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Abstract

Visual rhetoric is a means of maximizing communication efficiency through conscious processing
of images, playing a crucial role in animation that heavily relies on visual narrative. The works of
renowned Japanese animation director Otomo Katsuhiro present a strong personal style and con-
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temporary characteristics visually, and it is of great significance to analyze them within the scope
of visual rhetoric. This article first traces the historical evolution of visual rhetoric in rhetoric and
elaborates on the feasibility and necessity of incorporating animation into the research of visual
rhetoric. Then, using the framework of visual rhetoric analysis, this paper explores the specific
forms and methods of Otomo Katsuhiro’s efficient communication of the connotation of his works
from three perspectives: visual grammar, visual discourse, and visual culture, in order to provide
new ideas for the efficient communication of the connotation of works in animation.
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Figure 1. Visual rhetoric analysis framework
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Figure 2. The request interaction between the female lead Timo and the audience in METROPOLIS
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Figure 3. The “up-down” representation of information values in the Composition Meaning of Cannon Fodder

B3 (Ktzi) MEBENHESEN “£- T 43°

DOI: 10.12677/design.2024.92217 320 wit


https://doi.org/10.12677/design.2024.92217

L, etk

R, ISR EMSUTEHEBALN —Rd, B T AAESEAEE ERBUISGR SHEIR KRR, TS
HIRAR - LRI OR RO 3). 7R B A A T A b7 B2 405 BN, 1A T N 2 = AN B,
[F B /N 55 208 s R IA AR B O TR N — I RTGTF IR, WE THENES. RIFENRIEISHAET
ERM RIS, T HE R ERARRE S E SRS RS E SR, AT 77 )
1 B S I BAR, RE G iR A B ELSE . BT AR I, AT EANE S A B4 S R A
BT RE BAE AL R AT SRR, T EALA A TR S A R EAR S s CA S AR A,
Z ] LA 23 At 9

(=) EERR T

1B K R B B S0k RANE ERIXTIE K R o 18 R Geiok RAEAE U BUE LS 7 o 1 S0 3 35
Yrh, ZRRBOVMEH AL 5 B, SN EBRESCT “ait” 1), BURBIEEIEA RN
SCFI R HAL . TAESIAS MG, JUIEEAE S, BB RPN IE R R G R A o aE”
AL R B e 1 S [ SR AE B RS EE, B R 5% B E S TR 4ERE H IR AR ST
[fil. FERAGLFEMTH (WL AFEE) KPR SER R B, 2K R SR

HLER NFEERE) KA. HRARA] . KRR A FHIL R SR L) BIoRE. X
ROEFENTR) (UL ASEERY IR, — B R Ak BELSR, WAREEE M
B, RV Z LA N R NTE D) . %4k LY “Coming Soon” 5 “Robot Carnival” T a4 iE B ¢
R BT, BRI . T TEIA SRR ERH S AT 52 B BRI R e B S T S R R
“B7 . fEiZAEY, BAERXRFEA SRS EAEN R, Maf M FEMER ST, i
MBS E R ERMES, MR STt R FORAEMAE, —FWRZLFEEE T —FRER
S FRER, 8T RA—%F, W4 “Robot Carnival” (HLEE A %) FHREIAN B 2% H BLAE i T
[FJIEF 8L, “Robot Carnival” {EFAFH KBS T 5 8 BIVREL . BRIERIS 5B OO K 718 BRS¢
. Carnival BAFEFHE, 75 HEAM & b N2 BAERE R g2, FIE . R SIIZ A 5% AE AR 1 i
o A SRR TR EORHLAS E0 m) A R S MR AR YR, TG o R IR R B0E 3, THR T 38
R EART S TR IERIZXFRFRINERISCR, BE 7 BMRITTRIEE AN & M IRK &R B R

1E (HLas ANFEEAE) S5, W8 TP RANESE S MR . XM ERMIANERNLES, K IH AR i b
et ATt SR AFEMRZ, AR V& H AR, “Robot Carnival” XA HLIAZET H IR F 2
PRI 4)o OB 1F B¢ R XA G UME AR R R “AFH” fE— OB A &R,
SERMES, VEHFRMESES, — AR RS, 507 T B H AR A B AR .
HULATE R R, DK Ul S EONRHIER) “FFE” 4iR)E, e HAR G 8B riesy,
S IRE X BR EUR AN R LS SRR, HEIHIE 13X — R

Figure 4. The dialogue relationship between sunset and text in ROBOT CARNIVAL
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Figure 5. The metaphor between the little boy and the throne in stage photo of AKIRA
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