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Abstract: Chinese animation, which originated in the 1920s, has undergone over
a hundred years of historical evolution andhas become an importantmedium for the
transcultural communication of Chinese culture. This study is based on Debray’s
mediology, using multimodal discourse analysis as the research method. From three
dimensions: morphological changes, dynamic structures, and cultural approaches,
it explores why Chinese animation has experienced innovation, inheritance, and
renewal, as well as the media logic that assists in the transcultural communication
of Chinese culture. In the dual context of globalization and the great rejuvenation of
the Chinese nation, Chinese animation must overcome the rigid binary opposition
between China and the West under the protection of cultural policies, media
technology, and industrial economy. Based on Chinese culture and guided by the
concept of “plural civilization,” Chinese animation should exchange, learn from
other cultures, and enhance its transcultural communication ability.
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1 Introduction

In the 1920s, a group of animation pioneers, such as Zuotao Yang, Wennong Huang,
Lifan Qin, Xuechu Mei, and the Wan Brothers, made unremitting explorations that
enabled Chinese animation to establish itself early in the world of animation. During
the war, the Wan Brothers drew nourishment from traditional Chinese stories,
integrating patriotism and national spirit, and created Asia’s first full-length
animated film, Princess Iron Fan. From then on, Chinese animation began to move
onto the international stage. After the establishment of the People’s Republic of
China, the stable social environment, top-level design of national cultural and artistic
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ideas, innovation in animation production technology, and exchange and learning
with the global animation industry jointly created the internationally renowned
“Chinese animation school.”

After the reform and opening up, the reform of the economic and cultural
system, as well as the impact of foreign animation, have prompted Chinese anima-
tion to pursue innovation amid challenges. After entering the 21st century, the
revival of Chinese animation has become an important symbol of the great rejuve-
nation of the Chinese nation in the field of popular culture. Chinese animation, based
on traditional Chinese mythological stories such as Journey to the West: The Return
of the Great Sage, Ne Zha, andWhite Snake: Origins, has produced a text aggregation
and linkage effect, building a “domestic animation universe.” Chinese animation
has once again entered the international arena and attracted global attention.
Undoubtedly, Chinese animation has become an important medium for spreading
Chinese culture and shaping the image of China.

Currently, the academic community is highly concerned about the cultural
phenomenon of transcultural communication in Chinese animation. Many studies
have analyzed the current difficulties and strategies of transcultural communication
(Tian 2022), or starting from practical cases of Chinese comics going global, have
explored the effectiveness of Chinese comics in transcultural communication (Guo
2021). However, there is a lack of diachronic examination of the transcultural
communication of Chinese animation from a theoretical perspective, and a lack of
reflection on how the nationalization of Chinese animation can exchange and learn
from global popular culture. The study of transcultural communication in Chinese
animation urgently needs to break through the linear causal logic aimed at
dissemination effects, place Chinese animation in different historical contexts, and
explore the internal connection between Chinese animation, the Chinese cultural
system, and global popular culture.

Debray’s mediology is a set of theories that integrates technology, culture, and
history, with a focus on examining how media plays a mediating role in specific
historical and cultural contexts. This mediological perspective, which differs from
functionalism and technological determinism, helps to deeply examine why Chinese
animation has become a “transmission device” for Chinese culture.

2 Mediology and Transcultural Communication of
Chinese Animation

2.1 Understanding Mediology

Debray first introducedmediology in his 1979 publication The Power of Knowledge in
France and developed it in subsequent works such as The Manifesto of Mediology, A
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Course in General Mediology, The Life and Death of Images, and Introduction to
Mediology. Debray defined “medium” as “a collection of symbolic means of trans-
mission and circulation under specific technological and social conditions” (Debray
et al. 2014), which highlights the historical limitations of media identity, specifically
that “medium is not only a technological and cultural system but also a historical
structure” (Chen 2016). Debray pointed out that the starting point of mediology
studies is to explore the relationship between technology and culture, aiming to
clarify various phenomena in transmission (Debray et al. 2014). Therefore, themeans
of communication in mediology studies have a dual meaning: firstly, technical
configuration, such as the presentation of audio-visual symbols, decoding programs,
their various reception paths, infrastructure, and physical objects for transmission
and diffusion; secondly, cultural configuration, such as thematic concepts, systems
and customs, discourse, and rituals.

At present, academic research on mediology tends to focus on two areas: one is
the study of Debray’smediology theory, and the other is the application of this theory
to analyze specific concepts and things. In terms of research on mediology studies, a
study analyzed McLuhan and Debray’s different understandings of media and their
different spatiotemporal perspectives, suggesting that McLuhan is more focused on
spatial dimensions, while Debray focuses on the study of the transmission of ideology
and faith, analyzing the key role of social organizations in transmission, and focusing
on the temporal dimensions. Although the two cannotmerge, there is an intersection
in their thinking on the technical level, which leads to a reflection on humanism
(Huang 2017). In terms of theoretical application, scholars have introduced the
perspective of mediology analysis into fields such as image editing, TV drama, social
reading, literary criticism, book and digital publishing, and heritage protection,
greatly expanding the academic field of mediology. A study from the perspective of
mediology studies, using “technological configuration” and “cultural configuration”
as frameworks, conducts a case analysis of the iconic works of the New Yangko
Movement as “culture objects,” providing another observation and interpretation of
this important event in the history of Chinese revolutionary culture (Zhang 2020). A
study has conducted mediology interpretation of overseas Chinese restaurants,
believing that they serve as emotional media for spreading Chinese culture, coor-
dinating the social relationships between overseas Chinese and residents of the
host country, and carrying out cultural imagination and practice about “China”
(Zhang 2018).

Through the above discussion, we can find that Debray’s mediology theory is a
set of theories that integrate technology, culture and history, and its focus is to
investigate how themedium can play an intermediary role in a specific historical and
cultural context. This mediology perspective, which is different from functionalism
and technological determinism, is helpful to investigate how Chinese animation
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carries out transcultural communication in different historical and cultural contexts,
and why Chinese animation has become the medium of transcultural communica-
tion of Chinese culture.

2.2 Understanding Transcultural Communication

In some studies, “cross-culture,” “inter-culture,” and “transcultural” are often used in
a confused manner. This study will analyze these three concepts to demonstrate the
appropriateness of the term “transcultural” used in this context. In terms of intel-
lectual history, “cross-culture” focuses on comparative research, “inter-culture”
stems from anthropology with a strong interpretive tradition, and “transcultural” is
rooted in philosophical reflections on human interaction, emphasizing co-existence
and interdependence. Both cross-cultural and inter-cultural communication studies
are inspired by anthropologists who intend to understand the differences between
cultures and explore the deep structures of each cultural system (Jiang et al. 2021).
After the second wave of modernization, the development of radio, television, and
other media greatly promoted exchanges and cooperation between countries. The
differences and conflicts between different cultures have prompted scholars to start
thinking about how to solve problems such as cultural differences, communication
barriers and cultural identity. The concept of the intercultural communication came
into being. This concept was first proposed by American scholar Edward Hall in the
1950s. It refers to the process of information, ideology, values and so on being
transmitted, communicated and understood between different cultures. However,
this concept is often based on the simplification and solidification of culture,
assuming that culture is stable and consistent. It does not recognize the dynamics and
variability of culture at the time level, and also ignores the complexity and differ-
ences within culture. It overemphasizes the values and importance of Western
culture, which exacerbates the inequality and conflict between cultures. In the 1990s,
the concept of “transculturality” was put forward by Wolfgang Welsch, a German
philosopher and aesthetician. In the article “Transculturality – the Puzzling Form of
Cultures Today,” he criticized the traditional culture research model and the theory
of interculturality and multiculturality (Welsch 1999). He believes that “trans-
culturality” emphasizes the complex relationship between different cultures. On this
basis, Wolfgang Berg carried out research on transcultural people and transcultural
personalities (Berg and Éigeartaigh 2010). They all recognize the cultural common-
ness and cultural relevance, emphasize respect for cultural differences, advocate
for cultural exchanges and mutual learning, and see the new future brought by
cultural integration. From the perspective of intellectual history, both “cross-
culture” and “inter-culture” continuously strengthen and deepen the color of
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colonial and post-colonial ideology and spread hegemony, while “transculture” is
thinking from the perspective of anti-anthropology, anti-colonialism, and anti-
orientalism, which encapsulates comparatively deeper philosophical thoughts
(Jiang, Croucher and Ji 2021).

2.3 Transcultural Communication of Chinese Animation

In terms of transcultural communication research on Chinese animation, the aca-
demic community has examined various aspects, including the communication
process, practical difficulties, and strategies. One study analyzed Chinese animation
films’ awards in international film festivals since the establishment of the People’s
Republic of China and proposed suitable paths for the transcultural communication
of Chinese animation films that integrate both “transcultural” and “nationalization”
(Hu 2017). Another study discussed the opportunities and challenges for Chinese
animation to go global in the internet era (Zhu 2020). Research has highlighted the
importance of focusing on production concepts, original content, promotion and
marketing, and international cooperation to enhance the global dissemination of
Chinese animation and the international influence of Chinese culture. This is an
important task and inevitable path for the innovative development of China’s
animation industry (Tian 2022). A study has analyzed the insufficient influence of
Chinese animation films in transcultural communication from 2018 to 2022 through
research methods such as data statistics and data analysis, and proposed innovative
strategies for the transcultural communication of animation films (Niu 2023). These
studies have provided important insights into the transcultural communication of
Chinese animation, but there has been a lack of in-depth analysis from a theoretical
perspective. Over the past century, Chinese animation has played a significant role
in spreading Chinese culture across different historical periods. Therefore, it is
essential to move beyond the simple cause-and-effect dissemination model, place
Chinese animationwithin historical contexts, and explore its connections to both the
Chinese cultural system and global popular culture.

Debray’smediology theory integrates technology, culture, and history, offering a
valuable perspective to analyze how Chinese animation facilitates transcultural
communication. This study will start from Debray’s theory, using “technological
configuration” and “cultural configuration” as frameworks to analyze the evolution
of Chinese animation across different historical stages. By combining theoretical
perspectives with historical contexts, the process of transcultural communication of
Chinese animation can be divided into three stages: (1) the 1940s, when Chinese
animation inspired national spirit, (2) the late 1950s to the late 1980s, when Chinese
animation gained international recognitionwith its “Chinese animation school,” and
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(3) from the late 1990s to the present, with the rise of the “domestic animation
universe” that explores cross-civilization themes.

3 Research Design

3.1 Research Method

This study uses the multimodal discourse analysis method. Multimodal discourse
refers to the phenomenon of using various senses – such as auditory, visual, and
tactile – and communicating through various means, symbols, and systems, such as
language, images, sounds, and actions (Zhang 2009). The construction of meaning in
information dissemination is not only dependent on language but also involves the
integration of various symbolic resources. Wildfeuer links the interpretation of film
discourse with systemic functional linguistics and social semiotics, pointing out
that meaning in film is dynamically constructed by different symbolic resources, in
order to better explain the harmonious interaction between different modalities
(Wildfeuer 2014). Matthiessen divides multimodal features into three strata: from
above, from below, and the third strata (Matthiessen 2006). This study examines
representative Chinese animation films from different historical stages of the
transcultural communication of Chinese culture, and proposes corresponding
strategies and suggestions to address the difficulties and problems faced in the
transcultural communication of Chinese animation films (Table 1).

3.2 Analytical Framework

Behind the transcultural communication of Chinese animation films lies a mediology
issue of technological and cultural interaction. The means of communication in
mediology have dual implications: firstly, technical configuration, such as the

Table : The list of representative Chinese animation films for overseas dissemination.

Historical stage Chinese animation films

The first stage Princess Iron Fan
The second stage The Monkey King
The third stage Monkey King: Hero Is Back, Ne Zha
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presentation of audio-visual symbols, decoding programs and their various reception
paths, infrastructure and physical objects for transmission and diffusion; the second is
cultural configuration, such as subject concepts, systems and customs, discourse and
rituals, etc. (Zhang 2020). Therefore, the “technical configuration” of Chinese anima-
tion’s overseas dissemination includes production technology, audio-visual texts,
communication channels, etc.; “Cultural configuration” includes creative concepts,
industrial policies, industry ecology, etc. Among them, technological innovation, con-
ceptual updates, and textual innovation constitute the internal tension of overseas
dissemination of Chinese animation; Policy evolution, ecological optimization, and
media evolution constitute the external driving force for the overseas dissemination of
Chinese animation. The mutual construction of “technological configuration” and
“cultural configuration” drives the ongoing update and reconstruction of Chinese
animation in different historical contexts, becoming a “transmission device” for the
transcultural communication of Chinese culture. This study will adopt Debray’s
mediology theory, along with Matthiessen’s classification of multimodal features, to
carry out an analysis. The analytical framework includes “from above,”which looks at
the historical context of transcultural communication of Chinese animation films at
different stages, “from below,” which focuses on the use and characteristics of
multimodal resources, and “the third stratum ,”which analyzes the visual grammar of
Chinese animation films (Figure 1).

4 The Transcultural Communication Process of
Chinese Animation

4.1 The Origins of Transcultural Communication of Chinese
Animation in the Context of Turmoil and Transformation

In 1931, with the escalation of the War of Resistance Against Japan escalated, patri-
otism and national salvation became central themes. Amid the national salvation,
early Chinese animation pioneers broke away from entertainment-focused pro-
ductions, creating patriotic animations such as Sincere Unity, Compatriots Awak-
ening Quickly, and Aviation Saving the Country. Among them, the animation film
Camel Dancing adapted from fables utilized grouped sound collection technology,

From the above From the below The third strata 

Figure 1: Analytical framework.
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becoming China’s first animation film with sound. The birth of this animation film
marks the transition of Chinese animation technology from the exploratory stage of
fragments to a more mature stage of technological application. The development of
technology has provided strong support for the development of Chinese animation.
In 1940, theWanBrotherswere inspired by the American animationfilm SnowWhite
and the Seven Dwarfs and decided to use relevant clips from Journey to the West to
adapt it into the animation film Princess Iron Fan, pushing ancient Chinese prin-
cesses to the world stage. However, due to limitations in economy, personnel,
technology, and other aspects, the Wan Brothers had no choice but to give up many
good creative ideas. In order to make this film, they organized more than 100 people
to participate in painting and drew nearly 20,000 sketches. After a year and a half of
arduous filming, it was finally completed and released at the end of 1941, and was
broadcast in Southeast Asia countries, Japan and beyond, gaining influence beyond
international boundaries.

In the history of world animation films, Princess Iron Fan has become the fourth
large-scale animation film after Snow White and the Seven Dwarfs, Lilliput, and
Puppetry Adventures. Its success is closely related to the “cultural configuration”
and “technological configuration” in the context of the Chinese People’s War of
Resistance Against Japanese Aggression. In the early 1940s, it was not uncommon to
suppress and ban artistic works that promoted nationalism and resistance against
Japanese aggression. In order to avoid direct conflicts with the policy of suppressing
artistic works, the filmmakers at that time cleverly used the technique of borrowing
from the past to satirize the present to imply national unity and resist foreign
enemies, which can be seen as amajor feature offilmworks of this period. The plot of
Princess Iron Fan is also influenced by such works, with a conscious allegorical
storyline. In the film, Tang Monk and his disciples, as well as the villagers near the
Flame Mountain, unite and fight against the enemy, ultimately extinguishing the
Flame Mountain, defeating and expelling the villains Princess Iron Fan and Bull
DemonKing. This symbolizes the unity and unwavering spirit of the times among the
masses. In terms of animation production, this film is the first to bring Chinese
landscape painting to the screen and extensively incorporates the stylistic features of
Chinese opera art, endowing each important character with distinct personality
traits and giving them a strong national characteristic. The design of the Princess
Iron Fan comes from the female hero image in the popular supernatural martial arts
films at that time, with delicate features and neat attire. Tang Monk’s appearance is
weak and scholarly, with a cowardly personality. The appearance of Zhu Bajie is
chubby, lazy, selfish, and silly. In terms of technical features, the film presents the
flames in black and white film as red by alternately shaking red, yellow, and blue
glass in front of the projector lens during projection.
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At this historical stage, facing the difficult situation of material difficulties,
outdated equipment, and foreign technological monopolies, Chinese animation that
spread overseas is mainly represented by the Wan Brothers’ Princess Iron Fan and
has not yet formed a certain scale. Although Chinese animation at this time had not
yet formed a theory and style, the national spirit it carried could be seen in the midst
of difficulties. The creator “plays its due combat role” in the animation content (Wan
1986: 70). Driven by the dual factors of the external war environment and internal
national awareness, creators spontaneously combined with real-life struggles in the
production of animation, integrating the collective unconscious national sentiment
into it, laying the foundation for the future nationalization of Chinese animation.
Princess Iron Fan takes traditional Chinese stories as resources, draws inspiration
from American animation styles, and injects the will to inspire national spirit into it,
developing its own national style. The national spirit and style it embodies have
greatly increased the international influence of Chinese animation. Therefore,
Chinese animation has been using traditional Chinese stories as resources and
continuously exploring the path of nationalization, laying the foundation.

Overall, Chinese animation at this stage is only characterized by encouraging the
national spirit and integrating a variety of Chinese cultural elements. Although the
content of the film does not reflect the integration of multiple cultures, the theme of
the film contains the anti-colonial connotation of “transcultural communication.”

4.2 “Chinese Animation School”: Exploring the “Medium
Opportunities” on the Road of National Style

After the outbreak of the PacificWar, early pioneers of Chinese animationwent their
separate ways, and the Chinese animation industry stagnated for a time. However,
after the establishment of the People’s Republic of China, a stable social environment
and government support provided ample space for development. In the 1950s, Chi-
nese animation shifted towards learning from Soviet animation and producedworks
with real-life themes.

One pivotal moment came in 1955 withWhy Are Crows Black, which won the 8th
Venice International Children’s Film Festival Award but was mistakenly thought by
many international audiences to be a Soviet film. This led Chinese creators to realize
that Chinese animation should not simplymimic Soviet orWestern styles but explore
its own national identity.

Since the 1950s, in order to ensure the development of Chinese animation,
the national government has taken numerous measures, providing “cultural
configuration” and “technological configuration” for the nationalization of Chinese
animation. In 1956, at the expandedmeeting of the Political Bureau of the CPC Central
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Committee, Mao Zedong proposed the policy of “a hundred flowers bloom and a
hundred schools of thought contend.” In 1957, according to the plan of the Director’s
Meeting of the Film Bureau of the Ministry of Culture, Shanghai Film Studio was
renamed Shanghai Film Production Company, and expanded into Shanghai Art
Studio on the basis of the original factory’s art group. The establishment of an art
studio provides a more favorable development platform for the research and
production of animation films. The art studio set up puppet, Paper-cuttings and
animation departments, and later developed and added two new forms of expres-
sion, Paper-cuttings and origami, to enrich the variety of animation. In 1959, the
Shanghai Municipal People’s Committee approved the expansion of the Shanghai
Fine Arts Film Studio, which expanded various departments and ensured stable
production space for animation, promoting more diverse themes and types of
Chinese animation.

In terms of expression, Chinese animation films have gradually shifted from
traditional and single displays to various forms, and their stories and content are
more inclined towards Chinese classical themes, fables, and folk stories. The content
is more closely related to daily life, with regional and ethnic characteristics,
refining the content, elevating the theme, andmaking the animationmore abundant
internally. Chinese animation creators consciously and spontaneously explore the
national style of Chinese animation, leading to an increasing number of works
incorporating national characteristics and forming animation works with Chinese
characteristics, reaching the climax of the “Chinese School” animation creation.
Around the 1960s, the “Chinese School” reached a stable state of high output,
continuously improving in form and content, and creating a number of high-level
works. The first and second episodes of The Monkey King, released in 1961 and 1964
respectively, are important representative works. The film has won awards such as
the Special Short Film Award at the 13th Karlovi Fali International Film Festival in
Czechoslovakia and the Best Film Award of the 22nd London International Film
Festival and other awards, expanding its international popularity. The design of
characters or scenes in the film draws on the essence of ancient statues, murals,
buildings and temples, and comprehensively displays Chinese culture in front of the
world through painting, which is a comprehensive display with Chinese style. This
film vividly portrays Sun Wukong, a Chinese mythological hero, on the screen, and
exaggerates the traditional forms of gods. In terms of content, this film on Sun
Wukong’s story of causing trouble in the Dragon Palace and rebelling against the
Heavenly Court, highlighting his wit, optimism, bold resistance to authority, fearless
spirit, and fighting personality, reflecting the sharp conflict between the oppressors
and the oppressed. This film opens the way for Chinese animation to draw on
traditional myths and interpret the spirit of the times. And expanding the overseas
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influence of Chinese animation. After 1966, Chinese animation production was
reduced or even temporarily stopped. Until 1977, Chinese animation fully resumed
production and reached a new creative peak in the 1980s.

In the 1980s, the development of Chinese animation gradually reached a climax.
The “Chinese School” draws nourishment from classical literature, idioms, history,
and mythology on the one hand, and presents the diversity of Chinese animation
national styles in terms of expression forms. At the same time, it maintains various
types of development in animation production forms. Unlike Chinese animation in
the 1960s, animation in the 1980s was more modern in terms of story content and
expression. The quality and output of Chinese animation far exceeded previous
levels, and it can be said that it reached a new peak of the “Chinese school”
animation. The formation of the new peak of the “Chinese School” animation was
inseparable from the “cultural configuration” and “technological configuration” at
that time. From the perspective of “cultural configuration,” after the reform and
opening up, communication among Chinese animation producers has become more
frequent. In 1984, in order to promote theoretical research and animation produc-
tion, thefirst animation society of the People's Republic of Chinawas established. The
organization of the society was established, gathering a group of theoretical and
professional creators, which had a good promoting effect on better exploring
and organizing activities related to animation. Chinese animation creators have
participated in international exhibitions multiple times, which has also promoted
exchanges between Chinese animation and international peers, and promoted the
nationalization and transcultural communication of Chinese animation. In addition,
film studios gradually explored market economy from the planned economy stage.
Films have begun to implement a responsibility contract system, and in the process
of production and distribution,film studios need to bear the losses themselves. In this
way, some film studios not only measure the artistic quality of animation in their
production, but also gradually think about profitable commercialization, injecting
vitality into the production and transcultural communication of Chinese animation.
From the perspective of “technical configuration,” with the accumulation of time,
Chinese animation has found and summarized a series of application techniques in
the process of exploration. China has also established multiple animation factories
and expanded the development of animation films.

In the late 1980s, under the wave of reform and opening up, many excellent
foreign animations entered the audience’s field of vision. Their innovative
presentation techniques and commercialized plot quickly attracted a large number
of audience attention. At the same time, Chinese animation, stimulated by
foreign animation, turned to cater to market changes, giving up the advantages
of the original national style of animation, and gradually moving towards
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commercialization in terms of design and content. However, due to the lack of
in-depth research on the production mode and structure of foreign animation,
Chinese animation after the 1990s generally lacked uniqueness. At this stage, there
have been new changes in the “cultural configuration” and “technological config-
uration” of Chinese animation. From the perspective of “cultural configuration,”
the theme of Chinese animation not only draws inspiration from classical stories,
but also creates different protagonist images through the adaptation of new era
stories, which is an attempt and reflection on the content and form transformation
of animation under market and commercial reforms. From the perspective of
“technological configuration,”with China’s accession to the international internet,
the application range of computers has been growing. In term of animation pro-
duction technology, all drawing programs can be simplified, greatly reducing labor
costs. The animation technology represented by digitization has gradually replaced
traditional hand manual painting, thus improving animation productivity.
However, under the impact of foreign multi element cultures, the “Chinese School”
animation has entered a stumbling exploration period. With the development of
media such as the Internet, Chinese animation has also followed the times and
entered another chapter.

Overall, at this stage, with policy support and market drive, Chinese animation
began to innovate the expression mode and explore the cultural exchange and
mutual learning embodied in “transcultural communication” on the basis of Chinese
elements.

4.3 “Domestic Animation Universe”: A “New Medium” for
Recreating Transcultural Communication of Chinese
Culture

The “Domestic Animation Universe” is a cross media story world construction that
starts from classical myths and legends. It centers around animation and integrates
various media forms such as comics, games, television, movies, and mobile internet.
These story worlds have strong text reproduction capabilities, and related texts have
a certain market appeal, forming a fixed audience fan group (Bai 2022). In the 1990s,
under the wave of market economy, exchanges between Chinese and foreign
animation became more frequent, and many foreign animations entered the view
of Chinese audiences, causing a serious impact on the development of Chinese
animation. Under market pressure, Chinese animation actively caters to market
changes and moves towards commercialization in both form and content. However,
due to lack of a balance between commercial value and cultural value, Chinese

280 Z. Wang and J. Huang



animation lost its original ethnic style for a while. Faced with the new social and
cultural environment, Chinese animation producers are attempting to adjust their
artistic concepts, technological applications, and ethnic styles. In 1999, the first
domestically produced commercial animation film, The Lotus Lantern, was released.
By learning from the Hollywoodfilm industry, this animation film not only improved
the industrial level of Chinese Film, but also achieved the effect of telling Chinese
stories in world language. Afterwards, Chinese animation gradually formed myth-
ological story worlds such as Journey to theWest, The Legend of theWhite Snake, and
The Legend of the Gods. With the aggregation and linkage of story texts, the concept of
“domestic animation universe” gradually became popular in the online space.

In 2015, Monkey King: Hero Is Back opened a new chapter in the “domestic
animation universe” with a completely new face. In the context of the revival of
Chinese animation, Chinese animation such as Ne Zha, White Snack, and Legend of
Deification have appeared one after another. These Chinese animation films, based
on traditional Chinese myths and stories, are rediscovered and reintroduced in the
context of the times, integrating various media forms such as comics, games, tele-
vision, etc. Producing a text aggregation and linkage effect, and building a “domestic
animation universe,” which not only has a profound impact on the development of
Chinese animation films, but also has a hug overseas impact. TheMonkey King: Hero
Is Back architecture is based on the original novel Journey to the West and is further
expanded and interpreted according to traditional Chinese mythological stories. In
terms of character design, SunWukong is not the traditionalMonkey King, but rather
an unorthodox and rebellious hero with an unconventional appearance. In terms of
music, each character has music that matches their personality traits. In terms of
content, the film tells the story in the familiar Hollywood style of road movies,
running through ever-changing and grand scenes. Technically, it adopts panoramic
3D construction, with prototypes for every plant and tree, from the grand scenes to
the magical forest in the style of Avatar, to the heavenly palace and castle in the style
of the Lord of the Rings. It portrays the rugged folk style of Chang'an, the Five
Elements Mountain Cave lined with giant Buddhas, and the enchanting suspended
temple in a rich and detailed manner. Starting from the context and emotional
structure of the times,Ne Zha boldly breaks through the traditional character design
and reshapes the character image through a narrative method of “unfamiliarity,”
depicting the growth story of civilian heroes with “black circles” and “shark teeth.”
This not only resonates emotionally with the vast domestic audience, but also en-
ables foreign audiences to overcome cultural barriers and understand this Chinese
animation as a story about fighting against fate, subtly enhancing their under-
standing of Chinese mythological characters and their recognition of the spirit of the
Chinese nation such as self-improvement and tenacious struggle.
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Under the dual effects of “cultural configuration” and “technological configu-
ration,” Chinese animation has once again become a “new medium” for the
transcultural communication of Chinese culture. In terms of “cultural configura-
tion,” since the 18th National Congress of the Communist Party of China, the
government has introduced a series of favorable policies to promote the “going out”
of Chinese culture, promoting many Chinese animation companies to interact and
exchange with other countries. At the production concept level, Chinese animation
insists on coordinating the relationship between “nationalization” and “interna-
tionalization.” It does not return to ink painting, paper-cuttings, shadow puppets
and New Year pictures in the era of “art films,” nor imitate Disney in an all-round
way. Instead, it focuses on the excavation and integration of traditional culture and
contemporary spirit on the basis of absorbing the nutrients of national art and
humanistic spirit. In other words, the “tradition” in Chinese animation has been
reinvented in the ongoing game between nationalism and cosmopolitanism. It can
be seen that the significance of the “plural civilization view” in artistic creation is
that traditional China, as a regional state form, market form, and unique world-
view system, can not only become a reinterpretation of China’s “living tradition”
today, but also an important resource for thinking about human society outside of
“modernity.” This does not mean “returning to the Chinese Empire,” but rather
incorporating it as a critical intellectual resource to rebuild China’s dominant
position in the global landscape. From the perspective of “technical configuration,”
the audio-visual language and communication channels of Chinese animation have
also made further leaps in this stage. The updates and iterations of technological
equipment have led an increasingly diverse range of audio-visual languages in
Chinese films, 3D animation films, VR animation films, and more not only make the
visuals more exquisite, but also bring immersive audio-visual enjoyment to the
audience. In terms of communication channels, the transcultural communication
of Chinese animation no longer only depends on the way of holding animation
exhibitions and winning awards. The development of Internet technology has
provided technical support for the transcultural communication of Chinese ani-
mation, further promoting its overseas dissemination and expanding its overseas
influence.

Overall, at this stage, Chinese animation further explored the integration of
multiculturalism, showing the relevance between cultures, that is, it generated new
cultural forms in the exchange and mutual learning of cultures, reflecting the
connotation of “transcultural communication.”
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5 The Difficulties and Problems Faced in the
Overseas Dissemination of Chinese Animation

At present, the biggest obstacle to the transcultural communication of Chinese
animation is cultural discounts. Firstly, due to different cultural backgrounds,
overseas audiences find it difficult to fully understand the Chinese cultural and
concepts contained in Chinese animation. How to reduce cultural discounts in
transcultural communication and gain a larger audience recognition of the values
and cultural themes of the film from different countries and regions is the primary
issue facing Chinese animation. Secondly, Chinese animation has not yet formed a
mature animation industry chain. The animation industry, as a part of the cultural
and entertainment industry, is also a manifestation of the country’s soft power,
playing an important role in spreading national culture, national image, and values.
Most countries with developed cultural industries have formed mature industrial
chains, it is particularly necessary to improve the Chinese animation industry chain.
Thirdly, the content of Chinese animation needs further innovation. Through the
in-depth study of “mediology” and “transcultural communication,” we can find that
only by continuously promoting cultural exchanges and mutual learning, can we
producemore new cultural works thatmeet the context of the times and the needs of
the audience.

6 Conclusions

In conclusion, Chinese animation has evolved significantly over time, supported
by cultural and technological factors, and has become a critical medium for
transcultural communication. Debray’s mediology theory helps us recognize that
transcultural communication is not an abstract process but an economic activity
integrated into the global consumer society. To succeed, Chinese animation must
transcend rigid binary oppositions between China and the West and embrace a
pluralistic view of civilization.

In the future, Chinese animation should seek to establish a recognizable cultural
landscape and build a “text star cluster” of interconnected story worlds. In this star
cluster of objects, understanding the objectmeans understanding the process accu-
mulated within it. As a star cluster, theoretical thinking revolves around the concept
it wants to open, hoping to suddenly open it like a lock on a heavily protected safe: not
by a key or a number, but by a combination of numbers (Theodore 1993: 161).
And cosmopolitanism means a “value star cluster,” in which nationalist values are
not subject to the domination of a “highest principle,” but enter into a dialogue
relationship with other values (Jin 2015). Therefore, “trans-cultural” and
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“nationalization” are two issues that we must face, and the two are not independent
of each other, but a mutually inclusive and growing relationship. Cross-culture must
be established on the premise of a widely accepted shared value system, and
nationalization is the main purpose of Chinese animation to disseminate the excel-
lent traditional culture of its nation to the outsideworld. Improving the transcultural
communication of Chinese animation mainly includes the following aspects: Firstly,
relevant departments should establish and improve supporting policies for the
transcultural communication of Chinese animation. Starting from a global
perspective and strategic thinking, they should strengthen the overall layout and
guidance for the transcultural communication of Chinese animation, and promote
the refinement and scale of Chinese animation by integrating advantageous re-
sources. Under the guidance of policies, Chinese animation enterprises should bal-
ance the relationship between commercial value and cultural value, actively
undertake the mission of transcultural communication of Chinese culture, leverage
the advantages of capital, technology and experience, find local partners, and
establish an international animation industry cooperation mechanism centered on
Chinese animation through localized operations. In the framework of the Belt and
Road Initiative, animation should be used as themedium to achieve two-way cultural
exchanges and dissemination between China and participating countries. The aca-
demic community should strengthen research on the transcultural communication
of Chinese animation and deeply explore the inherent laws of Chinese animation
transcultural communication from a rational perspective. Secondly, in terms of
animation creation, it should focus on themost universal content in Chinese national
culture, selecting relevant issues of the consciousness of a community with a shared
future for mankind and basic characteristics of human nature as the focus of
creation. The representative content of Chinese national culture should be creatively
transformed in a way that is understandable to the global public, and flexibly
integrate and rewrite the core ideas of Chinese culture with modern and global
cultures.
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