating
traditional artistic design elements into contemporary wedding attire. The findings
indicate that the Traditional Wedding Attire of Ethnic Koreans in China possesses
unique artistic design elements. Furthermore, contemporary design methods
effectively transform these elements into modern designs aligned with current
aesthetic standards, thus promoting the preservation and innovation of Ethnic
Korean attire culture. This research establishes a theoretical foundation for
innovating Traditional Wedding Attire of Ethnic Koreans in China and provides
new methods for preserving traditional culture.
Keywords: Ethnic Koreans in China, Traditional Wedding Attire, Design Elements,

Innovative Design Strategies, Cultural Transformation
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Introduction
—

The Ethnic Koreans in China are officially recognized as one of the
country’s minority groups. From the late 19th to early 20th centuries, due to
wars, famines, and political instability on the Korean Peninsula, large numbers of
Koreans migrated to Northeast China, where they gradually developed a unique
culture integrated with Chinese characteristics (Choi, 2001; Zhuo et al., 2024).
In 2008, the Chinese government officially included the “Traditional Wedding of
Ethnic Koreans in China” in the National Intangible Cultural Heritage list, highlighting
the profound historical, cultural, and aesthetic values of their traditional wedding

attire (Figure 1).

Figure 1 The traditional wedding attire of ethnic Koreans in China

Source: The Researcher, 2024

However, with the acceleration of globalization, evolving fashion trends,
and shifting aesthetic preferences among younger generations, the preservation
of Traditional Wedding Attire of Ethnic Koreans in China faces significant
challenges. This issue is particularly evident in Yanbian Korean Autonomous
Prefecture, Jilin Province, home to the largest population of Ethnic Koreans in
China, where traditional wedding attire is increasingly influenced by contemporary

fashion, reflecting trends toward diversity and modernization (Kuhn-Osius, 2013).
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Although previous studies have explored innovative designs for Ethnic Korean
attire, such as the fashion design graduation exhibition at Northeast Electric
Power University (Figure 2), which creatively reinterpreted traditional clothing
elements through modern perspectives and diverse approaches—effectively
resonating with younger audiences by simplifying patterns and employing modern
color schemes—systematic research specifically addressing strategies for the
cultural preservation and innovative design of Traditional Wedding Attire of Ethnic
Koreans in China remains limited. These highlight the need for focused research

on culturally protective design strategies.

-
—

Figure 2 2021 Ethnic Koreans in China Attire Modern Design Fashion Show

Source: Graduation Design Exhibition of Northeast Normal University, 2021

Therefore, this study first analyzes the artistic design elements; patterns,
colors and style of traditional wedding attire of Ethnic Koreans in China, exploring
their embedded ethnic sentiments and aesthetic values. Secondly, by examining
innovative contemporary wedding attire design cases, this research proposes
design strategies suitable for contemporary aesthetic preferences and practical
applications, thus providing new opportunities for the preservation and development

of this cultural heritage.
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Research objectives

|

1. To analyze the Artistic design elements of the traditional wedding
attire of ethnic Koreans in China.

2. To propose innovative strategies that transform change into an
opportunity for growth, ensuring the preservation and development of cultural

heritage.

Methodology
—

This study adopts a qualitative research approach, using methods
including Literature Review, Fieldwork, and Case Study to deeply explore the
artistic design elements and innovative strategies for the traditional wedding attire
of ethnic Koreans in China. Specific details of the methodology are as following:

1. Target Group

The target group of this research is the Ethnic Koreans in China,
specifically those residing in Yanbian Korean Autonomous Prefecture, Jilin Province.
Particular attention is given to the younger generation (aged 18-35), focusing on
their aesthetic attitudes, acceptance, and changing demands towards traditional
wedding attire. Yanbian was selected due to its highest concentration of Ethnic
Koreans in China, providing an ideal cultural context to accurately reflect the
inheritance and evolution of traditional attire in contemporary society.

2. Scope of Study

This study focuses on the artistic design elements of Traditional
Wedding Attire of Ethnic Koreans in China, specifically examining patterns, colors,
and styles. and explores innovative design strategies for contemporary wedding
attire. The study primarily examines relevant design cases and literature from the
past decade (2014-2024).

3. Literature Review
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Utilizing databases such as China National Knowledge Infrastructure
(CNKI) and Google Scholar, the study systematically reviews academic sources,
including journal articles, conference proceedings, books, and theses. Literature
reviewed encompasses studies related to Traditional Wedding Attire, cultural
heritage preservation, and innovative designs, providing a comprehensive
theoretical foundation for this research.
4. Fieldwork
From June to August 2023, fieldwork was conducted, including
attending traditional Ethnic Korean weddings in Yanbian and visiting the Yanbian
Korean Museum. Field visit observation, photography, note-taking, and interviews
were employed to collect the firsthand data about traditional wedding attire
design elements.
5. Case Study
Representative innovative designs of contemporary wedding attire
were selected from international fashion shows and brands. For example,
Valentino's 2016 Haute Couture show and Vivienne Tam’'s Fall/Winter 2024
collection were analyzed to identify innovative strategies integrating traditional
and modern design elements.
6. Data Analysis
Qualitative data collected through literature review, fieldwork, and
case studies were systematically analyzed using Content Analysis and Thematic
Analysis methods. Initially, traditional design elements such as patterns, colors,
and styles identified from the literature and fieldwork were categorized.
Subsequently, comparative analysis of contemporary design cases was conducted
to formulate innovative strategies applicable to the traditional wedding attire of
Ethnic Koreans in China, addressing both cultural preservation and contemporary

aesthetic needs.

Research Results

aIsAaUNSsSUILazNISENUUULAYIDITY
56 /\ 1S
d /\ L) JOURNAL of ASIA ARTS and DESIGN



THE WEDDING ATTIRE CULTURE OF ETHNIC KOREANS IN CHINA: CHANGE IS AN OPPORTUNITY TO GROWTH

1. The Artistic Design Elements of the traditional wedding attire of
ethnic Koreans in China.

To gain a deeper understanding of the cultural connotation and artistic
value of traditional wedding attire of ethnic Koreans in China. This study explores
the patterns, colors and style used in the attire. These elements reflect the
unique aesthetics and profound cultural heritage of the wedding attire of Ethnic
Koreans in China. Analyzing these design elements enhances our understanding
of the significant role that the wedding attire of Ethnic Koreans in China plays in
both historical inheritance and modern innovation, providing theoretical support for
future design improvements.

1.2 Patterns of the traditional wedding attire of ethnic Koreans in China.

The patterns on the wedding attire of ethnic Koreans in China reflect
the unigue aesthetics of the Korean ethnic group and the holistic perspective of
their traditional culture, encompassing aspects such as traditional customs,
religious beliefs, philosophical thoughts, and ethnic traditions. In the design of
traditional Korean wedding attire in China, these patterns are not only decorative
but also imbued with deep cultural significance. Common patterns include animal
patterns, plant patterns, landscape patterns, and calligraphy patterns.

Animal Patterns: In the traditional wedding attire of ethnic Koreans
in China, using animal patterns in wedding attire reflects the idea of harmony
between humans and nature. This cultural belief has been preserved and passed
down through generations via wedding attire (Park & Rhee, 2022). Certain
animals hold totemic significance in Korean culture, representing tribal protectors
and spiritual symbols. Incorporating these animal patterns into wedding attire
seeks the protection and blessings of the spirits, enhancing the sacredness and
ceremonial atmosphere of the wedding. Famous animal patterns include cranes,
deer, turtles, butterflies, and phoenixes. Cranes, turtles, and deer are commonly
used in the groom’s attire, while butterflies and phoenixes are frequently featured
in the bride’s attire. They are used to convey auspicious expectations and

meanings in the traditional wedding attire of ethnic Koreans (Table 1).
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Table 1 Animal Patterns the traditional wedding attire of ethnic Koreans in China.

Name Picture Drawings Meanings
Crane =~ longevity and
» wisdom
Deer happiness and
T Lot prosperity.
Turtle Stable and lasting
marriage.
Phoenix Auspicious, Harmo-
: ny, Nobility, Blissful
Marriage.
Butterfly Symbol of eternal
x love and lifelong
companionship.

Source: The Researcher, 2024

Plant Patterns: In these weddings, plant patterns are indispensable
decorative elements. They not only enhance the festive atmosphere of the
wedding but also carry profound cultural connotations and beautiful meanings(Park
& Rhee, 2022). Famous plant patterns include Lingzhi, pines, lotus, peony, and
pomegranate (Table 2). Lingzhi, pine trees, and deer are commonly used in the
groom’s attire, while lotus, peony, and pomegranate are more frequently seen in
the bride’s attire. They are not only aesthetically pleasing but also embody

people’s good wishes for the newlyweds’ future life
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Table 2 Plant Patterns in the traditional wedding attire of ethnic Koreans in
China.

Name Picture Drawings Meanings

Lingzhi Lingzhi means longevity

(mushroom) and fortune. Its patterns
bless the couple with

health and love.

Pine Pine means resilience and

longevity, blessing

newlyweds with a lasting

marriage in wedding attire.

Lotus The lotus pattern means
pure love, beauty, and a

harmonious future.

Peony The peony pattern means

wealth and happiness,

S blessing newlyweds with

love and a bright future
(Pan et

Pomegranate pomegranate patterns
means fertility and prosper-

ity, blessing the couple

with many offspring.

Source: The Researcher, 2024

Landscape Patterns : Famous natural landscape patterns in the traditional
wedding attire of Ethnic Koreans in China include Cloud Patterns, Mountain
Patterns, and River Patterns (Table 3). These patterns, crafted with delicate lines
and colors, convey reverence for nature and aspirations for a good life (Park &
Rhee, 2022). They symbolize the beauty and harmony of nature, reflecting the
Ethnic Koreans in China people’s admiration and love for the natural world. For

example, cloud patterns mean purity and good fortune. The patterns of river and
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mountain represent the vastness and eternity of love, symbolizing the enduring
beauty of marriage. These patterns are often used as detailed decorations in

wedding attire, rather than as the main visual elements.

Table 3 Landscape Patterns in the traditional wedding attire of ethnic Koreans

in China.

Name Drawings Meanings

Cloud The Cloud mean good

fortune and blessings for
the newlyweds' happy
future.

Mountain The Mountain mean

solidity, stability, and
eternity, representing the
enduring strength of the
marriage and a lasting life

journey for the newlyweds.

River The River mean purity and

harmony, representing pure
love and a smooth,
harmonious life for the

newlyweds.

Source: The Researcher, 2024

Calligraphy Patterns: In the traditional wedding attire of ethnic Koreans
in China, the -calligraphy patterns primarily use Chinese Calligraphy. These
calligraphy patterns are not only decorative but also carry profound cultural
connotations and positive meanings. Common Calligraphy such as the characters

[=R1}

‘i@ (good fortune) and “Z2" (Double Happiness) means good fortune, happiness,
and auspicious wishes(Figure 3). These calligraphy patterns are not only used as
decoration in traditional Korean wedding attire but also widely applied in wedding

ceremonies and wedding items.
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=k}

Figure 3 “l@" (Happiness) and “Z2" (Double Happiness) Calligraphy Patterns
Source: The Researcher, 2024

1.3 Colors of the traditional wedding attire of ethnic Koreans in China.

In the cultural context of the traditional wedding attire of ethnic
Koreans in China, the colors are diverse, each carrying a special meaning (Figure4).
Red and blue are particularly significant, carrying important symbolic and auspicious
connotations (Park & Rhee, 2022).

Red is one of the most prominent auspicious colors in the culture of
Ethnic Koreans in China. It conveys excitement, warmth, and festivity, enhancing
the celebratory atmosphere. In the traditional wedding attire , the bride typically
wears a red wedding dress to symbolize good wishes and blessings for a happy
marriage. Red is often used in the bride’s upper garment and skirt, symbolizing
hopes for a blissful married life and a bright future (Kim et al., 2019). Additionally,
red is believed to ward off evil spirits and ensure the smooth progression of the
wedding and a successful married life.

Blue is commonly used in the groom’s attire, meaning nobility, dignity,
and strength. The use of blue highlights the groom’s important role in the
wedding, showcasing the ceremony’s solemnity and formality. The shades of
blue, ranging from deep to light, reflect the groom’s authority and stability .

Other colors such as yellow, green, white and pink are frequently

used for decorative purposes.
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YY1

Figure 4 Colors of the traditional wedding attire of ethnic Koreans in China.

Source: The Researcher, 2024

1.4 Style of the traditional wedding attire of ethnic Koreans in China.

The wedding attire of ethnic Koreans in China embodies traditional

aesthetics, ethnic characteristics, and cultural symbolism. Its style is primarily
reflected in two key aspects: shape and materials (Kuhn-Osius, 2013).

Shape : The shape of ethnic Korean wedding attire is loose and

flowing, with rich layering, a high-waisted design, and a buttonless closure,

presenting an elegant and dignified appearance (Figure 5).

GROOM

Figure 5 Traditional Korean Wedding Attire for Groom and Bride in China
Source: The Researcher, 2024
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Women’s Wedding Attire:Consists of a short jacket paired with a
high-waisted long skirt, secured below the chest with a tie, creating a slender
and graceful silhouette (Kuhn-Osius, J. 2013). An outer robe is layered over the
attire, adding depth and dimension, often adorned with embroidery symbolizing
prosperity and good fortune.

Men’s Wedding Attire:Typically consists of a long robe with a vest,
featuring a loose fit that is cinched at the waist with a belt, creating a dignified
and elegant look (Kuhn-Osius, 2013). A blue silk outer garment is worn over the
robe, symbolizing nobility and respect, while also enhancing the formality of the
ensemble.

Materials : The choice of materials for ethnic Korean wedding attire
is highly refined, emphasizing lightweight, luxurious, and textured fabrics to
enhance the solemn and festive atmosphere of the wedding.Silk is the most
commonly used fabric in traditional wedding attire, known for its soft sheen and
smooth texture, symbolizing nobility and elegance (Kuhn-Osius, 2013). It is often
used in the bride’s long robe or the groom’s outer garment, enhancing the

luxurious and refined appearance of the attire.

2. Innovative Strategies that Transform Change into an Opportunity
for Growth

This chapter explores the evolution of traditional wedding attire of ethnic
Koreans in China in modern society, analyzing the reasons behind the declining
acceptance among younger generations, primarily due to the lack of modern
appeal in patterns, colors, and styles. As market demands and aesthetic preferences
shift, traditional wedding attire is gradually facing challenges. To address this, the
chapter draws on innovative cases from other cultural wedding attire, examining
modernization approaches through pattern simplification, color optimization, and
style refinement. By integrating these insights with the cultural characteristics of
ethnic Koreans in China, this study proposes design strategies that align with
contemporary needs, fostering both the preservation and development of this

cultural heritage (Bala, S., & Gupta, 2011).
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2.1 Changes in the Selection of Ethnic Koreans Wedding Attire

The traditional wedding attire of ethnic Koreans continues to hold
deep cultural significance among the elderly population in the Yanbian Korean
Autonomous Prefecture. However, market research and interview findings indicate
that younger generations are becoming less receptive to traditional designs,
primarily due to their limitations in modern aesthetics, personal expression, and
practicality (Audita et al., 2023). As a result, an increasing number of newlyweds
prefer Western-style wedding attire, such as suits and wedding gowns, leading
to a noticeable shift in wedding clothing choices.

Pattern Changes : The traditional wedding attire of ethnic Koreans is
often adorned with symbols of prosperity and good fortune, such as animals,
plants, natural landscapes, and calligraphic motifs. However, contemporary design
trends favor a minimalist aesthetic, causing traditional patterns to become more
abstract or simplified to align with modern tastes.

Color Changes : The traditional wedding attire of ethnic Koreans
predominantly features highly saturated red and blue tones, symbolizing celebration
and prosperity. In contrast, modern couples tend to favor softer hues, such as
pink, light blue, and beige, to create a more romantic and elegant wedding
atmosphere.

Style Changes : The traditional wedding attire of ethnic Koreans
emphasizes layered structures and intricate embroidery, which, while visually
stunning, may lack comfort for prolonged wear. In response, modern adaptations
of wedding attire focus more on simplified tailoring and comfortable fabrics to
better suit contemporary wedding ceremonies.

These changes do not signify a decline in cultural traditions but rather
represent the natural evolution of wedding attire among ethnic Koreans in China
within modern society, aligning with contemporary needs while preserving cultural
value.Through innovative designs of traditional clothing, cultural heritage is
transmitted and disseminated, enhancing national cohesion and a sense of identity

(Ermilova, D. Y. 2020). It is essential to adopt innovative design strategies to
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actively respond to these changes, ensuring the effective protection and
transmission of the wedding attire culture of ethnic Koreans in China.
2.2 Innovations in Contemporary Wedding Attire

Innovation of Traditional Patterns in Wedding Attire : In the Valentino
2016 Paris Haute Couture Show (Figure 7), the designer skillfully integrated
traditional Chinese embroidery with Western wedding gown design, reinterpreting
traditional patterns through a modern approach. By deconstructing and simplifying
motifs such as dragons, auspicious clouds, and peonies, the designs retained
cultural heritage while aligning with contemporary aesthetics. Unlike the symmetrical
layouts of traditional Chinese garments, this collection adopted irregular
arrangements, gradient embroidery, and subtle embellishments, creating a sense
of fluidity that harmonized with the light and ethereal nature of Western wedding
gowns.This case demonstrates that traditional patterns can be revitalized through
modern design language, seamlessly integrating into the contemporary wedding

attire fashion system.

Figure 7 Valentino Haute Couture Bridal Fashion Show
Source: http://fashion.ladymax.cn/201601/28-29808.html, 2016

Innovation of Traditional color in Wedding AttireRThe Chinese “Xiuhe”
Dress is a traditional wedding attire, worn by both men and women with
variations in style. It originated in the late 19th to early 20th century and remains

a popular choice for modern Chinese couples due to its unique cultural significance

Ui 6 aUun 1 uns1AU - Touiwu 2568
Vol. 6 NO. 1 January - June 2025

65



THE WEDDING ATTIRE CULTURE OF ETHNIC KOREANS IN CHINA: CHANGE IS AN OPPORTUNITY TO GROWTH

and design. Traditionally, Xiuhe dresses feature red and gold as their primary
colors. To cater to contemporary aesthetics, the Chinese brand Yiluan has
innovatively fused the Pantone trending color Cerulean Blue 15-4020 with the
traditional golden hue. This modern adaptation has gained widespread popularity

among young consumers.

PANTONE’

Cerulean Blue
15-4020

Figure 8 Yiluan brand Xiuhe dress Cerulean Blue design.
Source:https://jlanghu.taobao.com/guanglocal/47835 1ccdd7b21911845¢c
8438e79d0cbhc715d

Innovation of Traditional style in Wedding Attire : At the 2024 Paris
Fashion Week, Vivienne Tam’s Fall/Winter Collection (Figure 9) introduced
innovative changes in the style design of modern wedding attire, focusing on
both silhouette and materials. Designer Vivienne Tam skillfully merged the shape
of the Chinese gipao with Western bridal gown design, endowing the dress with
both Eastern refinement and Western ethereal elegance. In terms of materials,
she moved away from heavier silks and satins, opting instead for breathable
fabrics like tulle and mesh, layered to create a lighter, more dynamic effect. This
approach not only meets modern brides’ demands for fashion and comfort, but

also offers a new form of expression for the traditional Chinese qipao in

contemporary wedding settings.
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Figure 9 Vivienne Tam Fall/Winter 2024 Collection
Source:https://nowfashion.com/acne-studios-ready-to-wear-fall-winter-2024-
paris-2/, 2024

2.3 Innovative Strategies for the Wedding Attire of Ethnic Koreans
in China

Pattern Innovation Strategy : Based on traditional patterns such as
animals, plants, landscapes, and calligraphy modern visual appeal can be achieved
by simplifying and rearranging these elements. Using digital design tools improves
both the accuracy and the modern style of the patterns, making them better
suited to current aesthetic preferences.

Color Innovation Strategy : While keeping the traditional red and blue
tones, designers can adjust the brightness and saturation or introduce related
colors and trend tones (such as magenta or Klein blue). Adding gradient or
mixed-color designs can make the outfits more colorful and attractive, especially
for younger people.

Style Innovation Strategy : The basic features of ethnic Korean wedding attire
can be kept, while combining them with Western-style suits or bridal gowns to
create a lighter and more modern form. Fabrics such as silk, lace, and velvet can
offer comfort and elegance, helping the design meet today's needs for both

beauty and wearability.
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Conclusion
|

This study begins by analyzing the artistic design elements of traditional
wedding attire among ethnic Koreans in China. The findings reveal that motifs
featuring animals, plants, natural landscapes, and calligraphy embody profound
cultural sentiment and aesthetic value. A color palette dominated by red and blue
symbolizes auspiciousness and festivity, while the distinctive combination of
silhouette and fabric highlights the elegance of traditional wedding attire.

However, as aesthetic preferences and market demands evolve, younger
generations have shown diminishing acceptance of these traditional designs,
creating challenges in both practicality and fashion appeal within contemporary
wedding contexts. To address these issues, this study draws on innovative cases
of modern wedding attire to propose strategies for patterns, colors, and overall
style—for instance, digitally reconstructing traditional motifs, incorporating softer
or trend-oriented hues, and merging Western tailoring with lightweight materials,
thereby reinvigorating traditional attire. These strategies not only preserve its
cultural essence, but also open new avenues for the ongoing vitality and promotion

of Chinese-Korean wedding attire in modern society.

Discussion
|

This study critically analyzes the traditional design elements of ethnic
Korean wedding attire in China and evaluates contemporary innovation strategies
in response to modern demands. The findings reveal that its patterns, colors, and
styles convey cultural symbolism and reflect the ethnic Korean community’s visual
identity. However, shifting aesthetic preferences among younger generations have
led to declining interest in traditional styles, with a growing preference for more
contemporary and comfortable attire. This poses challenges to the preservation

and cultural continuity of traditional wedding customs.
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Drawing from international examples such as Valentino and Vivienne
Tam, the study illustrates how modern design approaches can abstract and
recontextualize traditional motifs, enhancing cultural relevance among younger
audiences. This supports Ermilova’s (2020) view that traditional dress, when
adapted creatively, retains communicative and symbolic power. Unlike prior studies
such as the 2021 “Ethnic Koreans in China Attire Modern Design Fashion Show,”
this research offers clearly defined strategies in three areas—patterns, color
application, and garment construction—thus contributing to a framework for
sustaining cultural identity through adaptive design.

However, the effectiveness of these strategies in practical contexts
remains unverified. Future studies should include empirical evaluation through user
feedback, market testing, or interdisciplinary collaboration. Moreover, expanding
the research to include other ethnic groups could help assess the cross-cultural
applicability of such strategies, fostering ongoing innovation in traditional attire

design within the globalized context.
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ABSTRACT

This study investigates the transformation of traditional Chu phoenix
motifs into modern souvenir design, with a focus on appealing to younger
consumers and promoting cultural innovation. The research analyzes the
symbolic meaning, spiritual connotations, and visual characteristics of the Chu
phoenix artifacts in history, exploring how these elements can be integrated
into contemporary design. The study employed a mixed-methods approach,
combining a literature review, field research at museums and souvenir shops,
and consumer surveys to gather comprehensive insights. Firstly, the analysis
revealed that the Chu phoenix carries profound symbolic meanings and spiritual
connotations, embodying themes of auspiciousness, ancestral reverence, and
cultural identity. Second, eight key factors were identified as essential for
effectively integrating traditional Chu phoenix elements into modern souvenir
designs through the survey. The simplification and abstraction of patterns,
modernization of colors, and diversity of materials are identified as the most
critical factors in innovative souvenirs through 97 questionnaires. This research
offers valuable insights for future cultural product development.

Keywords: Chu Phoenix, Innovation Souvenir, Cultural Transformation, Young
Market

Introduction
—

The State of Chu was established in approximately the 11th century
B.C. and lasted for over 800 years until its demise in 223 BC. It was one of
the most significant vassal states during China’s Spring and Autumn and the
Warring States periods, as Hubei, Hunan, and Henan provinces in today (Zuo,
2012). Due to its unigue geographical location, Chu culture combined
characteristics of the Central Plains culture with those of various southern
ethnic groups, resulting in a distinctive regional identity (Liu, 2023).

Artifacts unearthed from the Chu state reveal the ubiquity of the
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phoenix motif across various art forms. The phoenix emerged as the ancestral
symbol of the Chu people, revered as the totem of them. It was believed to
communicate with heaven and earth, serving as a divine messenger embodying
the Chu people’s deep reverence for nature. Therefore, the Chu phoenix is
regarded as a representative element of Chu culture. Symbolizing auspiciousness
and light (Gao, 2022).

With globalization and the rapid growth of the internet, traditional
Chinese cultural elements like Chu culture face challenges in preservation and
evolution. To ensure their relevance, it's essential to extract cultural elements
and apply them in contemporary design to cater to modern consumer demands.
Integrating these elements into everyday life also helps convey a unigue
cultural perspective (Fu, 2018). The younger demographic, particularly those
aged 20 to 3b, represents the primary driving force within China’s consumer
market. This group possesses a strong desire to fulfill their personalized
emotional values, fundamentally shaping their consumption patterns (Bai, 2021).
This study analyzes the significance, spiritual connotations, and forms of
expression of the traditional Chu phoenix found in cultural relics. It further
examines how Chu phoenix elements can be effectively incorporated into
modern souvenirs to appeal to the young market while promoting cultural
innovation. The scope of this research includes historical artifacts, literature,
and existing designs related to the Chu phoenix, as well as an investigation

into the preferences of young consumers.

Research Objectives

1) To analysis the significance of the traditional Chu phoenix, focusing
on its meaning, connotation, spiritual aspects, elements, posture and gesture.
2) To analysis the key factors of integrating traditional Chu phoenix
elements into modern souvenir design effectively appeal to the young market

and reflect cultural innovation.
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Methodology
|

This study employs mixed-methods research approach, integrating
literature review, field research, surveys and qualitative analysis.

1. Literature Review: An extensive review of resources, including
libraries, websites, books, and journals, is conducted to gather insights into Chu
culture, the phoenix motif, and modern souvenir design. This review serves as
the theoretical foundation for understanding the cultural significance of the Chu
phoenix.

2. Field Research: The study focuses on key site visits to the Hubei
Provincial Museum, the Jingzhou Museum, and the Chu Intangible Cultural
Heritage Skills Inheritance Institute and their museum shops. This is to observe
artifacts and modern souvenirs featuring traditional Chu phoenix elements.

3. Surveys: The researcher conducted interviews with three experts
(Pu Meihe, Professor at Hubei Institute of Fine Arts; Tian Tao, Modern Product
Designer; and Ding Xiao, Chairman of a Cultural Development Company) on
key themes influencing the innovation of traditional Chu phoenix cultural
souvenirs, identifying eight critical factors. Based on the results of expert
interviews, the researchers designed a survey questionnaire and collected
responses from 97 young participants aged 20 to 35. (32 from visitors and
consumers at the Hubei Provincial Museum and souvenir shops, 44 from
undergraduate students at Hubei Institute of Fine Arts and 21 responses from
individuals in various professions who familiar with Chu culture.) In addition,
the five-point Likert scale was used to evaluate the gquestionnaire.

4. Qualitative analysis: This study employs qualitative analysis to
explore consumer and expert perspectives on integrating Chu phoenix elements
into modern souvenir design. Using thematic analysis, responses from 97
questionnaires and three expert interviews are examined to identify the

simplification and abstraction of patterns as a one of key factors.
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Literature Review

Chu Culture and the phoenix

The state of Chu was established in the 11th century BC and ceased
to exist in 223 BC. Originating from a remote location in the Central Plains
and initially regarded as barbarians by other Chinese states, Chu expanded its
territory to become the largest state during the Warring States period. During
the reigns of King Xuan of Chu (reign: 369-340 BC) and King Wei of Chu
(reign: 339-329 BC), the state of Chu reached its zenith. The territory of the
State of Chu is estimated to have covered approximately 1.5 million square
kilometers with a population of over 5 million. The core regions of ancient Chu,
now represented by the provinces of Hubei and Hunan, have a combined
population exceeding 124 million. Chu integrated numerous ethnic groups in
southern China, facilitated cultural exchanges and ethnic integration, and
absorbed substantial cultural elements from the Central Plains, forming a large
and distinctive cultural system in ancient China (Wei, 2022).

Geographical environments shape production methods and social
structures, influencing regional customs and practices. The Chu inhabited a
region characterized by significant topographical variation and complex terrain.
The harsh living conditions and relative isolation from the Central Plains led to
a societal structure that attributed supernatural powers to all things, thus
developing a primordial religion ideology centered on ancestor and spirit worship
(Blakeley, 1999). The Chu people held the phoenix in deep reverence, regarding
it as a divine bird closely linked to their ancestral worship. They believed the
phoenix to be the incarnation of their ancestor Zhu Rong, the god of fire and
the sun. In Chu culture, honoring the phoenix was to honor their ancestors,
and by extension, to express devotion to their nation. The phoenix was viewed
as the most virtuous and benevolent of divine birds, possessing the mystical
ability to guide souls to the afterlife. It was through the phoenix’s guidance

that souls could attain eternal bliss (Guo & Deng, 2018).
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7 God of fire & Control Fire

The face of human

The body of beast

The mount is two dragons

Ride the clouds and mist &
Soar between sky and land

Figure 1 Zhu rong, the ancestor of the Chu people
Source: https://baike.baidu.com/item/%E7%A5%9D%E8%9E%8D/17358?fr=ge ala

Additionally, Chu customs were shaped by a reverence for fire and
the sun, alongside the worship of the phoenix. In their belief system, Zhu Rong
was not only their acknowledged ancestor but also the embodiment of the sun
god and fire god who brought light to the world. In their minds, the phoenix
was the immortal spirit of their ancestor, serving as a spiritual symbol of their
culture. Therefore, the worship of ancestors was intrinsically linked with the

veneration of the sun and phoenix.

Swallow head
Chicken beak
Snake neck

Fish tail

Figure 2 Double Phoenix Pattern Lacquer Ear Cup and its Composition
Source: Cheng Tinghao, 2024

Phoenix elements Usage in the Chu Period
2.1 Artifacts Featuring Chu Phoenix Motifs
Phoenix motifs were a significant feature in Chu period artifacts,

these motifs conveyed a sense of dynamism, freedom, and delicacy, reflecting
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the Chu people’s rich imagination and artistic expression. One of the most
iconic artifacts from this period is the Tiger-Base Phoenix-Stand Drum, a
masterpiece of Chu lacquerware, and a symbol of the romantic and mystical
aspects of Chu culture. This artifact is among the “Top Ten Treasures” of the
Hubei Provincial Museum and is renowned for its cultural and artistic importance.
The Tiger-Base Phoenix-Stand Drum, standing at 136 cm tall and 134 cm wide,
is a lacquered piece featuring two tigers sitting back-to-back, with two long-
legged phoenixes standing atop them, supporting a large, suspended drum. The
entire composition, adorned with black lacquer and decorated in red, yellow,
and silver, white, represents the Chu people’s reverence for the phoenix and
the symbolic contrast between the earthly tiger and the soaring phoenix. In
2019, the Chu lacquer techniques used in such works were recognized as a
National Intangible Cultural Heritage by the Chinese government, further
cementing this artifact’s historical significance. Moreover, many modern
innovative souvenirs draw direct inspiration from this famous artifact, bringing

traditional Chu culture into contemporary design.

The Drum

The Tiger Cub

The Phoenix

The Tiger
The Snake

Figure 3 Tiger-Base Phoenix-Stand Drum
Source: Cheng Tinghao, 2024

2.2 Types of Phoenix Patterns During the Chu Period
The phoenix patterns of the Chu state can be roughly divided into
five styles. The first type is the complete phoenix pattern. The second type is

the simplified phoenix pattern, where parts of the form are deformed or
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exaggerated. The third type features elements of both the phoenix and dragon
patterns, referred to as the dragon-shaped phoenix pattern. The fourth type is
the three-headed phoenix pattern. The fifth type is the “phoenix and Fu-sang
tree pattern (Zhang, 2024).

Table 1 Types of Phoenix Patterns

Category | Artifacts Drawings | Description of Characteristics
Complete The complete phoenix pattern exhibits a wide
phoenix variety of styles. Most of the phoenixes are
pattern depicted with crowns on their heads. There are
tranquil and serene standing phoenixes, as well
as dynamic, flight-ready ones, with almost no
two identical designs. The majority of phoenix
motifs are rendered in profile, with others shown
in frontal view. Their bodies are generally
elongated, with hooked beaks, long legs, and
sharp claws.
Simplified The simplified phoenix patterns are based on
phoenix realistic phoenix motifs, which can be classified
pattern into four subcategories. Most simplified phoenix
(S-shaped, patterns still retain some key characteristics of
C-shaped, the original, such as the bird-like beak, the fish
X-shaped) like tail, and the elongated legs. However, some
simplified versions preserve only the basic outline
of the phoenix. In these cases, the patterns
undergo deformation.
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Category | Artifacts Drawings | Description of Characteristics
Dragon- The dragon-phoenix pattern retains the bird’s
shaped beak, while the body is elongated like a dragon.
phoenix This pattern can be divided into two main types:
pattern the first type has a phoenix head and a dragon
body, with the elongated body covered in scales,
and the phoenix’s legs and claws replaced by
dragon feet, with a snake-like tail. The second
type features a phoenix head at one end and a
dragon head at the tail, connected by a snake-
like body.
Three ¢/ | The three-headed phoenix has a round body,
headed slender neck, long legs, and outstretched wings
phoenix 71| form two additional phoenix heads at the wing
pattern tips. One head extends into a vine-like plant that
divides into three branches, echoing the three
phoenix heads.
Phoenix The Fu-sang tree, described in ancient
and Chinese mythology as a celestial tree
Fu-sang closely associated with the sun, frequently
tree appears in Chu silk designs intertwined
pattern with prominent motifs such as the phoenix
f symbolizing a unified, symbiotic relationship.

For the posture and gesture of the Chu phoenix, first, they are
highly versatile. The motif not only appears in its complete form but also in
various simplified and transformed versions, often integrated with other
elements, reflecting its adaptability in different artistic contexts.

Ui 6 aUun 1 uns1AU - Touiwu 2568
Vol. 6 NO. 1 January - June 2025

79



CHU PHOENIX TRANSFORMATION : FROM TRADITION TO INNOVATIVE SOUVENIR

Second, the design of the Chu phoenix is predominantly composed
of curved lines. These lines are smooth and light, often with elongated features,
giving the phoenix a sense of dynamism and freedom in its posture.

Third, the color scheme of the Chu phoenix primarily uses red and black as
dominant colors, with a few other colors. This distinctive color palette adds
symbolic depth and makes the design both unique and culturally significant.
In modern design as nowadays, many souvenirs integrate Chu phoenix motifs
with other elements. The phoenix theme is reinterpreted through techniques
like appropriation, deconstruction, and reconstruction.

The Innovative Application of the Chu Phoenix Motif in Souvenir

Through field investigations, it was found that museum shops offer a
wide variety of souvenirs incorporating Chu phoenix motifs, including ice cream,
clothing, refrigerator magnets, tea trays, and coasters. According to the Hubei
Provincial Museum’s official visitor statistics report, the majority of museum
visitors and souvenir consumers are young people aged 20-35. Notably,
individuals under the age of 30 accounted for over 60% of total visitors, with
those aged 18 to 24 making up 39.96%, significantly surpassing other age
groups (Yu & Xu, 2023).

Table 2 Types of Souvenirs with Chu Phoenix

Souvenir Photograph Description
Magnet The modern souvenirs—magnet, ice cream, makeup
mirror, and bookmark—are all inspired by the Tiger-
Base Phoenix-Stand Drum. Each item creatively
reinterprets the core elements of the phoenix’s
design, featuring phoenix standing atop tiger, a
Ice cream symbolic structure that reflects the cultural essence

of the Chu State. In these souvenirs, the phoenix’s
posture appears in simplified forms derived from the
original, showcasing its adaptability in modern design.
The design features curved lines, creating a sense of
dynamism, echoing the features of the traditional line

of phoenix. The ice cream creatively combines traditional
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Souvenir Photograph Description

Makeup phoenix with a playful approach, blending food with

mirror cultural elements, making it a popular product.

Bookmark

Clothing & The clothing and bags feature traditional simplified

bags phoenix patterns (S-shaped, C-shaped, X-shaped),
continuing the red and black original color scheme,
and preserving the aesthetic of the Chu phoenix.

Hair clip The hair clip combines abstract cloud and simpli-
fied phoenix shapes. Its smooth curves and warm
colors evoke tradition while being functional and
decorative.

Chinese The packaging displays original images of phoenix

red-tea artifacts, emphasizing their cultural and spiritual
significance, reflecting the premium quality of the
tea.

Lighting The lamp’s phoenix pattern uses a cut-out design

fixture ‘?q,?g?,‘:‘ to reflect the versatility of traditional Chu motifs,

?&?&% blending with other elements to create a modern
X i o yet adaptive version of the phoenix pattern.
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Souvenir Photograph Description

Scarves The scarves replicate the Chu phoenix and Fu
sang tree patterns, featuring flowing and elegant
designs that are both eye-catching and refined.
These patterns reflect the beliefs and vivid

imagination of Chu people.

It shows that many souvenirs creatively adapt Chu phoenix motifs
through simplified designs and modern reinterpretations, such as magnets, ice
cream, makeup mirrors, bookmarks. Ins The analysis of literature and historical
artifacts revealed that the Chu phoenix holds profound cultural significance,
embodying rich symbolic meanings and spiritual connotations central to Chu
culture. Historically, the Chu phoenix represented ancestral reverence and
spiritual communication, reflecting the Chu people’s primordial belief system
that revered nature, ancestors, and divine beings. Specifically, the phoenix was
viewed as the incarnation of Zhu Rong, the ancestral deity associated with fire
and the sun, symbolizing auspiciousness, virtue, and immortality. Visually, the
Chu phoenix motifs are characterized by versatility in posture, smooth and
dynamic curved lines, and a distinctive color palette dominated by red and
black, adding both aesthetic appeal and symbolic depth. The diversity of
phoenix patterns, including complete, simplified, dragon-shaped, three-headed,
and phoenix combined with the Fu-sang tree, further illustrates its adaptability
and significance in various cultural expressions and artifacts of the Chu state.
pired by the Tiger-Base Phoenix-Stand Drum, these items retain core elements
like the phoenix atop a tiger to express the cultural essence of the Chu State.
From clothing and bags to lighting fixtures, each product reflects the Chu
phoenix’s adaptability. The simplified motifs and modernized color schemes in
these souvenirs mirror traditional styles while aligning with contemporary

aesthetics, capturing the interest of younger consumers.
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Research findings

1. The significance of the traditional Chu phoenix

The traditional Chu phoenix holds profound cultural significance,
embodying rich symbolic meanings and spiritual connotations central to Chu
culture. Chu phoenix represented ancestral reverence and spiritual communication,
reflecting the Chu people’s primordial belief system that revered nature,
ancestors, and divine beings. Specifically, the phoenix was viewed as the
incarnation of Zhu Rong, the ancestral deity associated with fire and the sun,
symbolizing auspiciousness, virtue, and immortality. Visually, the Chu phoenix
motifs are characterized by versatility in posture, smooth and dynamic curved
lines, and a distinctive color palette dominated by red and black, adding both
aesthetic appeal and symbolic depth. The diversity of phoenix patterns, such
as complete, simplified, dragon-shaped, three-headed, and combined with the

Fu-sang tree, highlights its adaptability in Chu cultural artifacts.

2. The key factors in modern souvenirs featuring the Chu phoenix

Through the survey of modern Chu phoenix-inspired souvenirs,
combined with interviews with experts, key factors were identified for examining
the transformation of Chu phoenix elements from their original form to modern
designs.

1. Practicality of the product: Traditional Chu phoenix motifs were
often used in ceremonial contexts. However, in modern designs, traditional Chu
phoenix motifs now appear in functional products, integrating cultural elements
into daily life.

2. Innovation in patterns: The versatility of the Chu phoenix lies in
its ability to be depicted in both complete and simplified forms, making it easily
adaptable to modern products while preserving its cultural depth. At the same
time, it continues to maintain its cultural significance while adapting to modern

trends.
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3. Diversity of materials: The use of various modern materials
enhances the versatility of the phoenix, making it adaptable for different
products that appeal to a wider consumer.

4. Modernization of colors: The traditional red and black color
scheme of the Chu phoenix carries deep cultural meaning. However, expanding
this traditional palette to include vibrant hues allows the motif to balance
tradition with contemporary aesthetics, making it more appealing to younger
generations.

5. Simplification and abstraction of patterns: The intricate patterns
of the traditional Chu phoenix may be overwhelming for modern minimalistic
design preferences. Therefore, simplification and abstraction play a key role in
making the motifs more adaptable to contemporary products.

6. Attractiveness of product pricing: Pricing is key to making Chu
phoenix-inspired products accessible. Affordable pricing helps expand their
reach.

7. Cultural symbolism of the Chu phoenix pattern: The phoenix’s
representation of ancestry, spirituality, and national dignity ensures that it
continues to resonate with modern consumers who value heritage and identity.

8. Combination of the Chu phoenix with other traditional cultural
elements: In both original and modern designs, the phoenix is often merged
with other traditional symbols to create designs that are both more layered and
visually dynamic.

To explore how traditional Chu phoenix elements can be effectively
integrated into modern souvenir design, a survey was conducted to identify
the most critical factors influencing the appeal of these products. The table
below presents the results of the survey, which evaluated eight key factors
related to the design and attractiveness of modern souvenirs inspired by the
Chu phoenix. The data highlights how these factors are perceived by young
consumers. This statistical data shows average ( ;), standard deviation (S.D.)

and variance.
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Table 3 Analysis of the Attractiveness of Different Key Factors in Souvenirs
(N=97)

Number Key Factor ; S.D. | Variance
1 Practicality of the product 3.28 1.76 3.10
2 Innovation in patterns 3.75 1.28 1.64
3 Diversity of materials 4.02 0.99 0.98
4 Modernization of colors 4.09 0.93 0.87
5 Simplification and abstraction of patterns 413 1.41 1.99
6 Attractiveness of product pricing 3.91 1.80 3.24
7 Cultural symbolism of the Chu phoenix pattern 3.88 1.52 2.31
8 Combination of the Chu phoenix with other 3.46 1.65 272
traditional cultural elements

According to the survey data, among the key factors, “Simplification
and abstraction of patterns” (;=4.13) and “Modernization of colors” (;
=4.09) received the highest average scores, indicating that these factors are
perceived as the most attractive. In contrast, “Attractiveness of product pricing”
(S.D.=1.80) and *“Practicality of the product” (S.D.=1.76) had higher standard
deviations, suggesting significant differences in how respondents from different
groups value these factors, particularly in terms of price sensitivity and

functionality.

Conclusion

This study explored the transformation of traditional Chu phoenix
elements into modern souvenir designs, addressing two objectives.

First, the analysis of the symbolism, posture, and spiritual meaning of
the Chu phoenix emphasized its cultural importance as a symbol of ancestry,
spirituality, and national dignity. The phoenix represents ideals of truth, beauty,

and prosperity, making it a significant cultural and spiritual emblem in Chu culture.
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Additionally, the study found that the posture and gesture of the Chu
phoenix are highly versatile, appearing in both complete and simplified forms.
This versatility allows the motif to adapt to various artistic contexts, often
being integrated with other elements. Its design, characterized by smooth,
curved lines and elongated features, gives the phoenix a sense of dynamism
and freedom. The red and black color scheme further adds symbolic depth,
making the phoenix culturally significant.

Second, key factors were identified for integrating these elements into
modern designs that appeal to younger consumers. Artifact analysis, field
research, and surveys revealed that simplification of patterns, modernization of
colors, and material diversity are essential for maintaining the cultural depth of
the Chu phoenix while adapting to contemporary design trends. Young
consumers prefer designs that blend traditional symbolism with modern
innovation, enabling the phoenix to remain relevant in modern, functional
products.

In conclusion, modern Chu phoenix-inspired souvenirs can effectively
combine traditional symbolism with contemporary design, addressing the cultural
expectations of today’s consumers. These products not only preserve the
cultural depth of the Chu phoenix and promote traditional Chu culture but also

attract young consumers who value both innovation and heritage.

Discussion
|

In today’s Chinese consumer market, young people are the primary
driving force. With their growing purchasing power and cultural awareness,
they increasingly favor products that blend personalization with cultural
significance. Art toys featuring character design are especially popular among
younger consumers, as they effectively combine distinctive character concepts
with traditional cultural elements.

While Chu phoenix elements are common in many souvenir shops,

products with complete character design concepts are still rare. Most focus on
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traditional patterns, like tea sets and decorative items, without modern character
integration. To address this gap, future designs could incorporate Chu phoenix
elements into character design, promoting Chu culture while catering to the
demand for innovative, personalized products. Key factors could guide this
approach, making it more appealing to young consumers.

The author suggests that integrating Chu phoenix elements with
character design could fill a market gap and create innovative, culturally rich
products that appeal to young consumers. This blend of tradition and modern
design offers a promising direction for future souvenir development.

In a backward way, these young consumers help preserve Chu culture
through the souvenir market, keeping traditional Chu elements relevant in
modern life. By choosing products that blend traditional cultural motifs with
modernized designs, they integrate cultural heritage into everyday aesthetics,

fostering innovation and cultural continuity.
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Abstract

This research explores the application of Chinese character-based
graphic design in cross-cultural commercial graphic advertisements, focusing on
how to foster cultural understanding and emotional resonance through visual
representation. As Chinese characters are unique cultural symbols with deep
connotations, their integration into commercial advertising can enhance both
visual appeal and cultural communication. The research examines how the form
and meaning of Chinese characters can be harmoniously applied in advertising
to achieve cross-cultural communication via using “hotpot” as a representative
element of Chinese culinary culture. The study selects four regional varieties
of hotpot from across China and designs four commercial graphic advertisements
that incorporate graphical elements of Chinese characters. Through literature
analysis, case studies, and design practice, the study identifies effective design
strategies for applying Chinese character graphic design in a globalized
advertising context and interviewed the audiences from different cultural
backgrounds to assess their impact on visual effectiveness, emotional resonance,
and cultural recognition. The findings show that Chinese character graphic
design can significantly enhance advertisement impact while effectively
conveying cultural symbols, promoting understanding across cultures. The
research provides valuable insights for cross-cultural advertising, encouraging
the innovative use of Chinese characters in the global advertising market and
offering theoretical support for design practitioners aiming to merge cultural
symbols with commercial goals.

Keywords: Chinese character graphics, Commercial advertising design, Cross-

cultural communication

Introduction

|
Since ancient times, Chinese characters as one of the most

representative visual symbols of Chinese civilization, have always conveyed the
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spiritual essence of the nation. Along with the hieroglyphs of ancient Egypt
and the cuneiform script of Mesopotamia, Chinese characters are among the
oldest writing systems in the world. However, it is unique in that it still retains
the characteristics of pictographic writing and is widely used in modern society
(Stavrianos, 2005). As a product of time and culture, Chinese characters are
not only writing symbols but also a rich resource for graphic design (Bamford,
2009). The origins of Chinese characters can be traced back to pictographs
and ideographs, meaning that their written form incorporates features of
drawing, which lends them flexibility and creativity. Early applications of Chinese
characters as graphics can be observed in Shang Dynasty bronze inscriptions
and Taoist talismans. Over thousands of years, the form of Chinese characters
has continuously evolved, yet they still demonstrate profound cultural and
aesthetic value in today’s technologically advanced society (Liu & Lu, 2019).
From a theoretical perspective, the combination of semiotics and visual
communication theories provides a foundation for understanding how Chinese
characters function as culturally embedded symbols. According to Barthes
(1977), visual signs can convey layered meanings beyond literal representations,
while Kress and van Leeuwen (2006) highlight the importance of cultural
codes in shaping viewers' interpretation of visual language. These theories
support the notion that Chinese character graphics are not merely decorative
but serve as meaningful signifiers within specific cultural contexts. By combining
Chinese characters with graphic design, not only is the expressiveness of the
characters expanded, but it also provides new possibilities for the application
of Chinese cultural symbols. Due to their ease of memorability, intuitive
communication, and rapid dissemination, graphics can effectively capture
viewers’ attention in design. The characteristics of Chinese character graphic
presents such as readability, aesthetics, and evocativeness, not only provide
designers with creative ease but also play an important role in enriching
people’s daily experiences (Arnheim,2008). This study focuses on the application
of graphic design based on Chinese characters in cross-cultural commercial

graphic advertisements. It aims to explore how graphical representations of
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Chinese characters can enhance cultural expression in commercial advertising
and promote understanding and emotional resonance with consumers from
different cultural backgrounds. To be specific, the research will use “hotpot,”
a quintessential symbol of Chinese food culture, as the entry point. It will
select representative types of hotpot from the four major regions in China,
Chaozhou beef hotpot of the east, Sichuan spicy hotpot of the south, Yunnan
mushroom hotpot of the west, and northern copper pot mutton hotpot, to
conduct advertising design experiments, and incorporate the Chinese characters

of these hot pot names into the graphic design.

Research Objectives

|

1. This research analyzes the principles and methods of graphical
representation of Chinese characters by integrating the relationship between
the form and meaning of Chinese characters into graphic design. Also providing
a basis for modern visual design. This approach breaks down language and
cultural barriers, facilitating cross-cultural communication, especially by enhancing
the global recognition and appeal of commercial graphic advertisements.

2. The research provides practical insights to help designers better
apply Chinese character elements in cross-cultural advertising design through
the innovative design of four commercial graphic advertisements with a focus
on the graphical representation of Chinese characters.

3. This research aims to evaluate how audiences from different cultural
backgrounds perceive, interpret, and emotionally resonace to Chinese character-
based graphic advertisements, thus assessing their effectiveness in achieving

cross-cultural communication and cultural resonance.

Literature Review

|
1. Characteristics of graphical representation of Chinese characters

The graphical representation of Chinese characters refers to a design
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approach that uses the meaning of the characters as the foundation, adopting
a pictographic style while maintaining the original meaning of the characters.
This method provides a strong visual impact, evoking emotional resonance in
human (Xu & Batra, 2021). It enhances both the expressiveness of the
characters and the visual effect of the design. In short, the graphical
representation involves altering the form of the Chinese characters while
preserving their original meaning, employing techniques such as substitution or
embellishment. For example, in the design of the 2008 Beijing Olympic emblem,
the character “IX” was stylized to resemble a running figure, seamlessly
blending graphical character design into commercial graphic advertising, yielding
positive results. Therefore, graphical representation can offer audiences more
information while improving design effectiveness. According to Kress and van
Leeuwen's (2006) theory of visual grammar, the semiotic potential of visual
elements lies in their ability to convey meaning through form, composition, and
modality, which supports the value of using Chinese characters as graphic

symbols in cross-cultural communication.

5

Brjing 2008
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Figure 1 2008 Beijing Olympic Games Commercial Advertising Design
Source:https://olympics.com/zh/olympic-games/beijing-2008/logo-design

2. The advantages of using graphical representation of Chinese

characters in cross-cultural commercial graphic advertising
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There are several advantages while using graphical representation of Chinese
characters in cross-cultural commercial graphic advertising: First, as a pictographic
writing system, Chinese characters naturally possess a strong visual impact
compare with alphabetic writing (Mitchell, 1994). By adopting graphical design,
the unigueness and recognizability of the graphic advertisement can be
enhanced. Secondly, graphical design of Chinese characters can creatively
integrate cultural connotations into advertisements, and it will be endowing
brands with a rich cultural background and thereby attracting consumers from
different cultural contexts. Additionally, the diversity and flexibility of graphical
representation can assist designers in conveying more information within the
limited space of a graphic ad, enriching the visual layers. Lastly, the graphical
representation of Chinese characters can effectively break down language
barriers, promoting the global dissemination of advertisement messages and

giving brands a more competitive edge in international markets.

3. The methods of applying graphical representation of Chinese
characters in cross-cultural commercial graphic advertising

3.1 Deconstruction method

The concept of deconstruction originated in France and was

proposed by Jacques Derrida. Dissatisfied with Western philosophical thought,
Derrida challenged traditional ideas, introducing the philosophy of
“deconstructionism.” In Western countries, advertising often uses letters as
primary elements and adopts graphical representation for letters. The
characteristics of letter strokes, such as size, direction, and assembly, are
designed to create corresponding graphics, which enhances the visual artistic
effect of commercial graphic advertisements (Yu & Kim, 2020). According to
Davis and Hunt, the deconstructive approach in design promotes non-linear,
interpretative aesthetics that disrupt conventional communication, allowing for
greater engagement through ambiguity and visual surprise (Davis & Hunt,2017).

3.2 Overlapping method

The method involves overlapping strokes of Chinese characters or
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combining characters with other characters or images. The result creates a
three-dimensional sense of space, significantly improving the design’s visual
effect. By overlapping Chinese characters with images, the design becomes
more dynamic and enriched. This technique can be associated with the Gestalt
principle of figure-ground perception, where the interaction of overlapping
forms can stimulate viewers’ perceptual interest and maintain attention (Arnheim,
2008).
3.3 Variations in font solidity and transparency

Designers can alter the contrast between solid and transparent
images or outlines to achieve specific design goals. By manipulating these
contrasts, designers can evoke visual effects such as blur, illusion, and motion,
creating an emotional resonance with the audience (Craig & Scala, 2012).
Additionally, other elements like color and positioning can be adjusted to
enhance the visual impact of commercial graphic advertisements. For instance,
in Figure 2, the advertisement “Chongging Impressions,” a cross-cultural city
promotional ad, uses traditional Chinese ink gradients and variations in
transparency to convey the characters “Chongqging.” The graphical representation

allows the audience to quickly grasp the design’s intent and message.
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Figure 2 “Chongging Impression” city commercial advertising design
Source: http://xhslink.com/a/MGjdlto0ZmQW

3.4 Pictographic representation of Chinese characters

Chinese characters are traditionally created through pictographs,
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ideograms, associative compounds, and phonetic compounds etc (Wang, 2015).
Among these, associative compounds and phonetic compounds combine two
or more characters to form a new character. In graphical design, the “form +
form” approach is often used to create associative characters, such as “O0+E”
(mouth + ear) to form “Wt” (listen). Designers may replace part of a Chinese
character with a representative image or stroke, enhancing the artistic value
while ensuring readability. An example can be seen in Figure 3, where the
characters for “B2” (representing Guangzhou cuisine) and “Z” (representing
Beijing cuisine) are transformed using graphical food elements, allowing viewers
to quickly understand the design’s content and purpose. As Liu and Lu (2019)
argue, integrating cultural visuals into brand identity not only strengthens

cultural communication but also increases cross-cultural recognition and appeal

in global markets.

Fay
@

|

HMFE MRER
I RLEREF —a & KFRL
#E R % F B ETL
v (@) mes 20z (@) mas

Figure 3 Commercial advertising design for Chinese New Year purchases in
Guangzhou and Beijing
Source: https://fashion.sohu.com/a/540234413 120076109

3.5 Digital Technology in Design
The designers not only be proficient in various image-processing
software but also ensure that the style and form of the characters align with

the theme of the commercial graphic advertisement when employing digital
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technology to graphically represent Chinese characters. The design must
prioritize the effectiveness of advertising while ensuring harmony between
form, style, and the design’s theme. Furthermore, the legibility of the Chinese
characters should be maintained during the graphical representation process to
avoid compromising the advertisement's effectiveness. This aligns with
Bamford’s (2009) discussion on the importance of visual hierarchy and clarity
in digital design, emphasizing that successful visual communication depends on

the balance between creative aesthetics and functional readability.

Figure 4 Hong Kong city commercial advertising design
Source: https://fashion.sohu.com/a/540234413 120076109

Methodology

|

This research employs a blend of qualitative and descriptive analysis.
The specific procedures are as follows:

1. Literature review method: The research analyzes the existing
studies and design practices by reviewing relevant literature and case studies
in the fields of graphical design of Chinese characters, cross-cultural advertising,
and commercial graphic design. The objective is to investigate the visual
representation and application of graphical Chinese characters in cross-cultural
contexts. The literature review will establish the theoretical framework for this
research and provide foundational background information.

2. Case study method: Representative cross-cultural commercial

graphic advertisements will be selected for in-depth analysis which focusing on
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the use of graphical Chinese characters, the effectiveness of cultural symbols,
and the reception of these designs across different cultures.

3. Design experiment method: The practical design experiments will
be conducted based on the findings from the literature review and case
analysis. The graphical representation of Chinese characters will be applied in
specific cross-cultural commercial graphic advertisements. The experiments will
focus on “hotpot” as the thematic element and selecting representative hotpot
types from four regions in China: Chaoshan beef hotpot (East), Sichuan spicy
hotpot (South), Yunnan mushroom hotpot (West), and traditional mutton hotpot
(North). The Chinese character graphic designs of the four hot pot names were
incorporated into four commercial graphic advertisements.

4. Audience interview feedback methodology: To assess the
effectiveness and cross-cultural reception of the hotpot-themed Chinese
character graphic design in advertising, an interview study was conducted with
audiences from different countries. Participants were selected based on diverse
cultural backgrounds, including but not limited to the United States, France and
countries in Asia and Europe, ensuring a representative sample for cross-
cultural analysis. The interview focused on key aspects such as visual appeal,
cultural comprehension, symbolic interpretation, and emotional resonance.
Interviews were used to collect more nuanced insights into individual perceptions
and cultural associations triggered by the design.

Research Results
|

Through literature research, case study, design experiment method
and random audience interview feedback. The research had focuses on three
research objectives closely and output the results as below:

1. Analysis of the Principles and Results of Chinese Character
Graphic Expression

Chinese characters and advertisement have the most significant
similarity is all of them are pictographic representation of meaning. There are
at least three ways to visualize Chinese characters and author has explain as

below.
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1.1 Pictographic Reconstruction: The core logic lies in extracting the
original pictographic features of Chinese characters (such as the concrete
forms found in oracle bone script and bronze inscriptions), and reinterpreting
them through modern design language. This approach retains the “form-meaning
connection” while enhancing visual impact. It can be illustrated by the picture
below. It shows clearly that how Chinese character “Mountain” and “Water”

come from and how to use it in the visual design.

Hd‘ﬂmm. Characters that are based on a
simplified drawing or picture of
m the object they represent,
xiang xing

Mountain

o > W~ W
W= = K

Figure 5 Chinese characters pictographic reconstruction sample

8

Source: Author design

1.2 Decorative and filling design of Chinese characters: It is a
sophisticated technique in graphic design. The decorative and filling design of
Chinese characters refers to the creative integration of character strokes,
structural forms, and graphic elements, enhancing the visual expressiveness
and cultural connotation of the text When applied to Chinese character design,
it strengthens cultural symbolism and enriches visual appeal. It can be illustrated
by the picture below. The original meaning of this character is means “lucky”
in Chinese. The design is applying the right part as the concrete image of a
snake cause year 2025 is Chinese snake year. The left part displays thriving

crops and ancient copper coins, symbolizing prosperity and a bountiful year.
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Figure 6 Chinese characters decorative and filling sample

Source: Author design

1.3 Replacing Character Strokes: It is one of the core methods in the
graphic design of Chinese characters. By substituting specific strokes with
relevant images or symbols, this approach preserves the legibility of the
character while enhancing its visual metaphor. It can be illustrated by the
picture below. The original meaning of this character is means “tea” in Chinese.
The design uses a teapot to replace the lower half of the character which
imply tea needs a teapot to brew. And it vividly conveys the original meaning

of the character “tea”.

Figure 7 Chinese characters strokes replacement sample

Source: Author design
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2. Practical Application of Hotpot-Themed Chinese Character
Graphic Design in Cross-Cultural Advertising

The research takes “hotpot,” a representative symbol of Chinese
culinary culture, as the experiment result. Advertising design experiments
incorporating graphical design of Chinese characters are conducted, with the
final design effects analyzed as follows. The specific graphical design of
Chinese characters and the commercial graphic advertisement content analysis
are detailed below.

2.1 Chaoshan Beef Hotpot (Eastern Guangdong Region): This is a
traditional hotpot with nearly a century of history. The main characteristic is
the emphasis on the freshness of the ingredients, particularly showcasing the
different flavors from various parts of the cow. In the graphic ad design for
this hotpot, the character “4" (beef) is prominently highlighted. The Chinese
characters “#” (Chaozhou), “4” (beef), and “4%" (pot) are graphically reinforced
by incorporating imagery of cows into their forms. Additionally, the characters
for “meat” and “hotpot” are expressed through visual elements to further
convey the essence of Chaoshan beef hotpot. The design allows the viewer
to intuitively grasp the unique features and deliciousness of the dish. The
commercial poster integrates vector illustrations, showcasing realistic elements
of the Chaoshan beef hotpot, including fresh beef, beef balls, braised tofu, and
other ingredients. This visual presentation quickly informs consumers about the
ingredients and enhances their appetite, making them eager to enjoy the

dishes.

Table 1 Analysis of the specific contents of Chinese character graphic design

Original Graphical Explanation and Implication
Chinese Chinese

characters characters

ﬁﬂ The three dots on the far left of this character repre-

chao — sent the sound of “Umm” which from a cow. The rest

- A of the part uses exaggerated graphics to show the

i key parts of the cow, such as horns, head, nose,

body, front legs, and hind legs.
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Original Graphical Explanation and Implication
Chinese Chinese
characters characters
5|JJ This character is highlights the regional characteris-
shan tics of the Chaoshan area, namely the three drops

of water on the left and the character “Ii” on the
right, which has the prominent feature of being
close to the mountains and the sea.

tand

niu

The whole image of a bull’s head expresses the
meaning of the character “cow”. It's show clearly
about Bull's head, horns, ears, and nose etc.

This character "B" is graphically processed to show
the effect of stacking pieces of meat, which echoes
the picture in the graphic design of the font.

guo

This character is the most typical example of the
graphical representation of Chinese characters. The
viewer can tell immediately that it represents fire.

&
A

This character once again shows the image of a
cow on both sides of the graphic. In addition, the
right half of the graphic vividly shows an image of
a pot on fire, making it easy for everyone to
understand at immediately.

Commercial graphic design works are as follows Figure 8

.l

Figure 8 Chaoshan Beef Hotpot Commercial Graphic Advertising Design
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2.2 Sichuan Spicy Hotpot (Southern Region): Sichuan hotpot perhaps
is the most well-known representation of Chinese hotpot worldwide, with a
history that spans over 400 vyears. Its key characteristics are its numbing
spiciness and rich aroma, making it globally famous. The term “MALA” (meaning
numbing and spicy) has even become synonymous with Chinese hotpot abroad.
Different with other types of hotpot, Sichuan hotpot’s distinctiveness largely
lies in its broth, which derives its unique flavor from an abundance of ingredients
such as chili peppers, Sichuan peppercorns, star anise, ginger, and cinnamon.
This design focuses on these elements, visually highlighting various spices used
in Sichuan hotpot preparation. In this graphic ads, the graphical representation
of the characters “IU)I|” (Sichuan) features cultural symbols such as Sichuan
opera’s “face-changing” and chili peppers. The commercial poster design uses
vector illustrations to showcase a Sichuan hotpot full of ingredients like chili
peppers, peppercorns, and other spices, effectively conveying the essence of

this spicy and flavorful dishes.

Table 2 Analysis of the specific contents of Chinese character graphic design

Original Graphical Explanation and Implication
Chinese Chinese
characters characters

Pl:l The graph not only highlight key symbol of Sichuan
si v Opera face-changing, but also tribute to the bronze
statues at Sanxingdui. It allows viewers who familiar
with Sichuan culture to quick understand the source
of the food.

NI

chuan

The graph uses chili to highlight the key feature of
Sichuan hot pot. Also, the image of a chili is used
to divide the word "chuan" into two parts, which
also reflects the specific differences between
eastern and western of Sichuan.

This character uses a graphic method to show the
flames in the flames, which vividly reflects the
important elements of hot pot.
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Original Graphical Explanation and Implication
Chinese Chinese
characters characters

i

guo r

This character “pot” further highlights the difference
between Sichuan spicy hot pot and others. Sichuan
hot pot usually uses a flat pot or a double-flavored
pot, rather than a Beijing copper pot (the kind of

vertical pot). The upper right part of the word “pot”

is replaced with a flat pot, and the large number of

chili and seasonings in the pot are clearly visible.

Commercial graphic design works are as follows Figure 9

Figure 9 Sichuan Spicy Hot Pot Commercial Graphic Advertising Design

2.3 Yunnan Mushroom Hotpot (Western Region): Compared to the
other hotpot. Yunnan mushroom hotpot is unique in its dependence on Yunnan's
specific geographical location. Yunnan's tropical/subtropical climate and vast
forested areas produce a wide variety of wild edible mushrooms, making this
hotpot one-of-a-kind, not only in China but globally. Yunnan is home to about
half of the world’s species of wild mushrooms. Rich in proteins and various

vitamins, these mushrooms also contain polysaccharides that have health
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benefits such as radiation protection, immune system regulation, and antioxidant
properties. This aligns with the traditional Chinese medicine principle of “food
as medicine” and contemporary health-conscious trends, making Yunnan
mushroom hotpot a popular healthy choice. The graphical design for this hotpot
innovatively depicts the characters “z®” (Yunnan) by incorporating cultural
symbols like peacocks and Yunnan architecture, while “BE#%E” (mushroom) is
graphically represented using imagery of various wild mushrooms. The
commercial poster features vector illustrations showcasing the mushrooms used
in the hotpot as well as the diverse range of wild mushrooms from Yunnan.
In this design, the artist captures the region’s cultural and natural resources

through visuals, allowing viewers to quickly grasp the intended meaning.

Table 3 Analysis of the specific contents of Chinese character graphic design

Original Graphical Explanation and Implication
Chinese Chinese
characters characters
Z_j The upper part of the character vividly displays the

shape of auspicious clouds in traditional Chinese cul-
ture to symbolize the theme word “cloud”. The over-
all text is an image of a peacock with its wings
spread high, which further emphasizes the rich animal
and plant resources of Yunnan Province.

At the top of the character is the traditional stilt

nan bamboo house of the Dai ethnic group in Yunnan,
which further highlights the multi-ethnic characteris-
tics of Yunnan.

— . .

The lower part of the graph uses a figurative

jun mushroom graphic to show the basic meaning of

the character. In addition, the top of the character
also uses bamboo shoots, bean curd and other

mushroom ingredients to emphasize it.
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Original Graphical Explanation and Implication
Chinese Chinese
characters characters
ilHE_ The composition of character is entirely
gu derived from the graphic design of seven

kinds of wild mushrooms, allowing the viewer
to understand its meaning immediately.

The lower left part of this character uses a
wild vegetation commonly used for making
fire in Yunnan to reflect the special nature of
this hot pot.

guo

This character first uses mushrooms again in the
right half to emphasize the main ingredient, and at
the same time uses a fish in the left half to
emphasize the deliciousness of Yunnan mush-room
hotpot, because the soup base of Yunnan mush-
room hotpot is often made from fish soup.

Commercial graphic design works are as follows Figure 10

Figure 10 Yunnan Mushroom Hot Pot Commercial Graphic Advertising Design

2.4 Beijing Copper Pot Lamb Hotpot (Northern Region): It is said this

hotpot became famous after being named by Kublai Khan, the founder of the

Yuan Dynasty from Mongolia, and has a history of over a thousand years. If

106 ‘ d//\\L)

J1sansAaUNSsSULAzNISDDNUUULKDIDLITGY
JOURNAL of ASIA ARTS and DESIGN




RESEARCH ON THE APPLICATION OF CHINESE CHARACTER GRAPHIC DESIGN IN CROSS-CULTURAL COMMERCIAL
GRAPHIC ADVERTISING DESIGN

the key feature of Chaoshan beef hotpot is the “beef,” then the essential
element of this hotpot is the “lamb.” A notable distinction of Beijing copper
pot lamb hotpot from other types of hotpot is the requirement to use a
charcoal-heated copper pot for it to be truly authentic. Additionally, Beijing
copper pot lamb hotpot is the only one among various hotpots that places
particular emphasis on its dipping sauce, which must be the traditional old
Beijing sesame sauce. In the design of the commercial poster, the copper pot,
lamb, and old Beijing sesame sauce are illustrated through vector graphics. In
this design work, the author has placed special emphasis on the graphic
representation of Chinese characters, aiming to highlight features such as the

lamb and copper pot.

Table 4 Analysis of the specific contents of Chinese character graphic design

Original Graphical Explanation and Implication
Chinese Chinese
characters characters
3“:/']_'1 The two characters "Beijing" are overlapped to vividly
Bei jing ’k display the image of the Temple of Heaven, a famous

landmark in Beijing, so that viewers can tell immedi-
ately where this delica-cy comes from.

1

tong

By visualizing the charcoal copper pot that is key
for Beijing shabushabu mutton, the indis-pensable
kitchenware for this delicacy is direct-ly expressed.
In addition, careful viewers also found that there is
a "lamb" character on the surface of the pot, which
increases the appeal of the copper pot.

&

guo

The character "pot" is fully graphically repre-sented,
especially the right half which shows the meaning
of fire in the pot and the pot on the fire.
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Original Graphical Explanation and Implication
Chinese Chinese
characters characters
IEJIJ _; ____________ This character reflects another characteristic
shuan of Beijing mutton hot pot: Sauce. Traditional

Bei-jing hot pot must be served with a
dipping sauce mixed with sesame paste,
chives, fer-mented tofu, chopped green
onions and minced garlic to be considered
authentic.

yang

The character "¥" fully expresses the horns
of sheep, and this graphic design fully illus-
trates the theme of Beijing shabushabu
mutton hot pot, allowing viewers to quickly
understand that mutton is the protagonist of
this hot pot.

rou

To further emphasize the theme of "mutton", the
character "meat" is embedded with the im-age of a
goat.

Commercial graphic design works are as follows Figure 11

Figure 11 Beijing copper pot mutton hot pot Commercial Graphic Advertising

Design
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3. Audience Feedback on Chinese Character Graphic Design in
Advertising Across Different Cultural Backgrounds
As is widely acknowledged, audience feedback serves as one of the
most effective means to evaluate a design work. Since I teach at an international
college, T randomly interviewed teachers from Italy, Japan, South Korea,
Thailand, and India. At the same time, I randomly interviewed teachers and
parents from the United States, France, Germany, Australia, and Singapore at
my daughter’s international school. Based on this rationale, the author conducted
interviews with cross-cultural participants from different countries. The aim was
to assess how advertisements incorporating Chinese character visualization
differ from traditional advertisements in terms of visual appeal, ease of
understanding, and emotional resonance. Additionally, valuable suggestions for
improvement were collected, providing useful insights and guidance for future
design optimization.
3.1 Explanation of the Interview Design and Its Purpose
To assess the effectiveness of Chinese character graphic design
in cross-cultural commercial advertising, this study conducted interviews with
30 participants from different cultural backgrounds. The interview outline was
carefully designed to align with the research objectives, particularly in evaluating
the audience’s visual perception, cultural resonance, and interpretative responses
to the graphic representations of Chinese characters used in the advertisements.
The questions were structured to achieve three objectives:
(1) To explore how audiences from diverse cultural backgrounds
interpret graphic Chinese characters,
(2) To assess the effectiveness of these designs in communicating
cultural and commercial messages, and
(3) To gather feedback for improving cross-cultural visual
communication strategies.
Questions 1 and 2 aim to understand the participants’ cultural
backgrounds and their basic recognition of the Chinese characters used in the

advertisements. This helps analyze how cultural familiarity influences interpretation.
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Questions 3 and 4 focus on the clarity of message delivery and
the extent to which Chinese cultural elements are perceived through the
design. These address the effectiveness of visual communication in conveying
meaning.

Questions 5 and 6 gather subjective impressions regarding the
visual appeal and emotional resonance of the design, especially its ability to
stimulate interest in Chinese culture or products.

Questions 7 and 8 assess the perceived suitability of such design
approaches for cross-cultural advertising and invite constructive feedback for
future design improvement.

By systematically asking these questions, the study aims to
validate the hypothesis that Chinese character graphic design can function not
only as a visual tool but also as a cultural bridge in global advertising. The
collected responses provide critical insights into the ways in which audiences
interpret, engage with, and respond to culturally embedded visual elements in
commercial contexts. The following is a list of explanations of the content and

purpose of the interview questions, as shown in Table 5.

Table 5 Interview Outline

No. Interview Questions Purpose and Description

1 Nationality / Cultural Background | Collect information  about  cultural
background to assess how cultural
differences affect under-standing.

2 Are you able to recognize the | Assessing Non-Chinese audience initial
meaning of the Chinese charac-ter | recogni-tion of pictographic Chinese
in the image? characters

3 The message of the advertise- | Effectiveness of Pictographic Chinese
ment clear to you? Characters in Advertising Communication

4 Are you able to identify the Chinese | Assess whether the design is capable of

cultural aspects presented in the | ex-pressing cultural meaning
advertisement? Please elaborate.
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No. Interview Questions Purpose and Description

5 How do you rate the overall vis- [ Obtain  subjective  evaluations  from
ual quality of the Chinese char- | audience regarding the visual effects
acter graphic design?

6 Did the use of graphic Chinese | Investigate the relationship between
characters make you more in-|emotional resonance and cultural identity
terested in Chinese culture or
products?

7 Do you think this kind of Chinese | Assess the communicative effectiveness
character graphic design is suita- | of the design in a cross-cultural context
ble for cross-cultural advertising
communication? Why?

8 What suggestions do you have | Gather suggestions for improvement and

for improving this advertise-ment? | poten-tial directions for optimization

Source: Author design

3.2 Summary of results and Recommendations Based on
Participant Feedback

An analysis of feedback from 30 participants across 10 different

countries reveals an overall positive response to the visual communication

effectiveness of Chinese character graphic design in cross-cultural commercial

advertising. The following is a tabular explanation of the results obtained from

the interviews, as shown in Table 6.

Table 6 Summary of Participants Feedback

Facet Index Feedback content overview Percent %
(30 Audience)

Cultural Country The United States (4), France (2),|NA
Back-ground | origin Germany (2), Italy (2), Australia (3),
Singapore (4), Japan(4), South Korea(3),
Thailand(3), In-dia(3)

Ui 6 aUun 1 uns1AU - Touiwu 2568
Vol. 6 NO. 1 January - June 2025

11



RESEARCH ON THE APPLICATION OF CHINESE CHARACTER GRAPHIC DESIGN IN CROSS-CULTURAL COMMERCIAL
GRAPHIC ADVERTISING DESIGN

Character’s

can roughly guess its meaning through

Facet Index Feedback content overview Percent %
(30 Audience)

Information Able to 20 people almost recognize it, while 10 | 68%

recognition rec-ognize people find it difficult to understand but | Recog-nized

the contrast between text and images,
and enhance interactivity

meaning the graphics.
Information Is the 21 people think the message is relatively | 70% think it
clarity adver-tising clear, while 9 people find it somewhat | is clear
mes-sage vague.
clear?
Cultural Feel Chinese | 27 people clearly stated that they can | 90% feel the
identity culture? feel elements such as hot pot culture, | cultural
charac-ter style, and traditional aesthetics. | elements
Visual Impression 26 people rated it as interesting, innova- | 86% give
appeal of the tive, and aesthetically pleasing, while 4 | positive
graphic people found it somewhat complex or | feedback
design. un-familiar.
Emotional Does it spark | 22 people expressed interest, particularly | 70% feel a
resonance interest? in food or culture, while 8 people gave | resonance
a neutral response
Cross-cultural | Is it applica- | 25 people believe it can enhance cultural | 83.3%
applicability ble for communication, while 5 people think it | recognize its
cross-cultural | requires additional English explanations | applicability
communica-
tion?"
Improvement | Specific It is suggested to add more explanatory | NA
Suggestions feed-back elements (e.g., pinyin/icons), improve

An analysis of feedback from 30 participants across 10 different

countries reveals an overall positive response to the visual communication

effectiveness of Chinese character graphic design in cross-cultural commercial

advertising. Approximately 68% of respondents were able to partially recognize

the basic meaning of the Chinese characters. Even without understanding the
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language, most participants could guess the intended message through the
graphic form, indicating that Chinese characters possess a certain level of
visual universality due to their pictographic features. Additionally, 70% of
participants considered the conveyed advertising message to be relatively
clear, further validating the effectiveness of combining text and imagery in
delivering intended meaning.

In terms of cultural recognition, 90% of participants explicitly
stated that they could sense the presence of Chinese cultural elements in the
advertisement—particularly the hotpot food culture and the traditional aesthetic
features embedded in the Chinese characters. Regarding visual appeal, 86%
of respondents gave positive feedback such as “interesting,” “innovative,” and
“aesthetically pleasing,” suggesting that Chinese character graphic design
demonstrates both strong cultural expression and visual attractiveness.

From the perspective of emotional resonance, 70% of participants
said the design sparked their interest in Chinese culture or products. This
indicates that beyond conveying information, Chinese character design can also
evoke cultural identity and emotional engagement. In terms of cross-cultural
applicability, 83.3% of participants believed this type of design is suitable for
cross-cultural advertising, highlighting its potential in facilitating cultural
communication and brand internationalization. However, some participants
recommended the inclusion of English annotations or explanatory elements to
assist with comprehension. Based on the collective feedback, the following
recommendations are proposed to optimize future designs involving Chinese
character graphics:

Incorporate multilingual elements (e.g., pinyin, English explanations,
or visual annotations) to improve the clarity and accessibility of advertising
content.

Integrate interactive features (e.g., QR code interpretation,
animated formats) to increase audience engagement and depth of understanding.
These suggestions not only help strengthen the communicative effectiveness
of Chinese character graphics in cross-cultural contexts but also offer practical
guidance for future design practices aimed at global audiences.
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Discussion

—

This This study investigates the application of Chinese character-based
graphic design in cross-cultural commercial advertising, with a focus on both
visual effectiveness and the ability to evoke cultural resonance. Drawing from
literature review, case analysis, practical design experiments, and qualitative
interviews with 30 participants from 10 countries, the research highlights key
findings that contribute to both theoretical understanding and practical design
strategies.

Firstly, the study confirms that Chinese characters—rooted in
pictographic origins—possess unique visual symbolism capable of transcending
linguistic barriers. Even among participants unfamiliar with the Chinese language,
68% were able to partially infer the meaning of the characters through their
visual form. This supports the theories proposed by Arnheim, who emphasized
that visual perception plays a central role in how humans interpret form and
meaning, especially in symbolic communication (Arnheim, 2008). Furthermore,
this aligns with Barthes’ semiotic theory, which argues that visual signs can
carry multiple layers of meaning, allowing audiences to interpret symbols even
in unfamiliar linguistic contexts (Barthes, 1977).

Secondly, the four hotpot-themed advertisements—designed with
typographic variations of Chinese characters—proved effective in evoking
cultural identity and emotional resonance. According to participant feedback,
90% could identify distinct cultural elements such as Chinese culinary traditions,
calligraphy, and aesthetic symbolism. This reinforces the assertion made by
Cheng and Wong that Chinese characters can function as powerful visual
storytellers when situated in culturally meaningful contexts (Cheng & Wong,
1999). It also parallels Mitchell’'s view that verbal and visual signs must work
in tandem to generate effective cross-cultural communication (Mitchell, 1994).
The emotional resonance of the designs further underscores their communicative
power. Approximately 70% of interviewees reported a heightened interest in

Chinese food culture or the brand itself after viewing the advertisements. This
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supports previous work by Xu and Batra, who found that culturally embedded
visuals in advertising can foster emotional identification and enhance brand
engagement in cross-cultural contexts (Xu & Batra, 2021).

In terms of cross-cultural adaptability, 83.3% of participants considered

the Chinese character designs suitable for international audiences. However, as
Craig and Scala suggest in their guide to typographic clarity, cultural legibility
must be balanced with visual innovation (Craig & Scala, 2012). Some
interviewees indicated that without explanatory elements (e.g., pinyin, English
captions, or illustrative icons), the graphics were occasionally difficult to
comprehend (Wang, 2015). This echoes Wang Ning’s observation that while
Chinese character morphology offers rich visual potential, its complexity may
present challenges in cross-cultural design unless supplemented with contextual
aids (Wang, 2015).
Additionally, the findings highlight the importance of multimodal communication
strategies. As Kress and van Leeuwen advocate, combining text, image, and
cultural coding enhances viewer interpretation and facilitates meaningful global
dialogue (Kress & van Leeuwen, 2006).

In summary, the research demonstrates that Chinese character graphic
design can serve as a culturally expressive and visually compelling tool in
global advertising. By integrating culturally significant typography with visual
storytelling, designers can bridge cultural divides, enhance communication, and
generate emotional resonance. The findings not only affirm the aesthetic and
semiotic power of Chinese characters but also provide a practical framework

for cross-cultural visual communication in the commercial field.

Conclusions

The research investigated how Chinese character-based graphic design
can be effectively applied in cross-cultural commercial advertising to promote
cultural recognition and emotional resonance. Drawing on Qualitative Research

methodology and audience feedback, the research concludes that Chinese
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character graphics serve as powerful visual tools that can bridge linguistic and
cultural gaps in global advertising contexts. This research applies graphic
design of Chinese characters to commercial graphic advertisements using the
element of “hotpot,” which is a highly representative part of Chinese culture.
The research focuses on four different types of hotpot from the East, South,
West, and North regions of China (Guangdong Chaoshan beef hotpot, Sichuan
spicy hotpot, Yunnan mushroom hotpot, and Northern copper pot lamb hotpot),
exploring the effects of Chinese character graphic design in cross-cultural
advertisements. The experimental results indicate that such designs significantly
enhance the cultural characteristics and visual appeal of the advertisement.
Various forms of Chinese character graphic design can convey the regional
features and cultural connotations of hotpot through a unique visual language.
The experimental designs, centered on Chinese hotpot culture, proved successful
in eliciting both aesthetic appreciation and cultural awareness among international
viewers. The research highlights that while Chinese characters may appear
unfamiliar to global audiences, their symbolic, pictorial nature enables intuitive
recognition when properly contextualized. Furthermore, the interviews revealed
that audiences are open to and even enthusiastic about advertisements that
incorporate culturally distinct elements, provided they are visually engaging and
supplemented with accessible cues. This reinforces the importance of cross-
cultural sensitivity in visual communication, where designers must consider
both cultural expression and audience comprehension.

In conclusion, Chinese character graphic design holds great potential for
application in cross-cultural commercial graphic advertising. However, during the
design process, it is crucial to fully consider the cultural backgrounds and
aesthetic preferences of the target audience, ensuring that the effects of cultural
communication and visual representation align to achieve more effective cross-
cultural communication. Chinese character graphic design is not only a vessel of
cultural identity but also a versatile medium for global branding and communication.
Future studies may extend this research by examining authentic market advertising

campaigns or exploring additional cultural symbols within Chinese visual culture.
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Abstract

This study examines digital art innovation strategies for China’'s 24
Solar Terms, a cultural system reflecting natural cycles, agrarian practices, and
philosophical traditions. By analyzing artworks (digital paintings, animations,
interactive installations) sourced from academic databases, public repositories,
and case studies, the research maps current creative practices and identifies
gaps in cultural digitization. Data on artwork themes, mediums, and regional
variations were systematically categorized using Excel, enabling cross-dimensional
analysis of technical, cultural, and audience engagement metrics.

Results indicate that digital reinterpretations of the Solar Terms prioritize
immersive storytelling (e.g., VR folk rituals), regional adaptability (e.g., coastal
vs. inland motifs), and participatory design (e.g., gamified agricultural simulations).
However, challenges persist in technological integration and global outreach. To
address these, the study proposes: 1) leveraging VR/AR/MR for multisensory
cultural experiences; 2) embedding Solar Term education within digital literacy
initiatives; 3) fostering crowdsourced platforms for collaborative art creation;
and 4) optimizing algorithm-driven marketing to expand audience reach.
Theoretical contributions include a framework for reconciling intangible heritage
with digital modernity, while practical implications highlight scalable models for
cultural-tech synergies. By bridging aesthetic traditions with emerging
technologies, this research advances strategies to sustain cultural relevance in
a globalized digital economy

Keyword: digital art, traditional culture, 24 Solar Terms

Introduction
—

With the policy support of promoting excellent traditional culture, the
digital innovation of traditional culture has been increasingly valued by the
industry and academia. With the improvement of the Internet and digital

technology environment, as well as the rapid development of cultural industries
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and the cultural creative economy, the application of digital media has become
one of the important ways to inherit traditional culture in the digital age.
Currently, the Chinese government has issued the “Law of the People’s Republic
of China on the Protection of Intangible Cultural Heritage” (Government of
China Website, 2011), which provides legal protection for the development of
traditional culture and lays the foundation for documentation and dissemination.
The “Opinions on Implementing the Inheritance and Development Project of
Fine Traditional Chinese Culture” (Xinhua News Agency, 2017) explicitly proposes
to promote the creative transformation and innovative development of traditional
culture, as well as digital construction. This includes using modern technological
means to reinterpret traditional culture, build digital resource libraries, and
expand online dissemination channels. The “14th Five-Year Plan for Cultural
Industry Development” (Ministry of Culture and Tourism, 2021) also emphasizes
the creative transformation and innovative development of traditional culture,
increasing the digital development and dissemination of traditional cultural
resources. For example, it supports traditional cultural enterprises in using new
technologies, models, and ideas to upgrade and transform traditional cultural
products, enhance their cultural connotations and added value, and improve
their international influence. These policies provide a macro-level guiding
framework for the digitalization of traditional culture.

Digital art is a highly innovative and expressive form in the field of
digitalization. It combines technology and art to show a unique charm. Traditional
culture, on the one hand, can provide new forms of expression and dissemination
channels. With the help of digital technologies, such as virtual reality and
animation, ancient culture can be presented in a more vivid and lively way,
attracting the attention of the younger generation, breaking the limitations of
time and space, and expanding the scope of dissemination. On the other hand,
digital art innovation has stimulated the vitality of traditional culture. By
integrating modern elements, we can give traditional culture new connotations
and creativity, make it more vibrant in contemporary society, and promote the

sustainable inheritance and development of traditional culture. Therefore, digital
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art innovation has far-reaching significance and value for the further inheritance
of traditional culture.

As one of China’s outstanding traditional cultures, the 24 Solar Terms
have been actively promoted and publicized by the media since they were listed
as world-class intangible cultural heritage in 2016 (China Government Network,
2016). At the same time, they have also become a hot topic in academic
research. How to use digital art to empower the cultural innovation of the 24
Solar Terms is a question discussed by many scholars and creators. While the
current research covers a multidimensional analysis of digital art related to the
Twenty-Four Solar Terms, it still falls short in comparative studies of digital art
innovation practices across different regions, particularly lacking in-depth
exploration based on the integration of regional cultural characteristics and
digital technology. This study categorizes digital innovation works in detail,
classifying them from multiple dimensions such as content themes, forms of
expression, artistic styles, and application scenarios. By combining the cultural
characteristics of the Twenty-Four Solar Terms with digital art techniques, this
research provides clear positioning for different types of digital innovation
works, thereby supplementing and perfecting the deficiencies in the study of

digital art innovation methods.

Research objectives
—

1. To study the cultural characteristics of the 24 Solar Terms.

2. To analyze the current status of digital artworks with the theme of
“24 Solar Terms”.

3. To study the digital art innovation methods of Chinese traditional

culture and discuss the trend of digital innovation in traditional culture.

Research methods

|
1. Literature research method: Through various channels, we widely

collect books, papers and case materials related to traditional culture and digital
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art and classify and analyze them. To obtain research information such as
application cases, innovative ideas, successful experiences and existing problems
of traditional culture in digital art, combined with the background of the times
and technological development trends, provide a theoretical basis and reference
basis for the research.

2. Case analysis method: The case analysis method is to conduct in-
depth research on specific examples to obtain knowledge and insights. In this
study, we collected successful cases of digital art innovation of traditional
culture with the focus on “24 Solar Terms”, analyzed these cases in detail,
summarized experiences and rules, provided practical references for digital art
innovation of traditional culture, clarified feasible paths and potential problems,
helped to carry out in-depth research and provided guidance for practical
innovation.

3. Interdisciplinary research method: The interdisciplinary research
method is to integrate multidisciplinary knowledge to analyze problems
comprehensively and in-depth. This study explores the aesthetic value and
innovation direction of traditional culture from the perspective of art; analyzes
the application of digital technology with the help of computer science theory;
and uses communication to analyze the communication strategy of innovative
results. By integrating different disciplinary perspectives and methods, a more
comprehensive research path is provided for the digital art innovation of
traditional culture to promote the development of innovative practice.

The research process is divided into 4 steps: 1) Review the relevant
literature on “24 Solar Terms”, “Digitalization of Traditional Culture” and “Digital
Art Innovation”; 2) Collect and organize the digital art innovation cases of
traditional culture with “Digital Art with24 Solar Terms Theme” and classify
them; 3) Combine literature and theory to analyze various cases and the current
status of digital artworks in detail; 4) Summarize the research results, explore
how to empower the cultural innovation of the24 Solar Terms with digital art,
and give discussions and suggestions. Based on the above, the conceptual

framework of this study is shown in Figure 1
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Figure 1 Schematic diagram of the research process

Research results
—
1. The history, characteristics and current status of the 24 Solar Terms
1.1 The historical development of the 24 Solar Terms
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%, % W B 2>

5
9823k

Figure 2 The division of the 24 Solar Terms

According to the research of the 24 Solar Terms Research Center

of the China Agricultural Museum, the 24 Solar Terms sprouted in the middle
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Neolithic period and went through three stages (Sui, 2022): First, the discovery
of the "“two equinoxes and two solstices” (Chen, 2021). During the Five
Emperors period, the year was determined to be 12 months by observing the
Big Dipper, the “Zhuanxu Calendar” was customized and the method of two
equinoxes and two solstices was indicated, dividing the orbit of celestial bodies
into 24 parts; second, the construction of the “four seasons and eight festivals”.
The “Xia Xiaozheng” of the Shang Dynasty recorded meteorological and
phenological phenomena. During the Warring States Period, the “Lushi Chungiu”
and “the Book of Rites” connected the date with the farming season, and the
“four seasons and eight festivals” were widely respected; third, the formation
of the 24 Solar Terms. The pre-Qin “Yi Zhou Shu - Shi Xun Jie” formed 72 solar
terms, and the Western Han Dynasty “Huainanzi ‘Tianwen Xun” fully recorded
the 24 Solar Terms. The “Taichu Calendar” during the Han Wudi period formally
determined the complete 24 Solar Terms and corrected the errors of the
“Zhuanxu Calendar” (Nanchong Local Chronicles Studio, 2013). Since then, the
research on the 24 Solar Terms has continued to deepen and has been used
to this day.

1.2 Cultural Characteristics of the 24 Solar Terms

The cultural characteristics of the Twenty-Four Solar Terms are
reflected in their naturalness and scientific nature, cultural and philosophical
aspects, practicality and guidance, regional and diverse features, heritage and
innovation, as well as their ecological and sustainable nature.
Based on natural phenomena, the solar terms reflect changes in seasons,
precipitation, and temperature, and have a scientific foundation in astronomy.
The terms are rich in cultural connotations; for example, the names “Beginning
of Spring” and “Rain Water” poetically express reverence for nature. They are
closely linked with folk customs and agricultural activities, embodying the
philosophical idea of “unity of heaven and humanity”. The solar terms guide
agricultural production, such as “spring sowing, summer growing, autumn
harvesting, and winter storing” and influence lifestyles and social activities. The

culture of the solar terms varies by region; for instance, the customs of the
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Beginning of Spring differ between the south and the north. The culture
continues to innovate through inheritance, gaining new vitality with the help of
modern technology. Moreover, the culture of the solar terms emphasizes
harmonious coexistence between humans and nature, providing wisdom for the
construction of ecological civilization (Zhang, 2024). These characteristics make
the Twenty-Four Solar Terms an important part of China’s excellent traditional
culture and hold significant value for modern society.

1.3 Connotation and Value of the 24 Solar Terms

The Twenty-Four Solar Terms are the crystallization of wisdom from
ancient Chinese agricultural civilization and a unique temporal knowledge system
and social practice of the Chinese nation, encompassing natural, cultural, and
social dimensions. They hold significant historical and contemporary value. Not
only are they an important carrier of national culture, but they also play a
practical role in guiding agricultural activities and traditional Chinese medicine
for health preservation. Moreover, they shape people’s attitudes towards nature
on a moral level and awaken ethical awareness for environmental protection.
From an international perspective, the Twenty-Four Solar Terms have had a
profound influence on the East Asian cultural sphere. Based on the absorption
of China’s solar terms culture, Japan has developed its unique system of
seventy-two phenological phases (Fan, 2020). Against the backdrop of
globalization, the Twenty-Four Solar Terms are not only a symbol of Chinese
traditional culture but also an important part of the world’s cultural heritage.
1.4 Current Research Status of the Twenty-Four Solar Terms Culture
According to CNKI (China Knowledge Network Document Library), the number
of studies on the 24 Solar Terms has increased rapidly since 2016, and the
attention has continued to increase (Figure 3), covering history, culture, folklore,

agriculture, education and other fields.
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Figure 3 Publication trends of the topic “24 Solar Terms” in the literature
collected by CNKI (as of September 2024)

The research from the perspective of the cultural inheritance of
the24 solar terms mainly has three forms: the first is written records, including
historical books, origin history, proverbs and ballads, etc. (Ji, 2018), using
written records as a carrier to lay a material foundation for cultural interpretation
and research; the second is cultural performances and artistic activities, such
as academic lectures, performances, paintings, photography, installations, etc.
(Luo, 2023), using artistic means to expand the form of inheritance and
dissemination; the third is online digitization, including short videos (Jia, 2021),
mobile phone wallpapers (Wu, 2023), animated short films, application software
APP (Zhang, 2022), etc., using communication media to provide impetus for
cultural inheritance and development.

Regarding the innovative communication of the 24 Solar Terms,
some researchers have proposed content innovation communication, vigorously
developing product communication, industrial development, innovative cultural
entertainment and life consumption communication, firmly using new technologies,
and giving full play to new media communication from the perspective of
communication and economics (Chen, 2025); some scholars have also proposed
from the perspective of cultural inheritance that it can be carried out through
quality education and ideological and political education, such as conducting
intangible cultural heritage research and study activities for community youth to
expand the influence of the 24 Solar Terms (Zhang, 2020).
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2. Current status of digital art research and creation of the 24
Solar Terms

2.1 Digital painting, illustration, and digital photography

Digital painting and illustration are the creation of static images
using digital painting tools. Creators can use digital art brushes with delicate
brushstrokes, rich colors and special effects, stylized processing and other
functions to give the picture a delicate and dreamy effect. As a common
creative tool in the digital media era, digital photography can quickly convert
the images captured by the lens into creative materials. Compared with painting,
photographic works are more realistic and direct. After secondary creation by
image processing software, photographic works can also create more imaginative
and dreamy pictures. Digital paintings and digital photography works can be
easily disseminated and shared and using them for traditional cultural themes
can attract more people to pay attention to traditional culture.

There are a large number of digital paintings, illustrations, and digital
photography works on the theme of the 24 Solar Terms. The content of the
pictures is mainly natural elements such as plants, animals, and mountains that
express the characteristics of climate and phenology, and humanistic scene
elements of solar term customs. They tend to be decorative, and the style
shows the aesthetic tendency of harmony between man and nature (Liu,
2023). This article selects five representative cases for comparison. These five
cases illustrate that in the category of digital images, the 24 Solar Terms can
express and convey cultural connotations and aesthetic values from different

angles. (Table 1)
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Table 1 Comparison of digital paintings, illustrations and digital photography of
the 24 Solar Terms

Comparison | "Solar Terms "Bilingual Re-creation of | National Museum 24 Solar
of works in Xinjiang" | Hand- painted | the 24 Solar of Traditional | Terms Poster
(Luo, 2023) 24 solar Terms in "The Chinese (Chinese
terms" Picture of Medicine 24 Government
(Henan Daily, Farming and Solar Terms Website,
2023) Weaving" Poster 2024)
(Yuan, 2023) | (Zhang, 2023)
Thumbnail i %ﬂ&{ § ﬁg
content Folk patterns | Solar terms Elements and | Chinese herbal | Landscapes
in Xinjiang customs and | scenes corres- | med-icines and | and still life
and plants scenery in ponding to the | land-scapes corre-
and animals | Henan solar terms in | corresponding sponding to
of different "The Picture of | to the solar the solar
solar terms Farming and terms terms
Weaving"
(1696)
form Digital Digital Digital Digital Digital
Illustration Illustration Tllustration Illustration Photography
vision style Pop Interesting, Cute, childlike | Fresh and Real and
fresh and natural natural
natural
application Cultural Cultural Book Cultural Cultural
scenarios promotion, promotion, illustrations, promotion, promotion,
brand image | social sharing | art exhibition | social sharing, social sharing,
brand image brand image

2.2 Dynamic images, animation, and film and television works

Compared with static digital paintings and photography, dynamic

images and images have an additional time dimension. Works presented in the

form of videos often also contain music elements. The works are larger in size
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and richer in content. The audience can receive visual and auditory information
at the same time when watching, leaving a deeper impression of the works.

This article selects 5 works with obvious style characteristics for the
case comparison: animation videos can be produced in a variety of styles. For
example, the “Curiosity Knows the Seasons” (Sui, 2022) series of digital
animation works and the representative of popular science animation “Chinese
Solar Terms” (Henan Satellite TV, 2023) in the case, the former connects the
cultural and tourism landmarks of Xicheng, Beijing with a strong visual style and
scattered distribution, and also adds traditional fine brushwork characters and
mythological stories, with a unique style; the latter creates a dreamy effect with
excellent copywriting and 3D animation special effects, magnificent perspectives
and changing lens movements, giving people a strong sense of substitution. As
well as the representative works of the live-action documentary variety show
“24 Solar Terms Life” (Zhejiang Satellite TV, 2020) and the representative
animation work “Solar Terms EIf” (Shandong Solar Terms Family Animation Co.,
Ltd., 2023), the 24 Solar Terms culture is told in the form of film and television
works, filled with rich stories and details, making the audience more intimate
with traditional culture. More unique is that Wang Zhiwei (2024) designed a
set of 24 Solar Terms dynamic patterns, which used hierarchical analysis and
semiotics theory to extract relevant cultural factors and design elements such
as phenology, farming, and folk customs, and used Al and image software such
as Midjourney to perform secondary creation of patterns, particle production,
and music adaptation, and finally created new dynamic patterns, exploring the
new possibilities of digital art innovation for the 24 Solar Terms.

It can be seen that in the categories of dynamic images, animations,
and film and television works, the 24 Solar Terms culture can be presented in
a variety of forms and styles, and artists have a lot of room to play to create

unique and novel works. (Table 2)
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Table 2 Comparison of dynamic images of the 24 Solar Terms with animations

and film and television works

Comparison “Be curious 24 Solar season elves 24 Solar Chinese Solar
of works and know the Terms (Shandong Terms Life Terms
season” Dynamic Solar Terms (Zhejiang (Henan TV,
(Sui, 2023) patterns Family Satellite TV, 2023)
(Wang, 2024) | Animation Co., 2020)
Ltd., 2023)
Thumbnail
content Aesthetic The dynamic | Telling the Cultural Popular
presentation effect of story of the 24 | exploration science
of particle Solar Terms based on the | narration of
phenological emission is culture 24 solar solar terms
elements made of terms culture
corresponding | plant-based
to solar terms | phenological
elements
form Animation Dynamic TV Animation documentary | Animation
Video Image variety show | Video
vision style Fine Algorithmic Fairy tales, Real and 3D Animation
brushwork Aesthetics animation natural
collage
application cultural cultural family Family family
scenarios promotion, art | promotion, entertainment, | entertainment, | entertainment,
exhibition art exhibition | education education education

2.3 Interactive design and games

Compared with the first two categories, in the interactive design and

game category, interactivity becomes the core feature of this type of work.

Interactive works can interact with the experiencer. When experiencing the

work, it not only mobilizes the audience’s visual and auditory organs but also

mobilizes the limbs, brain and other organs, so that the work brings the
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audience a pleasant or novel experience in the process of interaction, allowing

the audience to have a deeper understanding and cognition of the work.

This category of works includes HTML5, mobile apps, games, art

installations, VR virtual reality, AR augmented reality, MR mixed reality and

other forms. This article selects 5 works of different forms for comparison. It

can be seen that the presentation method and effect of the 24 Solar Terms

culture on different carriers, different forms correspond to different volumes,

different technologies and tools, different experiences and gameplay, so there

are different implementation paths in the early preparation stage of creation, the

mid-term production stage, and then to the later dissemination and display

stage. (Table 3)

Table 3 Comparison of24 Solar Terms Interactive and Game Works

corresponding
to the solar
terms

solar terms
digital IP

the changing
seasons

Comparison '"The24 Solar “Strolling Popular “24 Solar Su Se
of works Terms of along the Science of Terms” Lifestyle Hall
Clothing and | Central Ax-is” | the 24 Solar | (FREE MEN 24 Solar
Food" (BLACKBOW x Terms FREE TIME, Terms
(Zhang, Beijing News, (Bole Tech- 2023) Exhibition Hall
2022) 2023) nology, 2023) (Suzhou
Mu-seum,
2024)
Thumbnail
content Learn about Explore the Place the Gain Digital color
the solar landmarks and | virtual space knowledge | space created
terms by cultural stories | of the 24 and fun of [ with solar
matching of Beijing's solar terms solar terms | terms
characters central axis into the real in game dynamic
with clothes from the space to levels videos and
and food perspective of | experience installations.
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Comparison "The24 Solar “Strolling Popular “24 Solar Su Se
of works Terms of along the Science of Terms” Lifestyle Hall
Clothing and | Central Ax-is” | the 24 Solar | (FREE MEN 24 Solar
Food" (BLACKBOW x Terms FREE TIME, Terms
(Zhang, Beijing News, (Bole Tech- 2023) Exhibition Hall
2022) 2023) nology, 2023) (Suzhou
Mu-seum,
2024)
form Interactive AR interactive | MR interactive | game Art Space
HtmI5 works works
vision style Cartoon Fun, natural Realistic, 3D Interesting, | Algorithmic
animation fresh and Aesthetics
natural
application Cultural cultural science gaming, art exhibition
scenarios promotion, promotion, popularization | education
social shar-ing | social sharing
art exhibition,
brand image

In general, the number of digital art studies and creations of the 24
Solar Terms is on the rise, and the content is rich and diverse. The three types
of digital art exhibit trends in temporal variation, evolving from static to dynamic,
from singular to diverse, and from one-way communication to in-depth
interactivity. Meanwhile, audience perception has shifted from mere visual
appreciation to multi-sensory experiences and emotional resonance. Digital
painting, illustration, and digital photography use static images to express
natural and humanistic elements, tend to be decorative and embody the
harmonious aesthetics of man and nature; dynamic images, animation, and film
and television works add time dimensions and music elements, such as animated
short videos, film and television animation works, and unique dynamic pattern
designs, showing the various forms and styles of the 24 Solar Terms. The
interactive design and game development category is focus on interactivity and
has many forms. The effects of multi-dimensional fusion can bring richer
experiences and immersion to the audience. It can be seen that different

carriers have different presentation methods, effects, and implementation paths.
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3. Exploring Chinese Traditional Digital Art Innovation Methods

and Trends in Traditional Digital Innovation through the Case of the 24
Solar Terms

3.1 Multiple Theoretical Perspectives

Cultural interpretation is closely related to theoretical perspectives.
Different theoretical perspectives provide diverse frameworks and methods for
cultural interpretation, helping people understand cultural connotations, meanings
and values from different dimensions and levels, and are conducive to discovering
new phenomena and problems, and promoting cultural innovation and
development. In the theoretical research on the 24 Solar Terms, scholar Zhang
Bo (2021) found that the 24 solar terms can not only guide agricultural
production, but also provide the possibility of getting close to nature and living
poetically through the ecological aesthetics they contain; Wang Runzhuo (2020)
emphasized the relationship between man and nature, integrating ecological
concepts into all aspects of life, pursuing balanced aesthetics, making life
orderly and beautiful, and inspiring contemporary life. In addition, the view of
the correspondence between heaven and man in traditional Chinese medicine
also attaches great importance to the relationship between man and the natural
environment. The Yellow Emperor's Classic of Internal Medicine expounds the
natural laws of health and the culture of the 24 Solar Terms. The 24 meridians
of the human body correspond to the 24 Solar Terms, and the physiological
and psychological activities of heaven and earth and man are closely related.
The concept of correspondence between heaven and man is the embodiment
of the holistic view of the universe in traditional Chinese medicine. It is a bridge
between man and the universe, conforming to the unity of heaven and man,
thus realizing the organic unity of man and the universe and the internal and
external balance. (Huang, 2024)

In the practice of specific projects, images and videos present
numerous scenes of natural landscapes, including different forms such as long
shots and close-ups. Taking the melting of ice and snow, the sprouting of new

shoots on plants, rain scenes and the sound of rain as examples, they can
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respectively arouse the audience’s perception of the warming weather, vitality
and hope, and inner peace. Based on the unity of humans and nature, the
creators of digital artworks of the 24 Solar Terms intentionally or unintentionally
convey emotions through natural landscapes, thereby highlighting the ecological
aesthetic concept of the harmonious coexistence of humans and nature, injecting
profound cultural and aesthetic values into the works. This has implications and
research significance for the dissemination and development of contemporary
ecological culture and also provides typical examples and theoretical entry
points for further exploring the relationship between humans and nature in the
context of digital art.

3.2 Regional Differentiation Content

With the intensification of urbanization and lifestyle changes, the
traditional lifestyle of the 24 Solar Terms has gradually disappeared, resulting
in the loss of solar term culture and the lack of audience (Lai, 2017; Zhang,
2016). Regarding the existing problems, many scholars have put forward their
views: Although the 24 Solar Terms are a culture shared by the whole country,
due to China’s vast territory and complex geographical environment, there are
also some differences in different regions, forming a unique regional solar term
culture (Liu, 2020). Taking the Yangtze River Basin as the boundary, there is
a sharp contrast between the north and the south. The climate conditions are
quite different, and the temperature differences are obvious, which results in
completely different natural and humanistic scenes in the north and south
regions during the same solar term. For example, at the Beginning of Winter,
the temperature in most parts of the north drops sharply, with biting cold winds,
frozen rivers and a vast expanse of white snow, fully demonstrating the scene
of a harsh winter. In the south, however, the temperature is mild, the vegetation
is lush, the rivers flow smoothly, and people wear light clothes, forming a sharp
contrast to the severe cold in the north.

The close connection between the solar terms and regions deeply
reflects the diversity of China’s climate and natural environment. Therefore, in

the process of protecting and inheriting the 24 Solar Terms, we can fully
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combine the advantages of regional cultures, so that the solar term culture can
better enrich local cultures and be more favored, inherited and innovated by
local people. For example, Wu Yuhong (2021) took Zhubei Town, Qingyang,
Anhui Province as an example to study the creative design scheme of the 24
Solar Terms culture, put forward the view of combining the local rural landscape
with the 24 Solar Terms health culture, and suggested adding VR virtual
technology in relevant science museums, increasing dynamic communication in
urban public spaces, designing new media products such as APP, etc., so that
cultural and creative development can help Zhubei Characteristic Town achieve
brand image upgrade and promote the economic development of the town.

3.3 Diversified media

The diversified media of interactive digital art presents rich and
diverse forms. Among them, VR and AR technology can create an immersive
experience environment, allowing the audience to truly integrate into the context
constructed by the artwork; multimedia equipment, including digital display
screens, speakers, etc., can effectively present rich and diverse audio-visual
content; the application of the Internet realizes the online dissemination of
artworks, and the audience can participate in the interaction remotely, breaking
through the limitations of time and space; sensors and interactive devices can
accurately capture the audience’s actions and reactions, thereby realizing real-
time interaction; in addition, the combination of interactive digital art and
traditional media such as painting and sculpture can further expand the
boundaries of artistic expression.

However, the use of diversified media in interactive digital art also
faces numerous challenges. Technically, VR and AR devices are costly and may
cause dizziness, sensors are prone to interference, and multimedia devices have
compatibility issues. All these factors limit the popularization of the technology
and its application effects. In terms of audience accessibility, the poor network
infrastructure in remote areas affects online dissemination, making it impossible
for some audiences to interact remotely. Moreover, complex interactive

technologies require audiences to possess certain digital literacy and operational
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skills, which creates a participation barrier for the elderly and those with a low
level of education, restricting the audience range and hindering its wide
dissemination and in-depth development. Therefore, efforts should be made in
aspects such as technology optimization and audience popularization education
to break through these obstacles and promote the better development of

interactive digital art with the help of diversified media.

Conclusion

Based on the above research results and discussions, the researchers
came to the following conclusions:

1. The 24 Solar Terms have the following cultural characteristics:
reflecting the natural rhythm and reflecting the ancient people’'s observation and
understanding of nature; guiding agricultural production and providing a basis
for agricultural activities; containing philosophical ideas such as yin-yang balance
and the unity of man and nature; deriving rich folk culture and inheriting
traditional culture; it is also a source of inspiration for poetry and art, leaving
behind many works of high artistic value and enriching its cultural connotation.

2. The current status of the creation and research of digital artworks
of the 24 Solar Terms is: that since 2016, the number of works and research
has increased rapidly, and the content is diverse. There are mainly three types:
digital painting and illustration, photography; dynamic images and film and
television works; interactive design and game development. Different types of
works have different presentation methods, effects and implementation
technologies, which bring rich experiences to the audience.

3. The innovation methods of digital art of the 24 Solar Terms are:
different theoretical perspectives provide diverse frameworks to help cultural
interpretation and innovation; regional differentiation can combine local cultural
advantages to inherit and innovate; diversified media such as VR, AR, multimedia,

etc. present rich forms and expand the boundaries of artistic expression.
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Discussion
|

The culture of the 24 Solar Terms encompasses multidimensional
characteristics such as natural philosophy, agricultural practice, and folk art. Its
digital art innovations have shown a triple evolution of “medium-narrative-
interaction” from static painting to dynamic generative art, from singular cultural
symbols to transmedia storytelling, and from one-way communication to
immersive interactivity. In terms of audience perception, enhancing cultural
identification through multisensory design is a trend (Wang, 2024).

Compared to previous research, this study expands in several ways.

While prior studies focused on the historical and cultural value and traditional
inheritance of the Twenty-Four Solar Terms, this research further explores the
application of digital art innovation in cultural heritage protection, especially
through VR and AR technologies, aligning with Chen Hua (2025).
From both theoretical and practical perspectives, this study provides specific
strategies and suggestions for using digital art to protect and inherit cultural
heritage by comparing the content, form, style, and application scenarios of
different types of digital art works.

However, applying digital innovation to cultural heritage protection also
faces many challenges and limitations. Technologically, VR and AR devices are
expensive and have compatibility issues and limitations in user experience (Wei,
2025). In terms of audience accessibility, poor network infrastructure in remote
areas restricts the dissemination of digital art works. Additionally, the complex
technical requirements also set high demands for the digital literacy of creators
and audiences, which to some extent limits the popularization and application

of digital art works

suggestions

|
1. Technology Application: Actively integrate technologies such as VR,

AR, and MR into the digital art creation of the 24 Solar Terms. For example,
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precisely restore ancient scenes and utilize interactive projections to enhance
users’ sense of participation. Develop platforms that are compatible with multiple
mobile devices. Through image compression and cache technologies, ensure their
smooth operation and rapid loading, bringing users a convenient and immersive
cultural experience of the solar terms, laying a solid technological foundation for
the development of digital art and facilitating cultural dissemination.

2. Education: Invite experts in culture, history, education and other
fields to conduct a comprehensive interpretation of the solar term culture and
develop multi-level digital education resources to integrate into the works.
Meanwhile, popularize digital literacy and cultural aesthetic education in both
school and social education, deepen the public’s recognition and understanding
of the solar term culture, promote the coordinated development of digital art and
education, and achieve cultural inheritance and innovation.

3. Community: Build a digital art community platform for the solar
terms, which covers functions such as sharing, communication and activities,
strengthen social interaction, and regularly hold online and offline activities to
create an active atmosphere. Set up an incentive mechanism to reward active
participants, encourage the public to jointly create, gather collective wisdom,
enhance cultural influence, and promote the inheritance and development of
community culture.

4. Inheritance: Digitally collect, classify and sort out the -cultural
materials related to the solar terms, construct a database and standardize
copyright management. Vigorously advocate the creative concept that combines
inheritance and innovation. With the help of academic seminars, creative forums
and other activities, guide creators to use modern technologies to display the
essence of traditional culture, stimulate new vitality of the solar term culture,
and ensure its inheritance and innovation in the digital age.

5. Market Promotion: For the digital art of the 24 Solar Terms, it is
necessary to segment the needs according to the differences among the audience
and develop diverse derivatives such as cultural and creative products to broaden
the profit channels. Comprehensively utilize marketing means such as social
media, cultural exhibitions, and online advertisements to make the solar term

culture thrive in the market and create cultural and economic values.
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Abstract

This article mainly focuses on Wamao, one of the characteristic cultural
symbols in Yunnan Province, China. With its exaggerated shape and highly
expressive artistic style, it is not only a carrier of the local environmental
culture, but also embodies the unigue thoughts and ideas of the local people.
This research aims to investigate: 1) Study the history and structure development
of Yunnan Wamao culture. 2) Study the visual characteristics of Wamao in
seven regions of Yunnan, China. 3) Study design souvenir based on Yunnan
Wamao elements. The research methods used in this research include: 1)
Literature analysis method, to understand the history and culture of Wamao,
Yunnan. 2) Comparative form analysis method, comparative analysis of shape
features of Wamao in seven regions of Yunnan. 3) Design Practice Methods,
extract and transform the Wamao image, and design tourist souvenirs that
conform to modern aesthetics. With the development of Yunnan folk culture and
art design in recent years, Wamao elements have gradually appeared on
different design carriers. The research results show that the design of Wamao
souvenirs needs to highlight symbolism, emotion and regionality. The design
method can be summarized into three key elements: symbolic and simple
expression, emotional communication, and combining with other ethnic minority
cultural symbols. The final design case is a souvenir series design that combines
Wamao image and Yunnan Ethnic Minority motifs from seven regions. The
products include postcards, scarves, Chinese round fans and Wamao pattern
puzzle souvenirs. Which demonstrate innovative design methods of symbolic
modeling, emotional affinity and cultural integration to meet the diverse needs
of modern consumers for cultural souvenirs.

Keywords: Traditional Culture, Yunnan Wamao, Souvenir Design, Cultural

Elements
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Introduction

Wamao is a unique architectural decoration culture in Yunnan, as well
as a traditional art culture. Wamao originated from the religious and folk beliefs
of local ethnic minorities. With its unique shape and symbolic connotation, it
has become an important part of Yunnan local culture. Wamao is a traditional
folk craft used to protect homes, ward off evil, and prevent disasters, typically
placed on the rooftops of houses. Across different regions and ethnic groups
in Yunnan, it has developed into a variety of distinct forms. Wamao originated
as an architectural ornament in ancient times, serving as a talisman to ward off
evil and protect against misfortune. It is not only an artistic decoration but also
a cultural symbol (Li, 1993).

The preservation of intangible cultural heritage is fundamentally based
on its development, as the evolution of society influences the transmission of
traditional craftsmanship. Therefore, innovation becomes the optimal approach
to safeguarding intangible cultural heritage (Ji, 2022). With the development of
China’s cultural and creative industries and the expansion of the cultural tourism
market, Wamao elements are gradually being incorporated into local cultural and
creative product designs, promoting Yunnan’'s ethnic culture through souvenir
forms. Secondly, incorporating Wamao design elements into cultural and creative
souvenirs through modern design methods can help sustain and pass on Wamao
culture.

This study aims to deeply explore the cultural connotation and visual
characteristics of Wamao elements, and explore the application methods of
Wamao elements in souvenir design through the innovation of cultural and
creative design methods. This study hopes to effectively inherit and innovatively
apply Wamao, a unigue cultural element of Yunnan, in modern society through

creative design methods.
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Research Objectives

|
1. Study the history and structure development of Yunnan Wamao culture.
2. Study the visual characteristics of Wamao in seven regions of Yunnan,
China.

3. Study design souvenir based on Yunnan Wamao elements.

Research Methodology

|

This study adopts three research methods: literature analysis method,
comparative form analysis method, secondary data analysis method to ensure a
deep understanding of Yunnan Wamao culture, and combines it with design
practice to modernize it and adapt it to the needs of the tourist souvenir
market.

1. Literature analysis method: by collecting relevant books, papers and
other literature materials, Investigate the history, culture and modeling
characteristics of Wamao. Analyze and summarize the materials, craftsmanship,
modeling and other aspects of traditional Wamao.

2. Comparative form analysis method: using the comparative study
method of forms, expression characteristics, decorative elements, and body
shape of the Wamao in seven regions of Yunnan was conducted.

3. Design practice method: In the design practice, the traditional
Wamao shape is transformed into symbolic design. By extracting and transforming
Yunnan Ethnic Minority motifs, tourist souvenirs that conform to modern

aesthetics are designed.

Research Results
—

1. Results of a Study on the History and Development of Yunnan
Wamao Culture

1.1 The History and Culture of Yunnan Wamao
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Yunnan Wamao has a long history and is one of the important folk
arts in southwest China, with rich local ethnic minority characteristics in Yunnan.
Wamao is a tile decorative item placed in the middle of the roof of local
residents in Yunnan, China. It is named after its appearance, which looks like
a cat squatting on the roof. The most ferocious and representative parts of tiger
and cat are selected for the shape of Wamao. The name, shape and craftsmanship
of Wamao vary from region to region in Yunnan (Ma, 2012). Wamao are

considered to be “mythological animals” that can look after homes and homes,
ward off evil spirits and bring good fortune. Therefore, people in Yunnan expect
to achieve the purpose of warding off evil spirits, praying for good fortune and
attracting wealth through the worship of Wamao. Beyond its traditional role of
devouring evil spirits, the Wamao has evolved over time as people continuously
endowed it with additional powers and functions to meet their needs. In
addition to its original purpose of protecting homes, it was also attributed with
the ability to attract wealth and prosperity, ultimately transforming it into an
all-powerful mythical guardian (Qian, 2012).

The earliest Wamao culture in Yunnan can be traced back to the
Qin and Han Dynasties 2,000 years ago. The people of Kunming would carve
Wamao on their doors. By the Sui and Tang dynasties Wamao were placed on
the roof ridge, traditional Wamao is mostly carved with clay sculpture. The
custom of placing them is mainly combined with traditional architecture or feng
shui. Most of them are located on the roof and ridge of traditional folk buildings,
and are usually placed in the center of the ridge. The origin of Wamao has a
deep relationship with architectural components, folk customs, and religion. In
short, it can be concluded that the Wamao is an external manifestation of the
collective cultural consciousness of the local people to pray for auspiciousness

and a happy life (Gong, 2018).

1.2 The Production Process of Yunnan Wamao
Due to the differences in regions and production techniques, the

materials used to make Wamao are also different. There are many types of
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Wamao, and their shapes are different. Most Wamao are made of clay, and a
few areas use stone carving. The ceramic Wamao is more delicately made, with
more vivid and concrete shapes, richer details on the facial features and limbs,
and various shapes and styles. This is also the Wamao production method that
is still used today.

The ceramic Wamao is hand-shaped by Artisans with minimal tools.
Although the shaping techniques of the artisans may be different, whether it is
the earliest bricklayers or the later Wamao artists, there is a “tiger-shaped”
outline in the production shapes of various styles of Wamao. The following are

the process steps of making Yunnan Wamao that the author has learned:

Figure 1 The author’s process of making Wamao

Source: Author

1.3 The Structure and Evolution Process of Yunnan Wamao

The new generation of Wamao in Yunnan is a product of the new
era. The inheritors of Wamao craftsmanship created it in response to the needs
of the times under the combined influence of various subjective and objective
conditions (Ji, 2022). Therefore, it is significantly different from the traditional
Wamao, and has undergone major changes in function and shape, showing the

following main characteristics.

aIsAaUNSsSUILazNISENUUULAYIDITY
148 /\ 1S
LJ A D JOURNAL of ASIA ARTS and DESIGN



CULTURAL AND CREATIVE SOUVENIR DESIGN BASED ON YUNNAN WAMAO ELEMENTS

Table 1 Wamao development changes in the context of the times
Wamao Last century Wamao
structure )
development IS
changes ‘ j
Changes of The overall shape is rough and The pursuit of local characteristics,
modeling fierce, with simple lines outlining exaggerated and diverse
the exaggerated mouth and eyes. | modeling.
Wamao
structure

development

by

changes Tw

Changes of Bottom tube tile structure, convenient | The bottom becomes a square

structure to stand on the roof, the body is | plate or removed, convenient for
half crouching or sitting. visitors to place, with the same

long limbs and upright body.

Changes of Standardized, depending on the size | Smaller Wamao, easier for visitors

volume of the kiln. Volume is usually larger. | to carry.

Changes of The decoration is made by simple | Incorporate contemporary pottery

decorative tools such as knives and techniques, patterns are carved

penholders, such as scratching and | on the surface of the Wamao,

carving. making both the shape and
decoration more diverse and

modern.

Source: Author

The main function of traditional Wamao lies in religious and folk
beliefs, representing functions such as exorcism and blessing, so the shape is
relatively simple, emphasizing majesty and practicality. However, with the

changes in modern architectural forms, high-rise buildings have replaced

traditional bungalows, so Wamao has gradually weakened its functional

positioning as a building component and faded out of people’s daily lives. In

recent years, the rise of cultural and creative industries in the tourist souvenir
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market has provided new opportunities for the modern application of traditional
culture. Therefore, the emerging Wamao pays more attention to ornamental and
decorative aspects, becoming a creative product with cultural symbolic
significance. As souvenirs or decorative ornaments, it dilutes the functionality
of Wamao’s traditional beliefs but enhances its appeal to modern tourists and

consumers.

2. Aim to Study the Visual Characteristics of Wamao in Seven
Regions of Yunnan, China
2.1 The Shape Features of Wamao in Seven Regions of Yunnan
There is a custom of placing Wamao in many areas of Yunnan, such as Kunming
and Chenggong, Heqing, Jianchuan, Fengyi, Chuxiong, Yuxi, etc. The types of
Wamao in different regions have different characteristics in appearance. Yunnan
is a multi-ethnic region, and each ethnic group has different folk customs.
Therefore, each ethnic group has different demands for the functions of Wamao,
resulting in the various forms of Wamao in reality. However, the spiritual need
of Yunnan people to exorcise evil spirits in Wamao has made the exaggerated
and ferocious facial features of Wamao a common feature of Wamao in all
regions. However, due to the differences in regions, craftsmen in different

regions have different creative characteristics for Wamao.

Table 2  Characteristics of Wamao in different regions

Area Structure Material and Shape Feature
Kunming Material: Yellow pottery clay, glaze.
Wamao Wamao from the Kunming region is made from

locally sourced yellow clay and is usually glazed. The
head is a spherical pottery jar, and the body is made

of a cylindrical pottery jar.
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Area

Structure

Material and Shape Feature

Chenggong
Wamao

Material: Yellow pottery clay, un-glazed.

The Chenggong Wamao is made by throwing and is
usually not glazed, and there is usually a diamond-
shaped Bagua diagram on the chest. Wamao consists
of two pottery jars, the smaller is the head and the
larger is the body. The mouth is slightly open,
revealing four teeth.

Heqing
Wamao

Material: Pottery Clay, unglazed.

The Heging Wamao is made of clay and not glazed.
After firing, it is gray or black color. The biggest
feature of the Wamao in Heqing is that the head is
big and the body is small. The mouth is so big that
it occupies 2/3 of the head, with 4 teeth, and the
two ears stand upright above the eyes.

Jianchuan
Wamao

Material: Black pottery, unglazed.

Black pottery has the characteristics of fine tex-ture
and strong plasticity, and the embryo body is not
glazed and colored. Jianchuan Wamao is handcrafted
using local black pottery materials. There are six
whiskers on either side of the cheeks, pointed teeth
and ears, pointed horns on the top of the head.

Fengyi
Wamao

Material: Pottery Clay, glaze.

The Fengyi places emphasis on stylistic deco-ration.
Compared to Wamao from other regions, each part
of the Fengyi Wamao features more intricate and
detailed de-signs. The overall style of wamao is more
refined, belonging to the new generation of wamao
in Yunnan.

Chuxiong
Wamao

Material: Pottery Clay, unglazed.

In terms of craftsmanship, employ the most primitive
techniques. The first impression is simple and honest.
The overall style of wamao is cuter, the Chuxiong
wamao is solid and leans towards a more realistic
depiction. Body the limbs are erect or lying, and the
overall shape is like a domestic cat.
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Area Structure Material and Shape Feature

Yuxi Material: Pottery Clay, glaze.Using the outlining

Wamao technigue of Yuxi blue and white porcelain, various

patterns are carved on the surface of the Wamao,

which is then coated with a transparent glaze,
making both the shape and decoration more diverse
and modern. The Wamao from the Yuxi region is a
new generation of Wamao, resulting from the

fusion of designs from various regions.

Source: Author

The rise of tourism has impacted Yunnan’s ethnic crafts with exotic
cultures and introduced diversified aesthetic concepts. These changes are also
reflected in the changes in Wamao’'s shape. Judging from the historical
development of Yunnan, the purpose of its aesthetic taste and artistic expression
is to narrate the realization process of a certain activity that people are
experiencing. These are the distinctive characteristics of art and culture in

primitive society (Wang, 1999).

2.2 Analysis of Elemental Characteristics of Wamao
Wamao’s symbolic and iconic design language is evident in its
appearance, shape, color and decoration, and is identified and communicated
through the following aspects:
1) Exaggerated shape and unique facial expressions
Wamao usually has a big mouth, protruding eyes and a wide
head. These exaggerated designs make its image have a strong visual impact.
The wide mouth is regarded as a symbol of warding off evil, while the
protruding eyes convey the meaning of alertness and protection. This exaggeration
not only improves the recognition of Wamao, but also makes it carry a strong
symbolic meaning.
2) Symbolic modeling elements
Wamao’s production takes the image of a tiger, combines the

concept of “dispersed composition” with elements of domestic cats and
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exaggerated modeling techniques (Dong, & Tian, 2015). Every detail of Wamao
has been symbolized, such as pointed ears, round eyes, sharp teeth, etc., which
symbolize protection and exorcism. This symbolic expression enriches the visual
language of Wamao. The structure of Wamao is simplified but representative.
The symbolic features make its image easy to remember and recognize, while
giving it cultural symbolism, further strengthening the function of Wamao as
exorcism and protection.

3) Cultural Communication of Totems and Folk Symbols

As a symbol of protection from evil, Wamao has a totemic
character and is sacred. Totem worship exists in the ethnic minority areas of
Yunnan, so the dots, lines, and surface decorations on Wamao also reflect the
local religious culture and folk art. These geometric shapes also express religious
beliefs and regional culture. For example, the Wamao have patterns of circles
and arcs on their bodies. The circle represents the sun and the arc represents

the moon. These are all manifestations of nature worship.

3. Design Practice of Cultural and Creative Souvenirs with Wamao
Elements
3.1 Design Guidelines
When designing souvenirs of Wamao culture, it is necessary to preserve
the cultural connotation of Wamao while giving it a modern feel and diversity
to meet the needs of the contemporary market.
1) Extract the core visual elements and symbols of Wamao
From the perspective of semiotics, the core elements of Wamao are
extracted, such as facial features, postures, and traditional patterns. These
elements are the basis for the visual recognition of Wamao and are also
important symbols that carry its cultural connotations. The method of morphological
design is used to make the product shape symbolic (Hong, 2019). The symbols
are simplified and abstracted based on the extraction of core elements,
transforming the traditional image of Wamao into simple symbols to adapt them

to modern design.
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2) Innovative use of traditional colors

While retaining Wamao’s traditional colors, we added brighter
and softer color options to the product line to increase visual appeal and make
the products more in line with the aesthetics of young consumers.

3) Add more emotional expressions

By adjusting the shape and expression in the design, Wamao
is made more friendly or mysterious. By adding a smile and a gentle gesture,
the emotional distance between Wamao and consumers is shortened, making it
a more acceptable cultural souvenir.

4) Combined with other ethnic minority elements in Yunnan

In the design of Wamao souvenirs, cultural elements of other
ethnic groups in Yunnan are incorporated, such as the floral patterns of the Bai
nationality and the geometric figures of the Yi nationality. Through cross-cultural
integration, the regionality of the souvenirs is increased to attract more tourists’
interest.

3.2 Design Sketch

1) Traditional Wamao element extraction and analysis
Head shape: The head of a Wamao is usually larger than the body, and may
have unique patterns or unicorn horns on the top of the head, with upright ears
and exaggerated beard.

Facial features: Wamao’'s facial expressions are often
exaggerated, especially with a large mouth and sharp teeth, and protruding
eyes. The eyes can be round, oval, linear, or decorated around the eyes. The
craftsmen focused on the eyes and mouth of Wamao because this can show
its divine appearance. The open mouth is seen as a symbol of warding off evil,
while the protruding eyes convey the meaning of vigilance and protection.

Figure 2 Wamao’s visual elements
Source: Author
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2) Wamao element symbol reorganization

In the design, Wamao elements are simplified and symbolized,
and complex patterns are transformed into simple lines or geometric shapes to
adapt to the minimalist style of modern design. In the traditional Wamao image,
the prominent big mouth, round eyes and slightly majestic expression are the
most recognizable elements, symbolizing the traditional cultural significance of
protection and exorcism. When designing, these elements are abstracted into
geometric shapes, such as the arc of the big mouth and the dots of the eyes,
and simplified into easily recognizable symbolic forms. In the symbolization
process, some Wamao elements can be selectively highlighted as the visual
focus of the design. For example, the “big mouth” of Wamao can be highlighted
to express the meaning of protection.

The traditional Wamao has a more majestic image, while the
modern design tends to convey a more friendly and friendly emotion. Therefore,
the Wamao’s expression can be softened, such as making the eyes rounder and
the corners of the mouth smiling, thus presenting a protective and warm image.
This symbolized Wamao image is more likely to impress modern consumers and
enhance the emotional appeal of the image. By symbolizing and extracting
Wamao’s elements for pattern evolution, the final Wamao image sketch is as

follows:

Kunming Wamao Heging Wamao Chuxiong Wamao Yuxi Wamao

‘Wamao reference

‘Wamao image
line drawing

Extract the
elements and
symbols of Wamao

Figure 3 The extraction and evolution of Wamao’s image elements-1
Source: Author
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Jianchuan Wamao Fengyi Wamao Chenggong Wamao

-
14

l ~ 1

v

Wamao reference " y

Wamao image
line drawing

Extract the
elements and
symbols of Wamao

Figure 4 The extraction and evolution of Wamao’s image elements-2

Source: Author

3) Combined with Yunnan Ethnic Minority motifs elements

On the basis of the symbolization of the Wamao image, motif
elements of other ethnic minorities are added, and evolved and reorganized the
motifs. The final image is not only a guardian symbol of the Wamao, but also
a symbol of the diverse ethnic cultures of Yunnan. This fusion can be reflected
in the facial, body patterns or surrounding patterns of the Wamao, giving it a
richer cultural ductility. Below is the extraction and reconstruction of local ethnic

minority patterns selected by Wamao in seven regions of Yunnan:

Table 3 The extraction and reconstruction of Yunnan ethnic minority motifs

Area Yunnan Ethnic Minority Motif Extract and Refactor

Kunming
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Area Yunnan Ethnic Minority Motif Extract and Refactor

Heqing

Chuxiong

Yuxi

iR FLES % FlEg

Jianchuan

Fengyi

Chenggong

Source: Author

3.3 Wamao Image and Motifs Design Showcase

The symbolized Wamao image is used in multiple image designs to
form a series of designs. By designing Wamao images with different shapes
and expressions, a rich combination series is formed, allowing consumers to
combine and collect in a variety of ways, while strengthening the recognition
of Wamao elements. The author combined the basic shape of Wamao with the
traditional patterns of ethnic minorities in Yunnan. In terms of color, the bright

colors of the embroidery of Yunnan ethnic minority costumes were used, so
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that the product not only retains the traditional auspicious meaning, but also
increases the visual appeal.

By refining the geometric characteristics and color system of ethnic
minority motifs and organically combining them with the Wamao image, the
beauty of the integration of Wamao culture and ethnic minority culture is
conveyed. When combining ethnic minority motifs, simplified, deformed and
abstract design techniques are used to make traditional totems and patterns
more in line with modern design language, while maintaining the recognition and
artistic appeal of their cultural symbols. The final design prototype combining

the Wamao image with Yunnan ethnic minority motifs is as follows:

Chenggong Wamao

Figure 5 Wamao Image and Motifs Design

Source: Author

3.4 Wamao Souvenir Design Showcase

In the design of Wamao souvenirs, in order to further enrich the
cultural connotation and visual language of the products, the Wamao image
designs of seven regions in Yunnan are combined with the most representative

local ethnic totems and embroidery patterns, and modern patterns that conform
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to the seven Wamao image styles are designed. This design method not only
inherits the traditional artistic composition of Wamao, but also injects the
essence of Yunnan's multi-ethnic culture, strengthening the regionality and
cultural characteristics of Wamao souvenirs. The prototype of the cultural and
creative souvenir design based on Wamao elements is as follows:

(1) Wamao postcard designs for seven regions

Design concept: With the artistic Wamao image as the theme,
characteristic elements are selected according to the different regions where
Wamao are located. For example, the background is the traditional pattern or
motifs of the most representative ethnic minority in Yunnan, combined with the
Wamao image to design the motifs.

Target group: Tourists who like to collect or send postcards.
Design features: Focus on showing the connection between Wamao culture and

the unique ethnic minority culture of Yunnan, and enhance cultural communication.

Figure 6 Wamao postcard designs for seven regions

Source: Author

Figure 7 Wamao postcard designs for seven regions (the back)
Source: Author
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fs

Figure 8 Wamao postcard designs for seven regions (two-sided)

Source: Author

(2) Wamao scarves designs

Design concept: Beautifully designed scarves that combine the
Wamao image with the motifs of Yunnan ethnic minority embroidery.
Target group: mid-to high-end consumers who pursue fashion and cultural
connotations.

Design features: Use bright ethnic colors and complex
embroidery motifs as additional elements to enhance the decorativeness and

cultural value of the silk neckband.

Figure 9 Wamao scarves designs

Source: Author
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Figure 10 Wamao scarves designs

Source: Author

(3) Chinese round fan designs

Design concept: Round or fan-shaped round fans, with Wamao
decorative patterns as the theme of the fan design.

Target group: tourists who prefer cultural souvenirs, especially
female consumers.

Design features: using traditional ethnic color matching and
modern design language, with hand-woven bamboo fan handles, emphasizing
local handicraft characteristics. Cultural transmission: Each round fan comes
with a brief description of Wamao culture, which helps tourists understand the

cultural background and symbolic meaning of Wamao.

Figure 11 Wamao Chinese round fan designs

Source: Author

(4) Pattern puzzle designs
Design concept: The color matching and patterns of Yunnan

ethnic minority embroidery are combined with the Wamao image, allowing
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consumers to understand the Wamao culture and local artistic characteristics
during the puzzle process.

Target group: Suitable for family tourists, children and cultural
enthusiasts.

Design features: The puzzle souvenir has interactive value,

enhances fun, and spreads the story behind the Wamao culture.

Figure 12 Wamao Pattern puzzle designs

Source: Author

Conclusions

|

This study aims to explore the application and innovation of Wamao
elements in the design of cultural and creative souvenirs in Yunnan, focusing
on the historical culture, modeling development and modeling characteristics of
different regions of Wamao, and conducting symbolic analysis based on Wamao
modeling elements and applying them in the design of modern cultural and
creative souvenirs. Through systematic modeling research and design practice,
this study draws the following main conclusions:

1) Through the study of the history and modeling development of
Wamao, a foundation is laid for the comparative analysis of Wamao morphology
in different regions, and it is convenient for the subsequent symbolic
transformation of Wamao's visual characteristic elements.

2) The symbolic design method successfully enhances the recognition
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of the Wamao pattern, allowing it to retain its traditional cultural symbolic
meaning in a simple form. Through emotional design, Wamao has gained a
friendly and friendly character while maintaining the traditional “guardian”
meaning. This transformation meets the needs of modern consumers for
emotional connection and enhances the emotional value of souvenirs.

3) Incorporating cultural symbols of other ethnic minorities into Wamao
elements enriches the cultural level of the design, making Wamao souvenirs not
only represent a single symbol, but also a symbol of the integration of multiple
cultures. This integration strategy helps to deepen the cultural connotation of
the product and attract consumers with different cultural backgrounds.

In summary, the innovative design methods of symbolic design, emotional
expression and integration of cross-ethnic elements enable Wamao symbols to
maintain their traditional meaning while being more in line with the aesthetic
trends and emotional needs of the modern consumer market, providing an
effective practical path for the promotion of Wamao souvenirs in the field of

cultural creativity.

Discussion

The new method of combining symbolization and emotionalization in
this paper provides an innovative design framework for the modern application
of Wamao cultural elements, which has high applicability. In addition, the study
explores the feasibility of cross-cultural integration. On the basis of Wamao
symbolization, more elements of Yunnan ethnic minorities are integrated to
study the visual coordination between different ethnic cultural symbols, providing
more references for the diversified design of souvenirs.

This study explores the effectiveness of symbolic, emotional expression
and cultural integration in the design of Wamao souvenirs. The proposed design
method has practical application value in solving the problem of modern
expression of Wamao traditional culture. This study provides a feasible design

idea for the inheritance and promotion of Wamao culture.
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