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AHAJIA3 IPUMEHEHWS TPUHOUIIOB IA®POBOI'O MEJINA-UCKYCCTBA
B KHNTAUCKOU KHHOUHAYCTPUHU C 2010 ITO 2020 'O

Y Bii
Mockosckuti eocyoapcmeentbill yHUgepcumem

Annomauus. Illpeocmasnennom 6 cmamve 00WUPHOM 0030pe, UCCAEOVIOMC MeopemuyecKiue oc-
HOBbL, UCHOPUHECKAsl IGOTIOYUS. U NPAKMUKA NPUMEHEHUS, YUPPOBO2O UCKYCCMEA 8 MeOUA C AKYEeHMOM HA
e2o0 2nybokoe gosoelicmaue Ha Kunounoycmpuio. Yuenvie, maxue xax Manosuy, Ilon u Keacmex, enocsm
€801l 8KN1A0 8 NOHUMAHUE THOHKOCMEN YUPPOBO20 UCKYCCMEA, €20 NPUHYUNO8 U ICMEMUYECKUX PA3MepHO-
cmetl. Ananuz oxeamoieaem nepuood ¢ 2010 no 2020 200, evidensis 3HauumenvHy0 poib Yupposwvix meoua
6 opmuposanuu HogvIX opm u s361K08 Kunemamozepagpa. B npakmuueckom naane, Ma @anenan, Yocan
Yorcumun u L[3un Xatisane yenyoasiiomes 6 KOHKpemHble Ciy4au, noOYepKueas eausnue yu@dpoeuix meoua Ha
OU3QUIH CYeH, AHUMAayUIo U 8U3yaibHoe uzobpadcenue. B yeiom, smom 0630p nodueprusaem mpaucpop-
MayuonHoe 8o30eticmaue Yudpoeo2o MeOUutiHo20 UCKYCCMEA HA KUHO, NPe00Cmasiss NOHUMAHUE e20 meo-
PpemuiecKux 0CHO8 U NPAKIMUYECKUX npuMeHeHull. Bbi6oobl: 8cecmoponHee ucciedosanue yugpposozo me-
ouauckyccmea sxmodaen 6 cebst meopemuieckue 0CHO8bL, UCTOPUHECKUTI KOHMEKCM, NPAKmuyecKoe npu-
MeHeHUe U MPAHCHOPMAYUOHHOE 6IUSHUE HA KUMAICKYIO KUHOUHOYCIPUIO, RPOIUSAsL C8em HA NPoOiembl
U BO3MOICHOCTU 8 IMOM PA3BUBATIOUEMCSL TaHOUApme.

Knroueswle cnosa: yughposvie meoua, KUHOUCKYCCMBO, YUPPOGbLE MEOUAMEXHOT0SUU, YUPDPOsble
mexHono2uU, Kumatickutl punovm, Kunounoycmpus, yugposoii puirom, 3D dpurom, CG-a¢ghghexmui.
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Abstract. This extensive review explores the theoretical foundations, historical evolution, and prac-
tical applications of digital art in media, with an emphasis on its profound impact on the film industry.
Scientists such as Manovich, Paul and Kvastek contribute to understanding the intricacies of digital art, its
principles and aesthetic dimensions. The analysis covers the period from 2010 to 2020, highlighting the
significant role of digital media in the formation of new forms and languages of cinema. In practical terms,
Ma Fangnan, Zhang Zhiming and Jing Haiyang delve into specific cases, emphasizing the influence of
digital media on scene design, animation and visual representation. Overall, this review highlights the
transformational impact of digital media art on cinema, providing insight into its theoretical foundations
and practical applications. In summary, the comprehensive exploration of digital media art encompasses
theoretical foundations, historical context, practical applications, and the transformative impact on the
Chinese film industry, shedding light on the challenges and opportunities within this evolving landscape.

Keywords: digital media, film art, digital media technology, digital technology, chinese film, film
industry, digital film, 3d film, cg effects.

In the realm of digital media art, a profound Manovich (2002) stands out among these
investigation into its theoretical and historical un-  scholars, advancing the concept of digital dialectics
derpinnings, along with the pivotal concepts and to unravel the intricate interplay between emerging
paradigms shaping its identity, forms a critical as- technologies, novel media forms, and evolving cul-
pect of scholarly discourse. Pioneering figures have  tural expressions. Notably, he delineated five fun-
significantly contributed to this field, propelling our
understanding of its nuances.
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damental principles characterizing new media: nu-
merical representation, modularity, automation,
variability, and transcoding[1].

Paul (2023) further enriched our compre-
hension by offering a comprehensive historical pan-
orama of digital art's evolution. Tracing its roots
from computer graphics, video art, and net art, Paul
explored contemporary manifestations in interac-
tive, generative, and software art. Her discourse
delved into the foundational principles and preva-
lent paradigms within digital media, encompassing
interactivity, algorithmic processes, simulation, and
database structures[2].

Turning attention to the aesthetic dimen-
sions of interactive media art, Kwastek (2013) scru-
tinized how these forms challenge conventional no-
tions of authorship, reception, and interpretation.
Key concepts such as feedback, participation, situa-
tion, and performativity were introduced, shedding
light on the transformative nature of interactive me-
dia within the broader artistic landscape[3].

Transitioning from theoretical groundwork
to the practical implications within creative indus-
tries, particularly in the domain of filmmaking,
scholars have examined the profound impact of dig-
ital media art principles on both processes and prod-
ucts.

Dixon (2015) delved into the historical tra-
jectory of digital performance encompassing drama,
dance, performance art, and installations utilizing
new media. His analysis illuminated the integration
of interactivity, immersion, hypermediacy, and re-
mediation within digital performance, giving rise to
novel narrative forms, spectacles, and experiential
dimensions[4].

Reas and Fry (2006) introduced Processing,
a programming language tailored for crafting digital
sketches of electronic media. Their exploration illu-
minated the seamless integration of software con-
cepts with design principles, empowering artists and
designers to manifest visual, sonic, and kinetic ex-
pressions rooted in data and algorithms[5].

Moreover, Manovich (2015) extended the
discourse by exploring the potential synergy be-
tween data science and digital art history. Delving
into core concepts such as dimensionality reduction,
clustering, classification, and visualization, he high-
lighted their application in the analysis and compre-
hension of extensive collections of digital cultural
artifacts, encompassing images, videos, and texts.
This confluence of disciplines presents unprece-
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dented possibilities for unraveling the intricate tap-
estry of digital artistic expression and cultural herit-
age[6].

Researchers such as Xu Chi, Zhu Qingyuan,
and He Mengxue have explored how digital media
technology has transformed the audio-visual lan-
guage, narrative techniques, creative methods, and
aesthetic effects of films. They argue that digital
media technology enhances the expressiveness, cre-
ativity, and communicative power of films while in-
troducing new aesthetic challenges that demand
constant adaptation and innovation from filmmak-
ers and audiences. Xu Chi, for instance, delves into
the aesthetic characteristics of films produced using
digital media technology, emphasizing concepts
like "collage recombination," "atmospheric layout,"
and the interplay between "illusion and reality"” [7].
Zhu Qingyuan contends that digital media technol-
ogy enriches film production methods, enhancing
efficiency and quality, thereby catalyzing a shift
from traditional to new film-making paradigms. No-
tably, between 2013-2015, six of the top ten highest-
grossing Chinese films utilized digital media tech-
nology, including productions such as "Monster
Hunt," "Furious 7," "Avengers: Age of Ultron," "Ju-
rassic World," "Mojin: The Lost Legend," and "The
Monkey King: Hero Is Back" [8, C. 118]. He
Mengxue highlights the diverse applications of dig-
ital media technology in film, spanning the entire
filmmaking process, from shooting to production
and distribution. Leveraging digitized equipment,
software, and platforms, filmmakers can enhance
production efficiency, quality, and outreach, shap-
ing virtual scenes and characters to heighten the at-
tractiveness and emotional impact of films [9, C.
160].

In terms of practical applications, research-
ers like Ma Fangnan, Zhang Zhiming, and Jing Hai-
yang have examined specific instances of digital
media technology in films, analyzing its impact on
scene design, character modeling, color and light-
ing, special effects, and animation. They argue that
digital media technology enriches films by intensi-
fying visual impact, emotional expression, and ar-
tistic charm, allowing for the creation of new film
forms and languages. Ma Fangnan draws parallels
between contemporary digital techniques and the
experimental film movement of 1960s America,
highlighting attempts at computer-generated anima-
tion and video art, such as the visual experiments of
William Kentridge and avant-garde movements like
Fluxus, minimalism, structuralism, and incidental
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art [10]. Zhang Zhiming points out the ability of dig-
ital media technology to use digital animation and
computer effects to create dynamic changes in the
visual imagery of film openings, providing audi-
ences with aesthetic satisfaction and visual shock
that facilitate emotional communication between
the film and its audience [11, C. 135].

Regarding the impact of digital media tech-
nology on the film industry, scholars like Ding
Fang, Hu Jingiu, and Wang Hua have delved into
aspects such as the film production process, costs,
distribution, and consumption. They argue that dig-
ital media technology provides new platforms and
opportunities for film production and dissemina-
tion, introducing fresh competition and challenges
that necessitate continual adjustment, innovation,
and the cultivation of high-quality talent and works
within the film industry. Ding Fang, for instance,
highlights the significant investment by the State
Administration of Radio, Film, and Television
(SARFT) in 2005, marking the growing importance
of digital production in the development of film art.
The production of domestic digital special effects
films saw rapid growth, constituting nearly 20% of
the total output of 263 films in a year. Utilizing dig-
ital technology to depict natural phenomena, espe-
cially in disaster films, became a prevalent practice,
involving techniques like fluid and particle anima-
tion to simulate fire, explosions, oceans, gases, vis-
cous liquids, as well as atmospheric effects like fog
and rain or snow [13, C. 10-28].

Conclusions and comparative analysis

The studies on digital media art and its in-
tersection with the film industry in China offer a
multifaceted exploration of theoretical foundations,
historical evolution, practical applications, industry
impact, challenges, and future directions. The fol-
lowing conclusions and comparative analysis en-
capsulate key findings:

Theoretical Exploration:

Manovich (2002) lays the theoretical
groundwork by introducing the concept of digital
dialectics, framing the discourse on new media with
five fundamental principles.

Paul (2023) enriches the understanding of
digital art's evolution, providing a comprehensive
historical context that includes the roots in computer
graphics, video art, and net art.

Kwastek (2013) contributes by delving into
the aesthetic dimensions of interactive media art, in-
troducing key concepts that challenge conventional
artistic notions.
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Practical Applications and Technological
Integration:

Dixon (2015) and Reas and Fry (2006) em-
phasize the practical implications of digital media
art in performance and sketch creation, respectively,
showcasing the integration of technology with artis-
tic expression.

Manovich (2015) extends this by exploring
the synergy between data science and digital art his-
tory, opening avenues for analyzing and compre-
hending extensive collections of digital cultural ar-
tifacts.

Film Industry Impact in China:

Researchers such as Xu Chi, Zhu Qingyuan,
and He Mengxue focus on how digital media tech-
nology transforms the language, narrative, and aes-
thetics of Chinese films, recognizing both its crea-
tive enhancements and challenges.

Ma Fangnan, Zhang Zhiming, and Jing Hai-
yang provide specific instances of digital media
technology in films, highlighting its role in scene
design, special effects, and animation.

Challenges and Considerations:

Dixon (2015) and Ding Fang (2015) draw
attention to challenges in integrating technology
with art, emphasizing issues of blurred boundaries,
dependence on technology, lack of innovation, and
talent scarcity.

Future Directions and Industry Evolution:

Hu Jingiu (2020) indicates a maturation of
research on digital media art in China, with a shift
towards applications and academic development.
The focus on emerging technologies like VR, Al,
and XR suggests a continual evolution of the indus-
try.

In comparative analysis, these studies col-
lectively provide a holistic perspective on the dy-
namic landscape of digital media art and its influ-
ence on the film industry in China. The integration
of theoretical frameworks, practical applications,
and industry considerations contributes to a nu-
anced understanding of the challenges and opportu-
nities in the digital era of artistic expression. The in-
tersection of technology and art remains a central
theme, with scholars offering insights into the trans-
formative potential and complexities of this rela-
tionship.

Summary

The discourse on digital media art spans
theoretical foundations, historical evolution, and
practical applications, with influential scholars
shaping our understanding of this dynamic field.
Manovich's concept of digital dialectics and Paul's
historical panorama set the theoretical groundwork,
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while Kwastek explores the aesthetic dimensions of in-
teractive media art. Scholars like Dixon, Reas, and Fry
delve into the practical implications within creative in-
dustries, emphasizing the integration of digital media
principles in filmmaking.

Shifting focus to the Chinese film industry from
2010 to 2020, researchers such as Xu Chi, Zhu Qingyuan,
and He Mengxue examine the transformative impact of
digital media technology on audio-visual language, nar-
rative techniques, and aesthetic effects. They highlight
both the enhanced expressiveness and creativity brought
by digital media, along with the new challenges requiring
constant adaptation. Notably, the top-grossing Chinese
films during 2013-2015 heavily utilized digital media
technology.

Ma Fangnan, Zhang Zhiming, and Jing Haiyang
delve into specific instances of digital media technology
in films, exploring its effects on scene design, character
modeling, and visual imagery. They argue that digital
techniques intensify visual impact and emotional expres-
sion, allowing for the creation of new film forms. Ding
Fang, Hu Jingiu, and Wang Hua focus on the impact of
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digital media on the film industry, addressing aspects like
production processes, costs, distribution, and consump-
tion. Ding Fang particularly underscores challenges in
the balance between technology and art in digital special
effects, emphasizing issues like blurred boundaries, de-
pendence on technology, and scarcity of talent.

Hu Jingiu concludes the discourse by highlight-
ing the application of digital media art in film, gaming
design, and tourism branding, suggesting that this appli-
cation enriches audience experiences and contributes to
the development of the digital economy. Her analysis in-
dicates a mature stage in research on digital media art in
China, with a focus on applications and academic devel-
opment, as seen in discussions on new aesthetics and the
exploration of VR, Al, and XR technologies.

In summary, the comprehensive exploration of
digital media art encompasses theoretical foundations,
historical context, practical applications, and the
transformative impact on the Chinese film industry,
shedding light on the challenges and opportunities
within this evolving landscape.
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