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Abstract: Guichu is an avant-garde art form born from popular culture, consti-
tuting an edge cultural phenomenon on the ontological level. As a product of
postmodern culture, Guichu emerges incidentally amidst semantic confusion.
In terms of artistic creation, Guichu’s technical-artistic features challenge es-
tablished art norms through discomfort and playful subversion. In artistic pre-
sentation, Guichu embodies the non-central aesthetics of postmodern art. As a
transformed contemporary popular art form, Guichu typifies the ruins-relics
characteristic of postmodern art.

RE: REE—MREARXMUNFTEZATLN, ERMMEER LMK T -2
BXMHIR. FARIASARTY), REEEXRILANERTBRAER. N2
AREENAESR, RENRARSZAFEEI A ERS HIEENEENLL TERE
MZAME:; AZAZENWL, REFNT BEIAZARNFERLEE, FRH—F

WERANINARZEATR, REZMEEMAZ AR EE—ED B,

1. Introduction

The estrangement of art from the masses is deeply
rooted in its formal constraints. As a medium of beauty,
art consistently presents the allure of “aura” in a differ-

ent way.lll However, as a combination of media, mate-
rials, and visual elements, art remains silent. The aes-
thetic effect of distance required by the aura and the
silence of artistic works contribute to the beauty derived
from art’s silence. In its lofty sense, the latter abandons
events deviating from established beauty trajectories. In
essence, the history of aesthetics murders the phe-
nomenon of beauty on the margins (whether popular or
niche), while art history disregards attempts at marginal
art—The goddess of beauty and art rejects everything
disagreeable into the cultural phenomenon’s waste bin.
Thus, in traditional ideas, all artistic attempts based on
popular culture are culturological rather than aesthetic.

At the same time, folklore, morality and religion re-
placed the categories of art and beauty.

However, the lofty self-regard of aesthetics and the
silence of art fundamentally diverge. The silence of art
necessarily summons the presence of elements unre-
lated to or contrary to aesthetic significance, whereas
aesthetic loftiness merely distances itself from the cen-
ter of vision. Therefore, in the corner of its eye, art dis-
covered the coerciveness of its silence — it is the im-
perative of aesthetics that causes art to linger around
the halls of aura. Thus, on the fringes of art, fragment-
ed, marginal, wandering, silent works of art accidently
encounters outside mainstream artistic forms. In various
tribal, capricious ways, they mock, provoke, and ridicule
the aristocrats in their towers. As Benjamin said, “One
of the foremost tasks of art has always been the cre-
ation of a demand which could be fully satisfied only
later. The history of every art form shows critical epochs
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in which a certain art form aspires to effects which could
be fully obtained only with a changed technical stan-
dard, that is to say, in a new art form. The extrava-
gances and crudities of art which thus appear, particu-
larly in the so-called decadent epochs, actually arise

from the nucleus of its richest historical energies.”@l In
the present era, the birth of technical tribes not only
establishes secret communities in various fields but
also prompts each community to pursue its own art.
Thus, the “Guichu” technical tribes which originating
from popular arts (especially film and television arts),
become natives of artistic ruins.[81 Dadaism made an
exhilarating revolutionary proclamation at the culmina-
tion of modern art, and now, the techno-artistic tribe of
postmodernity has spoken.

2. Birth: Incidental Semantics

As its name implies, the birth of "Guichu" presents
semantic astonishment. The term “Gui” (5, ghost)

refers to the state of a person after death,[4] and “Chu”

(&, livestock) refer to animals tamed by human beings
for farming. The literal meaning of “Guichu” is life’s rota-
tion between human and livestock. On a more straight-
forward level, “Gui” possess an image distinct from hu-
mans, appearing suddenly in a terrifying, mysterious
manner, accompanied by convulsive effects that make
them unforgettable. In this sense, “Guichu” appropriate-
ly describe a genre which makes people feel uneasy,
nauseous, or even fearful. However, in the techno-artis-
tic pragmatics, as a failed semantic transformation,
“Guichu” has long lost their original value, transitioning
from a derogatory, abusive mimetic term to a technical
code. After all, among ACGN enthusiasts, “Guichu”
refers to videos (or audio) edited to combine highly
repetitive visuals (or sounds) synchronized with high
frame rates,® differs significantly from “Guichu” used to
describe antagonists or villainous traits in novels, films,
comics, animations, and video games, as the meaning
chain between the two is dissolved in the heterogeneity
of their common cultural origins. The birth of “Guichu”
occurs amidst semantic fragmentation.

In essence, the term “Guichu” ($£&) is a composite
of “preta” (1#5) and “tiryafic” (B4), as articulated in
the Sutra of Distinction Between Good and Evil Retribu-
tions: “Why do some beings have short human lives
and others long? Those among them who in past lives
cultivated few good deeds and many evil ones, hence
in this human life have short lives, and in future lives
are reborn in the hells, as hungry ghosts or animals,
with long lives.”l8] Here, “Guichu” specifically refers to
the “pretagati”(i# %2 38) and “tiryagyonigati”(Z 4 &) with-
in the “sadgati”’(733&).
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In Japanese, the term “Guichu”(Z%5<) originally
shared this meaning. Introduced from China to Japan
around the 6th century AD during the ancient burial
mound period, “Guichu” initially denoted the combined
realms of “pretagati” and “tiryagyonigati”. Later, it ex-
tended metaphorically to denote individuals who were
cruel, inhumane, and bereft of conscience, destined in
their next lives to reincarnate as “preta” or “tiryaic”.

In the Sutra on the Buddha’s Names, it is stated:
“Disciples! Today we repent again for the karma of en-
during long hunger in the pretagati; we repent for not
hearing of the name of clear water for hundreds of
thousands of aeons in the pretagati; we repent for con-
suming pus, blood, feces, and filth in the pretagati; we
repent for every limb burning as fire when moving in the
pretagati; we repent for having a large belly and a nar-
row throat in the pretagati. Today, we sincerely bow our
heads and repent.”lZ It further states: “Disciples! Today
we repent for not recognizing anything in the pretagat,
we repent for bearing heavy burdens and repaying past
debts in the pretagati; we repent for being unable to act
freely and being butchered and tortured by others in the
pretagati; we repent for having varying numbers of legs
in the pretagati; we repent for having our bodies con-
sumed by small creatures among various hairs, feath-
ers, scales, and shells in the pretagati. Today, we sin-
cerely repent for enduring immeasurable and boundless

suffering in the pretagati.”l8] Therefore, the term
“Guichu” evolved into a moral judgment: the guilty will
fall into the “pretagati” and “tiryagyonigati”. During
World War II, Japan used the term politically to refer to
the Allied Powers (e.g.,“Guichu America and England”
(REAXKHE) or “Guichu America”(R&EXKT) ), which
eventually became a source of satire regarding their
own actions.

Through historical semantic shifts, “Guichu” gradual-
ly came to denote extreme and inhumane behaviors or
those who perpetrate cruel acts, within secular con-
texts. That is why “demon” was the English translation
for “Guichu”. It was not until the 17th and 18th cen-
turies, with the emergence of sadomasochistic culture,
that this term came to signify marginal, controversial
acts of physical and emotional abuse. Romanticism’s
pursuit of aesthetic liberty fostered the typification of
“Guichu” in art; alongside Gothic literature and sensa-
tional novels, it weaves together eroticism, pathology,
and horror into bizarre, grotesque, and captivating
works.

In contemporary Japan, “B&EZR"” (E5<I(FL)) has
become a subculture associated with works that include
antisocial behaviors or depict extreme acts in adult

manga, anime, and video games. The term &5 < [FL)

was coined by the maverick writer Hyakutaro Murakami
during the flourishing period of bad taste in the 1990s.

Since then, &5 <[}l Yhas become synonymous with
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grotesque representations of sexual abuse.Terms like
SM, rape, and paraphilias related to excretion are la-

beled as “characters of Guichu” (R&EEI4), denoting

excessive sadism.
According to the explanation from Nico Nico Douga

Encyclopedia (ZZ JABH!), “Guichu” (B2&) refers
to MADI®] appears to have been accidental: “This term
did not exist in China and was imported from Japanese.

It was later influenced by the Final Guichu Series( [

KLHBEEZRY] ), and its meaning seemed to have
changed.” The connection between the two was likely
coincidental: An early, highly popular MAD video on
Niconico, featuring McDonald’'s Uncle materials, was

translated into “REZREBEEE (av106) ” upon its

spread to China, opening up a new world for Chinese
audiences. Because its name included “Guichu” (2%),
the term gradually came to refer to such humorous and
brainwashing MAD videos. In fact, the “Guichu” (&)

=]

in the Japanese title “RZRBEHEEIK” originated from
the chosen BGM: the arrange version of U. N. Owen, it
is about a character from the Z< /5 Project series—Flan-
dre Scarlet. Because the song U. N. Owen and the
BGM of the Boss “Ex& R & 231" of STG gamefRE M
¥ are too similar, so this arrange was named “R#R B &

%7 2> K—JL-S”. Thus, the meaning of “Guichu” is
biased toward a reckless association in a cultural con-
text: as an artistic work, “Guichu” takes shape in a
strange, nervous, even mad (MAD) way.

Returning to the etymology of “Guichu”, its departure
from existing semantic chains occurred at its root. “Pre-
ta” endure hardship, strangeness, and terror; “tiryafic”
embody varied forms and diets as other beings. The
visual and auditory surprise of “Preta” and “tiryaic” im-
agery in MAD works gives rise to heterogeneity and
discomfort; they distinguished the aesthetic sense of
art. Exaggerated interpretations, distorted deformations,
repetitive destruction, and ironic satire of traditional
works and original materials trigger a primitive pleasure
akin to sexual abuse. “Guichu” disciplines the original
masters of the sound through enforced aesthetic and
artistic silence. In summary, the emergence of “Guichu”
is an aftermath of linguistic pragmatics in art malad-
justment. It fosters postmodern interpretation’s aesthet-
ic implications of fragmented meanings.

3. Sensations: Dionysian Rites

Traditional aesthetic theories tend to view artistic
creation as a form of creative activity, whether tranquil
or frenzied, solar or bacchanal. Artistic creation, as a
ritual of aesthetic worship, places beauty itself on an
untouchable altar of reverence at the relational level. As
Nietzsche asserted, as the artistic forces of Dionysus
and his antagonist Apollo, these forces do not require

mediation by human artists; they erupt directly from na-
ture itself. Their artistic impulses first find satisfaction in
the natural world in a direct manner: on the one hand,
as a world of dreamlike images, the completion of this
world is entirely independent of individual intellectual
capacity or artistic cultivation; on the other hand, as a
drunken reality, this reality similarly disregards personal
factors, even intentionally destroying the individual, lib-
erating them with a mysterious sense of unity. Faced
with these direct artistic states in nature, every artist
becomes an “imitator’, whether of the dream artist of
Apollo, the intoxicated artist of Dionysus, or both (as in
Greek tragedy). Regarding the latter, one might imagine
them alone, apart from the wandering chorus of Diony-
sus, collapsing drunk by the wayside; then, due to the
dreamlike inspiration of Apollo, their own realm, that is,
their unity with the innermost foundation of the world,
appears to them in a metaphorical dream image.

[10lThe states of intoxication and dreams detach people
from the mundane circumstances of art, and beauty
thus occurs in a world of extraordinary perceptions. In-
toxication and dreams crush people into the pure form
of beauty’s vision; in this sense, the shattering of tech-
nique to art is truly anti-art. Therefore, “Guichu” and
aesthetics it represents largely relate to appreciation of
ugliness. Hugo, Delacroix, Edgar Allan Poe, and
Baudelaire intended to highlight the autonomy of beauty
through the scrutiny of ugliness; morality and Apollo’s
oracles are sacrificed in the creation of beauty.
Théophile Gautier believed: “ Only useless things are
truly beautiful; everything useful is ugly because it rep-
resents a need, and human needs are filthy and dis-
gusting, like their weak and pathetic nature—the most

practical part of a house is the bathroom.” 1] Realism
portrays freedom in the gathering of ugliness, and tech-
nique’s dominance of art thus becomes an adversary of
beauty.

Thus, unlike the creation of art, technique indeed
portrays the less beautiful side of reality. “Guichu” as a
paradigm of technicalization of art, in the dissection,
collage, and repeated use of technique, makes aura no
longer comfortable but rather unbearable. As Baude-
laire said: “What makes these images precious and sa-
cred is the countless thoughts they generate, which are
generally harsh and gloomy. However, if an indiscreet
person occasionally attempts to satisfy an unhealthy
curiosity by finding an opportunity in Mr. G’s scattered
works, | would kindly inform him in advance that he will
find nothing there to arouse morbid imagination. He will
only encounter inevitable sins, that is to say, the gaze of
the devil hidden in the darkness or the shoulder of
Mesalina flashing under the gaslight; he will only en-
counter pure art, that is to say, the special beauty of
evil, beauty in ugliness.”2l As elements of reality and
freedom, ugliness replaces beauty in blatant disclosure
and undisguised manipulation — in the forms of cruelty,
terror, nausea, ugliness, and stench, heterogeneity and



discomfort excessively distance the essence of beauty.
In contrast to aesthetics, which disconnects aesthetic
sensations from nature in a thoughtful manner—tran-
quility, pleasure, and sublimity, technique not only does
not rely on symbolic language of symbolism but also
does not place itself in abstract meaning. Therefore, the
techno-artistic essence of “Guichu” is a machine, a
body without content, treating everything that has been
discarded or is about to come as its elements. In this
sense, the sensory traits of “Guichu” are discomfort and
abjection rather than pain; it creates excessive discom-
fort, boredom, and lag in the revelry of appearances,
sensory repetition, and formal coordination. “Guichu”
writes the rules of technique-art in a heterogeneous
way.
In the study of Dionysian rites, it can be found that
what lead the celebration to revelry, frenzy to madness,
what produce transformation of the body in the rhythm
of music and dance are not the regular ritual or primitive
emotions and purposes of participation, but the unsatis-
fied or excessive desires hidden in the hearts of the
people, they make the ritual reach its peak in the mock-
ery and heterogeneity of the game. So, Dionysian par-
ticipants are not beasts who are uncontrollable and
sexually vigorous, and the crowd of Apollo’s ceremony
is not calm, rational recluses; it is the boredom of the
body and the oppression of the spirit that make the dis-
comfort surpass the process of the ritual. This discom-
fort and transcendence are the essence of the game,
and the reversal of technique begins in the mockery
and contempt of the ritual. As Nietzsche said, in various
regions of the ancient world (not to mention the modern
world), from Rome to Babylon, we can point out the
existence of Dionysian rites, whose types are most sim-
ilar to Dionysian rites in Greece, such as long-bearded
Sater borrowed names and symbols from the god him-
self. In almost all places, the core of these festivals is a
frenzied sexual indulgence, whose waves break every
family and its solemn rules; the fiercest beasts in nature
are unleashed straight off the leash, even to the disgust
of mixing lust with violence, and | always regard it as
the true “aphrodisiac of the witch”.[13] The release of
sexual desire does not constitute the evolution of the
desire to kill, but in the dilemmas of the remnants of
desire release and suppression-release, the ritual dis-
tortion makes the body cruel. So, once the artist leaves
the crowd when the climax of revelry is about to be dis-
torted, Dionysus and Apollo appear in the dim light, but
the festival does not end there; in the litter of the left-
over and the bodies of the dead, discomfort and games
instead of historical morality and values of the life world
have risen. Minstrels, singers, children who did not par-
ticipate in banquets, and graffiti artists met here.

So, the generation of the artistic effects of “Guichu”
is fundamentally rooted in the impulse of the game.l14]

As Schiller said, in all states of humans, it is precisely
the game, and only the game that makes him perfect,
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suddenly revealing his double nature. Games are close-
ly related to the novelty, fun, and irony of aesthetics,
talents are not self-destructive in the unbearable dis-
comfort. “Then, what is a pure game? You call it a limi-
tation of things in your imagination, and | call it an ex-
tension according to my evidence of its accuracy. So, |
might as well say, a person should only take a serious
attitude toward pleasant things, good things, and per-
fect things; however, beauty is approached with a
game.”[3] Thus, the relationship between “Guichu” and
beauty emerges in the activity against the assertion of
aesthetics: beauty does not disappear, be denied, or be
ridiculed by aesthetics. On the contrary, beauty
emerges in the sensation and aesthetic activities
caused by discomfort. In the fleeing and return, a dis-
sensus is completely present. Jacques Ranciere de-
scribed this as: Here, | refer to such a specific domain
of experience, which has stopped various dominant
forms of control over other domains of experience: that
is, in the hierarchy between form and content, under-
standing and perception, these hierarchical forms have
been decisive in the relation of two opposed human
natures, and to distinguish the sensory experience of
the self-formation. Therefore, the redistribution of the
experience domain has become a partial possibility for
the problem of reconstruction of places and compo-
nents in general. As we know, this reconstruction is
done in a way that causes dissensus: it is not due to
accidental reasons, but due to aesthetic exceptions,
this exception is repeated in a strange way for the polit-

ical “exception”.16] Politics and aesthetics transform
their own rules within the discourse of games, a con-
flictual and non-dialogical aesthetic accident presents in
the form of technique-art.llZ Thus, Adorno’s negative
dialectical aesthetic became the prophecy of postmod-
ern art: the sharp conflict between fine art and popular
art, the erosion of capital change in the double decon-
struction and reconstruction of games and discomfort.
(18]

4. Presentation: the Art of Nomads

Once the effect of art is highlighted as an indepen-
dent picture before the audience, the technical aspects
of art recede into obscurity. Painting, sculpture, photog-
raphy, performance, installation, landscape and all other
media transform into effects under the enveloping aura
of beauty. However, the technique itself is transient, in
the ruins of shattered meanings, the beauty’s effect is
merely a flickering flame ignited upon remnants, extin-
guished amidst technique’s departure. As nomadic
wanderers, technique never settles upon any single
remnant. Thus, as minstrels, “Guichu” gradually ap-
proaching the marginalized and ostracized art and aes-
thetics, especially popular art.
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At the level of artistic media, “Guichu” share familial
similarities with other techno-artistic tribes. On the one
hand, the proliferation of technique manifests intuitively
in the extension of artistic media boundaries, with “mon-
tage” film editing techniques normalized—techniques
like Photoshop, video editing, used in re-creative ap-
plications, making replication, imitation, collage, and
appropriation the technical norm of popular art. On the
other hand, the development of fast-paced art symbol-
izes, to a certain extent, the rise of the technological
spirit, with genres like reggae, electronic music, rap,
highly celebrated, largely due to technique pushing art
to make formal decisions. Shouting or lyrical, teasing or
aura, technique, in its placement posture, makes art
manageable. Pure sound, influenced by the spirit of the
game, becomes music games, MAD, sound-controlled

entertainment, 1¥classical and solemn traditional music
becoming irrelevant in the age of technique. In the dis-
course category of technique-art, “Gui” (%) means it is

quick-witted, and “Chu” (&) means it is obstructed.
“Guichu” become a member of the techno-artistic tribe.
Specifically, as a type of artistic creation or anti-artis-
tic creation, “Guichu” have distinctive non-central char-
acteristics, although it can be divided into three types
depend on creation methods: sound MAD(EZMAD),

human VOCALOID(AJVOCALOID), and “Guichu”

training(582 &1A2%). According to the characteristics and
intentions of creation, “Guichu” have a rich variety of
types. In the most primitive, and thus best describes the
anti-artistic characteristics of “Guichu”, the works known
as the original works of “Guichu” , “the source of all
evi’, RRBEEIEI, in a formalized, technical man-
ner, in high rhythm changes, repetition, meaningless
murmurs and even noise, presents the strangeness,
curiosity, discomfort, and even nausea of “Guichu”
works. The distortion of popular art towards abstract art
is completely revealed in the author’s mockery. Based
on this foundation, representative works of meaning-

lessness or mixed representation include [FT%E] &
BRRBMERRBEE+RAP? and [£FBERap] 2B
¥! , where random, incidental mixed editing and col-
lage create strange pleasures in the coincidence of
bizarre images and sounds. Similarly, based on purely
rhythmic creations of sound and image, there are " [%&
FERRI] R, BFEK—KHERFREAEINiconiconi! and
BRIK, SHIERI<EZ@BDISCO>, the former only using
two syllables (nico) to achieve a dynamic rhythm com-
position, the latter becoming a representative work of
electronic rhythm, not only being praised by niche
“Guichu” enthusiasts, but also gaining favor in popular
music - as the representative work of llem, this work
has been covered by many singers such as Wang Feng
and Li Yuchun. The convergence of “Guichu” towards
art directly prompts its emergence as a new art form.

In the respect of artistic reception, “Guichu” works
tend to evoke a sense of extravagance in music and
visual impact, similar to popular arts, especially comedy

films. (&3 @] IREESIERLR! Are you OK! and I
BY)% & create punchlines by joyfully composing mu-
sic; [1H] RRUEREAIRIXARIRREARIENRE? gen-
erates a mocking and joyful resonance in the alternative
coordination of image and sound; [/\BAVEE] KE£#E
¥Fshows the dramatic effects of literal interpretation; K
ESFGXTIPERKYA [IRBE@] Frozen Guardian hu-
morously states that the narratives of Disney and Mar-
vel manufacturers are poor, and people reach the peak
of their sense of pleasure through mocking failures and
repeatedly presenting ignorant effects. Traditional
comedies are deconstructed and recombined to create
new rhythmic comedies, work such as [HRRE] &
Al BMESWZE! [MEEFEXNWHH’E] creates
new fun through the fast-paced presentation of humor
and the coincidence of meaning. Technique is close to
art, everyday speech overlap serious speech, and the
“Guichu” technique-art machine operates on endless
artistic ruins and causes awe. In [EEH] BARECHIE

ZIgttalIEz 5ETRHIMashuphiAs aHUOz! , the
chorus, the word, and the languages (German, Ja-
panese, and Chinese) get accidental harmony; Ma
Baoguo’s imitation show in foreign language, emoiji
dubbing and animal dubbing which present vivid and

imaginative narratives (parody) such as FAAEIREL
MARIFE, SMRRELTME, HANFOREMMEE
3R, CEEFRARNESIZTFILRER..., make the
audience speechless in the splendor of language. Ani-
mated “Guichu” works such as fEFEHIEF(mainly the
participation of bullet screen) and the recreation of

“Guichu” works such as BkiZxZZFF] REEFXH
! RIFZEXFRRIRExREBEE T, allow “Guichu”
works to be regenerated in their own repetition. As an
alternative attempt at art, “Guichu” expanded the
boundaries of popular art. In the difference between
coordination and strangeness, the difference between
signifier and signified is generated in the misheard
lyrics and bullet screen, “Guichu” really got rid of the
arrogance of art in the acceptance of the audience.

Of course, as a genuine artistic paradigm, “Guichu”
are not limited to attempts. The combination with tradi-
tional artistic narratives or artistic languages makes
“Guichu” also has profound humanistic connotations.

[/NBR&ETE] ¥R T 4EMMbreaks down the words of
historical figures in the three kingdoms period and re-
shapes the historical image of political strategists.
Among them, Zhuge Liang’s theory of justice is cast into
the micro-political science of Wang Lang’s pity, and the
royal discourse is rediscovered in the metaphor of reali-



ty and the archaeology of the political system. In the life

narrative of [JEXNEEIE] FHAIWSE (FTEAR) | the

sorrow and helplessness of marginal characters are
written in the absurdity of life, with the lyrics of abrupt
whimsy, they are completely ruined in self-deprecation.

In DkARENIEE] —MXFEREANEE, the strong
conflict between mental illness, innocence, and secular
success, allows the poet “Patrick Star’ to emerge on
paper. After all, existentialist poets adhere to the atti-
tude of “existence precedes essence”, but ordinary
people sneer at it. In this way, “Guichu” have proven
their aesthetic qualities through imitation of traditional
artistic narratives.

5. Conclusion

As an art form, similar to classical art, contemporary
art is a spiritual activity rather than a material activity, an
emotional activity rather than a rational or volitional ac-
tivity; and unlike classical art, contemporary art is a con-
temporary cultural phenomenon rather than a civiliza-
tion phenomenon, mainly related to the survival status

of contemporary people.l2Q Therefore, at the level of
ontology, “Guichu” can only be seen as a form of con-
temporary art that is present, even a transformation of
popular art, in order to be considered as one of the

subcultures or marginal cultures.t21l Individuals con-
dense into tribes, and postmodern technology art tribes
live in a fragmented world of meaning, where marginal
discourse achieves marginal life through art.
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