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Abstract: This study investigates the impact of digital special effects on wuxia films, focusing on The Legend of the Condor Heroes: The Great Hero (2025) as a case of technological adaptation in the genre. Through a comparative case analysis of The Great Hero, Jin Yong’s original novel and classic TV adaptations, the study reveals how overused hyper-realistic effects disrupt wuxia’s mind-body-Dao tradition, undermining the narrative and cultural foundations. The findings underscore a critical tension between technological innovation and cultural authenticity, calling for a balanced approach to digital effects in wuxia adaptations.
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1. Introduction
The 2025 release of The Legend of the Condor Heroes: The Great Hero, directed by Tsui Hark, has reignited global interest in wuxia films
 while sparking debates about the role of digital technology in reshaping the genre (Wang, Li & Meng, 2025). Adapted from Jin Yong’s famous wuxia novel The Legend of the Condor Heroes, the film reinterprets the classic tale of Guo Jing’s journey from a simple-minded youth to a national hero. As the highest-grossing wuxia film of the year, it reimagines Jin Yong’s classic through cutting-edge digital special effects technologies (Deng, 2025). Yet critics argue that such innovations risk reducing the philosophical depth of wuxia, where martial arts embody moral codes and character psychology, into mere visual stimuli (Huang & Wang, 2025). This tension reflects a broader dilemma: while digital special effects enhance sensory immersion, their overuse may fracture the genre’s narrative ethics and cultural specificity. 
Despite extensive research on digital special effects technologies, their impact on wuxia’s unique synthesis of kinetic choreography and Confucian-Daoist ideals remains underexplored. Prior studies predominantly focus on technological spectacle while paying insufficient attention to how these effects alter wuxia’s core tenet. To address this gap, this study employs a comparative framework, analyzing The Great Hero alongside its source novel and earlier adaptations to reveal the dual impact of digital effects on the genre’s cultural authenticity and narrative depth. By bridging digital technology studies with wuxia’s ethical aesthetics, the research aims to identify possible pathways for preserving the genre’s authentic essence during cinema’s ongoing digital transformation.

2. Literature Review
2.1 The Evolution and Narrative Impact of Digital Special Effects
Digital special effects technologies including Stop Motion Animation (SMA), Computer Generated Imagery (CGI), and Motion Capture have been widely applied in the films (Meng, 2020). Moreover, to create a more sophisticated sense of symbolic control and unprecedented sensory stimulation (Chen, 2012), while enriching existing visual spectacles, special effects technology has been evolving and upgrading at an unprecedented pace. In recent years, the rise of AI-generated content (AIGC) has marked a new paradigm in film production, enabling hyper-realistic visual effects, automated scene generation, and dynamic character interactions (Chen, 2023). The development of digital technology has broken the boundaries of traditional storytelling, endowing narratives with unprecedented dynamism and unpredictability (Wan, 2021).

Regarding the theme of technology and narrative, academic circles have presented diverse perspectives. The technology optimists argue that the potential of storytelling has been revitalized, as modern film technology creates spatial scenes that enhance both narrative capability and visual expression (Pan, 2010). They contend that shaping interactive and sensory imagery to construct authentic narratives is the dominant trend (Wan, 2021). On the other hand, technology pessimists raise concerns: while spectacle-driven films dominate the global market and audiences enthusiastically embrace visual effects, indulging in retinal stimulation, there is also a need to remain vigilant against overemphasis on special effects technology, which may lead to the fragmentation of storytelling (Nie & Du, 2016).

2.2 Wuxia Films: The Legend of the Condor Heroes
Wuxia films, a quintessential genre of Chinese cinema, blend stylized martial arts with narratives of chivalry and moral dilemmas (Huang & Wang, 2025). These films serve as cultural vehicles, transforming traditional values such as loyalty and justice into vibrant visual spectacles while navigating the tension between heritage and modernity (Deng, 2025). At the core of this genre is Jin Yong, whose novels, especially The Legend of the Condor Heroes (1957), have redefined the concept of wuxia by interweaving personal heroism with themes of nationalism.
The 1983 TV adaptation of The Legend of the Condor Heroes remains a cultural milestone, with its classic status solidified by high-production values. Its faithful portrayal of Jin Yong’s characters, such as the iconic Guo Jing and Huang Rong, cemented its classic status (Qi & Shi, 2024). Decades later, Tsui Hark’s 2025 film The Legend of the Condor Heroes: The Great Hero reinterpreted the story with digital spectacles, employing motion capture and CGI to showcase martial arts charm (Huang & Wang, 2025). However, critics pointed out narrative discontinuities and over-reliance on special effects, arguing that technological innovation could overshadow the philosophical depth of this genre of films (Huang & Wang, 2025; Deng, 2025). From the classic charm of the 1983 TV series to the technological ambition of the 2025 film, this evolution highlights the ongoing exploration of wuxia films in balancing tradition with the demands of digital-era audiences.
2.3 Research Gap
Existing scholarship has extensively examined the interplay between digital special effects and narrative in genres like science fiction and superhero films. For instance, Avatar (2009) demonstrates a coupled state where 3D and motion-capture technologies deepen philosophical reflections on post-humanism, while its sequel Avatar: The Way of Water (2022) critiques the rupture caused by over-reliance on spectacle, which compresses artistic imagination and narrative creativity (Liu & Qin, 2025). Similarly, Spider-Man: Homecoming (2017) employs life-like CGI to humanize its hero, balancing visual spectacle with character-driven storytelling (Li, 2018). These studies highlight how effects can either enhance or undermine cultural values and thematic depth in Western genres.

However, a critical gap persists in analyzing digital effects’ role in wuxia films, despite their cultural significance. While scholars note Tsui Hark’s The Legend of the Condor Heroes: The Great Hero (2025) as a technological leap, few explore how these innovations impact wuxia’s traditional aesthetics or narrative ethics. Wuxia’s fusion of Confucian-Daoist ideals with kinetic choreography remains understudied in the digital era. Therefore, this paper tries to address this gap by interrogating whether The Great Hero’s effects, like its “golden dragon-shaped CGI” (Huang & Wang, 2025), amplify or dilute the genre’s core tenet: the great hero serves the nation and its people (侠之大者，为国为民).

3. Methodology

This study employs a comparative case analysis to systematically investigate how digital special effects in The Legend of the Condor Heroes: The Great Hero (2025) reshape or undermine wuxia’s traditional mind-body-Dao philosophy. At its core, this research seeks to address the critical question of whether excessive digital spectacles erode the cultural authenticity and narrative depth of wuxia. By comparing multiple versions of the story and dissecting their formal and thematic differences, this methodology aims to unpack the tension between technological innovation and cultural preservation in wuxia adaptations. 

3.1 Selection of Research Objects

At the center of this investigation lies Tsui Hark’s 2025 film The Legend of the Condor Heroes: The Great Hero, which embodies wuxia’s contemporary technological turn. As a wuxia film with extensive employment of cutting-edge digital technologies, including CGI, motion capture, and Artificial Intelligence Generated Content (AIGC), it demonstrates classic martial arts sequences and settings with unprecedented visual spectacle. To contextualize and critically assess The Great Hero’s approach, two additional subjects form the basis of comparison, each representing a distinct era in wuxia’s history and providing a benchmark for evaluating the film’s deviations from genre norms. First is Jin Yong’s original novel The Legend of the Condor Heroes which serves as the foundational textual blueprint. Its detailed depictions of martial arts, character psychology, and Confucian-Daoist ideals establish the cultural and philosophical core that adaptations aim to preserve. The second one is the 1983 TV adaptation of The Legend of the Condor Heroes selected as a representative of pre-digital wuxia storytelling. Celebrated as a cultural milestone, this series is praised for its fidelity to Jin Yong’s narrative and its emphasis on narrative-driven spectacle. Through restrained use of wirework and simple special effects, it prioritizes character development and thematic depth.

Together, these three subjects enable a targeted comparison. The Great Hero’s digital spectacle is analyzed against the novel’s textual embodiment of wuxia philosophy and the 1983 series’ balanced integration of visuals and narrative. This framework positions The Great Hero as its primary focus, while using the other two to reveal how its technological choices disrupt the genre’s traditional foundations.

3.2 Theoretical Integration

To systematically examine the relationship between digital effects and wuxia’s cultural essence, this study integrates two theoretical frameworks, each trying to unpack different layers of wuxia’s cultural and aesthetic identity.

One is a narrative-versus-spectacle theory drawing on the work of Mulvey (1981) and Lash (1990). It provides a lens to analyze the shifting balance between storytelling and visual stimulation. Mulvey observed that the cinema shifted from narrative-driven to spectacle-dominated modes, a transition that Lash critiqued for fracturing narrative coherence through excessive imagery. This framework helps to contrast the 1983 TV series’ narrative-driven approach -- where spectacle serves character development, with The Great Hero’s tendency to let visuals overshadow meaning. The other is embodiment theory inspired by Merleau-Ponty’s (2001) phenomenology of perception. It helps to explore how wuxia’s martial arts function as a bodily text that mediates between physical movement and spiritual meaning, revealing how digital disembodiment breaks the link between an actor’s physical performance and the spiritual essence of martial arts.

These theoretical lenses bridge formal analysis of visual techniques with deeper interpretations of cultural meaning, enabling the study to move beyond describing “what” changes in digital adaptations to explaining “why” these changes matter for wuxia’s core identity.

3.3 Analytical Logic

The analytical process unfolds in three interconnected phases, mirroring the layered structure of wuxia’s cultural meaning. First, a visual-textual comparison of key martial arts sequences and environmental settings across the three versions. The study demonstrates the technical differences between traditional wirework, actor-driven choreography, and modern techniques such as CGI, AIGC, and virtual effects, and links these techniques to their respective narrative functions. Second, a semiotic analysis of cultural codes embedded in weapons, moves, and character development. The study examines how martial arts function as cultural signs, then traces how digital effects undermine these codes. Third, an examination of mind-body-Dao integration, which is the core of wuxia’s philosophy. Using Merleau-Ponty’s phenomenology, the study evaluates whether martial arts in each version achieve the unity of form and spirit. 

By progressing from surface visuals to deep cultural codes, this analytical logic ensures that the study not only identifies differences between versions but also explains how digital effects erode the very foundations of wuxia’s identity.

4. Discussion

4.1 Visual Alienation or Visual Promotion? -- Discussion on the Spectacularization and Fantasy-lization of The Great Hero
Based on the fundamental dichotomy of discourse (language) and imagery (visuals), we have reason to categorize films into those dominated by narrative and those dominated by spectacle, forming distinct structural patterns of narrative-driven and spectacle-dominated modes. Comparatively, narrative films tend to center on discourse, emphasizing storytelling and plot, with a focus on character dialogue and dramatic tension. Thus, although visuals are indispensable, such films adhere to a language-centered model rather than striving for lifelike imagery or visual impact. They may even sacrifice certain visual effects for the sake of narrative and dramatic progression. Conversely, spectacle films highlight the inherent visual nature of cinema, downplaying or weakening dramatic and narrative elements while amplifying visual effects and impact. Spectacle and scenes become the primary visual tools, relegating all language-based elements to secondary status (Zhou, 2007).
Mulvey (1981) observed that since the 1980s, cinema has undergone a profound transformation. This shift is primarily reflected in the transition from the “narrative film” model to the “spectacle film” model. Traditional realist films often adhere to a narrative framework, where scenes and visuals ultimately serve as representations of narrative intent. Contemporary films, however, follow the pleasure principle of the “id
”, prioritizing the viewing of images and characters over deeper narrative logic or intellectual substance. Spectacle frequently interrupts the narrative, rendering storytelling insignificant. As a result, the logic of cinema tilts, with narrative yielding to imagery and spectacle dominating the narrative (Lash, 1990). This conflict has been exacerbated by the rapid advancement of AIGC (Artificial Intelligence Generated Content) technology.
The proliferation of AIGC has reshaped the film industry landscape. By now, narrative films have found themselves at a disadvantage in the market compared to their spectacle-driven counterparts. Recent box office data from Box Office Mojo underscore this disparity. For instance, Drive My Car, a critically acclaimed Japanese drama film that won the Academy Award for Best International Feature Film in 2022, garnered a high score of 8.3 on IMDb and 93% on Rotten Tomatoes. However, its global box office revenue was a mere 15.4 million. In stark contrast, Spider-Man: No Way Home, a spectacle-laden superhero film released in the same period, achieved a staggering global box office of $1.9 billion, despite having a lower IMDb rating of 8.1 and a 94% score on Rotten Tomatoes. These figures clearly demonstrate that, in today’s market, spectacle-driven films often outperform narrative-rich films in commercial success. At the same time, according to a report by the National Association of Theatre Owners, approximately 32% of total box office revenues in the U.S. came from 3D films in 2022, even for genres traditionally suited to 2D presentation, such as drama and romance. For instance, the drama-fantasy film Harry Potter and the Sorcerer’s Stone, which has effectively conveyed its emotional narrative of growth, choice, and love in 2D, was adapted into a 3D version to meet market expectations in 2020. This shift demonstrates how spectacle-driven demands, fueled by technological advancements, are compelling narrative films to incorporate unnecessary visual elements, sacrificing storytelling integrity for commercial viability. 
Against this backdrop, The Legend of the Condor Heroes: The Great Hero presents a fascinating case study, in which the tendency toward spectacle is strikingly evident. Legends of the Condor Heroes is originally a novel with strong narrative qualities, beloved by readers for its intricate plot, vivid characterizations, and rich martial arts worldview, with its storytelling at the core of its appeal. While previous TV adaptations had incorporated spectacle elements, these remained narrative-driven, enhancing character portrayal and plot advancement. However, the film adaptation, influenced by the prevailing spectacle-driven trend, made significant changes to its narrative structure. 

Table 1. Comparative Analysis of Martial Arts Scenes in the Classic TV Version vs. The Great Hero
	
	Martial Arts Scenes

	
	Techniques
	Scene Analysis
	Narrative Impact

	Classic TV Version
	wirework and some simple special effects
	As is illustrated in Figure 1, when Apothecary Huang performed the Cascading Peach Blossom Palm on Peach Blossom Island, the fluttering petals synchronized with his movements not only create an ethereal aesthetic but also harmonize with his refined literati demeanor.
	This showcases his ability to blend martial arts with artistry, making it seem less like a fight and more like an artistic performance, aptly reflecting his extraordinary talent.

	
	
	The simple training ground and unadorned moves in Guo Jing’s practice sessions with the Six Freaks of the South highlights his earnest and diligent nature as a novice in the martial world, seamlessly integrating spectacle with storytelling.
	Such visual spectacles remain narrative-driven, using scene and action design to serve character development and plot progression.

	The Great Hero
	technical editing, CGI, AIGC and virtual effects
	The duel between Guo Jing and Viper Ouyang is transformed into a visual extravaganza. Special effects produce massive energy waves, dazzling light-and-shadow interplay, and even mid-air chases, filling the screen with fantastical visuals, as shown in Figure 2.
	Its action scenes lean heavily toward visual fantasy, detaching spectacle from narrative logic, thereby disrupting the spatial rules of the wuxia world. Digital effects accelerate the consumption of imagination, reducing it to mere spectacle (Tang & Hai, 2025). 

	
	
	Specifically, Guo Jing’s Eighteen Dragon-Subduing Palms are portrayed as high-density energy blasts, transforming into golden dragon-shaped special effects that sweep across the battlefield. Similarly, Viper Ouyang’s Exploding Toad kung fu takes on a surreal, magical hue.
	The inherent wuxia philosophy -- using physical confrontation to metaphorize principles -- is replaced in The Great Hero by a purely illusory spectacle of visual wonders, resulting in hollow martial arts essence and failing to achieve a faithful representation of traditional Chinese martial arts ideology (Tang & Hai, 2025).


This table presents a comparative analysis of martial arts scenes between the classic TV version and The Great Hero, examining techniques, representative examples, and their underlying implications. By contrasting traditional wirework with modern AIGC, it highlights fundamental differences in narrative coherence and the embodiment of wuxia philosophy. Unlike the traditional wuxia adaptations employing spectacle to serve the narrative, using combat sequences to embody chivalric spirit and moral ethics, The Great Hero exhibits a noticeable imbalance. When martial arts are elevated to apocalyptic levels of destructiveness, the realistic foundation for power struggles among martial sects vanishes. This comparison directly addresses the paper’s central debate on whether technological advancements diminish traditional martial arts ideology. It also lays the groundwork for subsequent discussions on the boundaries of adapting wuxia narratives in the digital era.
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	Figure 1. Apothecary Huang performing Cascading Peach Blossom Palm on Peach Blossom Island in TV adaptation
	Figure 2. Guo Jing’s mid-air chases with high-density energy blasts in The Great Hero


Table 2. Comparative Analysis of Environmental Scene -- Peach Blossom Island in Original Novel vs. The Great Hero
	
	Environmental Scene -- Peach Blossom Island

	
	Depiction    
	Narrative Function 

	Original Novel
	The mystery and beauty of the Peach Blossom Island are exquisitely and artistically depicted through the text, becoming an external projection of Apothecary Huang’s character and hinting at the potential dangers and challenges on the island.
	The portrayal of the natural environment is not merely a means to render the scenery, but rather closely serves to highlight the characters’ emotions and advance the plot.

	The Great Hero
	The excessive reliance on visual effects prioritizes sensory spectacle over substance. As is shown in Figure 3, the screen is saturated with digitally amplified peach blossoms. The bright peach blossoms cover the scene at an extremely high density, with petals endlessly swirling in the air.
	This over-reliance on special effects has transformed the environmental symbols that should serve the narrative into mere visual stimuli, severely neglecting the narrative functions and symbolic significance of the Peach Blossom Island. The excessive use of special effects undermines the mystery and danger of the island and fails to fully reveal Apothecary Huang’s character traits. The connotations that should be conveyed through narrative and character development are overshadowed by the effects, resulting in audiences being captivated by the beautiful scenery while struggling to grasp the true value of the Island in the story. 


This table presents a comparative analysis of the environmental depiction of Peach Blossom Island between the original novel and its film adaptation The Great Hero. By examining both the expressive techniques and narrative implications, it reveals fundamental differences in how natural settings function within wuxia storytelling traditions. In sharp contrast, the film’s hyper-saturated digital effects reduce the environment to visual spectacle and weaken the depth and emotional appeal of the story, severing the intrinsic connection between setting and storytelling that defines classic wuxia aesthetics. 
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	Figure 3. Peach Blossom Island in The Great Hero


At this point, the literary content has been downgraded to a minimal level in films. Visual elements such as scenes, images, and costumes are excessively emphasized, while dialogue has become dispensable and the script is deemed unimportant. The narrative nature succumbs to the visual factors of the spectacle. When narrative literature is created according to the spectacle film model, its literary quality is already in a precarious situation (Zhou, 2007).

4.2 The Disintegration of Cultural Codes in Martial Arts Sequences

The unique charm of Jin Yong’s wuxia world stems largely from its meticulously constructed symbolic system of martial arts culture. In the original work Legends of the Condor Heroes, every martial arts scene is far more than a simple description of movements, which carries rich cultural codes and serves the function of character portrayal. These scenes form a complete system of cultural expression, conveying traditional Chinese values and philosophical thoughts through specific physical language. Here, martial arts movements have transcended their purely combative function, evolving into rituals of cultural symbolism and moral practice.

4.2.1 Weapons and Moves as a Foreshadowing of Character Personality and Fate

In Legends of the Condor Heroes, when Count Seven Hong teaches Guo Jing the first move of the Eighteen Dragon-Subduing Palms technique, Haughty Dragon Repents, he emphasizes the profound meaning of the word “regret”: “This move is called ‘Haughty Dragon Repents’. Its essence lies not in ‘arrogance’(亢) but in ‘regret’(悔). If mere ferocity and speed were sufficient, any brute with strength could execute it. How then would it command Apothecary Huang’s respect?” The technique embodies the I Ching axiom: “The dragon exceeds the proper limits; there will be occasion for repentance: a state of fullness should not be indulged in long (亢龙有悔，盈不可久也).” It demands tempered force within overwhelming power, striking with one portion of strength while retaining two in reserve. This wisdom of restraint perfectly embodies Guo Jing’s core traits of unwavering integrity and selfless consideration for others. It is precisely his kindness and magnanimity that enable him to grasp the essence of Haughty Dragon Repents. Such virtues not only become the cornerstone of his martial arts mastery but ultimately allow this simple-minded youth to establish himself in the jianghu and ascend as one of its greatest heroes.

Table 3. Comparative Analysis of Eighteen Subduing-Dragon Palms in 1983 TV Version vs. The Great Hero
	
	Eighteen Subduing-Dragon Palms

	
	Cinematic Techniques
	Audience Perception
	Narrative Impact

	1983 TV series
	As is illustrated in Figure 4, the filming employs the traditional wuxia drama approach of progressive montage with actors’ excellent performances. Medium shots first show Guo Jing’s clumsy posture while practicing horse stance. This cuts to close-ups capturing his trembling calf muscles and dripping sweat. Finally, slow-motion portrays the air currents generated by his palm strikes. 
	Guo Jing’s progression in mastering the skill, from initial stiffness to eventual fluidity, is conveyed through the actor’s nuanced control of breathing, footwork, and fist techniques, reflecting his diligent yet slow-witted growth. As Guo Jing repeatedly trains his palm energy, close-ups focus on his sweat-beaded forehead and tightly pressed lips, highlighting his diligence and intellectual struggle. 
	We can clearly witness Guo Jing’s growth from initial clumsiness to gradual mastery, a development reflected not only in martial skill but also in character building. 

	The Great Hero
	It can be seen from Figure 5 that it heavily incorporates hyper-realistic particle-generation systems and dynamic light-wave rendering, creating striking visual effects at the cost of separating the moves from the characters’ personalities. Due to the heavy reliance on visual effects, actors no longer need to demonstrate traditional techniques like proper waist-horse stance coordination. Instead, a simple mechanical wave of the hand can trigger golden light waves, filling the screen with dazzling particle storms.
	With the domination of special effects, the actors’ authentic physical movement details are overshadowed by dazzling light, reducing to mere visual spectacles devoid of logical coherence. His progression in acquiring the skill is oversimplified by computer-generated imagery (CGI). Instead of witnessing the original’s wisdom of “exerting ten parts strength while reserving twenty”, audiences see only full-force visual energy blasts. 
	This overuse of special effects severs the intrinsic link between character personality and martial logic, undermining the wuxia tradition of “guiding form with qi (气), expressing spirit through form”. 




This table takes Eighteen Subduing-Dragon Palms as the unit and compares the expression methods of 1983 TV version and the film. It indicates that the overuse of special effects consequently weakens the profound cultural depth that martial arts narratives are meant to embody. This comparison helps readers clearly identify the problems caused by the overuse of special effects -- the separation of martial arts logic from character personalities. It responds to the discussion in the paper on the impact of technical special effects on the expression of wuxia spirit and provides a basis for the subsequent discussion on the balance between technical application and traditional aesthetics in wuxia adaptations.
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	Figure 4. Guo Jing Executing Eighteen Subduing-Dragon Palms in 1983 Legends of the Condor Heroes
	Figure 5. Guo Jing Executing Eighteen Subduing-Dragon Palms in The Great Hero


This integration of combat techniques with character personality is a hallmark of Jin Yong’s works. Take for example Wuchen Daoist, the second leader of the Red Flower Society in The Book and the Sword: his bold, chivalrous nature and obsession with martial arts shine through his “Soul-Chasing Swordplay”. Despite having only one arm, his formidable skills and merciless approach to enemies perfectly reflect his uncompromising character. In The Return of the Condor Heroes, the ethereal Golden Bell Rope (a white silk ribbon with golden balls) used by Xiaolongnü mirrors her purity, innocence and otherworldly detachment from mundane affairs. Similarly in Demi-Gods and Semi-Devils, Mu Wanqing’s lethal poisoned darts that kill with a single strike align seamlessly with her passionate, decisive personality that brooks no hesitation. When film adaptations prioritize visual spectacle over this intrinsic connection between fighting styles and character essence, they become like rootless trees, fundamentally incapable of conveying the true charm of wuxia. 

4.2.2 The Moral Orientation Reflected in Martial Arts Weapons and Movements
In Jin Yong’s wuxia novels, the weapons wielded by certain characters are often directly linked to their morality. Chen Pingyuan once remarked that the fundamental purpose of weapons was to kill, and the best weapon was one that maximizes this function. Thus, weapons should only be distinguished by their sharpness, not by any moral dichotomy (Chen, 2010). Yet, wuxia novels deliberately imbue weapons with a certain ethical symbolism.” In Legends of the Condor Heroes, Jin Yong skillfully integrates weapon and combat technique designs with the moral attributes of his characters, creating a unique symbolic system.
Firstly, orthodox weapons are often closely associated with the spirit of chivalry, serving as an external manifestation of a character’s noble morality. Count Seven Hong’s Eighteen Dragon-Subduing Palms are characterized by the powerful and righteous moves, with names derived from the I Ching, such as Haughty Dragon Repents (亢龙有悔) and Dragon Soars in the Sky (飞龙在天). These not only showcase his peerless martial arts skills as the The Northern Beggar but also metaphorically reflect his upright and chivalrous characteristics. Similarly, the swordsmanship of the Quanzhen Sect, which claims to be the orthodox Taoist school, features grand and majestic moves like Qiu Chuji’s Seven Stars Assembly, complementing his character of hating evil and upholding justice. These orthodox weapons and their moves are not only a legacy of martial arts but also a moral symbol, representing justice and order in the martial world. In contrast, the weapons of the villains often carry characteristics of venomousness and eeriness. Viper Ouyang’s Serpent Staff uses venomous creatures as a means of attack, and his Exploding Toad kung fu with bizarre moves echoes his his infamous title as the The Western Venom. Cyclone Mei’s Nine Yin Skeleton Claw has a bloody and ruthless style, directly reflecting her ferocious image as the Iron Corpse. Here, the design of weapons and moves cleverly reflects the moral attributes of characters, turning the abstract concepts of good and evil into tangible symbols. This makes the good versus evil conflict not just a bland plot framework, but a war of moral symbols and a game of value order. What readers see is not just the fight scenes, but a confrontation of how good and evil speak through martial arts, which enhances the narrative tension of the opposition between good and evil. 
Weapons and martial arts techniques also serve as crucial clues to characters’ moral transformations. The tragic fall of Yang Kang stands as a classic example. As a descendant of the loyal and heroic Yang Family Generals, he abandons the Yang Family Spear, a symbol of patriotic righteousness, and instead turns to sinister skills like the Nine Yin Skeleton Claw. The shift in his choice of weapons vividly reflects his moral degeneration. In stark contrast, Huang Rong’s use of the Dog-Beating Cane, though a signature skill of the Beggar Clan, employs clever moves like the tripping stance to minimize violent elements, emphasizing winning through wisdom rather than brute force, which aligns perfectly with her quick-witted nature.
Additionally, Jin Yong’s nuanced portrayal of unconventional weapons like hidden projectiles reflects the complexity of moral judgment. For instance, Apothecary Huang’s Divine Flicking Finger Technique is technically a hidden weapon technique, but due to his ambiguous Eastern Heretic identity, neither wholly good nor evil, it is not simplistically categorized as a treacherous martial art. Instead, it becomes a symbol of his free-spirited and unconstrained personality. This design aligns with the author’s ambivalent attitude toward hidden weapons, while also enriching the multi-dimensionality of the characters. By deeply intertwining weapons with morality, Jin Yong not only constructs a highly allegorical wuxia world but also allows readers to glimpse the radiance and shadows of human nature amid the clash of swords and spears.
In the original novel, Viper Ouyang’s Exploding Toad kung fu is a highly distinctive martial arts technique. When executing this skill, the practitioner squats low to the ground, arms bent at shoulder level, emitting guttural croaking sounds reminiscent of a giant toad poised to strike. This posture obviously violates conventional martial arts principles that emphasize upright body alignment and natural stances. The Exploding Toad kung fu emphasizes the accumulation of power through extreme physical control, such as holding one’s breath and bloating the abdomen, and then suddenly releasing this power in a burst, resulting in immense destructive force. Essentially, it is an evil school of martial arts, reflecting an extreme and radical nature. Viper Ouyang himself is a complex character, a formidable antihero with undeniable grandeur, yet also profoundly treacherous. His Exploding Toad kung fu is intrinsically linked to both his personality and moral values. When performing this technique, Viper Ouyang often employs psychological tactics against his enemies, using its venomous moves and eerie internal energy to create a strong sense of oppression and psychological fear. Moreover, the use of Exploding Toad kung fu frequently inflicts severe or even fatal injuries, reflecting his moral deficiency of willingness to sacrifice others for his goals.
Table 4. Comparative Analysis of Exploding Toad kung fu in 1983 TV Version vs. The Great Hero
	
	Exploding Toad kung fu

	
	Expression
	Performing Scenes
	Linkage

	1983 TV Version
	Exploding Toad kung fu is effectively portrayed through the actors’ superb performance and the delicate progression of the plot. The actors’ distorted facial expressions, fierce gazes, and explosive movements vividly convey the insidiousness and ruthlessness of Viper Ouyang when he uses the Skill, as shown in Figure 6.
	It is often closely linked to his unscrupulous actions to achieve his goals. He uses it mostly to satisfy his own desires, such as contending for the Nine Yin Manual and taking revenge on others. His motives and purposes were often in direct conflict with moral ethics.
	This further reinforces the negative moral attributes of the Exploding Toad kung fu, which carries an evil symbolic meaning.

	The Great Hero
	As is illustrated in Figure 7, when Viper Ouyang activates the technique, his body becomes shrouded in black mist, the ground cracks beneath him, and his palm strikes conjure towering tornadoes of shattered rock. While visually arresting, this depiction transforms Exploding Toad kung fu from a tactical martial art of accumulating power and counterattacking into a magical skill that destroys everything.
	They are simplified to mere displays of brute force, rather than being deeply connected to his unscrupulous logic of achieving his goals at all costs. During his showdown with Guo Jing beneath Xiangyang City, the two engage in a head-on clash of shockwaves, with the background filled with explosions and flames. The dense bombardment of special effects overshadows the psychological portrayal of the characters, reducing the venomous nature of the Exploding Toad kung fu to a mere visual symbol, rather than an extension of the character’s personality. 
	This excessive reliance on special effects not only diminishes Exploding Toad kung fu’s credibility as a formidable martial arts technique, but also makes it difficult to reflect Viper Ouyang’s moral values through the technique.




The table shows the transformation of Exploding Toad kung fu from a tactical martial art into a mere visual magical skill. In The Great Hero, Viper Ouyang’s Exploding Toad kung fu has been excessively repackaged as a vehicle for CGI spectacle. As a result, the complex human tensions and moral struggles of the original work are hardly felt by the audience, significantly weakening its connection with the character’s moral attributes and the charm of this classic martial art.
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	Figure 6. Viper Ouyang Executing Exploding Toad kung fu in 1983 Legends of the Condor Heroes
	Figure 7. Viper Ouyang Executing Exploding Toad kung fu in The Great Hero


Jin Yong once asserted that wuxia novels are ultimately about people. The greatness of Legends of the Condor Heroes lies in its ability to transform every martial technique into a mirror reflecting human nature. Whether through the rustic craftsmanship of the 1983 adaptation or the technological spectacle of The Great Hero, only by returning to the essence of “martial arts as a study of the mind” can we truly inherit this cultural legacy.

4.2.3 The Philosophical Connotations of Martial Arts Moves

The depiction of martial arts is the essence of wuxia novels. Thanks to Jin Yong’s profound grounding in traditional Chinese culture, the martial arts descriptions in his works are closely intertwined with the I Ching. The names of martial arts techniques and their underlying principles in his novels are invariably influenced by this book. As a result, the portrayal of martial arts in Jin Yong’s wuxia fiction carries deep cultural significance, allowing readers not only to appreciate the charm of Chinese martial arts amidst the dazzling swordplay but also to grasp the essence of traditional Chinese culture. 
As I Ching states: “The succession of yin and yang is called the Dao; what carries it forward is goodness, and what fulfills it is nature.” It also says: “The sun at its zenith begins to decline; the moon at its fullest begins to wane.” The martial logic in Jin Yong’s wuxia novels emphasizes balance and opposition, reflecting his belief that martial arts should harmonize yin and yang. In Legends of the Condor Heroes, Count Seven Hong’s Eighteen Dragon-Subduing Palms and Zhou Botong’s Luminous Hollow Fist are highly representative martial arts styles. However, the former is purely rigid (刚), while the latter is purely soft (柔), making further progress impossible once a certain level is reached. In contrast, the martial arts of the Nine Yin Manual integrate strength and softness, balance yin and yang, and thus allow for endless cultivation, with no limit to its depth (Kang, 2017).

The martial arts moves of the characters created by Jin Yong are also closely related to the I Ching. Many of the martial arts names he created have a profound connection with it, like Guo Jing’s ultimate skill Eighteen Dragon-Subduing Palms. The name Withdraw to Gain (潜龙勿用) is derived from the I Ching, Hexagram Chien, Line One, “Hidden dragon. Do not act.” Dragon Seen in the Field (见龙在田) is named after the I Ching, Hexagram Chien, Line Two, “Dragon appearing in the field. It furthers one to see the great man.” Dragon Soars in the Sky (飞龙在天) is derived from the Line Five, “Flying dragon in the heavens. It furthers one to seek out one’s true nature.” Haughty Dragon Repents (亢龙有悔) is derived from the I Ching, Hexagram Chien, Line Six, “Arrogant dragon leads to humiliation. Afterwards, a new beginning is possible.” These names not only reflect Jin Yong’s deep reverence for classical Chinese philosophy but also enrich the martial arts in his novels with profound cultural significance. 
The martial arts depictions in Jin Yong’s works are deeply infused with the essence of traditional Chinese culture, particularly the philosophical and aesthetic elements of Daoist thought, which he skillfully weaves into his combat narratives. Unlike Confucianism, which expresses humanistic concern for the real world, Daoist culture appears more down-to-earth, richer in content, more profound in meaning, and even more scientific in its approach. Resembling modern philosophy in many ways, it not only discusses the way of humanity (人道) but also introduces the way of heaven (天道), contemplating not just the tangible being but also the metaphysical non-being (Kang, 2017). Daoist culture expands its inquiry beyond human society to explore the universal principles governing the movement of all things in the cosmos. In Jin Yong’s wuxia novels, martial arts combat is never merely a contest of brute strength; it demands the fusion of exquisite technique and wisdom, a principle that fully embodies the essence of Daoist philosophy.
In Jin Yong’s martial arts philosophy, the profound significance of nothingness (无) is repeatedly emphasized from various perspectives. In Legends of the Condor Heroes, the depiction of Competing Hands (双手互搏) exemplifies this concept well. When Guo Jing encounters Zhou Botong trapped on Peach Blossom Island, Zhou teaches him the Luminous Hollow Fist (七十二路空明拳), a skill he developed over ten years based on principles from the Dao De Jing. Here, Jin Yong adapts and extends the Daoist proposition of the usefulness of the useless (无用之用), suggesting that nothingness possesses inherent value precisely because it awaits fulfillment, development, and utilization. Thus, nothingness is not merely functional but represents a higher state of utility. From the Daoist perspective where non-being holds greater philosophical value than being, Jin Yong derives the principle that softness (柔) and emptiness (空) hold far more extraordinary significance compared to rigidity (刚) and fullness (满). 
Jin Yong’s portrayal of martial artists demonstrates how the Dao enlightens and elevates human existence, thereby imbuing the seemingly illusory martial arts with philosophical beauty. As scholar Ge Zhaoguang
 observed in his discourse: “Daoism first apprehends the Dao, the eternal yet ever-changing principle of the cosmos, then extends this understanding to society and humanity.”

4.3 The Vanishing of Martial embodiment

In the culture of martial arts, martial embodiment is not only a form of expression for martial movements but also a core medium through which chivalrous heroes achieve spiritual transcendence. Over the course of nearly a century, the writing of martial arts novels has always been grounded in the body, with its essence lying in bodily manifestation. Within the texts of martial arts literature, the narrative unfolds across the three dimensions described by Maurice Merleau-Ponty (2001): the physical order, the vital order, and the human order, giving rise to the interactive operation of three levels: the body schema, bodily practices, and bodily utopia (Zheng & Lian, 2020). The stories of these chivalrous heroes revolve around the body, integrating biological and social dimensions, ultimately achieving a dual transcendence of both body and spirit. This bodily nature is not only reflected in the textual descriptions of martial arts novels, but is also visually presented in the television adaptations.

Body Schema refers to the internal structure formed by martial artists through bodily discipline, encompassing posture, movement, and the application of inner energy (内力). Through prolonged training and practice, a martial artist gradually develops a unique body schema, which enables extraordinary martial prowess. For example, Guo Jing, by studying the Nine Yin Manual and the Eighteen Dragon-Subduing Palms, develops his own distinct body schema. This schema is manifested not only in his external movements but also in the coordination of his inner energy and overall physical harmony. Bodily Practice is the process by which martial artists engage with society through their physical actions. By upholding justice, confronting adversaries, and other such deeds, they translate their body schema into tangible actions, thereby achieving self-identity and social value. In this process, the body is not merely a vessel for movement but also an embodiment of chivalric spirit. For instance, in his numerous battles, Guo Jing not only demonstrates his martial skills but also embodies his righteous ethos. Bodily Utopia represents the ultimate spiritual state attained by martial artists through bodily practice, achieving unity of body and mind. This state is not only the pinnacle of martial arts but also a spiritual transcendence. For example, through continuous cultivation and real-world experience, Guo Jing gradually grasps the essence of the chivalric ideal: the highest form of heroism is to serve one’s country and people, ultimately becoming a legendary hero.

In Legends of the Condor Heroes, martial embodiment is not merely a form of martial arts expression but a vital vessel of chivalric spirit. When Count Seven Hong teaches Guo Jing the technique Haughty Dragon Repents, he emphasizes that it demands tempered force within overwhelming power, striking with one portion of strength while retaining two in reserve. The subtlety of such inner energy application must be conveyed through the actor’s nuanced physical performance. This bodily performance transcends external movement; it is the perfect fusion of inner spirit and outward form, epitomizing the martial arts culture’s artistic pursuit of embodying the unity of form and spirit. When Guo Jing learns the Eighteen Dragon-Subduing Palms, he must master not only the external movements but also the coordination of inner energy and bodily synergy. Count Seven Hong’s instruction focuses not just on the precision of Guo Jing’s actions but on his ability to seamlessly integrate inner energy with motion. Such refined bodily expression reflects not only Guo Jing’s martial progress but also his spiritual growth. Through repeated confrontations with adversaries, Guo Jing’s bodily practice gradually awakens him to the essence of chivalry. In battles against masters like Viper Ouyang and Apothecary Huang, he demonstrates not only supreme martial skill but also his unwavering chivalrous ethos. This meticulous portrayal of martial embodiment enriches Guo Jing’s character, allowing audiences to profoundly grasp the power of the chivalric ideal.
However, in the film The Great Hero, the disappearance of martial embodiment has become a salient issue. While the movie achieves remarkable heights in special effects and visual presentation, its over-reliance on CGI has led to the absence of martial embodiment. In the film, Guo Jing’s Eighteen Dragon-Subduing Palms, though visually splendid, lack the exquisite application of internal energy and overall bodily coordination found in the original work or television series. As is shown in Figure 8, although the actor Liang Jiahui’s portrayal of Viper Ouyang is enhanced by AI to achieve a facial micro-expression precision of 0.1 frame/second, these hyper-realistic performance data mostly serve to exaggerate the character’s eerie appearance rather than the artistic pursuit of both form and spirit in traditional martial arts. Their duel, though visually splendid,
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	Figure 8. Viper Ouyang’s eerie appearance in The Great Hero


lacks the application of internal energy and spiritual realm conveyed through martial embodiment as found in the original work.

At this moment, the martial arts movements no longer rely on actors’ authentic training and bodily memory, but are instead generated by AI motion-capture systems (Li, 2025). While this technological approach can produce more fluid and hyper-realistic action sequences, it sacrifices the nuanced expressiveness of martial embodiment. This gap not only diminishes the audience’s aesthetic experience but also severs the traditional connection between martial arts and self-cultivation. As a result, viewers struggle to perceive or comprehend the spiritual transcendence that chivalrous heroes traditionally achieve through bodily practice, ultimately eroding the core values of wuxia culture.
5 Conclusion

The evolution of wuxia cinema, as exemplified by The Great Hero, underscores a critical tension in modern filmmaking: the interplay between technological spectacle and narrative substance. When applied judiciously, special effects can elevate the narrative and create a richer cinematic experience, as demonstrated by the 2002 film Hero. Its stunning visuals, vibrant costumes, and intricate fight choreography are all enhanced by advanced digital effects that underscored the story’s themes (Yu, 2015). In contrast, the 2010 film Alice in Wonderland illustrates the pitfalls of over-reliance on effects. Despite its visual splendor, the film’s narrative coherence and character development fell short, revealing the limitations of effects when they overshadow the plot and its characters (Yang, 2017). In Legends of the Condor Heroes: The Great Hero, the extensive use of CGI has significantly altered the martial arts presentation. While the visuals are undeniably impressive, they often disconnect from the narrative logic and cultural depth inherent in the original work. The film’s focus on spectacle can leave viewers marveling at the images but not deeply moved by the story or its characters.

Looking ahead, the evolution of cinematic special effects will likely continue to advance, but this progress must not come at the cost of humanistic space. The key to creating truly influential films lies in maintaining a balance between visual effects and storytelling, where technological progress enhances rather than hinders humanistic expression. Audiences are becoming more sophisticated, seeking not only visual pleasure but also meaningful narratives that resonate on a deeper level. Filmmakers must recognize that special effects are merely a tool to serve the story, not a substitute for it. By integrating digital effects seamlessly with plot, character development, and cultural themes, filmmakers can create works that are both visually captivating and narratively fulfilling. The future of cinema depends on this harmonious blend of form and substance. Cinema thrives not when technology dominates, but when it nurtures the humanistic space that makes storytelling a timeless art. In this way, technological advancement will not just push the boundaries of visual possibility, but also ensure that the humanistic spirit of filmmaking continues to thrive and inspire.
Acknowledgement

Sponsor and financial support acknowledgments are placed here.

Ethical Statement

This study does not contain any studies with human or animal subjects performed by any of the authors.

Conflicts of Interest

The authors declare that they have no conflicts of interest to this work.

Author Contribution Statement
Author 1: Writing guidance, methodology guidance, writing review and editing.

Author 2: Conceptualization, idea forwarding, data curation, and formal analysis.

Data Availability Statement

Data sharing is not applicable to this article as no new data were created or analyzed in this study.

References

1. Allen, B. (2015). Striking beauty: A philosophical look at the Asian martial arts. Columbia University Press.
2. Anthony, C. K., & Moog, H. (2002, November 25). I Ching: The Oracle of the Cosmic Way (1st ed.). Anthony Publishing Company.

3. Booth, N. T., & Zhang, Y. (2025). Ironizing the martial protagonist: Jin Yong and the web novelists. Humanities & Social Sciences Communications, 12(204). 
4. Chen, P. Y. (2010). A Millennium of Literati’s Knight-errant Dream: Revised Edition (p. 79). Peking University Press.

5. Chen, P., Park, Y., & Kim, J. (2022). Research on the Features of Wuxia Animation in the Context of Chinese Wuxia Culture. Global Knowledge and Convergence Association, 
5(2), 109-141.

6. Cram, C. (2012). Digital cinema: The role of the visual effects supervisor. Film History, 24(2), 169-186.

7. Das, S. (2023). The evolution of visual effects in cinema: A journey from practical effects to CGI. Journal of Emerging Technologies and Innovative Research, 10(11), 303-309.
8. Foster, P. B. (2019). Jin Yong and the Kungfu Industrial Complex. Chinese Literature Today, 8(2), 68-76.

9. Heltzel, K., & Verzella, M. (2024). Adapting Ferrante’s My Brilliant Friend for television: Faithfulness and authenticity. Forum Italicum, 58(2), 380-396.

10. Huang, Y. (2018). Research on Weapon Signs in Martial Arts Novels of Jin Yong (Master’s thesis, Soochow University). 

11. Huang, Z. J., & Wang, Y. X. (2025). The Legend of the Condor Heroes: The Great Hero: A New Adaptation of Martial Arts Under Technological Illusion. Journal of North 
University of China (Social Science Edition), 41(03), 37-41.

12. Jin, Y. (Louis Cha). (2018). Legends of the Condor Heroes: A Hero Born (A. Holmwood, Trans.). MacLehose Press (Original work published 1959).

13. Jin,Y. (Louis Cha). (2021). Legends of the Condor Heroes IV: A Heart Divided (G. Chang & S. Bryant, Trans.). MacLehose Press (Original work published 1959).

14. Kang, N. (2017). Martial Arts Depictions and Cultural Connotations in Jin Yong’s Novels (Master’s thesis, Lanzhou University of Technology).

15. Lash, S. (1990). Sociology of Postmodernism (pp. 187-188). Routledge.

16. Law, H.-C. (2014). King Hu’s Cinema Opera in his Early Wuxia Films. Music and the 
Moving Image, 7(3), 24-40. 
17. Li, X. Y. (2025). The Legend of the Condor Heroes: The Great Hero: Deconstruction of the Martial Arts Genre. Film Review, (01), 87-93.

18. Long, S., & Choi, W.-H. (2024). A study on visual spectacle construction in digital effects movies -- A case study of “Avatar”. Art and Performance Letters, 5(1). 

19. Merleau-Ponty, M. (2001). Phenomenology of Perception. Translated by Z. H. Jiang. The Commercial Press.

20. Mullis, E. (2016). The Martial Arts, Culture, and the Body [Review of STRIKING BEAUTY: A PHILOSOPHICAL LOOK AT THE ASIAN MARTIAL ARTS, by Barry Allen]. The Journal of Aesthetic Education, 50(4), 114-124. 

21. Mulvey, L. (1981). Visual pleasure and narrative cinema. In T. Bennett et al. (Eds.), Popular Television and Film. Macmillan. 

22. Murodillayev, B. (2024). The impact of visual effects on the cinema experience: A comprehensive analysis. Art and Design Review, 12, 238-249. 
23. Narayan, A. D., Caillard, D., Matthews, J., & Nairn, A. (2022). Artificial imagination: Industry attitudes on the impact of AI on the visual effects process. Interactions: Studies in Communication & Culture, 13(2), 113-131.

24. Nguyễn, T. C. A. (2024). Jin Yong’s martial arts novels - The reception process in Vietnam. International Journal of Social Science and Human Research, 7(5), 3018-3023. 

25. Qimei, Z. G. (2022). Cultural authenticity within adaptation: Two Gesar themed children’s books. Children’s Literature in Education, 53(4), 411-424.

26. Reddy, V. S., Kathiravan, M., & Reddy, V. L. (2024). Revolutionizing animation: unleashing the power of artificial intelligence for cutting-edge visual effects in films. Soft Computing, 28(1), 749-763. 

27. Rehling, P. (2012). Harry Potter, wuxia and the transcultural flow of fantasy texts in Taiwan. Inter-Asia Cultural Studies, 13(1), 69-87.

28. Steintrager, J. A. (2014). The thirdness of King Hu: Wuxia, Deleuze, and the cinema of paradox. Journal of Chinese Cinemas, 8(2), 99-110.

29. Tang, W., & Hai, Y. G. (2025). A New Interpretation of Knight-errant Spirit and the Construction of Cultural Identity in Legends of the Condor Heroes. Film Review, (04), 40-45. 

30. To, N. (2019). Disrupting the sword: the Wuxia legacy of Adam Cheng and the embodiment of Hong Kong cultural memory. Celebrity Studies, 10(2), 268-275. 

31. Wang, Z. Y. (2020). Cultural “Authenticity” as a Conflict-Ridden Hypocontext: Mulan 
(1998), Mulan Joins the Army (1939), and a Millennium-Long Intertextual Metamorphosis. Arts, 9(3), 78. 

32. Xue, C. L., Bai, H. Z., Niu, Y. F., & Zhang, R. J. (2023). The role of wushu martial arts representation in the contemporary mass culture of the world. Critical Arts-South-North Cultural and Media Studies, 37(3), 45-61.

33. Yang, X. Y. (2017). The Impact of Digital Film Special Effects on Film Screenwriting. 
Western Radio & Television, (9), 106-107. 
34. Yu, Y. (2015). Aesthetic analysis of digital special effects in Chinese action films. Film Review, (16), 73-75.

35. Zhang, H. Y., Jin, Q., & Zao, B. (2023). Audience reception of translated classic films: Zhang Yimou’s Hero in the digital English world. Asia Pacific Translation and Intercultural Studies, 10(3), 259-278. 

36. Zhang, Y. W. (2025). The Legend of the Condor Heroes: The Great Hero: A New Narration of Identity Construction. Film Art, (02), 110-112.
37. Zheng, B. C., & Lian, Z. P. (2020). Embodied Wuxia Writing: Taking Jin Yong’s Legends of the Condor Heroes as the Center. Jianghan Forum, (10), 97-104.

38. Zhou, B. (2024). Application and Research of AIGC in Contemporary Art Design Curriculum. Journal of Education, Humanities and Social Sciences, 41, 67-70.

39. Zhou, Xian. (2001). Film in the Context of Visual Culture. Journal of Film Art, (2), 33-39. 
� Wuxia films: a unique Chinese genre of martial arts cinema, set in ancient Jianghu (martial artists’ world) and emphasizing chivalry, martial arts, and heroic adventures


� In Freud’s theoretical framework, the “id” is the most primitive component of the personality, operating on the pleasure principle and seeking the immediate gratification of instinctual drives (e.g., sexuality, aggression, visual stimulation).





�  Ge, Z. G. (1998). Chinese intellectual history. Fudan University Press.





Interdisciplinary Perspectives on Arts and Technology Volume 01, 2025
1

