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Abstract 

 

In the process of Miao batik evolving from traditional handicraft to contemporary batik painting, lacking applicable visual 

assessment methods causes difficulties in objectively judging the degree of integration of inheritance and innovation. This 

study uses the form design elements proposed by Lauer and Pentak as a framework and constructs a “UESBR-15” scoring 

system containing 15 observable micro-indicators (three for each element), to assess the extent to which contemporary Miao 

batik painting reflects the tradition and contemporary innovation spectrum. This study analyzes authoritative and professional 

images of traditional batik handicrafts and contemporary batik paintings, establishes a mode of scoring using a dualistic scoring 

system, and provides case studies for review and verification. The results show that the higher the degree of inheritance of 

traditional batik craftsmanship in contemporary Miao batik painting, the higher the score on the “UESBR-15” scoring system, 

and vice versa. At the same time, in our review of the pilot scoring of the verified images, this work received a score of 11/15, 

consistent with the “strong inheritance/mature fusion” characteristic. After inviting five researchers to re-evaluate the 

remaining 20 works, the consistency statistics of the judges were Fleiss'κ=0.80, which supported the reliability of this model. 

This paper contributes a set of transferable intangible cultural heritage image evaluation methods for the visual assessment of 

contemporary Miao batik paintings and other contemporary art forms based on traditional Miao batik craftsmanship. These 
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methods can also be used for intangible cultural heritage evaluation standards, digital annotation of museum collections, and 

contemporary creative research. 
 

Keywords: Miao batik, formalism, visual analysis, inheritance and innovation, scoring system 

1. INTRODUCTION 

 Miao batik has a representative significance in the history of Chinese batik development. Its 
development history has been recorded in early Chinese literature. For example, <Hou Han Shu · 
Nanman Zhuan> (Book of the Later Han: Account of the Southern Barbarians) by Fan (5th century) 
describes the characteristics and materials of batik: “‘The Wuling Barbarians’ weave bark fibers, dye 
them with the fruits of grasses, and favor garments of five colors. Their tailoring includes forms with 
tails … their skirts are variegated” (p. 1, author’s translation). Similarly, Zhu Fu of the Song dynasty, in 
<Ximan Congxiao> (Miscellaneous Jottings on the Xi Tribes) records the process of making copper drum 
batik patterns by ethnic minorities in southwestern China. In addition, many local records and ancient 
literature also contain references to Miao batik, and these ancient records provide documentary 
support for research into the early history of Miao batik. Miao batik was listed as a national intangible 
cultural heritage by the State Council of China in 2006. In the following years, it was recognized as a 
representative project of national intangible cultural heritage by the Ministry of Culture and Tourism of 
China and given special protection. 

However, as times change, intangible cultural heritage will also undergo changes in line with social 
and cultural developments. As emphasized in the <Convention for the Safeguarding of the Intangible 
Cultural Heritage>, intangible cultural heritage is “transmitted from generation to generation, is 
constantly recreated by communities and groups in response to their environment, their interaction 
with nature and their history” (UNESCO, 2003). “Some batik artisans have developed batik 
craftsmanship into batik painting, and their creations fall within the category of fine art” (Li, 2025, 
author’s translation). Therefore, contemporary Miao batik is not merely a traditional craft, but rather 
an art form that continues to adapt to contemporary society and cultural ecology with heritage and 
innovation. This shows us its potential for development. 

In this study, contemporary Miao batik painting refers to an art form that inherits the traditional 
cultural genes and techniques of Miao batik while integrating contemporary artistic trends. Its specific 
forms include customs paintings, folk paintings, batik decorative paintings, and other integrated 
subjects. And traditional Miao batik handicrafts are “mainly used as daily necessities, including women’s 
clothing, bed sheets, quilt covers, wrapping cloths, headscarves, backpacks, handbags, slings, and burial 
sheets for funerals” (China Intangible Cultural Heritage Network, n.d. author’s translation). The former 
are paintings without specific functions, while the latter are craft art forms that are dependent on 
functional value. 

However, existing research on contemporary Miao batik painting shows that current studies are 
divided into two categories: Either research the value of traditional Miao batik handicrafts, without 
linking it to contemporary Miao batik painting that has developed in line with social and cultural ecology, 
or separate contemporary Miao batik painting into categories such as “Chinese folk art” or “ farmer 
painting”, ignoring its artistic roots and formal lineage in traditional batik. This has led to the cutting off 
the artistic lineage of contemporary Miao batik painting and the neglect of the contemporary 
development of traditional batik handicrafts. Therefore, contemporary Miao batik painting needs a set 
of standards to measure whether or not it has inherited the form of traditional craftsmanship, to 
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measure its inheritance of traditional forms and its absorption of contemporary art trends without 
weakening the attributes of cultural traditions and craftsmanship, and to provide a basis for a reusable 
judgement. Thereby building bridges of connection, interpretation and adaptation in a divided 
dichotomy. 

The contribution of this study is that it proposes the “UESBR-15” assessment framework (15 items in 
total), which is based on the theoretical principles of formalism, and provides a visual, quick-to-
implement, scored formal assessment tool for evaluating the formal continuity and innovation of 
contemporary Miao Batik paintings. At the same time, its low-threshold list of indexes and division of 
scores can reduce the cost of accreditation and usage for learning. This study also builds a transferable 
methodological bridge between traditional crafts and contemporary painting, providing a 
methodological reference for other scholars to study the modernization and transformation of 
traditional handicrafts, as well as a reference criterion for creative guidance, educational activities, and 
collection judgement in the related fields. 

2. Literature Review 

2.1 Preliminary Research on Miao Batik Traditional Handicrafts 

The main research on Miao batik traditional handicrafts focuses on its cultural value, cultural 
protection, and inheritance mode. For example, Chen, et al. (2021) analyses how Danzhai Miao batik 
operates within the framework of state-led cultural heritage from the perspective of cultural industry 
development. “We see how Miao people use their agency to enact different strategies to react to a 
multiplicity of circumstances.” “Batik craft producers, while rooted in these multi-scalar, and complex 
web of policy hierarchies, however, leverage indigenous craft production and knowledge to establish 
individual social and economic stability” (Chen, Ren, & Zhang, 2021). In addition, Quan and Wang (2025) 
analyses the process of the rise and fall of batik in the Anshun region through interviews based on 24 
long-term practitioners and proposed a way to improve the process, that is, education to cultivate the 
inheritors as the key, digital intelligence-driven product innovation as the core, and improvement of the 
cultural ecology as the guarantee. “Key among these proposals is the cultivation of inheritors; leveraging 
digital intelligence to create innovative products serves as the core strategy; while establishing a 
supportive cultural ecological environment for batik acts as an essential guarantee” (Quan & Wang, 
2025). Other scholars analyse the cultural symbolic value of traditional batik, for example, Bo (2014) 
identifies the cultural value of the traditional craft of Miao batik by analyzing the cultural connotations 
behind the images of Miao batik. “The complex and various crafts, fine and sophisticated ornamentation 
and the mysterious patterns on the Miao Costumes all reflect the marvelous artistic glamour and the 
profound national culture heritage of the Miao Costumes” (Bo, 2014).  

 
2.2 Preliminary Research on Contemporary Miao Batik Painting 

There is relatively little research literature on contemporary Miao batik painting in the international 
field, due to the fact that, as explained above, it has been largely judged to be a category such as 
“Chinese custom paintings” and “Chinese farmer's paintings”, which downplays its ethnic and cultural 
elements. Therefore, most of the relevant literature found mainly deals with folk paintings in various 
regions of China, while batik paintings influenced by Miao culture are only skimmed over, thus having 
limited research value for this paper. However, there are also some case studies, such as (Wu & Ramli, 
2024) has through a case study of Li Qun, a Miao batik inheritor, reveals the way in which the traditional 
batik technique is fused with contemporary painting expression in her works. Although limited in scope, 
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the study suggests the potential value of contemporary Miao batik painting as an independent art form. 
However, there have been a number of Chinese-language academic studies on contemporary Miao batik 
painting in Chinese academia. For example, Wu (2017), having perceived the contemporary 
development of Miao batik many years ago, discusses that “with the development of the times, the 
function and expression of batik has gone beyond the scope of arts and crafts to become a form and 
discipline of painting” (Wu, 2017, author’s translation). As to how contemporary batik painting of the 
Miao ethnic group achieves this innovation, many scholars have also put forward their views, for 
example, Wei (2019) explains that 'modern batik painting has not only changed in techniques, materials 
and tools, but also in the form of painting, and the structure of the picture is much different." 
"Compared with traditional batik, modern batik painting gives a great deal of freedom and flexibility in 
painting techniques, tools and subject matter. In terms of painting tools, any tool within reach can be 
used, and the openness of tool use brings unlimited possibilities to batik painting, resulting in 
unexpected effects in the painting" (Wei, 2019, author's translation). At the same time, Tong (2024) also 
talked about the development of science and technology that would bring continuous innovation in 
batik painting in terms of techniques and materials. It can be seen that the innovative approach of 
contemporary Miao batik has an openness and is not bound by tradition. Some scholars, have also 
conducted case studies of contemporary Miao batik painting artists, such as Mo’s (2022) interview with 
Wang Yao, a Miao batik inheritor, “integrates the techniques of Chinese painting, printmaking, and even 
the expressive techniques of painting, such as oil painting or woodcutting, into our batik process” 
(author’s translation). However, these articles have a relatively limited international influence due to 
the limitations of the language (Chinese) and the regional scope of the platforms in which they are 
published. 

 
2.3 The Main Ideas of Formalist Aesthetics 

Formalist aesthetics is the theoretical framework for this study, and the importance of formalist 
aesthetics is evident. Many famous theorists’ understanding of formalist aesthetics can show us its 
importance, for example, Clive Bell (1914) put forward the concept of “Significant Form”, thinking that 
“Significant Form” means the “aesthetic emotion” stimulated by the visual form of the work such as 
line, color, composition and so on. Arnheim (1954) explained the importance of the form element by 
arguing that form is not just a passive carrier of content but an active player in the creation and 
communication of meaning. Zangwill (1999), on the other hand, attempts to identify the variables of 
the formal elements, noting that “I include evaluative properties such as beauty, ugliness, and also 
aesthetic value and disvalue if these are different from beauty and ugliness”(p.612). However, he does 
not explain what these elements mean and what their boundaries are. Lauer and Pentak (2012) in 
<Design Basics> suggest that the “principles of design” include the design process as well as the 
following five formal elements: “Unity” “Emphasis and Focal Point” “Scale and Proportion” “Balance” 
“Rhythm” (p.26,54,68,86,110). At the same time, he explains the connotations of these elements, as 
well as their roles, at great length in the body of the book. 

 
2.4 Review of Related Research 

Based on our analysis of relevant results on this research in international and Chinese academic 
circles, we have learned that academic research on traditional crafts of Miao batik is relatively adequate, 
mainly including the protection of intangible cultural heritage, the study of iconographic semiotics, the 
study of minority cultural systems, and the study of batik techniques and inheritance. Studies of 
contemporary Miao batik painting are often categorized as Chinese custom paintings, folk decorative 
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paintings, and so on, without sufficient consideration of its Miao ethnic and cultural background, and 
therefore research in this area is clearly insufficient, with most of the studies in this area mainly based 
on the Chinese regional academic system, with a major focus on innovative approaches and artists’ case 
studies. Further, although there are certain achievements in this aspect of contemporary Miao batik 
painting in Chinese academia, but they are usually limited to the restrictive language of the Chinese, 
failing to produce a more obvious international dissemination, and failing to systematically build a 
methodology by means of internationally accepted theoretical models. Particularly noteworthy is the 
lack of research on contemporary Miao batik painting through the lens of formalist aesthetics, a theory 
that often helps us understand the role of formal elements in the aesthetic experience, and through 
which we can assess whether batik painting produces an inheritance of tradition and an integration into 
the contemporary context, which is a reference point for promoting the healthy development of Miao 
batik in the contemporary era. 

3. METHOD AND MATERIALS  

3.1 Theoretical Framework 

The theoretical framework of this study will be based on the five elements of formalism proposed by 
Lauer and Pentak (2012), namely “Unity” “Emphasis and Focal Point” “Scale and Proportion” “Balance” 
“Rhythm”. This is due to the fact that formalist aesthetics can provide a systematic dimension for 
analyzing the visual characteristics of Miao batik paintings, thus providing a visual assessment tool for 
the inheritance path and innovative performance of contemporary Miao batik paintings. 

 
3.2 Data Sources 

The source of data for this study needs to ensure accuracy and representativeness. For the picture 
data of traditional crafts of Miao batik, it will be through the public data of China Intangible Cultural 
Heritage Network and the public data of Guizhou Provincial CPC Committee Propaganda Department. 
For contemporary Miao batik paintings will be based on data provided by the Miao batik inheritors 
themselves or their affiliated art organizations. 

 
The above two data source channels can ensure the authenticity and reliability of the research data. 

China Intangible Cultural Heritage Network is an authoritative website in charge of the central 
government ministries and commissions, and the Propaganda Department of Guizhou Province CPC is 
the highest official propaganda organization in Guizhou Province (a province mainly inhabited by the 
Miao people), and its data are authoritative and authentic, which is suitable by collecting data on the 
traditional batik handicrafts that are classic and representative. At the same time, artists with the title 
of Miao batik inheritor, whose title is vetted and awarded by the government, and research data 
obtained through the inheritor or the organizations they belong to have professionalism and legitimacy, 
making them suitable for the collection of data on the contemporary Miao batik painting as a new and 
innovative art discipline. 

 
This study includes a total of 6 image data sets, among which 5 are images of traditional Miao batik 

handicrafts, four of which (Figures 1, 2, 3, and 5) are sourced from the China Intangible Cultural Heritage 
Network, and one (Figure 4) from the Propaganda Department of Guizhou Province CPC. The remaining 
image (Figure 6) is a contemporary Miao batik painting provided by Ms. Li Qun, an inheritor of Miao 
batik in Guizhou Province, China, who has verbally authorized its use for academic research. The sample 
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selection standard is based on sampling and comparing and analysing the observable formal 
characteristics of the work images. The selected sample is limited in number and therefore may need 
to be expanded further in the future, but the authority and expertise of its sample source can support 
the smooth and accurate conduct of the study. 

 
3.3 Research Steps 

This study will take a qualitative research approach to summaries and generalize the methodological 
system for Miao batik. The specific steps are as follows: 

Establishing the dimensions of analysis: setting specific observational variables through Lauer and 
Pentak's five elements of formalism. 

Visual analysis of traditional Miao batik crafts: Nesting research data related to traditional Miao batik 
crafts into formalist variables and observing the ways in which they manifest the variables. 

Constructing a methodological model: through sample comparison and analysis, combined with 
integration and generalization, the research model is formed by summarizing the commonalities and 
differences of the traditional crafts of Miao batik under the five elements of formalism. 

Validation and Review of Contemporary Batik Painting: Using the research model developed in the 
previous step, we re-analyse the data related to contemporary Miao batik painting and examine its 
performance in the aspects of “inheritance” and “innovation”. To achieve the verification and review of 
the theoretical method. 

Methodological refinement: Based on the review, a set of transferable research methods was 
summarized. This resulted in the ‘UESBR-15’s analytical model. 

 
3.4 Ethical Considerations 

The research subjects of this study are publicly available or authorized picture research data, which 
do not involve research on humans, animals or microorganisms and do not require research ethics 
review. Meanwhile, the source of the data for this study is legal and valid, and it is a legitimate and 
reasonable academic citation. 

4. RESAERCH FINDINGS and DISCUSSION 

4.1 U-Unity 

Findings: The traditional Miao batik handicrafts reflect its unity of form through Formulaic Motif 
Pairing, Symbolic Stylization & Stylistic Consistency, and Color-System Coherence. If contemporary Miao 
batik paintings possess these characteristics, they can be regarded as preserving the traditional Miao 
batik handicraft in terms of “unity”. If they do not possess these characteristics but instead substitute 
other characteristics, they can be considered to have integrated contemporary artistic trends. These 
indicators include: 

 
U1. Formulaic Motif Pairing (main/secondary patterns appear repeatedly in regular combinations, 

such as main motif + small filler patterns). 
U2. Symbolic Stylization & Stylistic Consistency (consistent lines, brushstrokes, white filling methods, 

or graphic abstraction levels). 
U3. Color-System Coherence (limited color range or overall color consistency). 
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This study suggests that the analysis of contemporary batik painting can be observed using the above 
three indicators, with the degree of manifestation of each indicator being assigned a binary value of 0-
1. The cumulative score (0-3) is used to measure the degree to which the analyses artworks preserve 
traditional batik craftsmanship in terms of “unity.” 

 
Discussion: In terms of Formulaic Motif Pairing, the main pattern of this work (Figure 1) is a 

combination of peony flowers and flying birds with butterflies. The peony flowers are all the same 
shape, with one large flower and two smaller flowers on either side, surrounded by birds and butterflies. 
We can see that although the movements of these flowers, birds and butterflies are different, but their 
overall reflects a highly stylized style, with all the petals of the flowers basically the same, and the 
patterns on the wings/feathers of the butterflies and birds basically the same. The combination of 
flowers with birds and butterflies also appears as a classic regular pairing in Miao batik patterns and has 
a specific symbolic meaning. In terms of Symbolic Stylization & Stylistic Consistency, the shape and 
undulating changes of the petals are basically the same, not reflecting realism, but rather presented 
through symmetrical petal combinations and simplified lines, with an overall “one large and two small” 
appearance, while the leaves of the flower are also presented in a symmetrical “one left, one right, and 
one center” form, reflecting the expression of the flower's symbolic meaning. The feather patterns of 
birds and butterflies are divided into equal, uniform lines, reflecting the visual division of the “wings”. 

Their style also reflects consistency, with fine, uniform white lines used for outlining. The abstract 
layers of petal divisions, feather arcs, and dotted or lined white patterns are consistent. In terms of color 
system, the work maintains a dark blue background and white lines, ensuring a high degree of 
consistency in the color tone of the image. 

 
Figure 1 
 
(Source:https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/chuantongtuanbei

mian-huaniaojincu-725.jpg) 

 
 
 
It can thus be seen that the Miao batik traditional handicraft has the characteristics of Formulaic 

Motif Pairing, Symbolic Stylization & Stylistic Consistency, and Color-System Coherence in terms of 
“Unity” 
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4.2 E-Emphasis and Focus Point 

Findings: The Miao batik traditional handicraft embodies its formal characteristics of “emphasis and 
focus Point” through Brightness Contrast for Clear Focus, Contrasts of Line Density & Weight, and The 
Compositional Strategy Directs Focus. Contemporary Miao batik -painting can be regarded as inheriting 
traditional Miao batik handicrafts in terms of “emphasis and focus point” if it possesses these 
characteristics. If it does not possess them, but instead has other characteristics, it can be regarded as 
a fusion of contemporary art trends. These indicators include: 

 
E1. Brightness Contrast for Clear Focus (this contrast is strong in a certain area or overall). 
E2. Contrasts of Line Density & Weight (these contrasts are significantly increased in certain areas). 
E3. Compositional Strategy (axis symmetry, radial, circular, and so on) Directs Focus.  
 
This study suggests that the analysis of contemporary batik painting can be conducted using the 

above three indicators, with each indicator being assigned a binary value of 0–1. The cumulative score 
(0–3) is used to measure the degree to which the analyses works preserve traditional batik 
craftsmanship in terms of “emphasis and focus Point.” 

Discussion: In terms of Brightness Contrast for Clear Focus, this work (Figure 2) uses a dark blue 
background with white patterns. The artwork itself has a high degree of brightness contrast. On the 
outer edge of the artwork, the artist has emphasized the brightness contrast of the swirl patterns in the 
four corners of the image, while weakening the contrast of the swirl patterns on the four sides. At the 
same time, strengthening the brightness contrast of the pattern in the center of the image, this 
treatment has a clear focusing effect. In terms of Contrasts of Line Density & Weight, the swirling 
patterns in the central area of the painting feature densely rotating lines, combined with the dense 
feather textures of the butterfly and bird patterns. This combination creates a visually “dense area,” 
which contrasts with the relatively simple outer edges, reinforcing the contrast between the density 
and sparseness of the lines. At the same time, in the swirl patterns on the image, the outer lines of each 
swirl are relatively thick, while the inner lines are relatively thin, which reinforces the visual tension of 
the swirl patterns. In terms of composition strategy, the work adopts a circular composition, with the 
origin of the vortex surrounded by vortex patterns, surrounded by butterfly and bird patterns, and 
outermost surrounded by vortex patterns, reflecting visual focus guidance. 
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Figure 2  

(Source:https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/yangfanglaranzuo
pin.JPG) 

 

 
 
As can be seen, the traditional Miao batik handicrafts exhibit the following characteristics in terms 

of “Emphasis and Focus Point”: Brightness Contrast for Clear Focus, Contrasts of Line Density & Weight, 
and The compositional strategy directs the viewpoint. 

 
4.3 S-Scale and Proportion 

Findings: The traditional Miao batik handicrafts reflect its formal characteristics of “Scale and 
Proportion” through the Clear Principal–Auxiliary Scale Hierarchy, the Graded Scale Transitions, and the 
Motif-to-Format Commensurability. Contemporary Miao batik painting can be considered to have 
inherited traditional Miao batik handicrafts in terms of "scale and proportion" if it possesses these 
characteristics. If it does not possess these characteristics but instead has other characteristics, it can 
be considered to have integrated other contemporary artistic trends. These indicators include: 

 
S1. Clear Principal–Auxiliary Scale Hierarchy (the main image is large, and the auxiliary image is 

small). 
S2. Graded Scale Transitions (from large-scale patterns to small-scale patterns, with a continuous 

transition from large to small). 
S3. Motif-to-Format Commensurability. 
 
This study suggests that the analysis of contemporary batik painting can be conducted using the 

above three indicators, with each indicator being assigned a binary score of 0–1. The cumulative score 
(0–3) is used to measure the degree to which the analyses works preserve traditional batik 
craftsmanship in terms of “scale and proportion”. 
 

Discussion: This artwork (Figure 3) shows a clear pattern of differences between the main, auxiliary, 
and filling elements in terms of the Clear Principal–Auxiliary Scale Hierarchy. The main pattern is the 
eight-petal flower pattern in the center of the picture, which is the largest in size and centrally located, 
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clearly serving as the visual focal point. The auxiliary pattern is a large circular flower cluster with four 
corners. Although it is large in scale, but located in the periphery of the picture, it is subordinate to the 
center in terms of visual effect. The fill pattern consists of small swirls, dots, and leaf patterns around 
the edges, serving to fill the picture. In terms of graded scale transitions, this work presents a series of 
progressively larger layers, with the largest being the eight-petalled flower in the center, followed by 
the large circular flower clusters around the edges, the medium-sized leaf patterns in the corners of the 
image, the small-scale swirl decorations, and the tiny dots. In terms of motif-to-format 
commensurability, the eight-petal flower pattern in the center of the image and the four flower clusters 
around it form a “cross + diagonal” spatial layout, filling the image without leaving too much blank 
space. This layout method matches the size and shape of the frame, ensuring overall balance and 
harmony. 

 

Figure 3  

(Source:https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/laranchengpin(2).j
pg) 

 

 
 
It can thus be seen that the traditional Miao batik handicrafts possess the characteristics of a clear 

principal-auxiliary scale hierarchy, graded scale transitions, and motif-to-format commensurability in 
terms of “scale and proportion”. 

 
4.4 B-Balance 

Findings: The traditional Miao batik handicrafts embody its “balance” form characteristics through 
overall symmetry, partial symmetry, and the Four-quadrant counterweight approach. Contemporary 
Miao batik painting that possesses these characteristics can be regarded as preserving the traditional 
Miao batik handicrafts in terms of “balance”. If it lacks these characteristics and instead incorporates 
other features, it can be considered to have integrated contemporary artistic trends. These indicators 
include: 

 
B1. Overall symmetry (symmetry along an axis or radial symmetry) or obvious overall balance.  
B2. Partial symmetry (symmetry in partial areas or partial patterns of the image).  

https://doi.org/10.18844/gjae.v16i1.9985


Wu, J., & Ramli, H. (2026). An assessment method for the formal language of contemporary miao batik painting: 
An operational framework model based on “UESBR-15”. Global Journal of Design Art and Education, 16(1), 
1-19. https://doi.org/10.18844/gjae.v16i1.9985  

 

  11 

B3. Four-quadrant counterweight approach (the visual weight of each area of the image is generally 
equal). 

 
This study suggests that the analysis of contemporary batik painting can be conducted using the 

above three indicators, with each indicator being assigned a binary score of 0–1. The cumulative score 
(0–3) is used to measure the degree to which the analyzed works preserve traditional batik 
craftsmanship in terms of “balance.” 

 
Discussion: This work (Figure 4) exhibits obvious radial symmetry in terms of overall symmetry or 

obvious overall balance. The three fish in the picture are evenly spaced at 120-degree angles, extending 
outward from the center, forming a typical three-way radial symmetry that reflects balance and a sense 
of cyclic feeling. In terms of partial symmetry, the fish tails and heads in this work exhibit obvious partial 
symmetry, and the distribution of the fish scales also forms a left-right symmetry. The movements of 
each fish are also symmetrical, and their arrangement in relation to each other also exhibits a balanced 
effect of alternating responses. In terms of the four-quadrant counterweight approach, although the 
image appears triangular in visual terms, the angles are nearly equal, presenting the characteristics of 
an equilateral triangle. The visual weight of each area is distributed equally across the entire image area, 
so that although the shapes of the four quadrants are different, their counterweights are nearly equal. 

Figure 4  

(Source: https://mp.weixin.qq.com/s/jW_rvw1dPzHJFL00rh-4HQ) 
 

 
 
It can thus be seen that the traditional Miao batik handicrafts exhibit characteristics of overall 

symmetry or obvious overall balance, partial symmetry, and a four-quadrant counterweight approach 
in terms of “balance.” 

 
4.5 R-Rhythm 

Findings: The traditional Miao batik handicrafts embody its “rhythm” form characteristics through 
the use of linear strokes repeated consistently, strokes spaced at regular intervals, and the episodic 
incorporation of rhythms into the process. Contemporary Miao batik painting can be considered to have 
inherited the traditional Miao batik handicrafts in terms of “rhythm” if it possesses these characteristics. 
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If it does not possess these characteristics but instead has other characteristics, it can be considered to 
have integrated other contemporary artistic trends. These indicators include: 

 
R1. Linear strokes repeat consistently (similar in strength, thickness, and density).  
R2. Strokes are spaced in regular intervals (approximately arithmetic or traceable regularity).  
R3. Process Episodic Incorporation of Rhythms (cracks/stains are absorbed as readable rhythmic 

elements). 
 
This study suggests that the analysis of contemporary batik painting can be conducted using the 

above three indicators, with each indicator being assigned a binary score of 0–1. The cumulative score 
(0–3) is used to measure the degree to which the analyzed artwork inherits traditional batik 
craftsmanship in terms of “rhythm.” 

 
Discussion: In terms of linear strokes repeating consistently, the petals and surrounding swirls (or 

scrollwork) in this pattern (Figure 5) maintain relatively consistent strength and density. Both the outer 
swirls and the flower patterns inside the flowers show the beauty of uniform brushstrokes and 
consistent rhythm. In terms of strokes are spaced in regular intervals, the swirls (or scrollwork) in the 
image appear at equal intervals, and the dot patterns surrounding the swirl patterns or dividing lines 
also appear at equal intervals. The large white color area of the outer sawtooth pattern of the flower 
cluster creates a certain rhythmic variation with the other patterns in the image, but the sawtooth 
pattern surrounds the flower cluster, with the sawtooth patterns appearing at equal intervals, 
demonstrating a typical rhythmic structure. In terms of the Process Episodic Incorporation of Rhythms, 
cracks can be observed in the sawtooth pattern, and there is seepage along the outer border lines. These 
occasional phenomena do not disrupt the image but rather reflect the aesthetic concept of traditional 
Miao handicrafts, which acknowledges the uncertainty of manual work and incorporates it as part of 
the image elements and decorative content. 

Figure 5  

(Source:https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/laranchengpin(2).j
pg) 
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As can be seen, the traditional Miao batik handicrafts exhibit the following characteristics in terms 
of “rhythm”: Linear strokes repeat consistently, Strokes are spaced in regular intervals, and Process 
Episodic Incorporation of Rhythms. 

 
4.6 Theoretical Verification and Review - Based on the “UESBR-15” Analysis Model 
 
This artwork (Figure 6) was provided and authorized in 2024 by Li Qun, a Miao batik inheritor of 

Guizhou Province, China, for research purposes. It depicts Miao women playing Lusheng instruments at 
the Lusheng Festival, with a phoenix in the background. The following is an analysis of the “UESBR-15” 
model of this artwork: 

Figure 6:  

Li Qun's contemporary Miao batik painting. (Image from artist.) 
 

 
 

U: 
U1 (Formulaic Motif Pairing): (Not present, +0) Although the figure and the phoenix pattern behind 

it are drawn in a somewhat formulaic manner (for example, the patterns on the figure are formulaic 
classic patterns), but the Miao woman wearing traditional clothing, whose clothing patterns themselves 
have formulaic characteristics, would be drawn in this way in other types of paintings. However, due to 
the limited number of figures in traditional batik craftsmanship, the combination of figures and 
phoenixes in the painting itself is not a classic formulaic combination. Therefore, this work does not 
exhibit the characteristics shown in U1. 

 
U2 (Symbolic Stylization & Stylistic Consistency): (Present, +1) The lines in this work are basically 

uniform, which means that they are outlined with a single line and then filled in with fine, dense lines. 
The lines are mostly smooth curves or straight lines, with no major turns. Another example is the 
patterns on the figures' clothing, which ignore the folds and creases of the fabric and instead use 
traditional classic patterns drawn directly in a flat manner, reflecting a subjective decision to preserve 
the symbolic characteristics of the image. Therefore, this artwork shows the characteristics of U2. 
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U3 (Color-System Coherence): (Present, +1) Although this work does not use the traditional batik 
color scheme of contrasting blue and white, its main colors are black, dark red, and earth yellow. These 
three colors create a noticeable consistency and give the overall work a warm gray tone. Therefore, this 
work embodies the characteristics shown in U3. 

 
E:  
E1 (Brightness Contrast for Clear Focus): (Present, +1) The contrast of the brightness of the image is 

strong, with all lines and colors having relatively low brightness, creating a sharp contrast with the 
figure's face, chest, hands, and other areas, making the focus of the painting well defined. Therefore, 
this work exhibits the characteristics shown in E1. 

 
E2 (Contrasts of Line Density & Weight): (Not present, +0) All lines in the image are of equal thickness, 

with no obvious contrast in thickness. At the same time, although the lines of the faces, chests, and 
hands of the figures in the painting are relatively sparse, creating a certain contrast in density with other 
areas, this contrast is limited in scope and confined to specific parts of the painting. There is no obvious 
or widespread contrast in density throughout the entire work. Therefore, this work does not exhibit the 
characteristics shown in E2. 

 
E3 (Compositional Strategy Directs Focus): (Not present, +0) This work is centered on the figure, 

which occupies a large area of the composition. There are no obvious elements of encirclement, 
symmetry, or radial orientation in the composition, and the overall composition is relatively loose. 
Therefore, this work does not exhibit the characteristics indicated by E3. 

 
S: 
S1 (Clear Principal–Auxiliary Scale Hierarchy): (Present, +1) This work displays different patterns at 

different levels, with the figures being the largest, followed by the skirts and feathers, and then the 
accessories and fluff of the figures or phoenixes, which are smaller, making the hierarchical relationship 
in the picture clear. Therefore, this work exhibits the characteristics shown in S1. 

 
S2 (Graded Scale Transitions): (Present, +1) This work has a clear scale gradient transition 

relationship, such as the largest figures, followed by skirts and feathers, and the smallest pattern details 
or smaller objects. This results in a clear hierarchical relationship in the work, but some areas may not 
be smooth enough, such as the sudden density of the skirt, but overall, this work exhibits the 
characteristics shown in S2. 

 
S3 (Motif-to-Format Commensurability): (Present, +1) The main motifs of this work combine to form 

a rectangle that matches the frame, with no parts extending beyond the frame or appearing noticeably 
empty or compressed. Therefore, this work exhibits the characteristics shown in S3. 

 
B: 
B1 (overall symmetry or obvious overall balance): (present, +1) This work does not have overall 

symmetry, but it does have a sense of overall balance. The density of lines in each part of the 
composition is relatively consistent, with no large areas of blank space left. The composition can be 
roughly symmetrical along the central axis, with the figure in the center of the composition and the 
phoenix as the background, with one part on the far left and the other on the far right. Therefore, this 
work exhibits the characteristics shown in B1. 
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B2 (partial symmetry): (present, +1) This work exhibits obvious partial symmetry, primarily 

manifested in the strict symmetry of the decorative patterns in the details. Therefore, this work exhibits 
the characteristics shown in B2. 

 
B3 (Four-quadrant counterweight approach): (Present, +1) The main patterns of this work combine 

to form a rectangle. When divided into four quadrants, each quadrant has a similar density of lines, 
resulting in a balanced counterweight effect. Therefore, this work exhibits the characteristics shown in 
B3. 

R:  
R1 (Linear strokes repeat consistently): (Present, +1) This work uses basically consistent lines, that is, 

finely drawn single lines, and the lines are mainly smooth and curved, with no sharp turns. In some areas 
(such as the skirt and feathers), one line pattern is repeated. Therefore, this work exhibits the 
characteristics shown in R1. 

 
R2 (Strokes are spaced in regular intervals): (Present, +1) The periodicity of the brushstrokes in this 

work is mainly reflected in the decorative clothing patterns and phoenix feather patterns. For example, 
the parallel lines on the skirt hem are regular, and the curves of the feathers are repetitive. Therefore, 
this work exhibits the characteristics shown in R2. 

 
R3 (Process Episodic Incorporation of Rhythms): (Not present, +0) This work does not exhibit any 

incidental process factors such as cracks or seepage. This is because the work may have been created 
directly using dye as the painting medium, without the use of traditional wax liquid. Therefore, this work 
does not exhibit the characteristics shown in R3. 

 
The following (Table 1) is a score display table for this work based on the “UESBR-15” analysis model: 
 
Table 1:  
Scoring table for Li Qun's contemporary Miao batik painting based on the “UESBR-15” analysis model 
 

Formalistic elements Specific indicators of the model score 

Unity U1. Formulaic Motif Pairing 0 

U2. Symbolic Stylization & Stylistic Consistency 1 
U3. Color-System Coherence 1 

Emphasis and Focal Point E1.Brightness Contrast for Clear Focus 1 
E2. Contrasts of Line Density & Weight 0 
E3. Compositional Strategy Directs Focus 0 

Scale and proportion S1. Clear Principal–Auxiliary Scale Hierarchy 1 
S2. Graded Scale Transitions 1 
S3. Motif-to-Format Commensurability 1 

Balance B1. overall symmetry 1 
B2. partial symmetry 1 
B3. Four-quadrant counterweight approach 1 

Rhythm R1. Linear strokes repeat consistently 1 
R2. Strokes are spaced in regular intervals 1 
R3. Process Episodic Incorporation of Rhythms 0 

total score 11 
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As can be seen, this work scored 11 based on the “UESBR-15” analysis model. This score indicates 

that the work has effectively absorbed the artistic traditions of traditional Miao batik handicrafts while 
also demonstrating a certain degree of innovation. It falls under the “strong inheritance/mature fusion” 
category. 

 
Based on the theoretical verification and review of this sample (Figure 6), the researchers also invited 

five other scholars (including four Chinese scholars and one Malaysian scholar) to conduct a re-
evaluation. The test results were consistent, with all works classified as “strong inheritance/mature 
fusion” type, demonstrating the objectivity, stability, and operability of this assessment model. 

5. CONCLUSION 

Based on the above discussion, the research model established in this study is aimed at 
contemporary Miao batik painting or other art forms based on traditional Miao batik handicrafts that 
have been adapted for contemporary use, to evaluate their degree of traditional inheritance and 
contemporary integration. The direct indicators include 15 items: 

U1. Formulaic motif pairing (primary/secondary patterns appear repeatedly in fixed combinations, 
such as main pattern + small filler patterns).    

U2. Symbolic stylization & stylistic consistency (consistent line types, brushstrokes, white space filling 
methods, or levels of graphic abstraction).    

U3. Color-System coherence (consistent color areas or overall color trends).   

E1. Brightness contrast for clear focus (this contrast is strongly evident in a specific area or overall).    

E2. Contrasts of line density & weight (these contrasts are significantly enhanced in a specific area).    

E3. The compositional strategy (axis symmetry, radial, or circumferential, and so on) directs focus. 

S1. Clear principal–auxiliary scale hierarchy (main image scale is large + auxiliary image scale is small).   

S2. Graded scale transitions (there is a continuous transition from large-scale patterns to small-scale 
patterns).   

S3. Motif-to-Format commensurability. 

B1. Overall symmetry (axis symmetry or radial symmetry) or obvious overall balance.    

B2. Partial symmetry (symmetry in partial areas or patterns of the image).    

B3. Four-quadrant counterweight approach (overall visual weight of each area of the image are 
equalized).    

R1. Linear strokes repeat consistently (force, thickness, and density are generally consistent).    

R2. Strokes are spaced in regular intervals (approximate arithmetic progression or traceable 
regularity).    

R3. Process episodic incorporation of rhythms (cracks/stains are created and absorbed as traceable 
rhythms).   
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In the assessment criteria, each of the above indicators is scored 1 if it is present and 0 if it is not. 
The total score is 15. 

Based on the above analysis and scoring rules, we can classify the final scores as follows:  

strong inheritance/mature fusion type (score 11–15): retains both symbols and procedures and 
completes contextual translation in a contemporary form.  

mixed transition type (6–10): satisfies several elements but at the same time shows a greater degree 
of fusion.  

style drift type (0–5): few formal identifiers and weak inheritance information. 

This study also invited five scholars (specializing in ethnic art/visual art) to evaluate 20 other 
contemporary Miao batik painting (data sourced from publicly available images online or provided by 
the artists' affiliated organizations, with the artists being contemporary Miao batik painting artists Xiong 
Zonghui, Xiong Zhaomei, Hong Fuyuan, and Huang Kegang, with five works each). These works were 
analyzed independently and single-blind based on the “UESBR-15” model system. These works comprise 
a total of 300 indicators (20 works, each with 15 analytical indicators), with a Fleiss’κ consistency score 
of 0.80. This indicates that the subjectivity of this analytical model is relatively low, and its analytical 
results are relatively reliable. 

This study developed an operational “UESBR-15” model system based on Lauer and Pentak's 
formalist theory framework, which can be used to verify image data of contemporary Miao batik 
painting or other art forms based on traditional Miao batik handicrafts. Its contribution lies in: (1) 
breaking down the five elements into 15 measurable standards, providing an effective assessment tool 
that is identifiable, reusable, and transferable. (2) This evaluation model converts abstract concepts 
such as “heritage” and “innovation” into specific, quantifiable data that can be compared, such as the 
0-15 score data, which can help the research in this field become more concrete and readable. (3) This 
model system is a transferable operating system that can be used in areas such as intangible cultural 
heritage archiving, art education, exhibition evaluation, and intangible cultural heritage assessment. (4) 
Provide theoretical reference for other countries to guide the modernization of traditional crafts and 
continue the subject. 

Ethical Approval: The subjects of this study were publicly available photographic data and did not 
involve human participants, nor animals or microorganisms, and therefore ethical approval was not 
required. 

Data Availability Statement: All dependent data for the results are provided in the body of the 
paper and no other source data is required. Visual sources cited in the study are from publicly 
available sources listed in the references. 

Grant information/Funding: This study was not funded by any organization. 
 
 
REFERENCES 

 
Arnheim, R. (1954). Art and visual perception: A psychology of the creative eye. Univ of California Press. 

https://erickimphotography.com/blog/wp-content/uploads/2017/08/art-and-visual-
perception.pdf  

https://doi.org/10.18844/gjae.v16i1.9985
https://erickimphotography.com/blog/wp-content/uploads/2017/08/art-and-visual-perception.pdf
https://erickimphotography.com/blog/wp-content/uploads/2017/08/art-and-visual-perception.pdf


Wu, J., & Ramli, H. (2026). An assessment method for the formal language of contemporary miao batik painting: 
An operational framework model based on “UESBR-15”. Global Journal of Design Art and Education, 16(1), 
1-19. https://doi.org/10.18844/gjae.v16i1.9985  

 

  18 

Bell, C. (1914). Art. London: Chatto & Windus. 
https://www.scirp.org/reference/referencespapers?referenceid=573701  

Bo, H. (2014, December). Study on the batik patterns and crafts of the Miao costumes in northwestern 
Guizhou province. In 2014 2nd International Conference on Advances in Social Science, 
Humanities, and Management (ASSHM-14) (pp. 250–254). Atlantis Press. 

Chen, Z., Ren, X., & Zhang, Z. (2021). Cultural heritage as rural economic development: Batik production 
amongst China's Miao population. Journal of Rural Studies, 81, 182-193. 
https://www.sciencedirect.com/science/article/pii/S0743016720300097  

China Intangible Cultural Heritage Expo. (n.d.). [Image]. China Intangible Cultural Heritage Expo. 
Retrieved August 25, 2025, from 
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/chuantongtuanbeimi
an-huaniaojincu-725.jpg  

China Intangible Cultural Heritage Expo. (n.d.). [Image]. China Intangible Cultural Heritage Expo. 
Retrieved August 25, 2025, from 
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/laranchengpin(2).jpg  

China Intangible Cultural Heritage Expo. (n.d.). [Image]. China Intangible Cultural Heritage Expo. 
Retrieved August 25, 2025, from 
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/yangfanglaranzuopin.
JPG  

China Intangible Cultural Heritage Network (中国非物质文化遗产网). (n.d.). Miao batik technique. 

Retrieved July 31, 2025, from https://www.ihchina.cn/art/detail/id/14300.html  
Fan, Y. (5th century). Book of the Later Han (Vol. 76: Accounts of the Southern Barbarians and 

Southwestern Barbarian) [Ji Gu Ge Mao’s woodblock edition]. 
Lauer, D. A., & Pentak, S. (2012). Design Basics (8th ed.). Boston, MA: Wadsworth, Cengage Learning. 
Li, R. (2025). The application of traditional batik techniques from Southwest China in contemporary 

handmade batik art. Screen Printing Industry, (1), 13–15. 
Mo, F. L. (2022). Miao Batik Artist Wang Yao from Western Hunan: His Works Have Been Featured on 

World Postage Stamps, and His Bold Innovations Bring Intangible Cultural Heritage to Life. 
Pengpai News. Retrieved from https://m.thepaper.cn/baijiahao_16242813  

Publicity Department of the CPC Guizhou Provincial Committee. (n.d.). [Image]. Retrieved August 25, 
2025, from https://mp.weixin.qq.com/s/jW_rvw1dPzHJFL00rh-4HQ  

Quan, K., & Wang, J. (2025). Development of Anshun intangible cultural heritage batik based on NVivo 
analysis. Social Sciences & Humanities Open, 11, 101287. https://doi.org/10.2139/ssrn.4963697  

Tong, J. Y. (2024). The cultural inheritance of wax dyeing painting. Art Panorama, (08), 107-109. 
https://doi.org/10.1111/doi:CNKI:SUN:YSDG.0.2024-08-043.  

UNESCO. (2003). Convention for the Safeguarding of the Intangible Cultural Heritage. Paris: UNESCO. 
Wei, Z. Y. (2019). The application of traditional wax dyeing techniques in the creation of wax dyeing 

paintings (Master’s thesis, Shandong University of Art & Design). 
https://kns.cnki.net/KCMS/detail/detail.aspx?dbname=CMFD201902&filename=1019132196.
nh  

Wu, J., & Ramli, H. (2024). Analysing Li Qun and her Miao batik paintings from a research perspective. 
International Journal of Latest Research in Humanities and Social Science, 8(5), 23–30. 
https://ijlrhss.com/paper/volume-7-issue-7/12-HSS-2829.pdf  

Wu, Q. L. (2017). “Broken” realm: The self-narrative of wax dyeing painting language. Artwork, (06), 84-
86. https://doi.org/10.1111/doi:CNKI:SUN:MYLM.0.2017-06-019.  

https://doi.org/10.18844/gjae.v16i1.9985
https://www.scirp.org/reference/referencespapers?referenceid=573701
https://www.sciencedirect.com/science/article/pii/S0743016720300097
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/chuantongtuanbeimian-huaniaojincu-725.jpg
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/chuantongtuanbeimian-huaniaojincu-725.jpg
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/laranchengpin(2).jpg
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/yangfanglaranzuopin.JPG
https://www.cnfyblh.com/Public/Uploads/uploadfile/images/20201020/yangfanglaranzuopin.JPG
https://www.ihchina.cn/art/detail/id/14300.html
https://m.thepaper.cn/baijiahao_16242813
https://mp.weixin.qq.com/s/jW_rvw1dPzHJFL00rh-4HQ
https://doi.org/10.2139/ssrn.4963697
https://doi.org/10.1111/doi:CNKI:SUN:YSDG.0.2024-08-043
https://kns.cnki.net/KCMS/detail/detail.aspx?dbname=CMFD201902&filename=1019132196.nh
https://kns.cnki.net/KCMS/detail/detail.aspx?dbname=CMFD201902&filename=1019132196.nh
https://ijlrhss.com/paper/volume-7-issue-7/12-HSS-2829.pdf
https://doi.org/10.1111/doi:CNKI:SUN:MYLM.0.2017-06-019


Wu, J., & Ramli, H. (2026). An assessment method for the formal language of contemporary miao batik painting: 
An operational framework model based on “UESBR-15”. Global Journal of Design Art and Education, 16(1), 
1-19. https://doi.org/10.18844/gjae.v16i1.9985  

 

  19 

Zangwill, N. (1999). Feasible aesthetic formalism. Noûs, 33(4), 610-629. 
 

 

https://doi.org/10.18844/gjae.v16i1.9985

