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Abstract 

The concept of Transaesthetics is one of the most innovative forms of aesthetics that emerged 

following the "postmodern turn" in 20th-century Western aesthetics. Transaesthetics was coined by 

Jean Baudrillard in the 1980s. The notion redefines the tradition of modern aesthetics in four 

significant ways. Transaesthetics was coined by Jean Baudrillard and serves as a critical framework 

that redefines the tradition of modern aesthetics in four significant ways. Firstly, it shifts the focus 

from objective reality to a hyperreal condition, where distinctions between the real and the simulated 

blur. Secondly, it emphasizes the role of simulacra, challenging traditional notions of representation 

and imitation. Thirdly, it critiques the self-imposed autonomy of art, suggesting that art is increasingly 

entangled with consumer culture and media influences. Finally, it addresses the implications of 

technology and globalization on aesthetic experience, highlighting the complexities of perception in a 

postmodern context. Transaesthetics effectively captures the key factors such as the rapid expansion of 

mass media and the swift development of consumer culture in postmodern society, demonstrating a 

profound interpretive ability regarding the transformation of postmodern aesthetics and cultural 

change. The study investigates four key transformations of traditional aesthetics within the context of 

contemporary media society in China. By examining how rapid advancements in technology and the 

pervasive influence of digital media reshape aesthetic experiences, the study aims to uncover the 

evolving relationship between art, culture, and society. It explores the impact of mass communication, 

consumer culture, and globalization on traditional aesthetic values, highlighting how these changes 

affect perceptions of beauty, representation, and artistic expression in modern China. In conclusion, 

the study seeks to provide a nuanced understanding of how traditional aesthetics adapt to the 

challenges and opportunities presented by contemporary media dynamics.  
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1. Introduction 

Jean Baudrillard is recognized as one of the most radical 

postmodern theorists of 20th-century Western thought. 

Since the 1980s, following the translation and 

publication of several of his works in English, he has 

emerged as one of the most influential French thinkers, 

alongside Derrida, Foucault, and Lyotard, often dubbed 

the "high priest of postmodernism" (Lane 2008, 5). 

American theorists Douglas Kellner and Steven Best 

note that he "developed the most striking and extreme 

theory of postmodernity to date, profoundly influencing 

cultural theory and the discourse surrounding contemporary 

media, art, and society" (Best and Kellner 1991, 12). 

Recently, Richard J. Lane's book Jean Baudrillard offers 

a concise yet thorough overview of Baudrillard's 

reception in the English-speaking academic world, 

including the publication of his works and related 

scholarly literature, making it a valuable introductory 

resource for those studying Baudrillard (Wolny 2017). 

Baudrillard's postmodern theory has a cross-disciplinary 

impact, significantly influencing not only traditional 

fields such as philosophy and sociology but also 

emerging disciplines like communication studies and 

cultural studies (Debrix 2009). In 1989, Baudrillard 

formally introduced the concept of "Transaesthetics" 

(Gane, 2000). The theoretical framework of this concept 

encompasses four key notions: "simulation", "hyperreality", 

"simulacrum", and "implosion", each posing a strong 

challenge to traditional aesthetics regarding imitation, 
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concepts of reality, archetypal images, and artistic styles 

(Baudrillard 1994, 22). Baudrillard's aesthetic perspective 

profoundly reveals a fourfold transformation in 

aesthetics—from "reality" to "hyperreality", from 

"representation" to "simulation", from "image" to 

"simulacrum", and from "distinction" to "implosion" 

(Kellner and Best 1999, 30). Ultimately, Baudrillard's 

"Transaesthetics" fundamentally rewrites traditional 

aesthetic theory, allowing Western aesthetics to confront 

the realities of contemporary social changes and cultural 

transformations, thus facilitating a "postmodern turn" in 

aesthetic discourse (Seidman 1994). 

With the acceleration of globalization and the rise 

of consumer culture, Chinese aesthetics faces similar 

realities and theoretical challenges as Western aesthetics. 

Understanding the latest trends and developments in 

Western aesthetics holds significant theoretical and 

practical value for the construction of Chinese aesthetics. 

However, in this regard, the accumulation of research 

within Chinese academia remains relatively limited. One 

example is the study of Baudrillard's concept of 

Transaesthetics. This gap presents an opportunity for 

deeper exploration of how his theories can be applied to 

contemporary Chinese art and culture. Furthermore, 

examining Transaesthetics could yield insights into the 

unique ways in which postmodern aesthetics manifest in 

a rapidly evolving media landscape (Xu 1999). 

2. The Transformation of Aesthetic Objects 
in "Transaesthetics" 

Traditional aesthetics is rooted in Western metaphysics, 

with all theoretical discourses built upon the concept of 

"reality". This foundational belief shapes our understanding 

of art, beauty, and judgment, establishing a framework 

where aesthetic experiences are often measured against 

objective standards. The emphasis on reality as a 

benchmark has led to a dichotomy between what is 

perceived as "authentic" and what is deemed "artificial" 

or "mere representation" (Tlostanova 2014). 

Traditional metaphysics holds an instrumental view 

of linguistic signs, generally overlooking their 

independent value (Loux 2017). From this perspective, 

the relationship between subject and object, and between 

the subjective and objective, is seen as direct, natural, 

and real. There is no independent linguistic mediation 

between the two; people can use linguistic signs to 

"represent" (reproduce) reality in a "true" and "objective" 

manner (Azeri 2011). A fundamental belief of traditional 

metaphysics is that "consciousness reflects the objective 

reality”, and "language is the direct manifestation of 

thought" (Carruthers 1998, 25). Within the framework of 

traditional rational metaphysics, the linguistic sign as a 

mediator between subject and object, subjective and 

objective, representation and reality is effectively 

rendered transparent and void. People believe in the 

"mirrored" nature of linguistic signs, trusting in the 

direct correspondence between consciousness and 

objective reality, as well as between images and the 

objects they represent. Clearly, the instrumental view of 

"mirrored" linguistic signs reflects metaphysics' 

confidence in the relationship between reality and the 

subject. On one hand, metaphysics affirms the "real" 

existence of objective reality, which does not change 

with variations in subjective consciousness; on the other 

hand, it also acknowledges the rational nature of the 

cognitive subject, believing that the subject can approach 

and access the objective world through the effective and 

instrumental use of linguistic signs (Loptson 2010). 

2.1 From reality to hyperreality 

Baudrillard's concept of "Transaesthetics" critiques traditional 

aesthetics by introducing the idea of "hyperreality" 

(Terashima 2005). He argues that with the powerful 

expansion of electronic information technology and mass 

media, postmodern society has been thoroughly 

artificialized and symbolized. In this context, aesthetics 

no longer confronts the "real" objective world in the 

traditional sense, but rather a "hyperreal" world that 

lacks an objective origin and operates autonomously. 

Transaesthetics emphasizes the roles of information, 

media, and symbols, revealing Baudrillard's profound 

understanding of the "linguistic turn" in Western 

aesthetics (Losonsky 2006).  

After the linguistic turn, traditional thought presents 

linguistic signs as an intermediary with independent 

value between the subject and reality. Saussure's 

linguistics distinguishes between "speech" and "language", 

viewing "language" as a closed "system" unrelated to 

objective reality (De Saussure 2006). This "system" has 

its own independent coding rules and operational 

principles, serving as a deep "structure" that precedes 

each discourse subject and effectively constrains every 
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act of "speech" and signification. Thus, the myth of the 

linguistic sign as a "mirror" is thoroughly dismantled; it 

is no longer seen as a "transparent" entity, and people 

can no longer trust that they can accurately "represent" 

(reproduce) reality through language. Furthermore, 

linguistic signs not only serve as an intermediary that 

precedes the subject, standing between subjective 

consciousness and objective reality, but they also impose 

an interpretive framework and system that constrains the 

subject's representation and understanding of the object, 

even "constructing" objective reality itself (Holdcroft 

1991). At this point, the traditional dual relationship of 

"subject-reality" is replaced by the complex relationship 

among the three factors of "subject-language-reality", 

highlighting the role of linguistic signs. 

Three aspects need to be discussed. (1) The 

relationship between subject and reality. After the 

linguistic turn, the subject can no longer directly access 

objective reality, and objective reality no longer presents 

itself to the subject in an unconcealed and realmanner. (2) 

The relationship between subject and language. 

Structuralist linguistics fundamentally denies the passive 

nature of linguistic systems, asserting that language is 

not only autonomous and independent but also actively 

constructs the subject (Harris 1963). The ideas that 

"language is the home of being" and "the boundaries of 

language are the boundaries of thought" have become 

basic knowledge in 20th-century Western thought. (3) 

The relationship between language and reality. In this 

study, reality is no longer an autonomous objective 

existence; it cannot exist independently of language. Any 

reality must be presented through language; 

fundamentally, reality is merely a product of language. 

The complex relationship among the three factors of 

"subject-language-reality" leads to a rupture in the direct 

representational relationship of identity between the subject 

and reality, resulting in a "representation/reproduction" 

crisis that forms the fundamental context of contemporary 

thought and culture (Matthews 2001). 

Baudrillard's concept of simulacrum is both a 

product of the "representation/reproduction" crisis 

following the linguistic turn and further deepens this 

crisis within Western thought. From the first perspective, 

without the emphasis on linguistic signs following the 

linguistic turn, early Baudrillard would not have 

understood consumption from a semiotic perspective as 

a symbolic relationship between people rather than a 

material practical relationship between people and goods. 

In his work The System of Objects, Baudrillard interprets 

various "objects" in contemporary society as a "system 

of signs" (Baudrillard 2005). In On Consumer Society, 

Baudrillard utilizes Lévi-Strauss's  structuralist anthropology 

(Lévi-Strauss 1973) to interpret consumption as a 

linguistic activity, asserting that  consumption functions 

as a system of meaning, much like language or the 

kinship structures found in primitive societies (Baudrillard 

2018). Similarly, without the application of semiotic 

positions and methods, Baudrillard would later be unable 

to use transaesthetics to analyze media phenomena and 

visual culture in postmodern society. 

From the second perspective, Baudrillard's term 

"Transaesthetics" further deepens the "representation 

crisis" (Kaushik 2024). This is primarily manifested in 

the fact that transaesthetics based on modern electronic 

technology is fundamentally different from natural sign 

systems like language, painting, and sound. It not only 

completely replaces real objects with extremely realistic 

audiovisual representations but also creates a reality that 

fundamentally does not exist in real life through free 

imagination, mass replication, and distant transmission, 

producing a "hyperreality" that is more real than reality 

itself. Consequently, transaesthetics fundamentally overturns 

long-standing notions of reality, placing postmodern 

culture in a context dominated by virtual reality and the 

logic of simulation. 

3. The Transformation of Aesthetic Strategies 
in "Transaesthetics" 

As previously mentioned, Baudrillard argues that the 

Western aesthetic tradition adheres to a metaphysical 

notion of reality with its core concept being 

"representation". The establishment of the "representational" 

strategy in traditional aesthetics involves several 

theoretical components. 

(1) The reality of the objective world. Metaphysics 

confirms the dualistic opposition between the subjective 

and the objective, positioning the objective reality faced 

by the subject as the only true world. Consequently, 

traditional aesthetics aims to achieve a true representation 

of objective reality. 

(2) The establishment of the aesthetic subject. The 

essentialist worldview of metaphysics manifests in the 
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subjective realm as a dualistic opposition between 

subject and object. The aesthetic subject is constructed as 

a composite of rationality and sensibility, with traditional 

epistemological aesthetics particularly focusing on the 

"rational" attributes of the aesthetic subject. It is 

precisely because the aesthetic subject possesses 

"rationality" that there arises the demand and capacity to 

understand the essential laws of objective reality. Thus, 

"representation" is understood as the revelation and 

insight into the "essence", "idea", and "form" of the 

objective world. Since modern times, Western aesthetics 

has seen the emergence of a "romantic aesthetics" trend 

represented by figures such as Kant, Schiller, and 

Schelling. Romantic aesthetics emphasizes "sensibility", 

which may seem at odds with the traditional 

"representational" aesthetics; however, this is not the 

case. Although romantic aesthetics opposes the excessive 

emphasis on "rational" capacity in traditional aesthetics 

and defines the essence of aesthetic activity as 

"purposive purposelessness" and "play impulse", its 

framework still remains constrained within the dualism 

of "sensibility" and "rationality", ultimately being a 

product of traditional Western rational metaphysics. In 

this sense, the "expression" introduced by romantic 

aesthetics remains a form of "representation", merely 

reflecting the aesthetic subject's "sensibility" and 

subjective reality.  

(3) The instrumental view of language. In terms of 

language, traditional aesthetics neglects the significance 

of linguistic signs, perceiving language as a tool and 

means wielded skillfully by the rational subject. This 

instrumental perspective further ensures the possibility 

of aesthetics "representing" objective reality. 

3.1 From representation to simulation 

To transcend the "representation" logic of traditional 

aesthetics, Baudrillard introduces the concept of "simulation". 

Simulation (also translated as "imitation" or "virtuality") 

stands in contrast to "imitation" and refers to a process of 

sign production and behavior that is not based on 

objective reality yet appears highly real. Baudrillard 

argues that symbols or images, as products of human 

culture, undergo four developmental stages. In a key 

passage from Simulacra and Simulation, Baudrillard 

writes: 

"The process of images unfolds as follows: (1) 

The image is a reflection of a basic reality. (2) 

The image masks and distorts that basic reality. 

(3) The image masks the absence of that basic 

reality. (4) The image bears no relation to any 

reality; it is its own pure simulacrum”. (Smith 

2001) 

In the first stage, the image has a good appearance 

and is tied to a sacred order. In the second stage, the 

image represents an evil appearance, associated with a 

sequence of wrongdoing. In the third stage, the image 

plays as an appearance, linked to a sequence of magic. In 

the fourth stage, the image no longer belongs to the order 

of appearances but enters the sequence of simulation 

(Baudrillard 1997). Clearly, Baudrillard's remarks can 

seem quite obscure. A thorough reading of the text 

reveals that his discussion of the four developmental 

stages of images lacks clarity, making it difficult to find 

empirical or cultural historical examples that correspond 

directly to each stage. Nevertheless, we can observe 

through Baudrillard's descriptions the process by which 

images gradually distance themselves from reality and 

ultimately evolve into "simulacra".  

Particularly noteworthy is Baudrillard's depiction of 

the fourth stage, the "simulacrum" stage. He argues that 

the simulacrum is disconnected from any reality; it is no 

longer an imitation of objective things that serve as 

"originals" but instead produces self-replication and 

self-generation solely for the simulacrum itself. In this 

way, the simulacrum goes beyond merely reproducing 

existing realities in the objective world—it can create 

images and representations that do not exist but appear 

strikingly real according to its own "simulation" logic.  

The phrase "simulacra proceed" indicates that in 

postmodern society, symbols, images, and models 

transform into entities that no longer interact with reality 

but instead refer only to themselves. The world of 

simulacra and the logic of simulation gain autonomy 

distinct from objective reality, forming a self-contained 

closed system. The inevitable consequence of "simulacra 

precede" is the dissolution of the traditional notion of 

reality; what was once deemed "false"—symbols, 

models, and imaginings—are treated as "real", while 

genuine aspects of reality are perceived as special forms 

of "simulation" and "simulacra". Thus, the world of 
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simulacra emerges as a "hyperreal" realm following the 

disappearance of traditional notions of reality. 

Baudrillard illustrates the autonomy of this 

"simulation" logic with numerous empirical examples 

(Huyssen 1989). When discussing Borges' parable of the 

map, he not only affirms the equivalence between the 

"simulacrum" (the detailed map) and the "real" (the 

actual territory of the empire) but also, based on the 

principle of "simulacra precede", inverts the relationship 

between the map and the territory. He asserts: "The 

territory no longer precedes the map; it no longer exists. 

Thus, the map precedes the territory—simulacra come 

first—the map generates the territory". 

In this context, the map ceases to be a faithful 

representation of the territory; it can not only replace the 

territory but also generate it in return. The principle of 

"simulacra precede" brings about a significant 

transformation in traditional notions of reality and 

symbolism. Simulacra and simulation are no longer 

constrained by objective reality, nor limited to the 

mimicry and reproduction of the real; instead, they are 

produced according to the demands and rules of the 

symbols and simulacra themselves. What were once 

considered fictional models and artificial templates are 

now regarded as real entities, consequently creating 

genuine aspects of reality. 

Baudrillard considers Disneyland to be the most 

perfect example of the principle of "simulacra precede". 

He describes Disneyland as "initially a game of 

phantoms and ghosts: pirates, boundaries, futuristic 

worlds, and so on. People generally believe that this 

imaginary world confirms the success of human 

operations". Indeed, Disneyland is a quintessential realm 

of illusion, filled with various fictional images and 

imaginative models that do not exist in the objective 

world. However, within Disneyland, these non-real 

entities appear vibrant and extraordinarily real.  

Disneyland is not a faithful representation of real 

life or the objective world; rather, it exemplifies how 

imagination, models, and simulacra precede "reality", 

effectively creating a "reality" for Disneyland itself. In 

everyday life, the logic of "simulation" guided by the 

principle of "simulacra precede" is also widely evident. 

Fashion models, interior designs, cover girls, lifestyle 

magazines, and advertisements are filled with various 

preset models and templates. People recognize the 

authenticity of these fashion models and base their 

clothing, decorating, grooming, purchasing, and 

lifestyles on these simulacra.  

The logic of "simulation" leads people to believe 

that simulacra are not merely fictional or imaginative 

constructs but rather genuine representations of objective 

reality. In fact, the fashion trends and ideal models in 

postmodern society are not only acknowledged by the 

public as real entities in their perceptions, but they 

ultimately transform into tangible realities within 

everyday life. 

3.2 Simulacrum in the media society 

In contemporary media culture, "hyperreality" manifests 

through the phenomenon of celebrity effect and idol 

worship. Baudrillard's concept of "simulacra" places 

significant emphasis on media issues in postmodern 

society. People no longer question the authenticity of 

various celebrity images in the media, often conflating 

their artistic personas with their real lives. In the logic of 

postmodern simulation, superstars like Madonna and 

Michael Jackson transcend the distinction between 

reality and illusion; they become simulacra, models that 

shape and dictate public aesthetic tastes and lifestyles 

through their clothing, makeup, and behaviors.  

Moreover, fictional characters in film and television, 

along with the actors who portray them, are often 

mistaken for reality by the audience. Viewers may 

perceive the courtroom dramas and lawyers on TV as 

real cases and individuals, with many seeking advice 

from actors playing lawyer roles. Hosts of programs are 

frequently "simulated", often viewed by audiences as 

experts in their fields. In China, this "hyperreal" 

phenomenon has begun to emerge, exemplified by a 

famous host of a culinary program on CCTV (China 

Central Television), who has been dubbed a "master 

chef" by viewers, as if he were a professionally trained 

culinary expert. He comfortably straddles the line 

between reality and fiction, frequently appearing in food 

advertisements while endorsing products with the 

gravitas of a "master chef". 

In mass media, the replication and production of 

various "simulacra" transcend the boundaries and 

limitations of objective reality, with "simulation" 

dominating people's modes of thinking. "Hyperreality" 

becomes the only reality directly faced by the public, 
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making it difficult to clearly identify and distinguish 

between imagined and real entities. Baudrillard's concept 

of "simulacra" completely inverts the relationship 

between representation and objective reality. He notes 

that  

"media was once seen as a mirror, reflecting or 

reproducing the real, but now it has become a 

hyperreality, a new media reality that is 'more real 

than real'—here 'reality' is subordinate to representation, 

ultimately leading to the disappearance of the real." 

(Baudrillard 1989, 68) 

This is primarily manifested in the blurring of 

boundaries between news reporting and objective facts, 

as well as between information and entertainment. 

Traditionally, news reporting and information 

dissemination have upheld objectivity and authenticity as 

their guiding principles. However, in postmodern society, 

news media increasingly employ literary narrative, 

dramatic art, and cinematic techniques to recode and 

rewrite objective reality. Social reality and objective 

truths are symbolized and textualized through media's 

coding and rewriting, making it challenging for people to 

distinguish between facts and reports, reality and fiction, 

art and communication. The reality that individuals 

encounter daily is merely a vast array of media 

information and news reports, which collectively replace 

real life as a massive "simulacrum". Media sensationalizes 

events, rewrites facts, and creates spectacles, ultimately 

allowing postmodern "simulacra" culture to completely 

transcend the distinctions between "reality" and "fiction", 

as well as between "original" and "copy", evolving into a 

"hyperreality" that is more real than real. Baudrillard's 

hyperreality is "the result of the historical process of 

simulacra, where the natural world and all its referents 

have been universally replaced by technological and 

self-referential symbols" (Best et al. 1997, 127). 

4. The Transformation of Aesthetic Psychological 
Processes in "Hyper-aesthetics" 

In contemporary discourse, the transition from 

traditional notions of "image" to Baudrillard's concept of 

"simulacrum" reflects a profound shift in our 

understanding of aesthetic experience and perception. 

Traditional aesthetics often emphasize the representation 

of reality through images, viewing them as reflections or 

mirrors of the objective world. This perspective is rooted 

in metaphysical assumptions about truth and authenticity, 

where images are seen as direct representations of the 

real.  

However, Baudrillard's "hyper-aesthetics" critiques 

this foundational belief by introducing the idea of 

"simulacrum", which signifies a departure from genuine 

representation to a self-referential system of signs 

(Weizman 2021). In this framework, images no longer 

simply reflect reality; instead, they create a new kind of 

reality that exists independently of any original referent. 

This shift has significant implications for the 

psychological processes involved in aesthetic perception.    

At first, the role of the viewer changes dramatically. 

In the traditional model, the viewer engages with images 

to uncover deeper truths or meanings related to the real 

world. In contrast, the "simulacrum" invites viewers into 

a world where meanings are not fixed but are constantly 

constructed and reconstructed. The viewer becomes an 

active participant in this process, navigating a landscape 

of signs that often obscures the boundary between reality 

and representation. And then, the emotional and 

psychological responses to images evolve.  

While traditional aesthetics often rely on a direct 

emotional connection to representations of reality, 

"hyper-aesthetics" fosters a more complex relationship 

where emotions are triggered by the simulation itself. 

The viewer may find beauty or meaning not in what is 

represented but in the act of engaging with the simulacra, 

which can evoke a sense of nostalgia, irony, or even 

disconnection. Lastly, this transformation has broader 

cultural implications. As our interactions with images 

increasingly rely on simulations, the collective understanding 

of aesthetic experiences shifts towards a focus on the 

hyperreal—experiences that feel more real than reality 

itself. This shift challenges the viewer's capacity to 

discern authenticity, raising critical questions about the 

nature of truth in an era dominated by digital media and 

pervasive imagery. 

4.1 From imagination to simulacrum 

The term "image" is one of the key concepts in 

traditional aesthetics for analyzing aesthetic activities. 

Generally, traditional aesthetics presents two main 

expressions of aesthetic activities: "imagination" and 

"image thinking". Imagination refers to the perception, 
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creation, or appreciation of images, while "image 

thinking" represents a classic epistemological 

proposition, asserting that aesthetic activities utilize 

images to reveal underlying laws and understand 

essential truths, serving as a unique form of thought. 

The idea of "imagery" as a fundamental attribute of 

literature has been a basic conclusion drawn from an 

epistemological perspective throughout history. From 

this standpoint, literature serves as a means for humanity 

to recognize, observe, and imitate the world. Like 

philosophy and science, literature ultimately aims to 

uncover truths about the world. In the process of 

knowing, all these forms must ascend from sensory to 

rational understanding, ultimately achieving insights into 

the essence, laws, and truths of the world. However, 

literature represents a unique form of knowledge—imagery 

thinking. Unlike abstract thinking, literature never strays 

from imagery in its pursuit of understanding the world 

and grasping truths. Within this framework, the term 

"imagery" succinctly captures the essence of epistemological 

aesthetics. 

Undoubtedly, this perspective reflects a typical "Logocentric" 

ideology (Gilbert 2002). Theoretically, it encompasses 

several key points: first, the binary opposition between 

essence and phenomenon; second, the a priori 

assumption of humans as rational beings; and third, the 

logical primacy of language as a tool. These three points 

are implicitly or explicitly embedded in the theoretical 

systems of notable representatives of epistemological 

aesthetics. 

As far back as ancient Greece, Aristotle laid a solid 

theoretical foundation for epistemological aesthetics 

(Murphy 2017). On one hand, he inherited the 

perspective of artistic imitation of nature from Plato and 

previous scholars; on the other hand, he made significant 

adjustments to the theory of imitation. While Plato 

acknowledged that art imitates nature, he argued that art 

cannot accurately reflect the essence of nature. For Plato, 

the essence of nature resides in the "Forms" or "Ideas". 

The world of Ideas is a realm beyond sensory experience, 

representing absolute truth, eternity, and perfection, 

while the real world merely manifests and imitates the 

world of Ideas. Clearly, Plato established a binary 

opposition between the world of Ideas and the real world, 

assigning a hierarchical value to both: the world of Ideas 

is superior, while the real world is inferior. As a mere 

imitation of the real world, art can only replicate the 

superficial appearance of sensory things and cannot 

uncover the inner essence of reality through imitation. 

Baudrillard's "hyper-aesthetics" reveals the transition 

from "image" to "simulacrum" in traditional aesthetics. 

The term "simulacrum" (imitation, simulacrum or illusion) 

is an essential concept used by Baudrillard to analyze 

postmodern culture and aesthetic conditions. In simple 

terms, a "simulacrum" refers to images, shapes, or 

symbols in postmodern society that are extensively 

reproduced, extremely realistic, yet lack objective 

origins and any referential meaning. 

In his renowned work Simulacra and Simulation, 

Baudrillard opens by referencing a story by Borges that 

uses a map to illustrate the heightened realism of 

"simulacra". The map, originally an imitation of an 

empire's real territory and a simplified abstract symbol, 

may refer to reality but cannot replace it in any way. 

However, the map in Borges' story is depicted in 

extraordinary detail, potentially covering the entire 

territory and achieving unparalleled precision. Thus, the 

map ceases to be a mere copy or symbol of the territory; 

instead, it becomes an equivalent and a "simulacrum" of 

the real territory.  

Baudrillard also uses the example of "feigning 

illness" to discuss the realism of "simulacra". He 

analyzes two possible forms of "feigning illness". One is 

simple pretense, where the person feigning illness 

merely lies in bed to convince others that they are sick. 

The other is a form of "simulation", where the 

"simulated patient" actually exhibits certain symptoms. 

Baudrillard points out that the former type of pretense or 

disguise maintains a complete principle of reality: the 

distinction between real and false still exists, with reality 

merely concealed. However, simulation threatens the 

distinctions between "real" and "false" as well as 

"reality" and "imagination" (Baudrillard 1997, 3). 

Additionally, Baudrillard believes that the "feigned 

madness" of deserters in the military and the "icons" in 

religious theology are also forms of extreme realism, 

representing both "simulacra" and "simulation phenomena". 

From a technical perspective, the realism of 

"simulacra" relies on groundbreaking advancements in 

modern science and technology. Technologies such as 

photography, broadcasting, film, television, and 

microelectronic technologies like integrated circuits, 
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computers, and networks enable precise reproduction of 

objective reality itself. Traditional symbols, in contrast, 

are limited by the constraints of manual craftsmanship, 

human vision, vocal organs, and natural tools, making it 

impossible for the cultural forms they create to match the 

realism of "simulacra".  

4.2 The liberation of simulacra through technology 

With the extensive application of electronic technologies, 

"simulacra" have completely liberated themselves from 

the natural limitations of traditional symbols, 

showcasing the infinite possibilities of modern 

technology. "Simulacra" not only allow us to see real 

scenes and objective objects that align perfectly with 

ordinary experiences, but they also enable us to perceive 

phenomena and scenarios that our natural senses cannot 

grasp. Technological advancements have allowed 

"simulacra" to approach objective reality in an extremely 

realistic manner without restriction. The extreme realism 

of "simulacra" can be examined from several aspects. (1) 

The birth of the microscopic world. Telescopes extend 

human vision, while microscopes allow people to see 

extremely fine and small natural landscapes. With the aid 

of high-power electron microscopes and more advanced 

electronic imaging technologies, we can enter the 

microscopic physical world that is imperceptible to 

everyday experience. The microscopic world is an 

objective reality, but it had never been presented to 

humanity before the advent of high technology. (2) The 

birth of the dynamic world. Dynamic reality is one of the 

most common human experiences. However, before the 

advent of film, traditional symbols could not reproduce 

real motion. Photography allows for the most precise 

replication and reproduction of static objects, while film 

and computers present the world in a more realistic form 

through continuous moving images. The emergence of 

moving images, especially color films and television, has 

elevated human reproduction techniques to a new level. 

(3) The comprehensive use of multiple senses such as 

sight, sound, and touch. Film art and emerging digital 

multimedia art effectively engage human visual and 

auditory systems, resulting in a world of simulacra that 

becomes an accurate reproduction of the objective reality. 

From the perspective of sensory experience, simulacra, 

as entirely artificial and virtual products, ultimately 

become the essence of objective reality. Thus, simulacra 

complete their replacement of "reality", and in 

Baudrillard's words, "simulacra" accomplish the 

"murder of the real". 

4.3 The concept of simulacra 

From the binary opposition between "original" and 

"copy", "simulacra" fundamentally subvert the hierarchy 

between "original" and "copy" in their realistic 

reproduction and precise replication of objective reality 

(Debord 2021). Upon closer examination, traditional 

views of reality operate on two basic principles 

regarding the relationship between "original" and "copy". 

Any copy is a flawed replication and substitute for the 

original; the original is the source, origin, and destination 

of the copy. The value of a copy lies in its degree of 

similarity to the original, and a copy can only confirm its 

value through the original. The original is real, while the 

copy is false; a copy can never replace the original. Not 

only is there a difference between the original and the 

copy, but there are also differences between copies 

themselves. Due to the natural and artificial means of 

imitation and the conditions under which they are 

created, any act of imitation carries specificity, resulting 

in variations in the similarity of one copy to another. The 

quality of a copy must also be measured and judged 

against the original. 

These two points represent the fundamental perspective 

of traditional views on the relationship between 

"original" and "copy", and they constitute the essential 

meaning of the traditional view's principle of "imitation". 

Clearly, within the discourse system of traditional views 

on reality, terms such as "imitation", "reflection", "copy", 

and "representation" carry entirely the same semantic 

connotations. 

Baudrillard's concept of "simulacra" rewrites the 

fundamental understanding of the relationship between 

"original" and "copy" in traditional metaphysical views 

of reality. In Baudrillard's perspective, "simulacra" 

produced on modern technological platforms are no 

longer imperfect "copies" of the "original", but rather a 

realistic reproduction and precise replication of the real 

"original". As a result, the hierarchical order between 

"original" and "copy" is completely erased, and the 

homogeneity among various "copies" dissolves the 

differences in similarity between them. 
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Western Marxist scholar Fredric Jameson, influenced 

by Baudrillard, primarily discusses "simulacra" on this 

level. He asserts that our world is saturated with 

mechanical reproductions, diminishing the value of 

original works. Simulacra are characterized by their lack 

of any visible traces of labor; they bear no signs of 

production. While both originals and copies are human 

creations, simulacra present themselves as if they are the 

objects themselves (Jameson 1974). 

Simulacra lack any traces of human production, 

making them appear as if they are objective things in 

themselves. It is precisely because of this that they erase 

the differences between the original and the copy, 

ultimately replacing objective reality. 

5. The Transformation of Aesthetic Style 
in "Transaesthetics" 

If one word were to encapsulate the aesthetic style 

before the postmodern turn, "self-discipline" would be 

the most fitting term. Traditional aesthetics viewed 

aesthetic and artistic activities as a realm that exists 

independently and isolated from the outside world.  

This perspective leads to a dual conflict between 

aesthetic activities and the external world: first, a 

conflict with other cultural forms, and second, a conflict 

with the world of everyday experience. The essence of 

literature should not be sought in philosophy, religion, or 

other domains; rather, it should inherently exist as 

autonomous and self-sufficient. 

5.1 Kant’s aesthetic judgement  

In the history of aesthetics, Kant is the pioneer of 

the "self-discipline" theory of aesthetics (Hughes 2007). 

He powerfully and distinctly separated aesthetic 

experience (which he referred to as judgment) from 

pleasure, rational knowledge, and ethical activity 

through his unprecedented theoretical logic (Kant 2008). 

Kant's aesthetics unfolds within the disciplinary 

divisions of the Critique of Pure Reason, the Critique of 

Practical Reason, and the Critique of Judgment. The 

Critique of Pure Reason addresses the cognitive 

functions of the human mind, employing intellectual 

capacities to explore the lawful nature of natural 

phenomena (Adorno and Tiedemann 2001). The Critique 

of Practical Reason pertains to human desires, utilizing 

rational capabilities to discuss human freedom and 

ultimate purposes (Reath and Timmermann 2013). The 

Critique of Judgment (which includes aesthetic judgment 

and teleological judgment) focuses on the pleasant and 

unpleasant emotions within the human psyche, using 

judgment to explore the purposiveness of art and living 

beings (Kant 2008).  

With this classification background, aesthetics is 

clearly distinguished from the knowledge of the "true" 

and the ethics of the "good". In his analysis of beauty, 

Kant examines its fundamental nature from four aspects: 

quality, quantity, relation, and modality. Regarding 

"quality", Kant argues that beauty has no direct 

relationship with "concepts", "intellect", or "logic". To 

discern whether something is beautiful or not, we do not 

recognize the representation through the intellect by 

relating it to the object; rather, we associate it with the 

subject and its pleasant or unpleasant emotions through 

imagination (perhaps combined with intellect). Therefore, 

the judgment of taste is not a judgment of knowledge 

and is not logical, but rather sensory; it is aesthetic, and 

we understand this judgment as having a basis that can 

only be subjective". In Kant's view, aesthetic judgment is 

merely a subjective judgment based on the psychological 

state of the subject, employing the power of judgment 

rather than the capacity for knowledge. The essence of 

"beauty" is not a conceptual understanding of the 

objective attributes of objects but merely expresses the 

pleasant feelings within the subject. It is from Kant 

onwards that aesthetics truly attained the independent 

status of "self-discipline". Modernist aesthetics and art, 

developed on the foundation of Kantian aesthetics, 

strictly adhere to the principles of "self-discipline". 

5.2 The self-discipline in contemporary art 

Daniel Bell powerfully summarized the stylistic 

characteristics of modernist aesthetics and art. He noted: 

modernist culture fractured the cohesion of cultural unity, 

driven by three main factors: the emphasis on separating 

art from morality, the celebration of innovation and 

experimentation, and the prioritization of the self—preoccupied 

with originality and uniqueness—as the standard for cultural 

evaluation.  

The self-discipline characteristic of modern art was 

first comprehensively outlined by the renowned Spanish 

philosopher Ortega in the 1930s. He wrote,  
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"In analyzing the artistic styles of this century, we 

find that it encompasses several closely related 

tendencies. The new styles tend to: (1) depersonalize 

art; (2) avoid vivid forms; (3) regard the artwork as 

an artwork and nothing else; (4) view art as a game 

and a thing of no value; (5) be essentially ironic; (6) 

fear imitation by others, thus carefully completing 

their works, and (7) treat art as something without 

transcendent results." (Morujão et al. 2021) 

Similarly, modernist literature has introduced concepts 

such as "literariness" and "pure poetry". This is evident 

in movements like Symbolism, Russian Formalism, and 

New Criticism in English and American contexts. For 

instance, the Symbolist Valéry asserted that poetry 

should be "pure poetry", while Russian Formalist 

Shklovsky emphasized that the essence of art lies in a 

technique of "defamiliarization". Jakobson summarized 

the characteristic of "self-referentiality" in literary 

language from a semiotic perspective. In this way, 

literature sought to distinguish itself from philosophy 

and other cultural forms while simultaneously becoming 

opposed to people's everyday life experiences. 

At the same time, the characteristic of "self-discipline" 

in modernist art styles is also evident in the 

confrontation between "elite literature" and "popular 

literature". Herbert Marcuse, a master of the Frankfurt 

School, argued that artistic activity (and, to a large extent, 

its capacity for reception) has become the privilege of a 

few exemplary individuals' detached from the production 

process. He stated that art cannot abolish the social 

division of labor that contributes to the character of other 

small circles, but it also cannot popularize itself without 

weakening its liberating effects. 

The various movements of 20th-century modernist 

art—such as Symbolism, Imagism, Futurism, Surrealism, 

stream of consciousness in novels, and the Absurd and 

exploratory theater—reflect the artists' detachment from 

everyday life experiences and their uncooperative 

attitude towards the audience. This represents the 

"purity" and "self-discipline" of aesthetic activities and 

artistic styles. 

5.3 From self-discipline to implosion 

Baudrillard uses the term "implosion" to describe the 

aesthetic style of postmodern artistic activities. In his 

view, Transaesthetics signifies the end of the traditional 

"self-discipline" aesthetic style in art. On one hand, 

aesthetic and artistic activities are no longer detached 

from everyday life; on the other hand, the customary 

distinctions between artistic movements, genres, and 

inherent formal conventions have all broken down and 

exploded. To understand the concept of "implosion", we 

should contextualize it within the development of 

Baudrillard's thought. As previously mentioned, 

Baudrillard's early work remained confined within the 

discourse frameworks of structuralism semiotics and 

Western Marxist critical theory, which can be 

categorized as "modernity". His early theory of the 

consumer society viewed commodities as symbols, 

where commodities as "signifiers" acquired various 

symbolic "signifiers", such as brand, quality, taste, and 

fashion. In this context, the "signifier" of the commodity 

inevitably points to its "signified", which is the semiotic 

meaning of the commodity. 

5.3.1 The difference between simulacra and commodity 

symbols 

The difference between simulacra and commodity 

symbols lies in the fact that "simulacra" no longer have a 

"signified"; they are solely the "signifier" itself. In the 

world of the "hyperreal", the deterministic relationship 

between the "signifier" and the "signified" breaks 

down—or, in Baudrillard's terms, this relationship 

"implodes". The certainty of the relationship between 

"signifier" and "signified" is traditionally guaranteed by 

the coding rules of the semiotic system. Thus, the 

"implosion" of this relationship signifies an "implosion" 

of the symbolic coding rules themselves. In other words, 

the stability of coding rules transforms into uncertainty 

in postmodern society, where stable coding activities are 

replaced by a nebulous game. 

For such a society, Baudrillard explicitly pointed 

out: Today, the entire system is mired in indeterminacy; 

all reality is consumed by codes and the hyperreality of 

simulation. Now it is the principle of simulation, rather 

than the outdated principle of reality, that controls us. We 

exist reliant on those models whose finalities have 

already disappeared. There are no longer ideologies, only 

simulacra. The uncertainty of coding leads to a complete 

"signifierization" of "simulacra", where postmodern 
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culture no longer points to any signified and lacks any 

definitive meaning. 

Baudrillard's transition from his early "consumer 

society" theory to his later theories of "simulacra" and 

"hyperreality" represents an evolution and shift from 

"modernity" to "postmodernity". This is quite similar to 

Roland Barthes' evolution from structuralism to post- 

Structuralism. 

5.3.2 The Implosion of Aesthetic Certainty 

Baudrillard's concept of "implosion" fundamentally 

challenges the certainty and possibility of aesthetic 

judgment. In postmodern society, the replacement and 

rewriting of the real by "simulacra", along with their 

infinite reproduction and production, lead to the 

implosion of a series of binary oppositions: the real and 

the fictional, reality and the symbol, the objective and 

the subjective, the signifier and the signified.  

Baudrillard uses the term "implosion" to analyze 

the uncertainty created by postmodern media society 

(Baudrillard and Maclean 1985). He argues that the rapid 

expansion of media inevitably results in an "overload of 

information" and a pervasive "haze" throughout society, 

characterized by a fundamental non-determinacy similar 

to our desires, choices, opinions, and will.  

This idea suggests that in a media-saturated 

environment, traditional frameworks for understanding 

meaning and representation collapse, making it difficult 

to discern what is real and what is not. As a result, 

aesthetic judgments, which once relied on established 

criteria and contexts, become increasingly ambiguous 

and subjective, contributing to a sense of disorientation 

and instability in contemporary cultural discourse. 

According to Baudrillard, "simulacra" exist independently 

of both reality and the subject; they function according 

to their own set of rules and autonomous logic 

(Baudrillard 1994). Rather than being controlled by 

humans or subjects, "simulacra" dominate the subject 

and self-generate the world. This perspective carries a 

clear sense of technological determinism and fatalism, as 

in this self-replicating, self-operating, and infinitely 

expanding world of "simulacra", all distinctions and 

principles of traditional metaphysics no longer hold. 

Baudrillard notes that as previously contradictory 

and dialectically opposed terms begin to convert into one 

another, the age of simulation has arrived. The "genesis 

of simulacra" is evident everywhere: the interchangeability 

of beauty and ugliness in fashion, the fluid boundaries 

between left and right in politics, the blurred lines 

between truth and falsehood in media, and the relativity 

of usefulness and futility in commodities.  All values, 

morals, aesthetic, and practical judgments that were once 

considered significant in humanistic discourse have 

vanished from our systems of images and symbols. 

Everything becomes uncertain, which is a typical result of 

code dominance, founded on neutralization and non-preferential 

principles. 

Given that all previously opposing elements can 

interchange, and that all great humanistic value standards 

have disappeared, traditional aesthetic judgment 

becomes nearly impossible. In Baudrillard's postmodern 

theory, everything is "simulacra", and the subject 

disappears, leading to the implosion of all distinctions 

and boundaries. This results not only in the collapse of 

aesthetic judgments but also in the impossibility of all 

judgments, including moral, political, cognitive, and 

everyday judgments. In this sense, Baudrillard's 

"hyper-aesthetics" is imbued with strong technological 

determinism and pessimism, highlighting its destructive 

potential against the backdrop of modern aesthetic 

thought. 

 

6. Conclusion 

In conclusion, Baudrillard's later concept of "hyper-aesthetics" 

comprehensively refreshes the tradition of modern 

aesthetics from four key aspects. Using four pivotal 

terms, he provides a fresh perspective on the discourse 

transition from "the real to the hyper-real", "imitation to 

simulation", "image to simulacrum", and "self-discipline 

to implosion". Baudrillard's "hyper-aesthetics" effectively 

captures critical factors such as the rapid expansion of 

mass media and the swift development of consumer 

culture in postmodern society, demonstrating a significant 

interpretive capacity regarding the transformation of 

postmodern aesthetics and cultural shifts. 

However, "hyper-aesthetics" also generates profound 

unease due to its destructive potential. As Mark Poster 

notes, Baudrillard's critiques resonate with Derrida's 

criticism of logocentrism and Foucault's critiques of the 

human sciences. Thus, responding to Baudrillard's 

postmodern discourse on "hyper-aesthetics" has emerged 
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as one of the most important theoretical challenges we 

face today. This highlights the urgent need to engage 

critically with the implications of his thought within the 

context of contemporary culture and aesthetics. 
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