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[Abstract]

Mononoke(2007), [which aired in Noitamina, attracted critical attention for its distinctive engagement with ukiyo-e aesthetics.
The release of a theatrical film in 2024 underscores its continuing relevance. This study examines how the series preserves and
reinterprets the visual characteristics of ukiyo-e within the context of contemporary animation. After outlining key features of
ukiyo-e—such as flattened composition, non-linear spatial layering, saturated colour palettes, and ornamental patterning—the
analysis compares selected episodes with traditional ukiyo-e paintings to investigate compositional structures and representational
strategies. The findings demonstrate that the series reconfigures ukiyo-e aesthetics within a digital medium through deliberate shifts
between flat and perspectival space, the seamless integration of figures and background patterns, and the restrained movement
characteristic of limited animation. In doing so, the series establishes a distinct visual logic that departs from the conventional
emphasis on naturalistic motion and spatial depth in mainstream animation. These results demonstrate how traditional aesthetics

can assume new functions through mediation and adaptation.
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“Original Japanese inscriptions appear in the historical artwork.
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Fig. 2. The fifty-three stations of the Tokaido - Fujisawa,
1833-1834, woodblock print
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“Original Japanese inscriptions appear in the h|stor|cal artwork.
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Fig. 3. Kitagawa Utamaro, Taikd’s five wives enjoying the
eastern capital, woodblock print, ca. 1804

“Original Japanese inscriptions appear in the historical artwork.
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Fig. 4. Utagawa Hiroshige, Asakusa Kinrydzan, woodblock
print, 1856
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Fig. 5. Posters of Hozuki's Coolheadedness and Miss
Hokusai
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Fig. 7. A scene using non-perspectival composition in the
“Umibozu” and “Nopperabd” episodes
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Table 1. Spatial characteristics by episode
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Eplss;ifé"eﬂme Main Space No—Perspective Use Perspective Use Visual Effect
Zashiki-warashi . . Frequenlt uge of one—pomt The indoor ghost-story setting emphasizes
) . Rare; appears mainly perspective in corridors and
(Part 1, Inn interior . fear and unknown spaces through depth
. K when the yokai emerges | rooms to create a sense of ) !
14:51-15:01) ) created by perspective (see Fig. 8)
confinement
. ) ) Flattened seascapes weaken realism and
Umibdzu . One—point perspective ) : . . .
Sea / Used in sea scenes and L ; . direct attention to symbolic emotion, while
(Part 3, ; . . applied in the ship cabin to ) X
. ) ship cabin emotional moments . . perspectival cabin space adds a sense of
14:28-14:36) reinforce spatial depth ;
enclosure and pressure (see Fig. 7)
Noppe-rabd Interior / Common in flashbacks Sta‘r‘wdard perseectlve used in | Shifts in pe[‘spegtl\{’e V|su?lly mark tpe bourjdary
(Part 3, flashbacks and hallucina—tions real-world” scenes to between “reality” and "memory,” revealing
13:20-13:30) contrast with flashbacks psychological states (see Fig. 7)
_ ) Extreme perspective angles
B?Ezrtnsko m%ﬁitﬂ:?a\iel Used in emotionally used in hallways and Extreme perspective distortion produces strong
. N ’ intense symbolic scenes passages to maximize visual impact and intensifies narrative tension
12:43-12:53) corridors tension
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Table 2. Pattern and color features by episode
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Episode/Time Range | Dominant Visual Feature

Specific Expression

Visual Effect

Zashiki-warashi Strong use of

Entire frame built with blue—gray,

Ukiyo—e color atmosphere is strongly sustained

(Part 1, 14:51-15:01) | high—saturation colors ultramarine, and red tones throughout the episode
Umibozu Dense patterns blending Patterns packed in the cabin and As the episode centers on recollection, attention
(Part 1. 12:40-12:50) characters and costumes: bpz)undaries become unclear shifts to the face while the background gains an
T . background ’ unreal, dreamlike tone
. Black and gray dominate; bright Color contrast sharply visualizes the
NL.Je . Overall dark-tone high—saturation colors appear only with protagonist’s “goodness” vs. the world’s
(Part 1, 16:10-16:20) palette

the protagonist

“darkness”

Entire Mononoke
(Part 2, 09:05-09:15)

High pattern density and
strong color contrast

Overall dense patterning and very strong
contrasts

High contrast and dense patterns create striking
visual impact and solidify the series’ unique style
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Table 3. Animation technique comparison

A q Mainstream
Animation “ i »
. Ukiyo—e—style Mononoke
Technique S
Animation
Frame count 8-12 fps 4-6 fps
(Full Animation) (Limited Animation)
. Smooth, continuous More jumpy,
Range of motion intermittent
movement
movement
Duration of still
frames Approx. 0.5-1 sec Approx. 3-5 sec

Background
ornamentation +
subtle facial cues

Narrative focus Character motion

Elaborate
backgrounds,
simplified motion
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backgrounds,
emphasized motion
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Table 4. Summary of visual strategies
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Visual Element

Common Practices in Ukiyo—e

Common Practices in “Ukiyo—e—style”

Animation

Mononoke’s Reinterpretation

Spatial
representation

Flat composition, absence of
vanishing points, bird’s—eye views,
layered foreground—-middleground—

background (see Fig. 2)

Primarily one— or two—point
perspective, emphasis on 3D depth;
flatness used only as a minor stylistic

device (see Fig. 6)

Repeated shifts between flat and
perspectival space; flatness
concentrated in memory and

hallucination scenes (see Figs. 7 and 8)

Pattern & color

Extensive use of patterns in clothing
and backgrounds; high—saturation
mineral pigments; strong contrast

and ornamentality (see Figs. 3 and 4)

Traditional patterns used as accents;
overall palette is soft and unified;
limited use of high—saturation colors

(see Fig. 6)

Maintains vivid colors and large pattern
areas while intensifying “pattern density”
and “character-background fusion”;
face kept relatively simple (see Figs. 9,
10, and 12)

Motion
representation

Static print-like format; no actual
movement; motion implied through
lines and composition (see Fig. 3)

Near-Full Animation; smooth,
continuous motion; simplified
backgrounds (“Miss Hokusai”,

00:37:15-00:37:25)

Limited Animation with “complex
backgrounds—simple motion”; reduced
frame count and extended still frames

(“Umibozu” (Part 2, 02:30-02:40)
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