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Abstract 

 

This thesis explores the interplay between the theories of Chinese yijing () and western 

affect. It focuses on the aesthetics of yijing and its role in film theory on a worldwide stage 

and seeks to interlink Eastern and Western approaches to film perception. Rather than 

focusing on the difference between the parts of the globe that have been vicariously labelled 

óWestô and óEastô, this thesis explores the common ground that can be found between 

Chinese film theory and affect studies (which has traditionally been inscribed inside the 

Euro-American film canon). Utilising the images of tea as a case study, I argue that the idea 

of yijing is not only used to contribute to Chinese film theory but extensively promotes new 

angles to consider film more broadly. This thesis will provide a new approach to both the 

cognition and the perception of a film. It charts the film perception that is undergone during a 

sensory film-watching experience without attempting either interpretivism or the evaluation 

of the meaning of a film. Rather than negating any established approaches or applying a 

single approach, I combine ideas that are informed by cognitive film studies, the Middle Way 

in Buddhist philosophy, affect studies, and Gilles Deleuze and F®lix Guattariôs philosophical 

idea of schizoanalysis. This philosophical film study forms the perception of yijing by 

exploring time and space both in and beyond the cinematic world.  
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Notes on transliteration and abbreviations 

This thesis applies the pinyin transliteration system for Chinese words. Exceptions are made 

in cases where political institutions, and persons whose names were historically or publicly 

transliterated in alternative systems. For example, Wong Kar-wai (a Hong Kong filmmaker) 

and Kuomintang (Nationalist Party) use the Romanisation system.   

Names: In accordance with East Asian custom, Chinese, Cantonese, Japanese, and Korean 

names have been stated with the last name first, followed by the given name, unless the 

individual is known by an alternative name order (i.e. Jet Li). 

Film titles: All film titles have been written using the most commonly known translation. 

Chinese words: In principle, Chinese words are italicised in pinyin. However, there are two 

exceptions to this format; peopleôs names and the term yijing ï one of the key recurring 

concepts in this thesis.   

An exception to the Harvard referencing style used by the School of East Asian Studies at the 

University of Sheffield, Gills Deleuzeôs writings and the books he wrote with F®lix Guattari 

are cited using the bookôs abbreviation to make clear which monograph is cited. For example, 

(Deleuze and Guattari, WP 1994, p. 77) makes reference to their text What is Philosophy?. 

While I use this format for the first citational usage, the following citations occur as (WP, p. 

77).  Other abbreviations which employ this structure are as follows: 

AO     Anti-Oedipus 

ATP   A Thousand Plateaus 

B        Bergsonism  

C1      Cinema 1: The Movement-Image 

C2      Cinema 2: The Time-Image 

DR     Difference and Repetition 

FB      Francis Bacon: The Logic of Sensation 

LS      The Logic of Sense 

PI       Pure Immanence  

WP    What is Philosophy? 
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Chapter 1: Introduction  

 

1.1. Background  

1.1.1. Beginning with two experiences 

Yijing ( ) may not be a term which non-Chinese readers are aware of, but it is one of the 

most crucial concepts at the heart of this thesis. To open, and to offer some initial 

visualisation to the reader, I am going to give two personal examples of óperceiving yijingô 

(something I will discuss in more depth later). Throughout this thesis, I will aim to 

consistently shape the idea of yijing and elaborate on its foundation, sensation, and 

perception.  

In 2001, Ang Leeôs wuxia film, Crouching Tiger, Hidden Dragon/Wohu canglong, became 

the first Chinese film to win the Academy Award for Best Foreign Language Film. I was in 

primary school at the time, and in accordance with Christina Kleinôs (2004) reading, along 

with other Chinese speaking audiences (Chu 2001), I remember that this film did not impress 

me as much as it clearly had in non-Chinese speaking audiences. For a wuxia film, it is light 

on action and the characters speak about topics which did not make sense to me such as 

immaterial and profound existential wisdoms. Normally ñin Chinese martial arts film, you 

donôt let the action slow down; you just feed [the audience] more fightsò (quoted in Klein 

2004) and this film seems to ignore this idea. 

However, when I was watching Li Mubai (Chow Yun-fat) and Jen Yu (Zhang Ziyi) fighting 

in a bamboo forest, my emotional response was very different from what I had experienced 

throughout the rest of the film. This sequence was cool, good, amazing and beautiful. The 

feeling was distinct from watching other fighting sequences because I knew that it was 

showing something beyond what I was watching, but, at that time, I could not pinpoint what 

it was. Despite this, I felt that I had received ósomethingô from this film even though I did not 

understand precisely what it was.  

Now, I notice that the bamboo scene as the intertextual reference is inspired by the film A 

Touch of Zen (King Hu, 1967). Also, I know that this sort of unspeakable feeling has a name 

ï yijing. When Chinese audiences discuss a film and use the word yijing, it means that there 

is ósomethingô there which cannot be pinpointed but can certainly be perceived. It does not 
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matter how you understand the meaning of a film, but rather how you feel about it. Even if 

you cannot point out any meanings within the film, you might still perceive yijing.   

My connection with yijing and Crouching Tiger, Hidden Dragon did not end with childhood 

memories. Sixteen years later, I began a PhD study about yijing. At a PhD social event in my 

second year of study, I met a Turkish-Cypriot couple who are both PhD researchers in 

architecture. They were very excited when I told them about the idea of yijing, despite my 

rather unclear description. They told me that they had also experienced this kind of feeling 

when they watched the bamboo scene in Crouching Tiger, Hidden Dragon. I can still 

remember how surprised I felt, as I had not mentioned any particular films in my explanation. 

They said that going to watch Crouching Tiger, Hidden Dragon had been their first date. 

When they were watching the bamboo scene, they felt that they went to a spiritual space 

together and they gained a strong connection to each other at that peaceful moment. Looking 

at their lovely daughter, who was sitting next to them they proudly said that she is already ten 

years old (2018). Their story has become one of the motivations for writing this thesis. 

During the times I have felt lost in the maze of yijing, I always used their story to remind 

myself that I am not crazy and trapped in illusionary feelings. The feeling of yijing may pass 

in a flash, but it can be maintained for the rest of oneôs life.       

For yijing studies, this sort of unspeakable feeling points to another way to understand a film 

which does not refer to meanings or representations. In daily conversation, yijing is used as 

an abstract noun that closely aligns with our perception. Yijing is not a feeling but is 

expressed by feelings. For example, we can refer to the yijing of desolation or the yijing of 

peacefulness. While feelings like desolation and peacefulness may be triggered by a film, 

yijing is more like the sublimation that transcends all embodied feelings. This begs the 

question of how we analyse the perception of yijing during our film-watching experience. 

There is one thing in common with the above experiences, in that how we identify a subtle 

feeling or how we interpret a film, is not in itself the path to charting yijing. To some extent, 

the more meanings we read into a film text, the further we are from perceiving yijing. 

Interpreting images and perceiving yijing work in two different ways. One operates on an 

intellectual level; the other occurs via a transcendental bodily engagement. One is based on 

an object, while the other is about transcending an object.  
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What is clear, is that what I feel is very much based on my own perceptions. It is impossible 

to make a qualification of different feelings when, in the abstract sense, there is no answer to 

what those feelings are. Thus, what I am concerned with is not about what, but about how, i.e. 

if we do not know what yijing is, how can we perceive it? In short, the question I am 

pursuing is how to chart the path to perceiving yijing. In doing this, as opposed to turning to 

audience studies, this thesis conjoins with the philosophical and theoretical concern of film 

perception.   

1.1.2. Have a cup of tea 

In this thesis, tea functions as an instigator which brings yijing into cross-cultural dialogue. In 

classical Chinese literature and traditional water-ink painting, yijing is frequently engaging 

with poetic expressions. In a move away from this, this thesis explores a new path of charting 

the perception of yijing, unrestricted by cultural tradition. As opposed to positioning within 

anti-tradition or anti-culture, this thesis considers cultural tradition as a necessary element 

which helps open up a broader debate. In other words, ñthere is always constant interplay 

between the nation and culture as concept and the realities that traverse it as part of wider 

dialogue of internationality and globalisationò (Taylor-Jones 2013, p. 3). By engaging tea, I 

am choosing a representative element of yijing which derives from the Chinese context. 

However, as I will argue, tea also has the capability to generate international dialogue, which 

in turn would support us in entering national-global dialogue. Tea is a significant element in 

that it engages both Chinese cultural representation and has had international dialogues 

through its popularity in India, the UK, Japan, and the US via the Boston Tea Party (see 

Lutgendorf 2012; Kitson 2013; Zuroski-Jenkins 2016). Representations of tea culture in film 

have been conveyed cross border via transnational commerce and global film markets. 

Popular Chinese blockbusters such as Crouching Tiger, Hidden Dragon, Red Cliff/Chibi 

(John Woo 2008), and Fearless/Huo Yuanjia (Ronny Yu 2006), all include scenes of tea and 

tea ceremonies. Perhaps we can say that global audiences have been heavily infused with 

ideas of Chinese tea culture.   

I argue that tea plays an important role in perceiving yijing in our life. I do not deny that 

different spectators might perceive a film differently, and they might perceive yijing through 

some other objects, but I believe that tea is a relevant element to start with. One of the most 

important reasons is that in China, both tea culture and yijing have been heavily influenced 

by Chinese Buddhism.  
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Generally speaking, Chinese aesthetics consists of Confucianism, Daoism, and Buddhism. 

Originally, according to Buddhist scholar Lai Xianzong (2014), tea is not only a drink for 

daily life, but also an important tool for reaching enlightenment through Chan (or Zen) 

practice and meditation. In his book Chachan xinyue (Tea, Zen, Heart, and Moon), Lai 

summarized four aesthetic perspectives of tea: ñby means of life perceptionò, ñby means of 

morality for the gentleò, ñby means of yijing for the spiritò, and ñby means of Dao for 

simplicityò (2014, p. 62). Laiôs ñyijing for spiritò refers to the relationship between tea and 

Chan Buddhism in that Chan can be tasted in tea (chan cha yi wei) and represents the Tiantai 

Buddhist notion of zhiguan (insight or to contemplate and mentally enter into the reality) via 

tea drinking. Besides this relation between tea and Buddhism in a Chinese context, Japanese 

tea master Okakura KakuzǾ ([1906] 2009, pp. 68-69) also noted that tea and Zen Buddhism 

are interwoven: 

A special contribution of Zen to Eastern thought was its recognition of the mundane as of equal 

importance with the spiritual. It held that in the great relation of things there was no distinction 

of small and great, an atom possessing equal possibilities with the universe. The seeker for 

perfection must discover in his own life the reflection of the inner light. The organisation of the 

Zen monastery was very significant of this point of view [é] The whole ideal of Teaism is a 

result of this Zen conception of greatness in the smallest incidents of life.  

As made clear, teaism refers to the aesthetics of tea for life. This thesis utilises Chinese 

teaism to chart how cinematic language presents the aesthetics of tea and how spectators 

can perceive it. To be clear, I do not mean that all images of tea could engage with yijing. 

Rather, I believe that through identifying certain examples, we have the chance to look at 

tea and yijing inside an audio-visual discourse (also see section 1.5). 

1.1.3. Why is yijing important?  

Towards the beginning of the twenty-first century, Chinese film theorists began to establish a 

vision of a national aesthetic film theory. Traditional Chinese aesthetic conceptualisations 

such as yijing, had already been developed as a Chinese film aesthetic system and much of 

the subsequent film theory from China developed around this idea. Wang Di and Wang 

Zhiminôs (2000) Zhongguo dianying yu yijing (Chinese cinema and yijing) illustrates the 

relationship between yijing and Chinese philosophy, yijing and poetics, yijing and film. Liu 

Shuliang (2008) in his book Zhongguo dianying yijing lun (Chinese film yijing theory), 

illustrates how to produce yijing through lighting, music, camera movement, and montage. 
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Liuôs work aims to present a transferable and chartable framework for analysing yijing in 

film. 

Looking back at the history of Chinese cinema, it is not difficult to understand why Chinese 

scholarship felt the pressing need to develop Chinese film theory. The first Chinese film, The 

Battle of Dingjunshan/Ding jun shan (Ren Jingfeng 1905), was released twenty years later 

than the very first films such as Arrival of a Train at La Ciotat Station/L'arrivée d'un train en 

gare de La Ciotat and Employees Leaving the Lumière Factory/La Sortie de l'Usine Lumière 

à Lyon made by the Lumière brothers in 1895. In the subsequent period, the role of Chinese 

cinema continued to be articulated as ña follower or an imitatorò (Gu 2013). This is likely a 

result of Chinese cinema having been influenced by a wide variety of cinematic traditions 

such as Soviet montage, European art films, and Hollywood films. Although Chinese 

filmmakers established their own filmmaking theories such as Fei Muôs ([1934] 2016) kongqi 

(air or atmosphere) and Zheng Junliôs (1979) thoughts on panning shot (which is inspired by 

traditional Chinese painting), this scholarship failed to influence or develop as a major body 

of work. As Luo Yijun (2008, p. 86) points out:  

Compared to other film practices, the development of Chinese film theory is more necessary in 

the 20th century. Although there were intense discussions of some important theoretical 

problems, we do not have an idea which can be called Chinese film theory.  

In his earlier article, óZhongguo dianying lilun miandui xin shijiô (Chinese film theory facing 

a new century), Luo (2002) mentions that if Chinese film theory focused on introducing, 

choosing, and absorbing western film theories in the 20th century, the new 21st century has 

the challenge of establishing a system of Chinese film theory. Therefore, I speculate that the 

development of yijing film theory in China is caused by the desire for national self-

consciousness. Luo also notes that the aim of Chinese film studies is to break away from the 

role as a follower and develop national film theories with Chinese characteristics which can 

be circulated more widely. Similarly, Zhou Bin (2009) has illustrated in his article óLun 

zhongguo dianying meixue de tedian yu jiangouô (The characteristics and constructions of 

Chinese film aesthetics) that it is necessary to introduce western film theory but that western 

theory may be not suitable for films situated in a Chinese context. Zhou suggests that solving 

the predicament of Chinese film theory demands the development of local theories which are 

built upon national aesthetics.  
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Therefore, this envisioning of yijing film theory is, as I will argue, a successful attempt to 

build upon Chinese aesthetics in order to provide a fruitful (and Chinese) approach in which 

to explore Chinese cinema. The concept of yijing offers a different angle from Anglo-

European-American film studies in that it directly engages with the history and ideas 

surrounding Chinese aesthetic theory and approaches. However, this method easily ensures 

that yijing falls into the trap of nationalism, becoming a weapon in the value-driven conflict 

between the óEastô and óWestô. Subsequently, as this thesis will argue, we need to 

conceptualise yijing, not as a static articulation of nationalism, but rather a boundaryless 

scape. To quote Zhang Yingjinôs (2011, p. viii) work on East Asian cinema:  

Deterritorialization and reterritorialization are taking place simultaneously at various 

geographical scales around the world [é] given the unfailing emphasis on nation-states and 

regions implemented by both the international film festivals and the international media 

distribution system, films are still subject to a fundamentally essentialist standard and are 

frequently treated as the representative of a particular nation, culture, and people.  

In the light of above, because of the simultaneous deterritorialising and reterritorialising 

process, the regional partitions such as óEast and Westô, óWest and non-Westô, óChinese and 

non-Chineseô always leave us a trap when we just jump out from one.  

The idea of national cinema has long dominated world film theory. The main critique of this 

approach can be found in the work of scholars such as Andrew Higson (1995) and Susan 

Hayward (1993), notably in their rejection of the idea of the nation as a bounded and unique 

entity. The problem for nationalism is that the definition of nation is over emphasised as a 

ñjealous godò, which restricts the nation as ña supreme object of loyalty and obligationò 

excluding ña wide range of pro-national beliefs and practicesò (Millard 2014, p. 3). The 

boundary of a nation automatically becomes weaponised, manifested through a narrative that 

presents one unit of identification in opposition to others. This approach impedes the view of 

a nation from both inside-out and outside-in perspectives. As Ian Jarvie (2000) notes, ñsince 

nationalism made no sense of multicultural states, declaring them unnatural and unworkable, 

its devotees had to resort to elaborate boundary-drawing and ethnic cleansingò (p. 78). 

However, static ideas of nationalism have been challenged in the last few decades via various 

multicultural, cross cultural and interdisciplinary studies that have emerged within the field of 

film studies (key example are Dissanayake 1994; Zhang 2004; Ko 2010; Lee 2011; Ahn 

2012; Tezuka 2012; Wang 2013).  
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The work of Yoo Hyon-Joo builds and engages with several of these approaches in her 

interrogation of East Asian cinema. Through her utilisation of the Lacanian Real within her 

interrogation of a ñmoribund masculinityò, she positions East Asian Cinema as a postcolonial 

space, a position which for her, defines the post-war Asian cinematic space. As a result of her 

utilisation of a psychoanalytic methodology, Yoo (2012 p. ix) offers us new readings of the 

East Asian experience.  

My ethical and interpretive responsibility is not simply to unpack the shocking otherness in 

terms of the national and indigenous difference, as a good native informer might do. Rather, I 

seek to reveal the otherness of a desire for self-annihilation that cannot fit easily within the 

Western cultural experience and to let its spectacularization remain a vision of non-meaning 

and incomprehension.  

Iwabuchi Koichi (2014) uses the term ñinter-Asianò to call for ñresearchers working both 

inside and outside of Asia to collaborate to develop the innovative production of knowledge 

and advance cross-border dialogueò (p. 44). Both Yooôs and Iwabuchiôs works are not 

denying the issues which arise when unilaterally applying theory from non-western to 

western contexts or vice versa. Two points need to be highlighted from Iwabuchiôs work. 

Firstly, it is unnecessary to reject otherness, as ñit is unproductive and even absurd to think 

that the application of theories derived from Euro-American experiences to non-western 

contexts should be totally rejected. Theory has a translocal, if not universal, applicabilityò (p. 

45). Secondly, it is necessary to consider experience from both western and non-western 

perspectives. As such, it is useful to both reconfigure and further expand theories derived 

from particular westernised contexts, and construct innovative non-western produced theories 

that can be applied to specific non-western experiences in nuanced ways (p.45).  

I want to make clear that exploring yijing can provide a chance to nuance a regional conflict. 

To expand, although this thesis does not wish to align with oppositional concepts like óEastô 

and óWestô, they are departure points as well as the motivation for developing a non-binary 

discussion. We cannot deny that at its early stage, yijing theory has been labelled as a 

national theory. However, I will argue that the idea of yijing may well be built upon a 

Chinese aesthetic context, but there exists a powerful motivation to bring yijing into a global 

debate of film aesthetics as a point of exploration, development and cross-cultural dialogue.  

In anglophone academic literature, although the idea of yijing has not been well introduced, it 

has been applied to film analysis. Using Zhang Yimouôs Hero/Yingxiong (2002) as an 
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example, Gary Xu (2007) explains yijing as an ñideal scapeò to examine the harmonious 

feeling between the natural scene and the human mind. Xu explains that yijing in Hero is 

ñalways already tinged with human emotions and is thus not subject to codes of 

verisimilitudeò (p. 40). Similarly, Zhou Xuelin (2017) refers to yijing as a classic Chinese art 

theory. Zhou utilises Zhang Yimouôs films and art performances as examples to explore the 

interaction between classic Chinese aesthetics and modern technology. He tracks the line of 

continuity between traditional aesthetic ideas in contemporary arts, showing the 

contemporary visibility of yijing in moments such as the building up of affective atmospheres 

in films and other modern art forms. Moreover, Wayne Wong (2018) applies the idea of 

yijing in the case of The Grandmaster (Wong Kar-wai 2013). Drawing attention to Chinese 

kung fu in the film, Wong articulates how fight scenes visualise the idea of yijing.   

Through previous studies, we can see that applying yijing within film studies is based on both 

cultural studies and an understanding of Chinese literature. To explore yijing in film is to 

examine how film correlates to the conceptualisation found within Chinese literature and 

painting. This sort of approach can be categorised as a comparison study occurring between 

cinematic representation and other artistic representations. However, when yijing is solely 

affiliated with Chinese literature, painting and philosophy, it is hard to cross the boundary 

between Chinese and non-Chinese elements. In these cases, yijing is presented as manifesting 

as unknowable Chinese complexities as a whole contained entity, rather than a concept that 

can engage with questions outside this restrictive and arguably reductive dynamic.  

However, the experience of yijing I shared earlier demonstrates that yijing is not just an 

abstract concept, but also a specific bodily reaction. As such, the inter-conceptual 

interpretations which exist between yijing and other aesthetic concepts cannot entirely help us 

to explore yijing as film perception. For film itself, its meaning, concept, and symbolisation 

do not unite as a whole. As Rocha Antunes (2016) argues, ñfilm is not only the result of 

formal and compositional elements of style, narrative and themes but also the result of the 

intersection of those elements (especially film style created through camerawork, editing, 

light, colour and sound design) and our perceptual, multisensory nature as spectatorsò (p. 5 

[emphasised by me]). As this argument reveals, there is something ñmore than just 

knowledgeò which exists in film, notably embodied appraisal which allows for bodily 

evaluation as opposed to intellectual interpretation (Coplan 2010, p. 134). That is, film 

provides us with a complex installation of both mental and bodily experiences. Thus, 
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exploring the perception of yijing within a film-watching experience does not only challenge 

ways of understanding film but also engages with a complex and systematic approach to chart 

bodily reactions.  

Literally, yijing consists of yi (meaning) and jing (realm or state). However, yijing cannot be 

translated as the ñstate of meaningò. Tang Yanfang (2014) explains that yijing ñdoes not 

reside in words but must be accessed beyond text through readersò (p. 188). Chinese aesthetic 

theorist Wang Guowei (1877-1927), in the literary criticism Renjian cihua (2008, originally 

published in the 1910s), mentions that jingjie (state, which is equal to yijing) is the highest 

level of artistic creation. Wong (2018) states, ñboth yijing and jingjie emphasize the Buddhist 

understanding of jing (órealô) as the stage that brings out enlightenmentò (p. 213). According 

to Ye Jiaying (1983, cited in Wang and Wang 2000), yijing refers to a spiritual conception 

rather than a concrete meaning. For Ye, yijing is closely related to a Buddhist concept called 

ŜȊnyatǕ (kongxing in mandarin) which means emptiness. Therefore, from a Buddhist 

perspective, yijing indicates a realm in which the consciousness is freed from being 

imprisoned by the senses.1   

If we consider a yijing produced bodily reaction as something which can only happen in the 

Chinese region, in Chinese cinema, engaging a Chinese spectator, we are ignoring the 

complexities and intricacies of yijing and its engagement with global cinema. As the bodily 

experience of yijing has not yet been clarified, what I am concerned with here is how a 

spectator perceives yijing. To do this, the question of how film, as an audio-visual discourse, 

performs yijing is worth investigating, even if it demands a new approach to explore this 

question. Therefore, rather than engaging with Chinese cinema as a unique and specific 

vision of an area of study, this PhD thesis invigorates cross-cultural dialogue between China 

and wider global cinematic discourses in an original and interdisciplinary way.  

1.2. Interdisciplinary cross-cultural debate 

The key aim of this study is not to utilise dominant Western film philosophy to examine a 

Chinese case or to use a specifically Chinese aesthetic idea to question established Euro-

American film theories. Rather the aim is to open up debate and interconnections in the realm 

of film aesthetics. I aim to show that the synthesis of both Eastern and Western perspectives 

(as broadly defined) allows for the forging of a new and more importantly, productive, 

approach. Subsequently this thesis is not representative of a simple connection between two 
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areas of study with multi-disciplinary perspectives; it is an interdisciplinary research project 

which engages with multiple theoretical strands including cognitivism, post-structuralism, 

feminism, affect studies, Buddhism, teaism and yijing studies. This study explores these 

terms and ideas as integrally involved in broader aesthetic debates.  

William Condee (2016) notes that critical interdisciplinary research does not aim for a 

ñcorrect meaning or single truthò, but instead is engaged in ña search for ambiguityò (p. 21). 

This is precisely the central target when exploring the unspeakable and unknowable term of 

yijing. As Andrew Barry, Georgina Born and Gisa Weszkalnys (2008) all note, 

ñinterdisciplinarity can be associated with the development of fields and initiatives in which 

new kinds of autonomy are defended against a reduction of research to questions of 

accountability or innovationò (pp. 23-24). In alignment with this line of thought, this thesis 

will contribute in a highly original and specific way to the wider field of film-philosophy. 

Initially, this thesis will offer a nuanced attempt to examine Deleuzian and Chinese film 

studies in tandem. From this, it will develop the possibility of perceiving yijing as a new 

model with which to contribute to film studies. This interdisciplinary research will contribute 

to global film studies more broadly as an example of how a synthesis of approaches can yield 

new and productive readings.     

This thesis is heavily influenced by the pioneering work of Victor Fan, in particular, his 

desire to reconfigure and rearticulate Chinese film theory into mainstream debates taking 

place. As Fan comments, this is not about simply ñadding more works from other parts of the 

world ï in our case, China ï to the Euro-American canonò (2015, p. 2). Rather this 

rearticulation is about the reinvigoration of film theory via a process of cross-cultural 

dialogue, debate, and interrogation. As Fan (2015, p. 3) articulates: 

A sincere and honest cross-cultural exchange can only be restored and fully illuminated by 

relinquishing the idea that ñEasternò and ñWesternò film theories and their studies are 

essentially different. Critical discourses on cinema in Shanghai and Hong Kong were in fact 

constructed through an intricate process of negotiation between Japan, Euro-American and 

China via acts of translation, intellectual critique and vernacular mediation.  

Although the PhD thesis will not take the socio-historical exploration of realism as a focus 

like Fan, it will engage with the clear positivity of seeing an intellectual ñopening upò as a 

process that benefits and enhances the scholarly world. Looking into film aesthetics in China 

which engage cross-cultural dialogue is a complicated and multi-layered topic. If we agree 
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with the idea that aesthetics is ña philosophical approach to art that addresses the value of 

works of art and the ways in which they may be experiencedò (Kuhn & Westwell 2012, p. 6), 

I suggest that the discussion of film aesthetics in the beginning of Chinese film history was 

absent or at most, occupying a marginal place. Film aesthetics highlights the characteristics 

of film as an art form, while for a long time film was solely seen as a political tool in China. 

In the beginning of the Republic of China (1912-1949), the way of considering film 

spotlighted its function of spreading nationalism. In the óYingxi gailunô (Introduction to the 

shadow play), Zhou Jianyun and Wang Xuchang ([1924] 2016) pointed out that ñalthough 

shadow play (cinema) plays a role of entertainment for people, it is not its target. Before the 

international ideology is eliminated and world unity is achieved, it has an important missionò 

(p. 23). The mission in their discussion is referring to dissemination and propaganda. In the 

1930s, film theory and film criticism was dominated by the political consciousness of 

Marxism, deemed óhard film theoryô. Hard film theorists or left-wing film critics argued that 

film should take on the responsibility of an educational role which should aim to influence 

the audienceôs political consciousness. In comparison, ósoft film theoryô was always placed in 

opposition to óhard film theoryô and was developed by writers such as Wang Chenwu ([1933] 

2016) and Tang Na ([1934] 2016). Soft film theory presented film as entertainment rather 

than as a form of political action, holding the belief that film should be treated as art, with a 

focus on developing its artistic forms. We can regard soft film theory as the root of Chinese 

film aesthetics. However, social, political and historical factors such as the Sino-Japanese 

War (1937-1945) and the Chinese Civil War (1945-1949), interrupted a great deal of 

cinematic development and, once the Chinese Communist Party (CCP) had taken power, soft-

film theorists (and their theories) who were not associated with the CCP quickly fell from 

grace (Fan 2015). To a certain extent, the criticism of soft film theory affected the 

development of film aesthetics because it did not clearly engage with political correctness. 

For example, film director and theorist Fei Mu, through his Spring in a Small 

Town/Xiaocheng zhi chun (1948), developed the poetic cinematic style in Chinaôs film 

history; however, the film was seen as a controversial work and so Fei Mu published a letter 

to apologise for the use of subtle emotional expression in the film (Fei [1948] 2016, 328-

329). Whilst I cannot discuss here all of the intricacies of film aesthetics in China, in the 

1980s, the discussion surrounding the ontology of Chinese cinema marked a new era which 

turned the view towards the film itself. 
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It is not difficult to ascertain that the long-standing constant of film aesthetics in China is the 

entanglement between East and West political consciousness. Even though films themselves 

gained attention in the 1980s, film scholars kept focusing on the difference between Eastern 

and Western theoretical debates, which led to them devoting time to developing an 

independent and particular ontological, theoretical, and critical system which centred on 

China as different to the West. Fan (2016, p. 17) has noted that: 

Searching for a conceptual alternative in a discourse outside European and American traditions is 

often based on the assumption that óChinaô and óthe Westô are fundamentally different; in the 

end, instead of putting two bodies of knowledge into a conversation, scholars sometimes 

inadvertently reproduce such an imagined epistemic distance by too eagerly asserting their 

differences.   

Yijing, however, indicates a new era of Chinese film theory and film aesthetics 

development. Not only because yijing theory is based on national culture, but also because 

yijing can be seen as an attempt to construct the similarity in the global screens. between 

East and West aesthetic theories. In their yijing study, Wang and Wang (2000) state that 

both Chinese and western poetics can help us to understand the arts, with yijing providing a 

poetic stage to have an artistic discussion. Furthermore, the comparison between Chinese 

and western poetics allows each of them to identify themselves and develop a better 

understanding of their characteristics. Yijing, therefore, could open up a discursive space 

between Chinese and western discussions of filmic arts.  

As such, I will explore the idea of yijing finding common ground with the rise of affect 

studies in the Euro-American film studies canon.  

AFFECT/AFFECTION. Neither word denotes a personal feeling (sentiment in Deleuze and 

Guattari). Lôaffect (Spinozaôs affectus) is an ability to affect and be affected. It is a prepersonal 

intensity corresponding to the passage from one experiential state of the body to another and 

implying an augmentation or diminution in that bodyôs capacity to act. Lôaffection (Spinozaôs 

affection) is each such state considered as an encounter between the affected body and a second, 

affecting, body [é] (Massumi in Deleuze and Guattari, ATP, [1987] 2013a, p. xv). 

Arguably, affect theory was shaped by Silvan Tomkins (1962) and Gilles Deleuze 

([1970]1988, SPP). Tomkinsôs research focused on different affects generated from a 

psychobiological perspective; while Deleuze, influenced by Baruch Spinoza, was concerned 

with bodily capacities. In Tomkinsôs (2008) view, our body consists of many different 
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systems such as an affect system, a feedback control system, a sensory system, a drive system 

and so on. Tomkins has argued that the affect system is ñthe primary provider of blueprints 

for cognition, decision and actionò (p. 13). Thus, affect is both positive and negative in that 

ñboth systems generate responses which in turn generate sensory feedbacks which are not 

neutral for the organism which experiences such reports. They are immediately óacceptableô 

or óunacceptableô without prior learningò (Tomkins 2008, p. 12). In other words, the affect 

system drives other systems.  

Differing from Tomkins who was concerned with internal bodily systems, Deleuze paid 

attention to the relationships which exist between body and mind, the in-between of the 

human body and the external body. As he states, ñthe affectus (affect) refers to the passage 

from one state to another, taking into account the correlative variation of the affecting 

bodiesò (SPP, p. 49). We can also understand the external body as a non-human body; as 

Melissa Gregg and Gregory Seigworth (2010) summarise, in Deleuzeôs view it is ñan entire, 

vital, and modulating field of myriad becoming across human and nonhumanò (p. 6).  

Consequently, two vectors of affect theory have been developed in two different disciplines. 

For this study, I am not exploring the physical or chemical conscious feedback or the possible 

reactions within the internal body systems. Therefore, Tomkinsôs theory does not connect 

with this project via the parameters I am establishing. As perceiving yijing originally 

indicates the interaction of mind and bodies, I am positioning this study in communication 

with Deleuzian philosophy.  

Establishing a dialogue between yijing and affect, decomposes the theoretical structure 

respectively proposed by the schools of óEastô and óWestô. Existing yijing theory has mainly 

been developed within a Chinese context whereas affect theory has predominantly been 

explored within a Western context. This thesis aims to align both yijing and affect theory as a 

way of articulating a cross-regional analysis of film perception. In this way, this thesis 

regionally opens up a cross-cultural dialogue and locates the central discussion within a 

region-less interdisciplinary realm.  
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1.3. Terminology clarification    

1.3.1. The transcendental 

The transcendental is one of the crucial concepts in this thesis. Firstly, perceiving yijing is a 

transcendental experience, and secondly, the transcendental is the core rationale of the 

thesisôs methodology ï Deleuzian schizoanalysis (see section 1.3.4). In order to avoid a 

barrier within translation, it is necessary to discuss the meanings of yijing, transcendentalism 

and Deleuzian philosophy in detail: 

Chinese arts yijing theory is an oriental transcendental aesthetic theory. Its philosophical 

foundation is the traditional ideology of the unity between Humanity and Heaven (tian ren he yi) 

which is the basic cosmology in China [é] Yijing does not refer to classical artistic objects 

because a specific object just refers to the matrix of yijing. Rather, yijing transcends objects 

(translated by me from Pu 1994, p.1).  

For Pu, the meaning of the transcendental correlates to how yijing neither refers to human 

consciousness nor objects but the interaction between them, meaning that yijing goes beyond 

them. Yijing can therefore refer to transcendental production within an interactive process. 

The transcendental as a process, is more than the representation of objects, more than the 

intellectual interpretation of objects; the essence of yijing itself is both productive and a 

method of processing.  

This thesis also looks at the transcendental from the perspective of Deleuzian transcendental 

empiricism. It derives from the intersection of David Humeôs empiricism and Immanuel 

Kantôs transcendentalism. In the Critique of Pure Reason, Kant ([1781] 1998) stated that he 

ñcall[s] all cognition transcendental that is occupied not so much with objects but rather with 

our mode of cognition of objects insofar as this is to be possible a prioriò (p. 149). In this 

statement, it is necessary to point out that there emerges an essential difference between 

Kantian transcendentalism and Deleuzian transcendental empiricism. This lies in the use of a 

priori :  

The transcendental form of a faculty is indistinguishable from its disjointed, superior or 

transcendent exercise. Transcendent in no way means that faculty addresses itself to objects 

outside the world but, on the contrary, that it grasps that in the world which concerns it 

exclusively and brings it into the world (Deleuze, DR, [1969] 2014, pp. 187-188).   
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According to Deleuze, Kant did not consider the transcendental as ñcontingent upon the 

nature of experienceò (Stagoll, 2005b, p. 288). Kantian a priori is thus seen as an abstract 

philosophical entity. For Deleuze, the ótranscendentalô does not simply mean óbeyondô but 

rather the experiential process for the creation of differences. For example, there is no space 

designated to be a pathway; the pathway is the way under our foot, built through our day-to-

day life.  

Instead of seeking to identify whether the transcendental of yijing is literally the same as the 

transcendental for Deleuze, this thesis departs from the transcendental because both 

understandings collapse the abstract entity into human experience. Rather than departing 

from the human being towards the unknowable, this thesis aims to restore the fleeting feeling 

in-between. This restoration provides a chance to engage the invisible and unspeakable 

human experience.  

Instead of identifying the same or different meanings of the transcendental in various 

contexts and conducting a metaphysical discussion, this thesis regards the transcendental as 

the key notion which aligns with human bodily experience. The transcendental for both yijing 

and Deleuze highlights experiential human life. When I discuss yijing, the transcendental 

represents the film perception that is triggered by a film and internalised through our material 

bodies.    

1.3.2. Emotion and film cognition 

Film cognition plays a dual role in this thesis. On the one hand, I read cognition as a method 

to communicate with emotion because whatever the sensation of yijing is, it is identified by 

our respective emotional reaction to film. On the other hand, this thesis distinguishes between 

how the essence of film perception and the sensation of yijing are different from cognitive 

emotions (I will return to perception and sensation in section 1.3.3).  

Firstly, emotion and cognition are inseparable. ñEmotion and cognition cooperate to orient us 

in our environment and to make certain objects more salient. Emotions help us to evaluate 

our world and react to it more quicklyò (Plantinga & Smith 1999, p. 2). During this 

cooperation, emotion and cognition take responsibility and have different mental functions. 

For example, when we cognitively evaluate objects as a way of understanding their 

significance, we assign certain characteristics to them which in turn leads us towards specific 

emotions (p. 3). Greg Smith (2003) has clearly pointed out that ñcognitive skills are required 
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to build the architecture of the emotionsò (p. 32). Emotion can be seen as a result of our 

cognition.  

Further, No±l Carroll (2001) explains that emotion consists of two components, ña cognitive 

componentò and ña feeling componentò (p. 221). A cognitive component refers to personal 

belief about external elements, while a feeling component refers to an internal physical state. 

In this way, the cognitive state connects ñour internal feeling to external situationsò (p. 220). 

In other words, cognition is a crucial constituent part of emotion. For example, sometimes we 

might experience a low mood, but this cannot be pinpointed to a specific thing happening. It 

is a sort of óinternalô psychological feeling. When we feel happy (for example, when we 

achieve our goals), we cognitively evaluate an external situation (whether the goal is 

achieved), which therefore influences the internal feeling, and results in a óhappyô emotion.  

In film studies, cognitivists have attempted to demonstrate that the reaction of spectators is a 

rational and conscious attempt to understand films through cinematic components such as 

mise-en-scène, cinematography, editing and sound. For example, depending on the analysis 

of genre and the narration of films, Torben Grodal has linked the cognitive and perceptual 

process closely to emotional processes. Grodal (1997) clearly points out that his purpose is to 

ñdescribe the experience of viewing visual fiction and the way in which this experience is 

created by the interaction between fiction and viewerò (p. 1). In doing so, Grodal actually 

departs from the interaction of body, mind, and cinema.  

Considering emotion and cognition together by using a cognitive approach can help us trace 

emotional reactions to films. However, cognition and emotion are not ideal methods to chart 

yijing. Through cognitivism, we can trace how spectators understand or comprehend the 

meaning of a film, but yijing is not an entity that can be identified by meaning since 

perceiving yijing is grounded in a transcendental process. Therefore, in the next section, I 

will elaborate on the terminologies I am utilising to explore yijing.  

1.3.3. Sensation, perception, affection 

To re-emphasise, yijing is not a term for revealing meanings as it is in itself, a concept which 

goes beyond the capability of language expression. However, in order to explore how 

spectators perceive yijing, I should clarify the usage of yijing as a term and show how other 

words engage with yijing. In this thesis, there are three concepts which are consistently tied 
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to yijing: sensation, perception, and affection. These three terms align with Deleuzeôs 

framework for arts-sensation, namely, to affect and percept.  

Deleuze and Guattari ([1991] 1994) manifest that ñwhat is preserved ï the thing or the work 

of art ï is a bloc of sensation, that is to say, a compound of percepts and affects [stressed by 

authors]ò (WP, p. 164). Deleuze and Guattariôs model of sensation highlights the 

transcendental interaction between subject and object. They (WP, pp. 164-167) note: 

Percepts are no longer perceptions; they are independent of a state of those who experience them. 

Affects are no longer feelings or affections; they go beyond the strength of those who undergo 

them [é] By means of the material, the aim of art is to wrest the percept from perceptions of 

objects and the states of a perceiving subject, to wrest the affect from affection as the transition 

from one state to another: to extract a bloc of sensations, a pure being of sensations.  

The terms affect and percept are linked to the sensations of the arts, yet I choose to use the 

terms perception and affection when discussing yijing. The essential reason is based on the 

previous discussion in section 2.2, i.e. that I want to turn the metaphysical back to the 

experiential. Affect and percept are metaphysical ideas which transcend feelings. I argue that 

to explore the unknowable sensation of yijing, we must not crystallise the notions of 

perceiving and perception to the term percept, but conversely, we must deconstruct these 

terms (percept and affect) to see how perception and affection forms within them. In the 

thesis, I do not discuss what the affect is within the film, but I am concerned with how the 

embodied affect is formed. For example, I feel warm when I have a cup of tea; in this 

situation, I do not discuss what ówarmô (percept) means to me, but I explore how I feel warm 

ï i.e. haptic and taste (perception).  

To clarify the three terms in sequence: the sensation of yijing indicates the state of yijing in 

itself. The perception of yijing stresses the spectatorôs reaction to the affection of film. When 

I use óperceptionô, I build off the spectatorôs capacity to perceive in order to discuss the 

sensation of yijing. The word óperceivingô is also used frequently. óPerceiving yijingô directly 

refers to an experiencing state that particularly stresses the experience itself. To use 

metaphor, the perception of yijing functions like a product, while perceiving yijing is a form 

of production. The sensation of yijing would therefore be the productôs brand.  

The affection of film is one part of the whole perceiving process. When discussing affection, 

I build off a perceptive of film to look into how film language creates affection, thereby 
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forming the affect. All in all, the perception and affection of film compounds the sensation of 

yijing via a transcendental process. This thesis will seek to illuminate the transcendental 

process of how percept wrests from perception and how affect wrests from affection in the 

case of yijing.       

1.3.4. Schizoanalysis 

In many ways, this thesis situates itself within the methodological discussion of Deleuze and 

Guattariôs notion of schizoanalysis in film studies. Schizoanalysis ñsets out to explore a 

transcendental unconscious, rather than a metaphysical one; an unconscious that is material 

rather than ideological; schizophrenic rather than Oedipal; nonfigurative rather than 

imaginary; real rather than symbolic; machinic rather than structuralò (Deleuze & Guattri, 

AO [1972] 2013b, p. 132).  What Deleuze and Guattari focused on was ñBecomingò rather 

than ñBeingò and ñvariation, innovation, and creationò, rather than ñcompulsionò (Holland 

1999, p. 11). In other words, schizoanalysis does not align with any stable symbol or concept, 

meaning that in itself it indicates a sort of unstable state. As such, schizoanalysis is not an 

analytical model but rather ñan instrument for deciphering systems of modelization in various 

other fieldsò (Guattari 1998, p. 433). It means that schizoanalysis is not used to solve a 

concrete question but rather used to chart a changing process.  

There are two main paths to consider schizoanalysis in film studies. One path aligns with its 

pathological meaning ï schizophrenia. It is therefore used to analyse the film characterôs 

schizophrenic situations, an example being, Lau Kin-ming (Andy Lau Tak-wah)ôs 

schizophrenia in Infernal Affairs III/Mou gaan dou 3 (Andrew Lau and Alan Mak 2003; see 

Ma 2010). In regard to the second path, schizoanalysis has been applied as an important 

method to analyse ways of analysing a film (see Hughes 2008; Pisters 2008, 2011; Darby 

2013). This means that in terms of a methodological contribution, schizoanalysis forms an 

analytical process. Instead of looking into a schizophrenic situation in a film, this thesis will 

follow the secondary path and engage pioneering works to utilise schizoanalysis as an 

instrument to chart a process of film perception. The operation of how this will be done is 

detailed in the following sections.  



30 

 

1.4. Research questions   

The main question of this PhD thesis is: how can yijing be perceived in contemporary 

Chinese cinema? As it is an interdisciplinary study, the trajectory of the answer is charted 

through three sub-questions, all of which interact with each other. 

1. How does the Chinese idea of yijing challenge or develop the work that has already been 

done in the field of film affect? 

2. How can ideas and constructs of yijing be brought into productive dialogue with Deleuzian 

notions such as schizoanalysis? 

3. Can a method of film analysis be developed that allows these different ideas to be 

interrogated?  

1.5. Tea, films and national culture 

In this thesis, I conduct an analytical process by considering the relations between Chinese 

cinemas and Hollywood films, Chinese tea culture and the feeling of tea drinking, the cultural 

representation of tea in the film and the perception of the film. Based on the framing of tea, 

this thesis will predominantly analyse five films as case studies. These are: Wong Kar-waiôs 

In the Mood for Love/Faa joeng nin waa (2000), John Wooôs Red Cliff II /Chibi 2 (2009), Jia 

Zhangkeôs Still Life/Sanxia haoren (2006), Feng Xiaogangôs If You Are the One/Feicheng 

wurao (2008), and Garry Marshallôs The Princess Diaries (2001). All the selected Chinese 

film samples are released after 2000 because previous Chinese film studies of yijing mainly 

focus on the 1980s and 1990sô works of the Chinese Fifth Generation such as the films of 

Zhang Yimou and Chen Kaige (see Wang and Wang 2000; Liu 2008). Thus, I want to focus 

on more recent films to extend the variety of cases.  

The Princess Diaries is a special case, because it is not a work of Chinese cinema. As I will 

conduct a cross-cultural dialogue examining the yijing of tea across regions, The Princess 

Diaries will reconfigure the image of tea by turning to an American work. I aim to examine 

the sensation of yijing in a Hollywood teen film on a non-meaning stage as a way of 

expanding the cultural-based analysis of a film. Conventionally, a transnational film study 

manifests as highly culture-based research. According to du Gay et al. (1997), in order to 

study cultural context, we should identify the interplay of five factors with regard to 
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representation, regulation, consumption, production, and identity. However, choosing yijing 

as a non-meaning state means that I practice cultural study in a non-cultural way. I focus on 

the body in itself rather than the identities existing outside the body. As a substitute for 

finding meaning within essential cultural contexts, charting yijing substantially relates the 

interplay between human bodies outside the screen and the image inside the screen. Instead 

of abandoning representations, I wish to chart the sensation that is more than our cognition.  

In regard to the different aims of each case study (see section 1.7.), the filmmakerôs 

trademarks and film types play an important role in my film selection. I deliberately focus on 

films from different genres. Genre refers to the category of different types of films such as 

westerns, actions, musicals. As the sensation of yijing is always perceived by a mood or a 

feeling (which I will later explain), it requires that this thesis ought to consider how the 

sensation of yijing operates within ódifferentô moods. Grodal (1997) articulates that ñone 

prominent way (among several others) of categorizing visual fiction in relation to consumer 

information is by emotion evoked: horror, comedy, melodrama, or thrillerò (p. 3). This means 

that genre, to a certain extent, represents the sort of emotional territory that audiences might 

occupy. In the following chapters, I will explain why I choose each film in detail.  

In her work on schizoanalysis in film studies, Anna Powell (2008) suggests choosing 

mainstream films instead of art house cinema. For Powell, art house cinema is not appropriate 

in engaging schizoanalysis because art house films have been already over-thought by 

filmmakers themselves. Powell notes that ñart-house films self-consciously set out to 

emphasise cinematography as a technique for elucidating psychological or philosophical 

trajectoriesò (p. 116). The research focus of the art house film is often the self-consciousness 

and self-reflexivity of the filmmakers; while mainstream films focus on the film itself.  

However, I argue that when we change our research view to focus on the spectatorôs 

experience, the research subject is neither just film nor authorship. The path of schizoanalysis 

therefore is not anyoneôs thinking in regard to the representation of a film, but the interaction 

between spectator and the film. Due to this shift, art house film can also be considered and 

subsequently I have chosen films like In the Mood for Love and Still life because we cannot 

say that the perception of yijing does not happen in those films. As I previously mentioned, 

each film sample takes responsibility for the different functions in the whole analytical 

system. The role of each film in the thesis is not to simply present what it says to spectators, 

but to show how a film engages with theoretical and philosophical debates.   
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1.6. Contributions  

Through developing the research questions of this thesis, I aim to promote a theoretical and 

empirical understanding of film aesthetics and Chinese film theory in a cross-border context. 

I hope to bring yijing into wider debates on film aesthetics. Not simply because the idea of 

yijing has not been well discussed in both Chinese and English academic literature, but also 

in terms of highlighting the role that yijing provides when considering the possibility of 

transcending the boundaries between East and West.  

Alongside affect studies, I hope to bring attention to the significance of the investigation 

beyond representation. As a result, this research project further contributes to the following 

theoretical discussions: 

Firstly, it develops the understanding of yijing theory in film studies. Since this thesis 

clarifies the idea of yijing by using English, it will contribute to the popularity of yijing in a 

worldwide academic stage. Besides, as transcendental aesthetics is the main topic for yijing 

studies (Pu 1994), pioneering works of film cognition, affection, and perception will be put 

together to articulate a transcendental film-watching experience. 

Secondly, is the reintegration of an analytical approach in film studies. Conceptually this 

thesis focuses on the affection of cinematic techniques and the perception of spectators. I 

analyse in opposition to the representation of a film in order to explore the non-

representational transcendental feeling which derives from both spatial and temporal 

perspectives. This analytical approach is neither óEastô nor óWestô, but rather cinematic.  

Thirdly, this thesis discusses yijing via Deleuzian philosophy and Chinese aesthetics. Deleuze 

and Guatarriôs philosophy has been heavily discussed in the Euro-American film canon (see 

Deamer 2016; Nevin 2018; Thomas 2018), but Deleuzian ideas and Chinese aesthetics in 

visual arts are still limited in art film discussion and within explorations of movement-image 

and time-image (see section 2.4.3). Rather than using Deleuzian philosophy to read Chinese 

films (something which this thesis specifically avoids doing), it is an opportunity to 

concentrate on a transcendental exploration via different epistemologies and different film 

genres. 

Fourthly, I am placing Chinese film studies and Euro-American film studies inside a question 

about affect. I do not wish to allude to which discipline is dominant, but rather argue that 
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each discipline plays a significant role in this thesis. They interweave with each other to 

contribute to this interdisciplinary research project. Affect studies joins other realms such as 

aesthetics and cognitivism. For affect studies, the idea of yijing is complementary and it 

allows the discussions of affect to go to another destination. In parallel, yijing studies is given 

the opportunity to be expressed through the voice of affect.    

In short, this thesis follows the trend of initiating cross-cultural dialogue as a way of 

discussing different cultural-based concepts and theories. Therefore, I would argue that this 

thesis is the production of the cooperation between Euro-American film theory and Chinese 

film theory.  

The role of the researcher is also important. Via my own undergraduate and postgraduate 

studies in the UK, the motivation for me to do a PhD study was curiosity about the way that I 

negotiated the knowledge I learnt (which was all about Euro-American films theories) and 

my understanding of Chinese cinemas. As a Chinese student, I definitely had more 

motivation to engage with motherland discourses. While at the same time, somewhat 

ironically, my studies made me feel that Chinese cinema was an unfamiliar topic. Through 

different lenses and theories, Chinese cinema in my eyes was distorted and out of focus. This 

sort of familiar and unfamiliar cognition synthesised with the questions ówho am Iô and ówhat 

is my position when watching a filmô. I do not want to make a narcissistic statement that this 

thesis is about the process of finding a true self. However, conducting this thesis has 

automatically given me an understanding of how important the role of the researcher is within 

a cross-cultural dialogue. At the end of the thesis, you will find some of my own written 

notes which give some further insight into doing a cross-cultural project.  

1.7. Thesis structure 

This chapter serves as an overview of the thesis, illuminating the decision making in regard to 

the methodology, the theoretical framework, the rationale and the analytical approach. As 

part of this, I also made clear about how the thesis engages both Deleuzian philosophy and 

Chinese aesthetics.   

The main body of this thesis consists of five case studies. Instead of simply charting the 

perception of yijing five times in five different genres, each case study has one central 

argument that it grapples with. Therefore, each case study has its own theoretical framework 

and methodology. This does not mean that each case study is isolated from the others, rather 
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each of them plays a crucial role in developing an analytical system. This system is made up 

of three parts ï theory, approach, and the conjoining of application and verification. In other 

words, the configuration of the five case studies establishes the system of charting yijing.  

The first part of the thesis includes two case studies that focus on the theoretical debates 

between yijing and cognition, and between yijing and affect. In case study one (chapter 3), I 

utilise In the Mood for Love to offer a basic view of the perception of yijing and explain how 

to identify the sensation of yijing in film analysis. To distinguish the sensation of yijing and 

broader genre-based film cognition, I deconstruct genre-based emotion, which opens the 

locked emotional gate for charting a transcendental perception. I also elucidate how 

cinematic techniques combine to form the distinct feeling of yijing.    

Case study two (chapter four) examines the function of yijing and delineates the affective line 

of perceiving yijing. I utilise Red Cliff II and align with a feminist approach to propose a 

concept of óbecoming-tea-womanô that visualises the sensation of yijing and the line of affect. 

Through analysing a female figure in a male-dominated war film, I aim to show how the 

perception of yijing within the figure of a woman challenges the cognition of a war. By doing 

this, we can clearly see the function of yijing in film aesthetics. 

The second part of the thesis consists of an art house film and a comedy, both of which re-

examine the approach of transcendental analysis and reintegrate the ideas of yijing within a 

spatial and temporal view. In the third case study (chapter five), I clarify the analytical 

approach of charting yijing through analysing Still Life. To do this, I apply Nigel Thriftôs 

non-representational theory. To chart yijing, we need to distinguish the analytical process 

between film cognition and affect in films. I focus on forging an approach for analysing 

transcendental film perception. Furthermore, this case study examines the perception of space 

and time in Still Life arguing that a spatial-temporal perception is at the core of perceiving 

yijing.      

In case study four (chapter six), I utilise the comedy If You Are the One to discuss the 

distinction between perceiving yijing in a particular sequence and perceiving yijing in a 

whole film. In this way, the chapter will place the perception of yijing in comparison with the 

cognition of the film genre. Firstly, the complex humour reaction will be examined to clarify 

the cognition of comedy. Secondly, the yijing of teaism will be explained with tactile affect 

theory. Moving to a further step of exploring yijing, this chapter will align with Marc Aug®ôs 
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ñnon-placesò to examine the teahouses in the film, which will spatially show the state of 

yijing. To investigate the perception of yijing from the whole film, Henry Bergsonôs and 

Deleuzeôs discussion on ñdurationò will also be considered.  

The third and final part of the thesis contains the final case studies and the conclusion. This 

part aims to decipher the analytical mode applied so that there can be a return to the original 

transcendental state through bodily experience instead of keeping it in a theoretical debate. In 

the final case study (chapter seven), I use an American teen film The Princess Diaries to test 

whether a transcendental perception can occur in other cultural contexts. Rather than making 

comparisons between Chinese and American movies, I regard The Princess Diaries as 

another film (rather than the other) to re-examine the perception of yijing. I argue that the 

perception of yijing transcends cultural identification since transcendental perception is based 

on the visual perception of cinematic techniques instead of cultural representations. That is to 

say, this case study deterritorialises the contextual boundary of film samples and the 

limitation of the sample image, tea which highlights the lived bodily sensation.   

In the conclusion (chapter eight), I review the main findings in each case study to clarify the 

whole analytical system. To avoid generalising the sensation of yijing, I re-emphasise that 

perceiving yijing is based on personal experience. Who is perceiving yijing and who is 

charting yijing are actually the same person. This means that, from the beginning to the end, 

this research project is an individual practice of both perceiving and writing. I want to clarify 

that this thesis is not written for the making of analytical principles but for repeating a 

transcendental experience. In the end, I show a consideration for future studies in conjunction 

with the realms of audience studies, film technologies, bilingual studies, and ecology.   
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Chapter 2: Theoretical Framework and Methodology 

 

2.1. Overview 

The methodology of this thesis departs from the systematic consideration of the relationship 

between the states of wujing (objective scenes), qingjing (subjective feelings), and the 

transcendental yijing. According to Liu (2008), as the sensation of yijing transcends 

emotional reactions to concrete scenes, yijing is formless. I suggest that this formless and 

abstract concept needs three processes to be conducted when working with it within the 

debates on film perception. I call these three processes conceptualisation, configuration, and 

irreification.    

Conceptualisation means building up the expressional system of yijing based on previous 

studies. In this thesis, based around the discussion of yijing in the Chinese language, I align 

yijing with affect theory, Deleuzian approaches, and Buddhist philosophy to diversify its 

connections to various discourses. This posits yijing inside and across cultural debates on 

film perception (see chapter 1).  

The idea of configuration is inspired by Gestalt psychology; it aims to form the invisible and 

intangible experiences of yijing and affect. For example, air for us is invisible but we can use 

a balloon to configure it and then touch it by pressing the balloon. In film analysis, what I 

configure is not the sensation of yijing per se, but the affective connection between a 

spectator and a film (see section 2.4 and 2.5.3).  

Irrefication means the avoidance of any concrete images of abstract things. Irrefication can be 

seen as a complement to configuration, which allows the intangible sensation to be 

configured without concretising the image of yijing. In other words, irreification ensures that 

the non-representational characteristic of yijing is maintained, even though we have to 

configure the form that yijing takes. Schizoanalysis and deterritorialisation play a crucial role 

in the notion of irreification as they function as tools of deciphering as opposed to 

constructing (see sections 2.4.4 and 2.5).  

In line with the desire to generate both a cross-cultural dialogue of film theory and achieving 

the above three requirements of charting yijing, this thesis is destined to engage with a cross-
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cultural debate of transcendental aesthetics. Transcendental and cross-cultural dialogue in 

film studies has been discussed in the 1970s in Paul Schraderôs (1972) Transcendental Style 

in Film. That being said, I do not apply Schraderôs methodology in this thesis because 

Schrader explored the idea of the transcendental from the perspective of authorship and 

looked at cultural production in an Orientalist way (see Kennedy 1985; Lehman 1987; 

Yoshimoto 2000). I, however, look into transcendental production as situated in- between 

spectator and film.  

Schrader regarded the transcendental as a concept, while I regard the transcendental as an 

experience. Schrader did a comparative study, while I focus on individuality. Through 

departing from Schraderôs methodological thinking, I will demonstrate the essence of 

perceiving yijing, and elaborate on the theoretical framework of this thesis. Then, I will 

elucidate how to conduct a transcendental analytical process by examining Deleuzeôs 

schizoanalysis in the case of yijing.  

2.2. Research objective: transcendental experience 

Schraderôs transcendental analytical model was built out of Orientalism, departing at the 

spectacle of so-called óOriental aestheticsô which compares óEastô and óWestô, something I 

clearly wish to avoid in this thesis. Schrader utilised the idea of the Transcendent to create an 

art form termed transcendental style, arguing that the transcendental style has the capability 

to ñtranscend culture and personalityò (p. 9). Schrader explored Ozu Yasujiroôs oeuvre to 

posit that the Transcendent is influenced by ñOriental art in general and Zen art in particularò 

thereby deeming it a typical óOriental aestheticô style. Schrader aimed to illustrate that the 

transcendental is not contained to one cultural territory, and to do this he utilised Robert 

Bresson (French) and Carl Dreyer (Danish) to show the similarities present among 

differences. As he noted ñthe differences among the films of Ozu, Bresson, and Dreyer are 

cultural and personal; their similarities are stylistic, and represent a unified reflection of the 

Transcendent on filmò (p. 10). For Schrader, his cross-cultural dialogue is based on the 

method of finding cross-cultural similarities. In short, it is a cultural-based investigation using 

a comparative approach to spread an óOrientalô ideology.  

To conduct a transcendental cross-cultural dialogue, Schrader looked into cultural 

interpretation in order to show the connection between the representations of film and the 

social-cultural background of filmmakers. In doing so, Schrader made a link between Ozuôs 
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style and the core of Zen arts. As Schrader claims, ñthe most appropriate analogy for the 

cultural elements in Ozuôs film is Zen artò (p. 27). He examined how Ozuôs films present Zen 

ideas such as Emptiness and the void, and how these Zen ideas forge a transcendental style. 

Schrader positioned three steps to manifest the transcendental style: ñthe everydayò, 

ñdisparityò, and ñstasisò. Subsequently, Schrader examined whether Bresson and Dreyerôs 

films, as western cultural products, had similar characteristics as Ozuôs óOrientalô art.  

In contrast, the main target of this thesis is not to prove that the transcendental style is 

universal. Rather, following a bottom-up approach, I want to look at individual perceptions of 

the transcendental ï notably, perceiving yijing and exploring how it happens. I do not depart 

from the distinction between óEastô and óWestô like Schrader, but rather more precisely depart 

from Chinese aesthetics in which yijing theory has developed. Similarly, I do not regard 

affect theory as an affective phenomenon that only happens in the óWestô. My argument is 

that both yijing theory and affect theory are not limited to the context where they have been 

developed and both of them can extend across the borders of the origins of their theoretical 

foundations. 

Schraderôs method is insufficient to explore the essence of transcendental aesthetics. Within a 

cross-cultural comparison, he applied this concept to Zen Buddhism as a way of explaining 

the transcendental. However, Transcendent and Zen are very metaphysical concepts. They are 

ñnominal conceptsò, ñconcepts with finite compressionò, to use a Deleuzian terms (DR, p. 

17). The transcendental and Zen have infinite explanations because the function of those 

explanations is to show the limitation of language. Simply, the more explanations we 

produce, the more limitations of language are realised. Those transcendental concepts are 

created for an infinite status and are themselves representative of something beyond 

language. Schraderôs argument shows an identical relation ï infinite is equal to infinite, 

which in fact does not need to be proven. Apparently then, óOrientalô film forms and western 

film styles have similarities in their transcendental potential, which would seem to visualise 

the transcendental style as universal. However, Transcendent and Zen are just the different 

names of an unspeakable abstract idea. For a simple example, what does ózeroô mean? If we 

say that zero means zéro (in French), and means  (in Chinese) that is correct, but it does not 

mean we have answered the meaning of ózeroô. It is unnecessary to state that z®ro is the same 

as . We can use different languages to express ózeroô, and internationally they all signify 

ó0ô.  We can see that if we want to explain a metaphysical concept through representations, 



39 

 

we are trapped in an infinite process of giving examples and then comparing these examples. 

This results in no development of the actual concept itself. Franklin Perkins (2018, p. 186) 

notes: 

The fundamental difficulty with metaphysics in a cross-cultural context is that metaphysical 

concepts and theories are only loosely linked to the concrete world of experience. Yet, cross-

cultural understanding, and thus the possibility of comparative philosophy, must ultimately pass 

through experience. Dialogue begins by pinpointing some element of experience that we are all 

talking about. From there, we can compare how those experiences are interpreted and theorized 

in different cultural contexts.  

According to Perkins, looking into the embodied experience allows us to possibly escape this 

metaphysical trap. Yijing can be many things, but what we perceive is not the metaphysical 

concept per se but the feeling of it, in other words, we experience it. Therefore, the function 

of cinematically engaging with yijing is to focus on the act and process of perception. This 

can be more clearly seen in the traditional Chan (Zen) story (Sheng-yen 1999, p. 21): 

The ultimate truth is sometimes compared to the moon, and the conventional truth to a finger 

pointing at the moon. Someone seeing the moon points in order to show it to people who havenôt 

seen it yet. If they look at the finger, not the moon, they are not getting it. The finger is not the 

moon. Words, language, ideas, and concepts are like the finger, they can express only the 

secondary truth, but they can point to the ultimate truth.  

The relationship between yijing and cinema is similar to the moon and the finger in the above 

story. Cinema is not yijing itself. Cinema can be interpreted in different ways, but all of them 

are not representative of yijing. Following Pu (1994), yijing transcends objecthood. Thus, 

yijing itself is an unknowable presence. Like the finger in the Chan story, the moon, once 

perceived, is already a sign which is dependent upon the ability to perceive. Neither the 

finger nor the moon to which it refers is the ultimate truth. What we can do is to explore the 

ability of perception.  

Perhaps, the question still remains as to what exactly yijing is? If we do not know what it is, 

how can we explore it? As mentioned several times, the way of exploring yijing is not about 

what the meaning of yijing is but how it is perceived (see the research questions). Martin 

Heideggerôs ([1927] 2000) discussion on Being is here helpful. Heidegger explained that 

ñbeing is the ómost universalô concept [é] being is indefinable [é] being is of all concepts 

the one that is self-evidentò (pp. 22-23). For yijing, yijing is an abstract concept, yijing is 
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unspeakable and yijing represents the meaning-in-itself. Other terms which may carry the 

same emotional complexity in other cultures would perhaps be saudade in the Iberican/Latin 

American context or han in Korean, both of which indicate that ñwe do not know what 

óBeingô meansò. Yet even if we ask, ñwhat is óBeingô?ò, ñwe keep within an understanding of 

the óisô, though we are unable to fix conceptually what that óisô signifiesò (p. 25). Keep this 

demonstration in mind, when we discuss yijing, for example: 

Question: What is this feeling I have now? I cannot pinpoint it. It is beautiful, harmonious, 

peacefulébut there is more to it. 

Answer: It is called yijing. 

Question: What is yijing? 

Answer: You were just within it.  

While the sensation of yijing transcends language ability, when it comes to a film-watching 

experience, the perception of yijing lies in the interaction between spectator and film. Perkins 

(2018) suggests, ñwhen it comes to metaphysics, the path from concepts to experience is 

difficult ï if not impossible ï to traceò (p. 187). With this in mind, charting the perception of 

yijing may present a solution into what yijing means.  

2.3. Research direction: Cross more than comparison 

Conducting a transcendental study is about looking for a transcendental pathway. 

Superficially, my research project is similar to Schraderôs work in that both of the projects are 

about the ótranscendentalô in films. However, while he mainly focused on the transcendental 

style in films, I am concerned with a transcendental process in film perception. I do not deny 

that ñtranscendental style is the óway of liberationô from the terrestrial to the Other world, and 

consequently its origins are necessarily intrinsic to the particular culture from which it 

springsò (Schrader 1972, p. 53). However, I am not concerned with discussing authorship by 

exploring how national culture forms within the directorôs personality and how the 

transcendental style transcends personality thereby liberating an aesthetic style from cultural 

intrinsic value. Rather, I concentrate on the relationships existing between spectator and film. 

I do not use the term óspectatorshipô because it is a well-discussed concept in psychoanalysis1 

which is essentially different from the spectator-film relations explored via schizoanalysis 
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(see section 2.5). I argue that the transcendental in the case of yijing is an experience that is 

formed by cinematic techniques and is simultaneously perceived by the spectator.   

Therefore, the cross-cultural dialogue in this thesis is not about a comparative study finding 

similarities between óEastô and óWestô. Rather, it charts individual perception without the 

stereotypical cognition of an óEasternô style and a óWesternô style. Sid Lowe (2002) states 

that one of the shackles of cross-cultural research is ñstructural knowledge over 

understanding of processò (p. 23). He explains that ña focus upon conceptualization is 

accompanied by a structural epistemology. Knowledge is managed in disciplines and 

organized into sub-directories of subjects and topicsò (p. 23). A pre-setting of óEastô and 

óWestô directly settles an opposite knowledge model, which would ignore the individual 

ability of perceiving differences, something this thesis refutes.  

Affect theory clearly plays an important role in film studies. There are several notable studies 

in this field, focusing on diverse topics such as affect and film music (Arroyo Garcia 

Lascurain 2017), affect and feminist film theory (Kennedy 2002; Pravadelli & Jelaļa 2016), 

affect and spectatorship (Bainbridge 2004; Jankovic 2011), affect and female representations 

in the post-war Japanese context (Coates 2016), affect and genre studies (Klinger 2006; Chen 

2014), and of course, affect and film-philosophy (Boljkovac 2013; Jenkins 2014).  

I have made clear that I wish to avoid directly applying a western theory to analyse Chinese 

cinema. We have several examples of the problems and issues that this causes, for example, 

Marxism was misunderstood and utilised in a fragmented manner that resulted in it being 

regarded as the only critique on political correctness (Huang 1933; Liu 1935; wang 1937, 

cited in Fan 2015, pp. 43-44). However, I argue that affect theory can stand above these 

issues. The most important reason underpinning this argument is that affect theory concerns 

itself within a non-subjective process rather than with any specific subjects or objects. As 

Gregory Seigworth and Melissa Gregg (2010) note, affect allows us to consider emotion 

ñwithout requiring place-position for subject and object as the first conditionò (p. 8). 

Although affect theory was developed in western academia, it is not limited to the western 

context. Understanding affect, therefore, does not require examining ontologies of film in 

different contexts. For example, Victor Fan (2015) has drawn attention to the arguable 

ontology of film in China which ñis called xiju benti lun (ontology based on the play-drama, 

coined by Zhong Dafeng), as opposed to the yingxiang benti lun (ontology based on the 

[photographic] image) that Bazin proposedò (p. 25). These ontologies strongly depend on the 
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knowledge of specific technological and cultural backgrounds, something that affect can go 

beyond. Deleuzian ñbecomingò, which is an essence of affect, plays an important role here. 

For Deleuze and Guattari, ñbecomingò is not an imitation, but an ñextreme contiguity within 

a coupling of two sensations without resemblanceò (WP, p. 173). Thus, affect is a changing 

process. 

Affect does not limit any inherent cognition but allows for all affective possibilities. For 

example, if we explore death in the film, that exploration will be dependent on national 

culture and customs. As Michele Aaron (2014) in her book Death and the Moving Image: 

Ideology, Iconography and I has indicated, ñthe individual tests and strengthens the death 

drive precisely through these brushes with mortality, and ócultureô offers a compelling 

platform for occasioning such thrillsò (p. 69). The cognition of death may relate to heroism, 

masochism, phallocentrism and imperialism, and all of them have different situated meanings 

in different contexts. The research orientation is therefore about the ówhatô; questions such as 

ówhat ideology is present in death?ô, ówhat is the social-historical surrounding?ô. However, if 

we discuss the affect of death in cinema, the research orientation is significantly different. 

The research of affect is not about ñwhat something is, but how it is---or, more precisely, how 

it affects, and how it is affected by other thingsò (Shaviro 2007, p. 8). In this sense, the 

research of affect and film aesthetics is more concerned with the matter of manner than with 

the case of essence. This matter of manner focuses on the different changing processes of 

affect, which reassures the cultural estrangement between the East and the West.  

Schrader produced a cross-cultural dialogue in a macroscopic view by geographically 

comparing authorship between óEastô and óWestô. Different from Schrader, this thesis looks 

into a microscopic view by dissecting individual bodily reactions during a film-watching 

experience. In this microscopic sphere, affect is enabled to engage with various film 

perceptions and avoids encountering the conflict between the binary model of óEastô and 

óWestô. Subsequently, yijing provides a new case study for affect theory. In the next section, I 

am going to use three models (Figure 2.1) to explain the interaction between yijing theory 

and affect theory.  
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2.4. Theoretical Framework 

To demonstrate this theoretical framework, three pairs of theoretical connections need to be 

clarified. They are: yijing and affect (following on from the discussion in the previous 

section), affect and cognitivism, and yijing and Deleuze.  

2.4.1. Yijing and affect 

This thesis looks into the interaction between spectator and film, but in fact, perceiving yijing 

is a transcendental process which occurs in-between the spectator and the film. To begin, it is 

necessary to distinguish the use of óbetweenô and óin-betweenô. Typically, the meaning of 

óbetweenô would refer to the relationships existing between spectators and cinema, as seen in 

model a (figure 2.1). This model helps us to comprehend how cinema affects spectators or 

how a spectator cognitively interprets cinema. In other words, it focuses on one subject (a 

spectator or a film), even though óbetweenô indicates a sort of connection and spatial position. 

This means that the meaning of óbetweenô in model a is actually without a process of óin-

betweenô.  

The óin-betweenô I am referring to is an exact status which exists between a spectator and 

cinema. The importance of pointing out óin-betweenô is to make clear that it is capable of 

establishing comprehensive interconnections between things. Elizabeth Grosz (2005) notes 

that ñreduction and division occur only at a cost, which is the failure or inability of our 

scientific, representational, and linguistic systems to acknowledge the in-between of things, 

the plural interconnections that cannot be utilized or contained within and by things but 

which makes them possibleò (p. 141). The simplicity of model a reduces numerous 

interconnections existing in-between a spectator and a film. The in-between therefore 

reinvigorates a compressed interaction of film perception, completing the reductive and 

Figure 2.1. Models of the relations which exist between yijing, spectator, and film. 
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divisional worlds. I use the triangular model b to simulate this relationship and emphasise the 

true óin-betweenô. Through what a spectator is seeing and listening to, the spectator might 

perceive yijing. This yijing neither belongs to the spectator nor to a film, but the spectator 

always thinks that what they have perceived (step 1) is the yijing of the film (step 2). In this 

model, the process of perceiving is like a third-party in-between spectator and film.  

The point is that there are no standard criteria of what yijing means or what yijing is in a film, 

which means that every spectator has their own model. Moreover, the problem with model b 

is that it shows yijing as a site of oneness. Step 2 seems like the shadow or the mirror 

reflection of step 1 or vice versa. The fact that yijing is not a being raises the question of how 

there can be an object which can reflect the state of yijing? While the situation is that yijing is 

not a being, how can there always be a certain thing to reflect the state of yijing? 

To use geometric terms, the problem of model b is that yijing is not a point, but rather a sort 

of space. If we extend model b, the model of perceiving yijing becomes more like model c. 

Yijing is produced in the material space where the spectator and the film are situated; the 

space where yijing is located is no longer material space. The reason for this is that 

perceiving yijing passes through material space (the physical body and the film) to the 

humanôs spiritual world. In model c, perceiving yijing appears like passing through a plane to 

space. To return to the basic material space seen in model a, perceiving yijing depends on the 

relationship between two bodies, a real human body and a screen as a non-human body; but 

in fact, the transcendental occurs in-between them (model c). It is this in-between which 

triggers the humanôs spiritual activity. It is worth mentioning that this in-between process 

cannot be separated from bodies. It is undeniable that we need a body to sit in front of a 

screen using eyes to watch and ears to listen.  

According to Spinoza, a body can be defined as the ñrelations of movement and restò (cited 

in Massumi 2002, p. 15). For perceiving yijing, our bodies start ómovingô when a film begins 

and resting when a film ends. Through the capacity to do this, a body has the power to affect 

and be affected (Massumi 2002). By using Massumiôs language, perceiving yijing actually 

has two steps. Firstly, our body is affected by cinematic affection. Secondly, our affected 

body affects our spiritual world. Gregg and Seigworth (2010) clearly point out that ñaffect 

arises in the midst of in-betweenness [é] pass body to body (human, non-human, part body, 

and otherwise), in those resonances that circulate about, between, and sometimes stick to 

bodies and worldsò (p. 1). Thus, differing from film theories and approaches of spectatorship 
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which are concerned with exact objects and subjects (such as gaze theory), affect theory pays 

more attention to the transition of power among bodies.  

Perceiving yijing is nothing other than focusing on that in-between affective process. Affect 

theory could not be used to explain what yijing is, but rather to trace how we perceive it and 

how model c works in reality. Affect does not concern itself with understanding but rather 

focuses on non-cognitive interaction. What makes us recognise the existence of yijing is not 

the comprehension of the meaning of a film, but the power of the transitions which pass 

through bodies. This is the common ground that both yijing theory and affect studies are 

concerned with.  

Yijing theories and affect studies are both occupied with a sense of non-subjectivity in film 

aesthetics. In the broad realm of the connections existing between affect theory and film 

aesthetics, Kennedy (2002) has already successfully developed feminist film theory by 

mobilising Deleuzian affect theory. Different from modes of traditional film analysis such as 

formal analysis of representation or critics of signification, Kennedy (2002) highlights the 

character of contemporary film at an affective level, which is ñbeyond any sense of 

subjectivityò (p. 5). Although yijing film theory is not included in Kennedyôs study nor is it 

well known in western film studies, the study does focus on the non-subjective sense. 

Relatedly, Pu (1994) states that yijing is produced by the union of subject and object. A 

subject and an object are none other than the material appealing to such a transcendental 

sensation ï yijing. Because of the unity of subject and object, there is no independent 

subjectivity in perceiving yijing, neither via the spectatorôs reaction nor the filmôs scenarios. 

Rather, the transcendental indicates an affective process that goes beyond the form of a 

spectator and a film, in other words, is not fixed at a stable subjectivity. Subjectivity and 

objectivity are the departures of perceiving yijing, yet they vanish within the transcendental 

experience. Moreover, a non-subjective sense does not mean it is unanalysable or 

unapproachable. Kennedy clarifies that for studies of the sense of non-subjectivity, the film is 

explored ñas experience, as sensation, as a perception-consciousness formation [é] as 

processual, not purely representationalò (p. 5), thus charting the process of film perception.  

Therefore, affect theory can be interlinked to yijing theory and contribute to analysing the 

process of perceiving yijing. For yijing and affect, my aim is not to promote one over 

another, but rather demonstrate yijingôs usefulness to the study of film perception. Yijing and 

affect actually provide an interwoven framework of charting a transcendental process. In 
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addition, yijing and affect are not interchangeable. Affect is not yijing, though perceiving 

yijing is an affective process. Yiijing and affect play different roles in film perception. 

Perceiving yijing is an intangible transcendental process linking the material world and a 

transcendental space. Affect is applied to mark the interaction between spectator and film in 

the material world.   

Nevertheless, charting does not mean directly applying concepts and theories to trace an 

experience without any examination. We still need to figure out how to track yijing and 

affect. The solution is to align their embodiment with cognitivism in the analytical process. 

As such, the next section will illustrate the intimate relationship between affect and film 

cognition.  

2.4.2. Affect and cognitivism  

One of the key processes of this thesis is tracing affective transcendental perception via film 

cognition. Exploring affect keeps us engaging with emotional reactions to audio-visual 

materials. However, the distinction between focusing on filmic affect and analysing the 

emotional representations in a film, is that affect is not about interpreting meanings but 

indicating how the film forms sensations. Emotion and affect are two completely different 

things. Emotion is cognitive while affect is non-cognitive; emotion is based on evaluations 

and judgements while affect indicates a sensory state without cognitive interpretation (see 

Coplan 2010; Coplan & Matraver 2011). Emotion and affect respectively generate two 

distinct research directions, but both of them contribute to charting yijing.  

In her book Moving Environment: Affect, Emotion, Ecology, and Film (2014), Alexa Weik 

von Mossner aims to explore the roles of emotion and affect in the relation of human and the 

environment. She claims that ñaffect ï [is] our automatic, visceral response to a given film or 

sequence ï and emotion [is] ï our cognitive awareness of such a responseò (p. 1). To consider 

a radical discussion, Anne Rutherford (2003) opposes the impenetrable effect of cognitive 

theory. She argues that ñfilm theory needs to make from the concern with sensation or with 

emotion understood as sentiment organised along the axis of narrative identification, or with 

desire, to an understanding of embodied affect, in the theorisation of spectatorshipò (section 

IV, para.3). In short, Rutherford aims to completely separate embodied affect and emotional 

expression.  
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However, emotion and affect are not isolated from each other. Massumi (2002) has said that 

ñan emotion or feeling is a recognized affect [é] Emotion is contamination of empirical 

space by affectò (p. 61). Similarly, David Ingram (2014) argues that it is not necessary to 

make a single choice. He thinks that engaging both emotional identifications and embodied 

affect would be a robust method for spectatorship studies. I align with Ingramôs argument 

that difference does not only mean particularity but also complementarity. It is true that affect 

and emotion are two different things, but that does not mean they are opposed to each other. 

Both of them focus on the film watching experience, but from different angles. Precisely 

because affect and emotion are two different entities, can they exist together in one method. 

To reiterate, an emotion embodies a specific emotional reaction, while affect is a continuous 

affective process underpinning the emotional reaction.  

This thesis mainly aligns with three kinds of studies of affect (see section 1.7). I engage with 

Deleuze and Guattariôs original idea of affects as ñbecomingsò which alludes to the path 

which escapes film cognition (ATP, p. 299). This notion is underpinned by ideas of 

ñbecoming-minoritarianò which can be mobilised to re-interrogate the perception and 

cognition of the minoritarian figure in a film, and show how film cognition is formed; thus 

helping to explain how the perception of yijing deterritorialises the formed cognition (see 

chapter 4).  

I will also engage with Nigel Thrift (2008) and Hayden Lorimerôs (2005) explorations into 

non-representational theory. Non-representation can be seen as another expression of 

intangible affect and highlights that affect is more than representations and more than 

readings of film cognition (see chapter 5). 

Knowing there is affect is not enough to chart the perceiving process, we also need to know 

how spectators are responding. In other words, we should know how the spectator and the 

film are engaged. For this, haptic affect theory such as Julia Brunoôs (2002) discussion on the 

haptic sense of spatiality and mobility and Jennifer Barkerôs tactility (2009), are applied to 

build up the connection between bodily reactions and film language (see chapter 6).  

To be concise, I use ñbecomingò to comprehend the existential state of affect; the ñnon-

representationalò to theorise the analytical process of affect; and haptic to feel affect. These 

different ways to approach affect are all applied to build the tangible connection between 
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affect and cognition which clarifies how one can chart the process of yijing. I will detail the 

affect-related theoretical debates one by one and step by step in the following case studies.  

2.4.3. Yijing and Deleuze 

Although interlinking Deleuzeôs philosophy and yijing theory is unique to this thesis, several 

other recent research projects about Deleuze and other Asian cultures exist. These pioneering 

research projects reveal the feasibility in combining Deleuzian ideas and yijing in this thesis, 

notably due to their discussions of Deleuze and Buddhism. Tony See (2014) interlinks 

Buddhismôs notion of ñoriginal enlightenmentò and Deleuzeôs idea of ñimmanenceò. See 

notes that ñDeleuzian philosophy is conceived as a ótoolboxô of concepts [é] He gives you a 

box of tools, but does not tell you which tool is appropriate. You must try using each tool 

yourself and find the right one on an experimental basisò (p. 42). As See has also mentioned, 

the contribution of these Asian-Deleuzian studies opens up new possibilities of East-West 

dialogues. They call for ñfurther research into other areas of resonance between Deleuzian 

metaphysics and assemblages and other systems of thought in Asiaò (p. 44).  

Chinese Deleuzian scholar Mai Yongxiong (2010) has pointed out that Deleuzeôs six 

principles of rhizome (principles of connection and heterogeneity, principle of multiplicity, 

principle of asignifying rupture, principle of cartography and decalcomania) deny the 

tradition of western philosophy which regards Being as the core, creating a common ground 

with Chinese philosophy. Chinese traditional thoughts about the world show that nothing is 

constant (see The Book of Change, Wilhelm & Baynes 1967), mirroring Deleuzeôs concept of 

the plane of immanence, i.e. ñthe plane is the formless, unlimited absolute, neither surface 

nor volume but always fractalò (WP, p. 36). In short, ñthe plane of immanence is [é] that 

which must be thought and that which cannot be thoughtò (WP, p. 59). In this sense, the 

plane of immanence is like the milieu of all ideas and concepts. Perceiving yijing as an 

aesthetic desire is not defined by any singular idea but by all ideas, it is like a plane of 

immanence in that ñevery plane of immanence is a One-Allò (WP, p. 50). In The Book of 

Change, Xici states that ñwhat is above form is called tao [Dao]; what is within form is called 

toolò (see Wilhelm & Baynes 1967, p. 623).2 No matter what the tool is, Dao is formless and 

transcends tool. No matter what kinds of terms, concepts, and discourses of Deleuze and 

Chinese aesthetics we have, their Dao is interlinked. As such, based on Dao or the plane of 

immanence, we can use various ótoolsô such as film, literature and painting, to illustrate the 

óformlessô via a transcendental process. 
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Deleuzeôs ideas are already an established and intricate part of modern film studies and as a 

result, provide new angles in which to consider cinema beyond the traditional consideration 

of linguistic meaning. Deleuzeôs Cinema 1: The Movement-image and Cinema 2: The Time-

image were first published in French in 1983 and 1985. In film studies, Deleuze departs from 

French philosopher Henri Bergson and American philosopher Charles Sanders Peirce, and 

utilises cinema to theorise movement, time and thinking as a whole. As Ian Jarvie (1987) 

articulates, ñphilosophy of the film is thinking about how we think about film, is so to speak, 

thinking about the very possibility of thinking about filmò (p. 2). Through applying semiotic 

studies, derived from Ferdinand de Saussureôs Semiology and Christian Metzôs Grand 

Syntagmatique, Deleuze deduces a non-linguistic form of cinema. Deleuze posits that the 

components of images ñconstitute a signaletic material which includes all kinds of 

modulation features, sensory (visual and sound), kinetic, intensive, affective, rhythmic, tonal, 

and even verbal (oral and written) [é] even with its verbal elements, this neither a language 

system nor a language. It is a plastic mass, an a-signifying and a-syntaxic material, not 

formed linguisticallyò (C2, p. 29 [emphasised by author]). In short, Deleuze opens up our 

view that cinema is not just a sort of cinematic form, but rather manifests as a specific 

possibility for new thinking. As Claire Colebrook (2002) notes, ñin what follows we will be 

looking at the way cinema demands a whole new style of thinking, such that its ramifications 

can be gauged well beyond cinemaò (p. 30). 

Deleuzian philosophy and Deleuze and Guattariôs joint philosophical ideas have had a 

particular effect on the discussion of cinema within interdisciplinary practices. Several recent 

studies have placed Deleuzian aesthetics at the centre of cinematic discussion as a new 

method of tracing a dialogue between the traditional film canon and wider relative paradigms. 

These studies can be seen as representative of the redevelopment of traditional theoretical 

approaches of film aesthetics (see Kennedy 2002; Pisters 2003; 2011), the reconstruction of 

the comparative framework between world cinema and the Western film canon (Andrew 

2004; Martin-Jones 2011; Fan 2015), and the reconsideration of the ethics of cinema, 

thought, and life (Pisters 2010; Boljkovac 2013). With reference to the significance of 

Deleuzian philosophy in film studies, this new approach can be considered an óinside-outô 

approach. On the one hand, it provides a new epistemology of film from a purely aesthetic 

perspective. On the other hand, a Deleuzian approach sees an image ñoutside the purely 

representationalò (Kennedy 2002, p. 3) form of meaning and as the projection of ñother 

transcendental worldsò (Pisters 2003, p. 3).     
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In 2014, the Journal of Chinese Cinema published a special issue called óDeleuze and 

Chinese Cinemasô. As the name suggests, this issue carefully manifested the various relations 

existing between Deleuze and Chinese cinema. Since Deleuze is already applied in film 

studies, two questions focused on the inevitable foundation of Euro-centrism: ñwhat Deleuze 

can do for Chinese cinema?ò, and ñwhat can Chinese cinema do for Deleuze?ò (Martin-Jones 

& Fleming 2014, p. 94). David Martin-Jones and David Fleming (2014, p. 94) note that the: 

Eurocentric position inevitably reinforces the apparent ócentralityô of the European thinker in 

relation to a óperipheralô cinema. Rather, we wanted to see the constructive impact on Deleuzeôs 

ideas (their questioning or reconsideration), wrought by an engagement with Chinese films. In 

addition to the already apparent usefulness of Deleuzeôs ideas for providing new tools with 

which to unlock Chinese films, conversely, what challenges, developments, and reinterpretations 

might Chinese films offer to Deleuzeôs concepts?  

In the light of the above, instead of standing on a dominant European perspective to explain 

Chinese cinema in an orientalist way, we can join forces with Deleuze as a method of 

(re)understanding Chinese cinema. To óunlockô Chinese cinema, Deleuzian movement-

image, time-image, and schizoanalysis can be applied in ways that avoid theorising 

representations of film but rather seek to explore film itself (Ma 2010; Marchetti 2007).  

I claim that this sort of method can be extended not just to the variety of national cinema but 

also to discussions of film aesthetics ï yijing for example. However, I suggest that the 

utilisation of Deleuzian ideas to unlock moving images in Chinese cinema needs a more 

fundamental discussion. There should always be a baseline that Chinese cinema should not 

just be seen as a non-European case which can be challenged or interpreted through 

Deleuzian ideas. I argue therefore, that both Deleuzian ideas and cinematic images engage 

with transcendental aesthetics while Chinese cinema can be utilised to open up a discussion 

of transcendental film perception. That is, rather than typically apply philosophy as top-down 

analysis, it can intersect with yijing on a horizontal plane in order to chart a transcendental 

film watching experience. In this aesthetic configuration, we should avoid having a universal 

conclusion but instead conduct bilateral talks examining both Deleuzian concepts and yijing-

related Chinese conceptualisations.  

The configuration of Deleuze and yijing highlights the importance of the film. Film in this 

thesis is not just an audio-visual tool to help us illustrate an argument, but rather it is a means 

to ñcapture argument in affective wayò, showing that film does engage philosophy and 
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generate emotional as well as intellectual resonances for us (Cox & Levine 2012, p. 16). That 

is, the film itself contains a sort of cinematic consciousness which illuminates the complex 

affective aesthetic performance. For this situation, both Deleuzian ideas and yijing become 

the discussant of the transcendental experience within cinematic discourse.   

2.4.4. Affect, yijing, cognition and schizoanalysis 

Deleuzian schizoanalysis is vital to this thesis as it provides the sequence of 

deterritorialisation during the process of charting yijing. To explain this, I wish to explore 

how we can conduct a study which brings schizoanalysis, yijing, affect and cognitivism 

together.  

Affect is not the passage from one lived state to another, but manôs nonhuman becoming (WP, p. 

173). 

The virtue of ótranscending objectsô of yijing is breaking the limitation of a formed scene, which 

seeks after an infinite process from finitude. Rather than perceiving yijing from a stable and 

isolated object, it is necessary to explore yijing in a constant changing process (Pu 1994, p. 10). 

Schizoanalysis is at once a transcendental and a materialist analysis (Deleuze and Guattari, AO, 

p. 132). 

As explained, this study aims to avoid both placing western theory at the centre in order to 

explain Chinese aesthetics and applying a Chinese artistic concept to examine western theory. 

Rather the aim is to explore an aesthetic situation with the act of film watching placed at the 

centre. I do not deny the general role of China in the development of yijing theory but 

perceiving yijing is not unique to Chinese cinema. The phenomena of unspeakable film 

watching experiences have been pointed out in different ways, examples being Kennedyôs 

(2002) ñaesthetic of sensationò and Andrew Darleyôs (2000) ñquestion of a sensual and 

perceptual characterò, both of which are based on affect studies. Affect is not a stable object 

but an infinite process, its application is not limited to only western situations.  

Affect, yijing, cognition and Deleuzian approaches are not only complementary to each other, 

but through their intersection, they offer the possibility of becoming a new discipline. This 

interdisciplinary coming together provides a new approach to investigating film perception 

via charting the processes of perceiving yijing. This charting process is mediated via affect 

that is narrated inside the logic of schizoanalysis: 
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From a schizoanalytic perspective, it might be argued that affect seems to be a fundamental 

element of cinema, not just related to the movement-image but as a general feeling of all types of 

images (especially in contemporary cinema) (Pisters 2008, p. 110). 

For a transcendental process, schizoanalysis mobilises in order to chart an affective tendency 

instead of a concrete being. From the perspective of yijing, perceiving yijing is based on a 

subject, a spectator, but yijing is not an eternal artificial form beyond what the spectator sees. 

The process of perception is a process of experiencing a non-subjective state. This process is 

diverse for different individuals. It is not Kantian transcendentalism, which is used to identify 

all the possibilities contained within knowing a priori, but rather it reflects Deleuzian 

transcendental empiricism (see section 1.3.1).  

The shared characteristic present among yijing, the definition of affect, and the transcendental 

ideas of schizoanalysis, is a process of change. The interaction which occurs between them 

when brought together is not about showing how they explain each other but rather how they 

each play different roles. Within this interaction, schizoanalysis synthesises both the core of 

yijing and affect. As discussed in the last section, the interplay between cognitivism and 

affect studies is a method for film perception. Within the connection between yijing, affect, 

cognition and perception, schizoanalysis offers a transcendental charting guideline. In the 

next section, I will illustrate how to practice schizoanalysis step by step. 

2.5. Methodology  

2.5.1. Schizophrenic analysis 

In order to explain the methodological approach in this thesis, I will explore further the 

interplay between schizoanalysis and film studies. Initially, Deleuze and Guattari utilised the 

term schizoanalysis to criticise the approach taken by psychoanalysis. Psychoanalysis focuses 

on structured psychic repression, a notable example being the Oedipus complex. 

Schizoanalysis, on the other hand, focuses on delirium, meaning that it seeks to go ñbeyond 

all law ï where the problem of Oedipus can no longer even be raisedò (AO, p. 101). 

Schizoanalysis is not applied as a way of building an analytical structure to see a specific 

symbolic construction, but rather it is utilised for charting desire-production, meaning that 

one must inject ña schizophrenic flow capable of subverting the field of psychoanalysisò (p. 

103). Desire is a central conception for Deleuzian philosophy; it is understood as not being 

ruled by any law because ñdesire does not lack anything; it does not lack its object [é] there 
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is no fixed subject unless there is repressionò (AO, p. 39). Desire is not located in something, 

but rather as Alison Ross (2010) explains, it is ña force able to form connections and enhance 

the power of bodies in their connectionò (p. 66). In the desire connection (or desire-

production), schizoanalysis is able to trace the line of how desire flows. In this thesis, the 

desire which I focus on is human sensation. I want to chart how the sensation flows within 

affect in front of cinematic operation.    

To apply schizoanalysis in film analysis, Buchanan (2008) notes that ñin order to engage with 

cinema as a whole we need to take Deleuze as a wholeò (p. 4). This notion of engaging ñwith 

cinema as a wholeò refers to Christian Metzôs thinking of film which considers cinematic 

technology, the film industry and the spectatorôs ideology as a whole (see Metz [1977] 1982; 

Buchanan 2008). While Deleuzeôs research mainly focuses on the filmic capacity of film, 

which in many ways is alien to Metzôs analytical principle, Buchanan articulates that 

conducting schizoanalysis should develop from Deleuzeôs thinking first instead of using 

Metzôs principle to criticise Deleuzeôs partial concerns of film. Buchanan announces that 

Deleuzeôs thoughts on film ought to be seen as ñenablingò a focus on a particular part inside 

the whole film chain (p. 4). For Buchanan, therefore, schizoanalysis is not alien to film 

analysis but rather functions as another way to read a film. 

Inspired by Buchananôs scrupulous argument on applying schizoanalysis in film studies, I 

want to clarify that charting yijing is a process of charting a schizophrenic experience. 

However, instead of thinking that perceiving yijing is a schizophrenic symptom, I claim that 

perceiving yjing in fact is a particular transcendental experience which occurs 

instantaneously beyond intellectual thought. Moreover, we should not consider perceiving 

yijing as alien from understanding a film. Rather we should think of perceiving yijing as one 

of the possible reactions affected by film. In film cognition and perception, perceiving yijing 

is a very microscopic act, and, as a result, it is a complex process that must attend to the 

minutiae of the film experience, which in turn can make it hard to follow.  

Figure 2.2 explains the key concepts of Deleuze and Guattariôs schizoanalysis alongside 

Deleuzian cinematic thought. The approach of this thesis will illustrate how schizoanalysis 

can work with ideas of both affect and yijing and the impact this can have on how we read a 

film text.  
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2.5.2. Deterritorialisation and reterritorialisation  

Deterritorialisation and reterritorialisation are two key concepts in schizoanalysis. Both 

deterritorialisation and reterritorialisation are continuous movements of what Deleuze and 

Guattari called the ñline of flightò (ATP, p. 238). This line is the pathway of escaping from 

territorialisation. It is worth noting that this thesis calls the ñline of flightò ñthe line of 

becomingò and ñthe line of escapingò. Both óbecomingô and óescapingô refer to a changing 

and movement-based process. I use these notions to indicate an infant process of perceiving 

yijing. Perceiving yijing escapes any formed and shaped cognition (see chapter 3 and 4). 

Deleuze and Guattari articulated that ñterritorialisation is an act of rhythm that has become 

expressive, or of milieu components that have become qualitativeò (ATP, p. 367). They 

further state that ña territory borrows from all the milieus; it bites into them, seizes them 

bodily [é] It is built from aspects or portions of milieusò (p. 366). Thus, the relationship 

between territorialisation and territory is that ñthe territory is the product of a territorialization 

of milieus and rhythmò (p. 366). In this light, territorialisation is a process, and territory is 

produced as the result of territorialisation.  

Within a transcendental film watching experience, territorialisation is an important process of 

watching a film. The relationship between spectators, projectors, and the screen is the 

territory of a watching activity. A projector projects a film on a screen and the spectatorsô 

Figure 2.2. Schizoanalytical process of perceiving yijing. 
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eyes see the images on the screen and their ears hear the sound of the film. By using Deleuze 

and Guattariôs language, this analytical or productive framework is an assemblage as ñthe 

assemblage is fundamentally territorialò (ATP, p. 376). For the process of perceiving yijing, 

this watching assemblage is the foundation for all other movements such as interpreting 

meanings and emotional resonance.  

The importance of schizoanalysis is embodied in deterritorialisation. Eugene Holland (1999) 

explains that ñthe schizoanalytic term ódeterritorializationô designates, in the psychological 

register, the reverse of Lacanian territorialisation ï that is to say, the process of freeing desire 

from established organs and objects: one of the principals aims of schizoanalysisò (p. 19). 

Holland also uses the term ñde-codingò to explain deterritorialisation and indicates that it 

ñdoes not refer to the process of translating a secret meaning or message into clearer from: on 

the contrary, it refers to a process of dis-investing given meanings altogether, to a process of 

óuncodingôò (p. 20). Simply put, deterritorialisation decodes a territory without interpreting 

the meaning. In the analytical model of this thesis (figure 2.2), deterritorialisation happens 

firstly during the movement of emotional reaction. This movement uncodes a watching 

assemblage and reterritorialises it into emotions simultaneously. Here, Deleuze and Guattari 

have pointed out that ñdeterritorialisation [é] is always relative, and has reterritorialisation 

as its flipside or complementò (ATP, p. 62). To use a metaphor, the relationship between de- 

and re-territorialisation is similar to the time at midnight; everything is simultaneously 

deterritorialised from an old day and reterritorialised into a new day. These two movements 

never stop mirroring the fact that time never stops, as they ñinterlink and form relays in a 

circulation of intensities pushing the deterritorialisation ever furtherò (ATP, p. 9). Therefore, 

continuous deterritorialisation would not stop at an emotional reaction. Emotion is just a 

cognitive reaction in a perceiving process. This process follows the line of becoming. This 

means that charting the perception of yijing also demands the deterritorialisation of 

emotions.  

In order to investigate and make clear the moments on the line of becoming, it is necessary to 

discuss the approaches applied to the first instance of deterritorialisation. As stated, this thesis 

will apply both film cognition and affect studies. Firstly, reterritorialising emotion is the 

deterritorialisation of watching a film, thus the focusing point is the object of watching. In 

short, the leading question is how a film aims to trigger an emotional reaction. The solution to 

this question relies on the analysis of film cognition.  
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Here, the affection-image and time-image in Deleuzian cinematic schema (movement-image 

and time-image) play key roles. Deleuze referred to a sensory-motor scheme of movement-

image in his Cinema 1. The sensory-motor consists of perception-image, affection-image and 

action-image. The functions of perception, affection and action is to make sure a subject in a 

film can be perceived, can affect and can generate an action. Deleuze states that ñthe 

affection-image is the close-upò (C1, p. 97). The close-up ñtears the image away from spatio-

temporal co-ordinates in order to call forth the pure affect as the expressedò (C1, p. 107). 

Since film as an art form stimulates the world we live, the two key elements of what we see 

are space (where we live) and time (what we experience), which is named as ñspatio-

temporal co-ordinatesò. When the link between action image and affection image fails, it 

does not belong to the sensory-motor scheme anymore because it presents pure time and 

thought ï time-image (C2). When a spectator does not react to an affection-image, the 

spectator is experiencing pure time, which in fact transcends to the original spatio-temporal 

co-ordinates of movement-image. The transcendental therefore refers to the 

deterritorialisation of a spatio-temporal co-ordinate (see chapter 4).   

Perceiving yijing is quite similar to Deleuzeôs discussion of time-image, however, it is worth 

highlighting that there are two key divergences. Firstly, this research project does not directly 

apply Deleuzian cinematic schema to analyse yijing because it is difficult to match yijing and 

time-image. Although Deleuze utilises Ozuôs film and Zen Buddism to explain time-image, 

there are still analytical gaps between Chinese aesthetics, Japanese aesthetics, and time-image 

such as the definition of each term. Nevertheless, analysing space and time is essential to film 

perception, a fact which can serve to avert debates on terminology.  

Secondly, although Deleuze highlighted affection-image as a close-up, I do not limit the 

departure of perceiving yijing to ñclose-upsò. The film analysis does not only focus on a cup 

of tea, but also how tea relates to other shots and scenarios, in short, editing. Within montage 

culture, Sergei Eisenstein ([1943] 1986) noted that ñthis is all the more necessary since our 

films are faced with the task of presenting not only a narrative that is logically connected, but 

one that contains a maximum of emotion and stimulating powerò (p. 14). Thus, for 

Eisenstein, emotion and stimulating power are the derivatives of montage/editing. As 

charting yijing is relevant to cognitive emotion, we should not only examine a single type of 

cinematic work but rather look at how images are edited together and explore what factors 

affect cinematic film perception. Thus, rather than saying that the sensation of yijing equates 
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to time-image, time-image points to a path of charting the non-affective reaction to a film ï 

space and time.  

2.5.3. Mood-cue and Gestalt  

The cognitive-based mood-cue approach and the Gestalt-based approach work together to 

forge the tool of schizoanalysis. Greg Smithôs (1999; 2003) mood-cue approach explored 

how different types of cognitive emotions are cued in films. The Gestalt-based approach was 

established in relation to Gestalt psychology and mainly focused on the forms or 

configurations of audio-visual perception (Arnheim 1957; Higgins 2011; Carroll 2016; 

Poulaki 2018). Worth noting is that Gestalt psychology was a popular research trend before 

cognitive psychology. Film scholar David Bordwell (1985) notes that ñfor the Gestaltist, 

perception is the imposition of a mental order upon the world, but these Gestalten operate in 

a static, absolute manner. For Constructivist theory, perception is a temporal process of 

building the percept in a probabilistic fashionò (p. 101). However, different ways of 

processing perception do not mean that Gestaltism and Cognitivism are ambivalent. Emilio 

Audissino (2017a) has argued that Gestaltism and Cognitivism can be seen as 

ñcomplementaryò (p. 105). As cognitive psychology works like a computer, elaborating the 

data of emotional elements, it can be understood that the continual informational processing 

of Gestalt psychology tracks the distribution of affective energy within perception (Audissino 

2017a; 2017b). In this thesis, I will combine the mood-cue approach and the Gestalt-based 

approach. Since film cognition and affect are two key factors in charting yijing, I utilise the 

mood-cue approach to examine film cognition and the Gestalt approach to draw the form of 

affect. 

For the mood-cue approach, cognition is not as simple as looking at one scene and then 

having an emotional response. Rather, a film initially needs to create ña predisposition toward 

experiencing emotion: a moodò (Smith 2003, p. 42). Mood engages with emotion since ña 

mood is a predisposition that makes it more likely that we will experience emotion. Mood 

supports and encourages the expression of emotionò (p. 39). To avoid the confusion between 

mood and affect, I claim that mood and emotion operate in a different system to affect. 

Although Smith (2002) does not discuss affect in particular, he states that affect refers to 

ñlow-level emotional appraisalò and affect ñprovides the ófeeling toneô of emotion to the 

conscious mindò (p. 31). In my view, affect in the mood-cue approach is a fundamental 
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component. Even though affect does not engage with any mood-cue tracking, it is the original 

affective energy for mood and emotions.  

The mood-cue approach consists of two important concepts, prototypical emotion and 

nonprototypical emotion. Smith states that prototypes ñorganize human experience by 

allowing us to categorize new dataò. Smith also stresses that prototypical emotions are 

ñobject-ò and ñgoal-ò oriented states (p. 21).  Prototypical emotion directs towards the objects 

of the emotion; the emotion might be positive when the goal is achieved and negative when 

there is an obstacle hindering the completion of the goal. Mood cues function as the 

sustaining matter that underpins the mood of the prototypical emotions which occur during 

significant moments in the film. For example, a thriller cannot be thrilling if it suddenly 

switches into a comic or musical style, rather it needs a disharmonious soundtrack, dim light, 

and lonely characters to maintain the spectatorôs mood.   

We could say that the mood-cue is genre-based. Smith mentions that ñonce that mood is 

created, it has a tendency to sustain itselfò (p. 43). This is why genres of films are not 

difficult to identify when watching the opening scenes. The underpinning mood is always set 

up at the beginning of the film. Thus, the opening scene is important for us to chart the mood 

(see chapter 3).   

In a goal-oriented approach, the difference between prototypical and nonprototypical is that 

the former achieves a narrative goal but not vice versa. Smith defends the idea that ñactual 

emotions need not be goal- or action- or object-orientedò (p. 23), which gives the flexibility 

for a wide range of emotional responses such as nonprototypical emotions. In doing so, non-

prototypical emotions would seem alien to the main theme, target, or goal of a film. They are 

cued ñredundantlyò in order to ñgain access to the flexible emotion systemò (p. 47). This 

redundant performance can be seen as the deterritorialisation of the prototypical emotions in 

a film.  

I would like to argue that the sensation of yijing precisely relates to the non-prototypical 

situation because a prototypical emotion is the result of evaluations and interpretations. The 

evaluation and interpretation within prototypical emotions can only reinforce the process of 

territorialisation. The perception of yijing is in opposition to evaluation and interpretation as 

it is a transcendental process that deterritorialises a cognitive system. That is to say, the 

perception of yijing is opposite to prototypical emotions. Nonprototypical emotion, therefore, 
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offers a chance to mark the flexibility of emotional reactions which are not caused by certain 

evaluations and interpretations. In short, we could catch the perception of yijing by analysing 

nonprototypical emotional scenarios in a film (see chapter 3). 

Following the deterritorialisation of film cognition, the Gestalt-based approach can help us to 

portray the perceptive form of space and time. Maria Poulaki (2018) has argued that film is 

ña Gestalt developing in both space and timeò (p. 30). Anna Powell (2008) notes that ñfor 

schizoanalysis, material capture in space and time replaces representationò (p. 121). Space 

and time as key elements in an audio-visual maintain the perception and cognition. Perhaps, 

the crucial question which arises then, is how to conduct a charting process with a Gestalt-

based approach? 

At a basic level, the Gestalt claims more than the sum of its parts. In film art, the Gestalt is 

not about looking at each audio-visual element to see their superficial meanings but rather 

focusing on the configuration that the various elements form. As Matthias Bauer (2016) 

points out, the Gestalt ñcan neither be identified with the surface appearance of the 

photographed world nor with the content of the narration alone. Instead, it is a kind of Gestalt 

developed in the viewerôs mind, where it is present according to the law of durationò (p. 136). 

Following this, looking at the configuration of space and time in a film is about looking for 

how the cinematic elements form the perception of space and time. In consequence, we can 

see how the affective energy flows in those forms and draw the line of affect. To do this, we 

need to look at the configuration between film music and cinematic scenes, the configuration 

of camera movements, and the configuration of editing. In the following case studies, I will 

present how to mark mood cues and configure cinematic elements in the process of charting 

yijing.     
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Part I :  Yijing, affect: theory and interactions 
 

Both yijing and affect are intangible concepts that are hard to combine. The exploratory 

process in Part I will therefore function like a yarn braid that twists and crosses the strands 

one by one. To chart yijing in the viewing experience of In the Mood for Love, we need to 

clarify the foundation of yijing to see how its Buddhist foundation engages with the sensory 

aesthetics of tea. Following this, in order to investigate the departure point for charting yijing, 

we need to look into three relationships ï the relationship between film genre and film 

cognition, the differences among various cognitive types, and the relationship between film 

cognition and the sensation of yijing. Different from the theoretical discussions found in the 

previous two chapters, this section focuses on how to practice the concepts and theories I am 

exploring.    

Secondly, when analysing the sensation of yijing in Red Cliff II, I mainly focus on how to 

embed the line of affect in the analytical process. Importantly, it is worth looking at the roles 

of yijing and affect in a transcendental analytical process as it is the key to processing cross-

cultural debate. By doing this, we can elucidate how yijing film theory and affect theory work 

together to decipher a transcendental perception, which will build up the mode for forging a 

transcendental analytical approach in Part II.        

Moreover, the first two case studies aim to show how one can form a basis on a text which 

can then be built up as an analytical framework in relation to a particular aesthetic expression. 

For aesthetics, as Hilde Hein (1993) explains, it ñhas always appreciated the unique and 

singular individualò and ñtolerate[s] diversity, as liberal social theories profess to doò (pp. 4-

5). As a study which explores film aesthetics, this thesis desires to disclose the unique and 

singular individualisation of perceiving the yijing of tea in each cinematic product. Therefore, 

even though all the targets are about charting yijing, I hope the way of charting can maintain 

the singularity of the affective connection between the spectator and the film.  
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Chapter 3: Yijing and Nonprototypical Emotions: The 

Transcendental Experience of Watching Wong Kar-waiôs  

In the Mood for Love 

 

Whatever is dependently arisen is  

Unceasing, unborn, 

Unannihilated, not permanent, 

Not coming, no going. 

--- NǕgǕrjuna 

 

 

 

 

Plot  

In the Mood for Love (abbreviated hereafter as ITMFL) is set in Hong Kong in the 1960s. A 

never vocalised and never actualised love develops between Su Li-zhen (Maggie Cheung) 

and Chow Mowan (Tony Leung Chiu-Wai) when they realise that their respective spouses 

are having an affair. They then imitate a series of performances recreating their ideas as to 

how their spousesô affair has been conducted. They rehearse with each other as a means to 

understand the truth of the affair, and in time fall in love themselves, although this love is 

never consummated. Eventually, Chow goes to Singapore alone. Four years later, when 

Chow comes back, the film shows a sentence on the screen ñthat era has passedò. The film 

ends with him in Cambodia telling his story in a sacred hole in the walls of Angkor Wat. 
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3.1. Introduction    

As the first case study in this thesis, the aim of this chapter is to show the sensation of yijing 

in the tea scene in In the Mood for Love by comparing it with the emotional states present in 

other sequences in the film. Instead of exploring what kind of feeling is yijing or what kind of 

scenes can trigger yijing, this chapter aims to elucidate the transcendental process, from the 

cognition of a film to the perception of yijing. This chapter argues that the sensation of the tea 

drinking scene (figure 3.1) in ITMFL maintains the nonprototypical emotions of the film and 

triggers the perception of yijing by the very nature of its cinematic techniques.  

I have previously articulated that the perception of yijing engages with nonprototypical 

emotions (see section 2.5.3). However, in order to explore the yijing of tea, it is also 

necessary to clarify the nonprototypical emotions that are included in the respective tea scene. 

We need to see how to decipher what nonprototypical emotions may be present in a film. 

Nonprototypical emotions can be triggered in two ways. Firstly, when a scenario in a film 

does not follow the overarching goal of the protagonist, its emotional appeal might be 

nonprototypical. For example, the bamboo fighting scene in Crouching Tiger, Hidden 

Dragon; many of the shots in this scene do not focus on how to defeat each other but on the 

bodiesô (both the bamboo and the humans) movements. These non-fighting shots perhaps 

trigger the nonprototypical emotion because they are not directly responding to the goal of 

the protagonist which is to win. I will explore this way of triggering nonprototypical emotion 

Figure 3.1.  In the Mood for Love (2000). Su Li-zhen is drinking tea and looking outside. 
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further in the next chapter. Secondly, if there is no clear target posited in the film (normally at 

the beginning), it is hard to identify the prototypical emotions in the entire film because there 

is no clear emotional target that the mood should cue. Consequently, most parts of the film 

express nonprototypical emotions. For example, Fei Muôs Spring in a Small Town, Ozu 

Yasujiroôs Flavor of Green Tea Over Rice/Ochazuke no aji (1952), and Mike Nicholsôs The 

Graduate (1967), all present no clear goal for the lives of the protagonists. The entirety of 

each film seems to attempt to find, explore and define the meaning and the goal of life. 

Accordingly, the emotional appeal of these films is depicted in very subtle and implicit ways 

that make it hard to give a certain answer as to what those feelings are. Therefore, narratively 

speaking, the precondition of evaluating prototypical and nonprototypical emotions is a 

process of clarifying the goal of a film.   

Besides goal-oriented cognition, genre is another way to examine emotional typology. 

Psychologist Hugo M¿nsterberg (1970) noted that ñto picture emotions must be the central 

aim of the photoplayò (p. 48). Torben Grodalôs (1997) study Moving Pictures: A New Theory 

of Film Genres, Feelings, and Cognition offers a systematic relation between ñthe embodied 

mental process and configurations activated in a given type of visual fiction and the 

emotional ótoneô and ómedal qualitiesô of the experienced affects, emotions, and feelings in 

the viewersò (p. 3). For Grodal, the cognition of a film genre can be seen as the configuration 

of a given type of visual fiction. Film genre refers to a widely recognised story type, which to 

a great extent is what a film text is structured around. Therefore, genres work to portend the 

potential prototypical emotions before the spectators even watch the film. Lauren Berlant 

(2008) also noted that ña genre is an aesthetic structure of affective expectation, an institution 

or formation that absorbs all kinds of small variations or modifications while promising that 

the persons transacting with it will experience the pleasure of encountering what they 

expected, with details varying the themeò (p. 4). That is, a motion picture and its genre type 

can be embodied as a sort of emotional resonance. For example, a horror film has already 

established certain codes and conventions which link to the emotional response being aimed 

for. Conversely, if a film presents a mixed or more complex genre schema, it is more difficult 

to confirm which prototypical emotion is triggered, an example being the ambiguous genres 

of Wong Kar-waiôs films.  

As one remarkable filmmaker in the contemporary cinematic world, Wong Kar-wai is famous 

for his nuanced engagement with the concept of film genre. The anti-genre camp including, 
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for example, David Bordwell (2000) and Ackbar Abbas (1997), have argued that Wongôs 

film style departs from genres since he offers no particular genre-based aesthetics. Their 

discussions highlight the difference and non-determinacy of Wongôs works from prototypical 

genre-based films. 

According to Gary Bettinson (2015), ITMFL is neither melodrama nor a suspense film but 

rather mixes these two genres. Unlike Bettinsonôs analysis of why ITMFL is a mixed genre of 

melodrama and suspense, I focus on what types of emotions are embodied in this ómixedô 

genre. I argue that this film clearly shows two types of emotion that are commonly triggered 

by the two genres but when combined another level of complexity is added to the filmôs 

emotional resonance. Unlike Chungking Express/Chung Hing sam lam (1994) which 

combines two storylines to engage two genres separately (melodrama and romantic comedy) 

or 2046 (2004) that applies distinguishable mise-en-scène and narratives to connect the scene 

of melodrama and the scene of science fiction, ITMFL does not have clear distinguished lines 

which separate normative genres. Yet, as Bettinson (2015) has noted, a suspense story acts as 

ña latent genre [which] functions beneath the filmôs surface melodramaò (p. 117). From the 

beginning to the end, ITMFL maintains a consistent style, a style which is a syncretic product 

of two genres. Literally speaking, rather than ómelodrama and suspenseô, ITMFL tells a 

ómelosuspenseô story.    

The target of this chapter is not to discuss the relationship between genre and yijing. I suggest 

that both the genre and the narrative goal of the film are evidence of nonprototypical 

emotions, and these nonprototypical emotions are the foundation of charting the 

transcendental perception of yijing. Simply put, yijing and genre do not have direct relations 

but are rather both connected by nonprototypical emotions. 

In this chapter, I align with the ideologies of tea drinking in Buddhism and film cognition to 

discuss the relationship between yijing of tea, nonprototypical emotion and genre. I argue that 

the cognitive reaction to the mixed genre of ITMFL exposes repressed prototypical emotions, 

which consequently trigger nonprototypical feelings. That is, the nonprototypical emotion in 

ITMFL is the feeling of repression. The mood cues of the repressed feeling also influence the 

sensation of tea, something which cues the repression of the tea scene. Overarchingly, I 

explore how the yijing of tea drinking transcends the feeling of repression. To do this, I need 

to trace how the transcendental feeling differs from nonprototypical emotions. In doing so, 
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we will clearly see the transcendental state of yijing. I end the chapter with an examination of 

cinematography with a specific focus on the cinematic space in the film. 

3.2. Methodology 

3.2.1. Yijing, Tea, and the Middle Way  

Lai (2014) argues that the yijing of tea drinking follows the idea found in the Tiantai School 

of Buddhism: ñyixiang yise, wufei zhongdaoò (even a simple colour or smell does not lack the 

Middle Way, p. 194). As I will explain, this is a quite sophisticated engagement with 

Buddhism. Firstly, zhongdao (the Middle Way) is the foundational doctrine of the 

Madhyamaka school of MahǕyǕna Buddhism. NǕgǕrjuna is one of the most famous Buddhist 

philosophers who founded the Madhyamaka school and composed Fundamental Verses on 

the Middle Way (approximately in the second century). The main topic of the Middle Way 

Buddhist is the idea of emptiness. Here, I am not going to debate what emptiness is, but 

rather present how NǕgǕrjuna explains emptiness and what the fundamental logic is inside the 

Middle Way.  

The debates of emptiness in the Middle Way refer to the critique of independent existence. 

NǕgǕrjuna demonstrated that emptiness refers to neither existence nor non-existence. This 

dual logic of negation is based on the doctrine of two realities or two truths ï conventional 

reality and ultimate reality. Conventional reality stems from our daily conventions. Utilising a 

cup of tea as an example, under a conventional view, a cup of tea is real, and it is there. 

However, following the Middle Way, we could argue that there is no essence that can be 

independently called a cup of tea. The so-called tea is produced under numerous conditions 

such as tea leaves, tea set, water, season, temperature. Within these conditions, tea leaves 

function as the production of the earth, sunshine, water and so on. Even if we just look at the 

same cup of tea, because of the changing temperature, the first sip is different from the 

second one. Thus, there is nothing that can be determined as the inherent existence of a cup 

of tea. Yet we cannot say the cup of tea is non-existent because conventionally there is 

something. The precise way to describe this phenomenon is ñempty of inherent existence or 

self-natureò (Garfield 1995, p. 89). A cup of tea does not have any inherent existence as all its 

interdependent elements are not coherent. That is, the essence of tea is empty. NǕgǕrjunaôs 

argument is sophisticated as it is resting on ultimate reality in order to criticise everyday 

conventions. Under the ultimate view, the conventional essence is fake because it lacks the 



66 

 

essence, or the essence is empty. Empty does not mean non-existence but rather manifests as 

a relative concept to inherent existence. As Paul Williams (1989) states, ñemptiness is hence 

a property [é] a property possessed by everything. Everything has the property of being 

empty of intrinsic existenceò (p. 70). It is necessary to address that emptiness itself is not the 

ultimate reality nor the intrinsic existence underpinning the yijing of tea, it is in fact about 

recognising the lack of essence of a cup of tea. Even though we can see the colour, smell the 

fragrance, and touch the warmth, there is nothing more than the Middle Way. 

Turning now to film cognition and the perception of yijing, I must begin by stating that it is 

always wrong to say that the image of tea represents the existence of yijing. Rather, we 

should ask how the role of tea in the film engages with, and links to, the spectatorôs 

transcendental sensation. Secondly, if we concur that the perception of yijing refers to the 

idea of emptiness in the Middle Way, arguably in doing so, we challenge the very existence 

of film cognition through the notion that the perception of yijing indicates the lack of the 

inherent existence of film cognition. Here, following the Middle Way, conceptually it is not 

difficult to conclude that film cognition is not an inherent existence, but an interdependent 

production based on generic scenarios, personal experience and so on. So put simply, film 

cognition operates in the realm of conventional reality, while perceiving yijing is about 

approaching the ultimate reality. The process of approaching the ultimate reality is about 

locating a pathway which abstains from engaging cognitive reactions.   

Liu (2008) summarises that perceiving yijing takes place on three levels; by means of scenes, 

emotions, and yijing (p. 43). In the theoretical framework chapter, I noted that yijing 

transcends the convergence of presence and absence (see section 2.3). In Liuôs view, presence 

refers to the scenes and absence references to the emotional reactions in the scenes because 

they are abstract feelings that we cannot see. Yijing transcends the combination of scenes and 

emotions. That is why this thesis repeatedly stresses that yijing is not an emotion but also 

cannot be isolated from emotions. Keeping this in mind, tea scenes can be seen as 

representative of the presence, meaning that any particular emotional appeal or emotional 

reaction in a tea scene is the absence.  

In this case study, to explore the emotional appeal of the tea scene in ITMFL means to 

decipher both mixed genre and the different cognitions of the genres. Departing from the 

view of nonprototypical emotions, mixed genre shows the mixed recognition of narrative and 

emotional types. Mood cues expose the mixing process which maintains the nonprototypical 
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emotions within the narrative. Both genre and mood show the causality of appealing to 

nonprototypical emotions. Following this, we get a comprehensive view of how 

nonprototypical emotions are triggered in the film.  

3.2.2. Yijing of tea in film  

Perceiving yijing of tea in daily practice and perceiving yijing of tea in a film clearly differs 

as the spectator is not the one who is drinking the tea. However, there is transmission 

between the yijing of tea in life and the yijing of the tea scene. To analyse the sensation of 

yijing is to analyse emotional reactions as absence and cinematic scenes as presence. For 

presence, I focus on how the story is told to the spectator. For absence, I consider how the 

spectator emotionally reacts to this way of storytelling. As the perception of yijing is 

transcendental, I specifically look at how the tea scene extends a filmôs content and meaning.  

It is worth noting that presence in the film does not only cover the visible elements as we see 

in mise-en-scène. My focus is on invisibility. Inspired by tea and yijing in Chinese painting 

and literature, the artistic product of tea is literally about human life. Rather than looking into 

a single tea image, the more valuable thing to engage is the óinvisibleô affect which surrounds 

the tea. For example, looking at Shiming Tu (picture showing activities of tea, figure 3.2), the 

painter Tang Yin (1470 -1524) wrote a poem to highlight the key point of the painting:  

The days are long, but he sits around, and only appreciate himself with a cup of tea;  

looking through the window, the soft wind is caressing his sideburns (translated by me).1  

The meaning of the poem is such that someoneôs ambition is not satisfied, so the only thing 

he can do is to find something, spiritually speaking, through a cup of tea. If we consider the 

Figure 3.2. Shiming Tu. The original painting is in the collection of the Palace Museum in Beijing, China. 
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painting using film language, it could be seen as an extreme long shot scene. Tea drinking as 

a minor part of the whole scene, deterritorialises a narrow view of human concerns. Even 

though the painting is about tea drinking, the spiritual actions (as written in the poem), are 

freed. The painting, by drawing a panorama, extends the viewerôs perception from a cup of 

tea to the in-betweenness of humanity and nature. From this, the emotional and the poetic 

expressions are formed by, to a certain extent, spatial perception, which exists as perceptible 

invisibility in-between the visible presence (such as stones, mountains, trees and houses). I 

claim that reading invisibility is key to charting the perception of the tea scene.  

In this thesis, to explore invisibility means to explore camera motions, affective atmospheres, 

sounds, and other cinematic factors which are not simply presented as concrete images but 

rather as things perceptibly contained inside the tea scenes. Importantly, the invisible 

presence does not equate to absence. Invisible presence is something there but not shown 

obviously on the screen. The emotional reaction (the absence) can be triggered by both 

visible and invisible presence. In the next section, I investigate nonprototypical emotional 

reactions to a tea scene and look at how the nonprototypical emotions are triggered by visible 

and invisible presence.  

3.3. Unfolding nonprototypical emotions 

As stated earlier, the main feeling of ITMFL is repression. To illustrate this statement, this 

section discusses two questions. Firstly, what is the interplay between nonprototypical 

emotions and repression in the film? Secondly, how can we explore the sense of repression as 

it relates to the sensation of tea drinking in the film?  

3.3.1. The Nonprototypical opening scene 

By means of the mood-cue approach, it is necessary to pay attention to the beginning of the 

film in which emotional cues start acting (Smith 2003, pp. 43-44). In ITMFL, the story starts 

with the opening credits which show the names of the major actors and crew through using a 

red background and white characters. Suddenly a very literary sentence written in white with 

a black background appears and states: ñit is a restless moment. She has kept her head 

lowered, to give him a chance to come closer. But he could not, for lack of courage, she turns 

and walks awayò. The changing of the backgroundôs colour can be seen as a ñmovement-

colourò which ñpasses from one tone to the otherò (Deleuze, C1, p. 132). Changing from red 

to black instigates the optical perception of lightness to darkness. As the cognition and 
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interpretation of colour are culturally determined (Gage 1999), influenced by the history of 

technology (Brown, Street &Watkins 2013), and contextual based (Won & Westland 2017), 

it is hard to reach a definitive conclusion in regard to the symbolic meaning of red and black 

in the film. However, we could say that transformation is being constructed, the 

transformation which is embodied within the movement-colour. Referring to the entire film, 

Shohini Chaudhuri (2016) argues that the intense colours used in ITMFL reflect ñtensions 

between desire and social conformityò (p. 175). Thus, although it is difficult to get a clear 

representation of the film from the opening scene, an intense mood forged by two 

constructing forces of colour has already been exposed.  

The narrative of the film that follows is about two protagonistsô moving, a narrative which 

shows the relationships between characters and their neighbourhood. Following this, the film 

shows several characters playing majiang (a tile-based game). Such normal daily life activity 

occupies an important position in the film, yet it does not provide nor influence the goals for 

the protagonists. Thus, there are no clear cues set up for marking prototypical emotions 

during the rest of the film. The scene of playing majiang is repeated several times and each 

time it seems to highlight driftless moments again and again.  

Giuliana Bruno (2010) poetically states that ñthe main mood of the film is love: love that is 

fugitive, that cannot be had: elusive, pervasive, evasive, unattainable, and intangibleò (p. 

228). This mood of love is not bright because it is a desire that cannot be satisfied. In the 

opening scene, black replaces red, routine life replaces the exciting goal of the story, and in 

turn the mood of love is not pinpointed but spread smoothly with undemonstrative 

expression. These subtle cues maintain this kind of mood in the whole film and repeated 

background music also adds to this crucial perception.  

The background music played in the opening scene is called Yumejiôs Theme, which was 

written by Umebayashi Shigeru in 1991. The music plays in the key of C-minor. In 

accordance with psychoacoustics, the perception and cognition of a minor mode can be 

sadness, fear, dreamy, and dignity (Juslin & Lindström 2010, cited in Cespedes-Guevara & 

Eerola 2018). Here, rather than saying that a minor key is the representation of sadness, such 

rhythms are the musical way to express the sadness of music.  

Jenefer Robinson (2013) has noted that ñmusic does arouse people emotionallyò (p. 156). The 

nuanced engagement with music cognition stems from the fact that Yumejiôs theme expresses 
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its own musical mood to affect the spectators instead of using technical cues for emotion 

within the filmôs effective expression. The proper way to clarify this striking situation is 

through, what David Carr (2004) calls, musicôs ñown inherent emotional characterò (p. 233). 

For Carr, emotional elements for music are more like internal characters which can present 

mood cues instead of certain objective emotions. In this light, I claim that C-minor is one of 

the internal characters of what it means for Yumejiôs Theme to present as a low mood. It is as 

if the characteristic of C-minor in classical orchestral music makes a ñdeclaration of love and 

at the same time the lament of unhappy love. All languishing, longing, sighing of the love-

sick soul like in this keyò (Schubert 1806, cited in Steblin 1983, p. 122). On an aural level, 

Yumejiôs Theme is a very emotional piece of music that expresses the mood of love and cues 

a complicated, veiled, dreamy and shadowy emotion via its key and other musical elements 

such as chords, rhythm, and melody.  

Following Emilio Audissinoôs (2017) Gestalt-based idea, audiovisual isomorphism should be 

concerned with the interplay of music melody and film editing. As Audissino notes, ñit is not 

a musical analysis of ófilm musicô but a filmic analysis of how film and music interact to 

produce an interconnected audiovisual systemò (p. 88). Instead of interpreting what a 

particular melody means when it accompanies a particular meaning with a set of images, I 

look at how the configuration of the auditory and the visual affect the filmôs cognition and 

perception.   

If we go back to the opening scene, where Yumejiôs Theme is first played, the music is 

established as a crucial piece of the mood cues for the entire film. Ludmila Moreira Macedo 

de Carvalho (2008) comments that ñit [Yumejiôs Theme] creates a circular motion since it 

keeps returning to the same point over and over again, providing a sense of stationary time, of 

immobile movementò (p. 261). The music repeats again and again during the remaining parts 

of the film, which means that the conjoined mood is maintained by hearing repetition.  

Repetition is one of Wongôs trademarks and has been discussed in conjunction with his way 

of storytelling, role setting, the image of time, and so forth (Blake 2003; Cassegard 2005; Lee 

2016; Abbas 2016). Abbas (2016) noted that Wong utilises repetition ñas a principle of 

structureò. In ITMFL, what is structured by the repeated music is in tandem with the 

inescapable feeling of repression. Regarding the filmôs cognition, Peter Brunette (2005) 

claims that because of the ñconscious repetitivenessò, the scenes with Yumejiôs Theme 

ñexpress an essential loneliness that perhaps afflicts all humans, not only our protagonistsò 
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(p. 94). In Catherine Grantsô (2016) video essay Intersection, we can see that all nine 

sequences of the synchronous compilation of the images and soundtracks from Yumejiôs 

Theme are edited together as multi-screens. In this video essay, we can see that the ambient 

sound vanishes in the film when the music is played, and the content of these sequences are 

minimalist in that they focus only on Su and Chow. From the beginning to the end of the 

film, the mood is maintained and circulated by the repetition that somehow structures an 

unchangeable life. That is, the repetition itself configures a sort of feeling of repression which 

is far beyond the repressed feeling triggered by a single moment. There is no way to break 

and to change.  

3.3.2. Mixed genre and repression 

The feeling of repression is the key to understanding nonprototypical feelings in ITMFL. 

From a cognitive perspective, Linda Williams (1991) and Noël Carroll (1996) have noted that 

both melodrama and suspense films trigger an emotional response to narrative fiction. This 

section will investigate the idea that ITMFL contains cues of melodramatic and suspenseful 

features in the story and concurrently in many ways, softly represses emotional expression. 

Repression in this chapter involves the exploration of how a film shows feelings in an 

implicit way that refuses the appeal of prototypical emotion. On the one hand, this section 

identifies the mood cues of melodrama and suspense stories via the narrative and other filmic 

elements; on the other hand, this section explains how these mood cues are not shown 

explicitly but repressed with the creative capabilities of mise-en-scène, camerawork, sound 

and costume design. I suggest that the repression of prototypical emotions constantly 

produces the mood cues of nonprototypical emotions. I want to argue that ITMFL does not 

follow the regular cognition of one single genre-based emotion, such as the emotive present 

in melodramas and the suspenseful present in suspense fictions. Rather it reveals the 

complexity of nuanced cognitions present in a mixed genre.  

For a melodrama, repression is not simply a means to banish emotional expression from a 

film. As Weik von Mossner (2014) articulates, ñmelodramatic films tend to put great 

emphasis on the body as the medium through which feelings ï even repressed ones ï are 

expressedò (p. 294). For ITMFL, however, the key questions which emerge are: a) how is the 

feeling of repression triggered and how does it evoke nonprototypical cognition? and b) how 

does mixed genre affect a repressive expression?  
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Importantly, melodrama is a complex genre that includes a huge number of narrative types 

which are consistently contextually defined. In the Chinese context, melodrama in many 

cases means wenyi pian, which in itself is a very ambiguous term. Originally, wenyi pian 

referred to wenxue yishu pian (literature and art film), meaning that the film is adapted from 

literature (He 2019). In todayôs Chinese genre discussion, wenyi pian is known from 

commercial films but overlaps with the genre of art-house cinema in that it presents unique 

aesthetics of audio-visual products (He 2019). However, since they both have ambiguous 

characteristics, it is very hard to label a film as wenyi pian or as art-house. For example, Chen 

Kaigeôs Yellow Earth (1984), a film representative of the Chinese New Wave, can be seen as 

wenyi pian (He 2019), but it is also used as an example in Chinese art film discussion (Zhou 

and Chen 2018). Perhaps then, He Meiôs (2019) argument is helpful as she suggests that 

wenyi pian represents a genre in the Chinese discourse system in order to distinguish it from 

the western system.    

One of the most common types of wenyi pian in Stephen Teoôs (2005) study is a romantic 

film or a love story which runs throughout the whole narrative, as is the case in ITMFL. In 

Teoôs discussion, Chinese love stories are always based around a word ï qing (meaning 

sentimentality but not limited to it); arguing that qing is ñthe purest form of human feeling 

and expression of emotionò (p. 206). According to Teo (2005), qing sometimes shows 

sentimental desire, but in a Chinese context ñdesire should be bound by ethicsò (p. 206). For 

Teo, a female character is always the one being monitored in a love story. Teo calls the 

female ï who is ideally characterised by ñgentility, kindness, softness, and frailtyò and her 

weakness revealed under the determined order of society ï the ñwenyi madonnaò (p. 208). 

The wenyi madonna does not have any choice but to repress her emotions.     

In ITMFL, Su can be seen as a wenyi madonna who is restricted by social conformity. Suôs 

landlady, Mrs Suen, has a conversation with her whereby she implicitly says that she should 

behave like a self-disciplined woman and not go outside when her husband is not at home. 

The camera work does not follow the traditional way of presenting a conversation ï for 

example, a shoulder shot focusing on the speakerôs face, or the face of the listener. Instead, 

the camera lingers providing a rear view of Suôs upper body in a close-up shot, followed by a 

pedestal-up shot moving from her hand to her tight neck. Through these two shots, we can 

only hear Mrs Suenôs voice. As the focusing point is on Suôs body, Mrs Suenôs face in the 

second shot of this didactic scene is blurry. What we can identify through Suôs body 
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language, is that her left thumb is nervously brushing her bracelet on her right wrist. The 

representation is not engaging the power of otherness or the power of social ideology, but 

rather the repressed reaction of the protagonist. Although there is no word like órepressionô in 

the actorsô lines, the film underpins the cues of repression subtly and nonprototypically. 

In response to Mrs Suenôs reminder, rather than eating alone, Su starts eating dinner with 

neighbours. Rather than reading martial-arts novels by herself, she looks at neighbours 

playing majiang with a cup of green tea. Consequently, Su starts to restrain her emotions, 

something which contradicts protagonist behaviour in typical melodrama which aim to 

present the characterôs emotions. Su and Chow, however, are passive subjects in the film. 

This sort of repressed emotion spreads in the film via costume, voice and space which 

incessantly surround the characters.   

Figure 3.4. In the Mood for Love (2000). Chow and Su decide to break up. 

Figure 3.3. In the Mood for Love (2000). Suôs body poses are shaped by her tight cheongsams. 
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In the film, Su Lizhen wears over twenty cheongsams (qipao in Mandarin, which is a close-

fitting dress). Brunette (2005) argues that Suôs cheongsam is ñhighly sexual and highly 

repressedò (p. 91) because of its form-fitting tight design which dictates the way of standing, 

sitting, walking, and lying, indicating that a womanôs body in a cheongsam is bound (figure 

3.3). Consequently, Suôs elegant but stiff body language limits her emotional expression. 

That is, the emotional resonance is confined by the repressed body, making the cheongsam 

one of the important cues in the film.  

Melodrama plays a role when the two protagonists decide to end their relationship (figure 

3.4). The close-ups clearly show the intimate behaviours of Su and Chow such as hugs, 

strokes, and crying. These emotional cues could trigger spectators to experience a 

prototypical emotional reaction to the pain of parting. However, this scene is framed in noir 

style. Low-key lighting and Venetian blinds hide the two protagonists on the dark side of a 

road full of mystery. In other words, their pain is hidden under the cover of darkness. Even 

though Su is in emotional pain, she still controls her emotional expression ï she is quietly 

sobbing instead of revealing a more extreme response. The volume of crying is repressed. 

When we review the whole film, the characterôs voice is always soft and gentle, an indication 

that a change in volume is not used to indicate mood swings. Mary Corliss (2000) criticises 

the use of the voice in ITMFL, saying ñit is not about passion expressed but passion 

concealedò (p. 70, cited in Bettinson 2015, p. 107). That is to say, the feeling of repression is 

formed purposely.  

Within a broader visual perception, the feeling of repression is also depicted by the inclusion 

of narrow space in the film. Small flats, narrow stairs, and tight corridors ñformallyò reflect 

the ñoppressive feeling of lacking spaceò on the screen (Heurtebise 2013, p.458). Similar to 

the cheongsam and voice, the narrow space coerces the protagonistsô actions so that they 

cannot live freely in the flats. For example, in order to go to Suôs room from Chowôs room, 

one must pass by the game room. To avoid letting the neighbours see Su coming out of 

Chowôs room, Su must hide in Chowôs room all night until everyone departs. Thus, the small 

flats and narrow space further repress the freedom of the protagonist to move and to love. 

Although the film shows a romantic love story in a certain way, the force of this type of 

romance is not a delightful kind of love as is more filmically typical. In contrast, this film 

triggers repressed emotions. 
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Suspense is a more complicated genre element that is interspersed throughout this film. There 

is a detective element in the relationship between the two protagonists, via their desires to 

learn how their spousesô affairs began. As Bettinson (2015) argues, the ñrepressiveness of 

[the] detective narrationò makes the storyôs events ñambiguousò (pp. 119-120). One of the 

key reasons is that the spectators of a detective story are not as omniscient as when they are 

watching melodrama. In the film, the spectatorsô knowledge is often severely restricted, 

sometimes even less than the film characters. For example, spectators never get a chance to 

see the faces of Su and Chowôs spouses. In this melodramatic design, Su and Chow can be 

seen as victims, while their spouses as offenders are not óofficiallyô introduced to the 

spectators; we can only see their backs and hear their voices, but are never given the chance 

to see their faces. This means that half of the melodramatic story is hidden, to be replaced 

with rehearsal and speculation by the victims. Due to this, the cognition of the film is always 

indistinct. It mixes romantic desire between the protagonists but with the repressive reminder 

that they are rehearsing for an inquiry, therefore should not fall into a serious relationship.   

Unlike traditional suspense stories or detective films, ITMFL is not about the truth of a 

ócriminal eventô but the mood of love within the process of re-enacting the truth. In their 

research into tension and suspense, Moritz Lehne and Stefan Koelsch (2015) note that ña key 

component underlying tension and suspense experiences is the future-directed process of 

expectation, prediction, and anticipationò (p. 4). Narratively, to mirror the timeline of the 

affairs, Su and Chowôs rehearsal is both past- and present-directed. They re-enact their 

spousesô past while simultaneously experiencing a present love story between themselves. In 

consequence, Su and Chow retrace the affair via their own bodies. The so-called future-

directed process is based around a concept of an unknown future, while in the film, the result, 

the answer, or the truth, is already there. There is no usual intense expectation of what will 

happen, such as in the pitch-black scene in Jonathan Demmeôs The Silence of The Lambs 

(1991) where the protagonist cannot see the killer is around her, resulting in the potential for 

spectators to feel terrified of what will happen. This kind of cognition does not have a chance 

to be triggered in ITMFL as the future is already written. Thus, in a way, it is like watching 

The Silence of The Lambs for the second time, whereby the feeling would not be as terrifying 

as the first time because we already know that the protagonist kills the killer. In ITMFL, the 

rehearsal softens such strong intensity and thereby represses the cognition of suspense.  
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For telling a detective story, the flashback is a common technique to expose some significant 

moments such as murder, something concealed, key clues and preparation instants. For 

example, in Infernal Affairs/Mou gaan dou (Andrew Lau and Alan Mak 2002) two flashbacks 

(memories) of the crucial clues make Chan (Tony Leung Chiu-wai) realise that Lau (Andy 

Lau Tak-wah) is a mole. While, in ITMFL, even though Su and Chow detect how the affair 

could have happened, there is no flashback as to what really happened with their spouses. 

Spectators can only see what happens to them, which via the rehearsal, becomes the actual 

truth. Within this rehearsing process, a suspense story is somehow softened by the mood of 

love. The mood cues of each generic element are óre-decoratedô with Wong Kar-waiôs 

original way of telling a love story and repression is situated at the heart of the film.  

3.3.3. The repressed tea scene 

The tea scene in ITMFL happens after the conversation between Su and Mrs Suen. As 

mentioned earlier, Su is watching the neighbours playing majiang with a cup of tea. I argue 

that the tea scene maintains nonprototypical emotions via the consistent narration of the film 

and its obstacles to prototypical emotional appeal. Engaging with the neighbours and 

drinking a cup of tea is Suôs repressed act since she feels that she does not have any other 

choice. Because of Mrs Suenôs reminder about social conformity, she appears in front of the 

neighbours, but she is not interested in them, indicated by her staring out of the window 

during the game. The emotional appeal in this scene is not simply based around what we can 

see on the screen but also via the cognition of an invisible repressive mood which is 

appraised as loneliness, helplessness and oppression. Here, appraisal theory as an important 

part of emotion studies offers a view that emotions are evoked by evaluations (Arnold 1960; 

Lazarus 1991; Shweder 1993; Roseman and Smith 2001; Frijda 2007, Ellsworth 2013; 

Roseman 2013).  

For appraisal theory, novelty, lack of information, and valence are the three elements that 

influence the identification of target situations and the process of emotional evaluations 

(Wondra & Ellsworth 2015). Firstly, regarding the lack of information, if there is not enough 

certain information to clearly identify, it would be hard to achieve a prototypical emotion, 

meaning that a nonprototypical one is more likely to occur. In the tea scene, there is no clear 

information released by language and/or facial expressions; further, Suôs body language is 

sheltered from the narrow mise-en-scène by means of fans, the curtain, and the frame of the 

window.  
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Novelty or newness often triggers emotional expressions. ITMFL circulates around the idea 

of repetition. The film does not tell a story about the characterôs development but rather 

depicts an unchangeable and repeated life. For example, the scene showing majiang being 

played is repeated several times in the film. Suôs neighbours play majiang from day to night, 

and from night to day. When Su watches her neighbours playing majiang, her character 

development is dissolved through the repeated activities in that small gaming room. In these 

repetitions, it is difficult to trigger prototypical emotions because the emotional cues are stuck 

in a loop that fails to provide new affective information. Spectators receive repressed 

emotional resonance with Suôs sense of boredom, along with the acknowledgement that there 

is no chance to break the spell of her malaise. 

The term valence in appraisal theory refers to the ethical evaluation of good or bad (Wondra 

& Ellsworth, 2015). However, it is uncertain whether we are supposed to evaluate Suôs acts 

as good or bad. This film is about extramarital love; the question is how we judge it. Indeed, 

from an ethical perspective, Su and Chow betray their spouses, but in fact, they are also 

victims because their spouses betrayed them first. To a certain degree, there is no code of 

morality or loyalty in the film. Extramarital love in the film is framed as just an under-table 

event that happens to every middle-aged character. Roger Dawkins (2002) gives a similar 

opinion, stating that ñfor me, though this film isnôt so much about whether the lovers fail or 

succeed. Itôs about the path traced by the loverôs relationshipò (ñWhy is this interesting 

though?ò section, para. 15). Thus, the key point is not to evaluate the result of the love story 

but the process of being together and then parting. In other words, the prototypical ethical 

evaluation cannot be easily triggered.  

However, the obstacle which arises via prototypical emotion does not mean there is the 

perception of yijing in the tea scene. To go back to the idea of presence and absence of yijing, 

we have so far presented audio-visual scenes and their emotional appeals. Therefore, to 

continue to chart the perception of yijing, we need to also explore the transcendental space in 

which the tea scene is portrayed.  

3.4. Transcendental space and playful yijing 

3.4.1. The cinematic narrator  

To explore the transcendental space of perceiving yijing in ITMFL, we need to understand 

who the narrator is since the actual act of telling a story directly affects our perception. 
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Thomson-Jones (2008) notes, ñwhen we pick up on the attitudes manifested in a filmôs style, 

we naturally want to assign these attitudes to someone. And if we want to assign them to 

someone inside the fiction, we assign them to a narratorò (p. 74). Here, the attitudes refer to 

ñthe tone of filmò, meaning the way in which the characters and events are depicted through, 

for example, the style of lighting, editing, mise-en-scène and soundtrack. 

Normally, narrators function as film characters, voiceover narrators, and cinematic narrators. 

For Thomson-Jones (2008), the cinematic narrator is different from film characters and voice 

over as it is external to the visual and verbal tracks. The cinematic narrator is ñsomeone 

whose presence is not explicitly signalled in the film but rather implied by the way that story 

events are shownò (p. 75). In ITMFL, two protagonists, as narrators, tell spectators a love 

story. Alongside this, there is also a cinematic narrator who indicates the development of the 

story. Through analysing camera movement and the rhythm of the background music of a 

scene, in which over just four minutes of the film shows Chowôs wife enter the room and 

Chow go out of the room, Joseph Kickasola (2016) notes that ñwithout a single word being 

spoken, the narrative dynamic of the film has gently rolled outò (p. 74). Simply put, camera 

movement is capable of telling a story. Keep this in mind with the tea scene; I argue that 

through the existence of the cinematic narrator, a space in-between spectator and film is 

drawn. This in-between space deterritorialises the audio-visual fiction and the spectatorsô 

cognition (presence and absence of the film), thereby triggering the perception of yijing.    

In the film, the angle of the camera sometimes imitates the viewpoint of a five-year-old child 

(Brunette, 2005). A childôs view does not only mean a low angle but also refers to the child-

like movement of the camera. I suggest that this cinematography operates as a type of 

narrator that provides a spatial mismatch between spectators and protagonists. The tea scene 

begins with a low-angle medium shot outside the door of the game room; the camera then 

dollies into the room and follows Suôs movement with a pedestal-up and makes a halt with a 

medium shot focusing on Suôs profile (figure 3.5). At eye level (adult viewing perspective), 

we can see that Su is drinking tea. The diegetic sound in the game room is decrescendo. The 

Figure 3.5. In the Mood for Love (2000). 
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non-diegetic background music isolates Su from her environment. In reference to the 

coordination of images and sound, it seems like we are invited to engage with Suôs world ï 

we are now in the same room with Su. At this point, the transcendental process begins. 

The spectatorsô gaze and the characters may be in the same space, but there is a fan and some 

flowers which ensure a distance between the viewers and Su. Just when we think that we can 

empathise with Su, the scene cuts to frontal view shooting from the opposite sill with another 

pedestal-up movement (figure 3.1). In this frontal shot, we can identify her body gesture and 

facial expression clearly. However, following the pedestal up camera movement, the camera 

work almost imitates a naughty child who is hiding behind a windowsill, peeping at the 

neighbour. From this voyeuristic gaze, we see a woman in a gorgeous flower-patterned 

cheongsam. She holds a cup of tea. The colours of the pattern on the glass which contains 

green tea harmonise with her cheongsam, as well as the curtain nearby and the plants outside 

the window. During the second shot, when we are attracted by this harmonious and peaceful 

view, Su raises her eyes, glancing at the front to where our gaze lies, and then she moves 

away. Here, I want to argue that Suôs glance expels us out of her world. We are very close to 

her, but we do not occupy the same space as her.  

The perception of the tea scene can be divided into three layers. The first layer consists of all 

the audio-visual elements in the film, namely, the harmonious melody of the background 

music and the harmonious colour of the patterning in the tea scene. The aim is not to explore 

what kind of chord or colour scheme is harmonious but rather what is produced by this sense 

of harmony. From a very simplistic viewpoint, harmony unites all the cinematic elements so 

that a ósmooth sceneô is created. I use ósmooth sceneô to refer to an uncontracted frame, 

which does not highlight either the foreground or the background elements as a way of 

hinting at any objects in the scene. The second layer is the spectator who is watching the first 

layer (the harmonious frame). The third layer is the cinematic narrator who implicitly moves 

between the spectator and the film as a point of engagement. If the cinematic narrator (the 

third layer) is not there, perhaps we will encounter two situations. One, that the spectator and 

the film are completely separate, hence no engagement between spectator and film. The 

second situation is that the spectatorsô cognition is completely captured by the suffering of 

the protagonist as an empathetic resonance. This situation would change when the third layer 

sets up a transparent wall between the spectatorsô perception and the cinematic world. Since 

the spectatorôs view is led by camera work, it is hard to divide the subjective view of the 
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spectator and the objective cinematic narrator and as a result, the cinematic narrator is easily 

ignored under the spectatorôs view. Also, because of the child-like camera work, the spectator 

may feel that they have gotten involved in the story by imitating a child-like view. Thus, it 

seems like the spectator, the cinematic narrator, and the cinematic scenes are intertwined. 

However, in fact, the spectatorôs perception of the tea scene is separated by the transparent 

cinematic narrator. Brunette (2005) notes on the sexual desire of the child-like view in 

ITMFL, stating that ñwhat is being stimulated here, beyond the spectatorôs sexual desire, is 

his or her desire to see, always to see more, an impossible desire linked to the coupleôs 

impossible desire for each otherò (p. 90). I am not going to continue the discussion about 

desire or the gaze, but instead stress that the cinematic narrator mediates both the spectatorsô 

cognition and perception. Suôs glance marks the transparent cinematic narrator. It draws 

attention to the fact that a spectator is not able to completely join Suôs world and the scene 

should be seen not as a simple recorded moving image but as something which is reprocessed 

by anthropomorphic camera work. Simply put, mixed layers of spectators, scenes, and the 

cinematic narrator of the tea scene are respectively separated.  

3.4.2. Transcendental space  

Perhaps a new question which arises now is, what is the effect of the existence of the 

cinematic narrator and how does it affect the perception of yijing? To answer this question, or 

to unravel the perception of the cinematic narrator, we can start from the cup of tea in Suôs 

hands. I argue that the perception of yijing in the tea scene (figure 3.1) is based on the 

principle of triggering yijing ï the convergence of presence and absence ï which relies on the 

perception of the cinematic narrator. Here, the key point is not merely found in the existence 

of the cinematic narrator, but in the perception of a space that was ignored and represented 

by the cinematic narrator. I suggest that the recognition of the transparent space is the 

transcendental process of perceiving yijing.  

As previously mentioned, unifying presence and absence does not mean combining scenes 

and emotion but rather transcending the cognition of the scenes. If presence refers to the 

scenes that spectators can see, absence, which presents cognitive reactions, is already the 

convergence of presence and absence. In short, we cannot separate the causality between 

absence (embodied sensation) and presence (the objects of sensation), but we can transcend 

them. The relationship between absence and presence appears like the doctrine of the Middle 

Wayôs observation of conventional reality. Jay Garfield (1995) explains this as the extent that 
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anything exists conventionally, that is ñto exist dependentlyò and ñnot to have any 

independent existenceò (p. 90). The transcendental, however, tears apart from the existence of 

film cognition. This transcendental process needs a medium to deterritorialise both subjects 

(the sense of the spectators) and objects (the audio-visual scenes) of cognition. The cinematic 

narrator is precisely the medium of this deterritorialisation.  

The cinematic narrator and the transparent space do not provide either the subject or the 

object of film cognition. Before perceiving or recognising the transparent space, a spectator 

seems to be within the layer of the cinematic narrator ï embedded in the repressed feelings. 

However, once the spectator perceives the transparent space, they will transcend the 

conditions of arousing emotions. Consequently, the spectator experiences the 

deterritorialisation of presence and absence.  

The role of nonprototypical emotion is worth highlighting again. The feeling of repression is 

one of the crucial conditions for the deterritorialisation of the tea scene in ITMFL, as it 

maintains a line which escapes the territorialised prototypical emotions. Goal-oriented 

prototypical emotions are deliberately cued by a sort of evaluation of the film, meaning that 

the emotional reaction to the film is constantly territorialised. Liu (2008) stresses that jingjie 

(state, alternative expression of yijing) is determined by the transformation from emotional 

experience to the state of mind, moving from reactions to reality (p. 42). Reconsidering the 

two realities in the Middle Way, Liuôs reality means things happen in conventional reality. 

The sensation of yijing claims that the perceiver can leave the conventional reality. 

Nonprototypical cognition precisely reduces the appealing force of conventional reality. 

Meanwhile, how the transcendental sensation is triggered in ITMFL relies on the transparent 

space, whereby the line of leaving is drawn cinematically. Both nonprototypical emotion and 

the invisible perceptive space are essential for the transcendental perception of yijing.   

3.4.3. A playful act 

How can the transcendental perception of yijing and film cognition be connected even though 

they are based on different senses? Arguably, the sensation of yijing is on the opposite side of 

film cognition. I suggest considering this question from two perspectives ï the ontology of 

yijing and the methodological thinking of conducting a transcendental analysis.  

Going back to the yijing of tea in Buddhism, the sophistication of the discussion of yijing to a 

great extent comes from the dual thinking of daily conventions and the transcendental state. 
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According to the thoughts of conventional reality and ultimate reality, I want to highlight no 

matter how yijing and film cognition may seem against each other, they can co-exist. 

Most importantly, the thoughts of yijing depart from the admission of the two realities. 

Perceiving yijing is about the transcendental process between the ultimate level and the 

conventional level, a process which transcends from the instability of film cognition to the 

state of emptiness. The emptiness of conventional essence, which the sensation of yijing 

highlights, does not mean to make emotions disappear at a conventional level. In NǕgǕrjunaôs 

argument, there are six sense faculties: seeing, hearing, smelling, tasting, touching and mind; 

yet none are inherently existent (Garfield 1995, pp. 136-141). Regarding film cognition, it 

does not mean that yijing denies emotions but rather is a process which involves standing on 

another level (if we compare with the sense of watching a film). To stress again, emptiness 

does not exist if there is no conventional essence. As Liu (2008) highlights, the state does not 

need to be negative at the expense of a conventional emotive experience (p. 42). So far, we 

have noticed that in this case the sensation of yijing is caused by the particular emotional 

appeal of repression and the acts generated from the transparent cinematic narrator. These 

two elements, nonprototypical emotion and transcendental space, are not negative or 

oppositional to emotions. Thus, I suggest that the feeling of repression reveals the lack of 

cognitive essence. There is no inherent cognition of the film genre ï for example, ITMFL is 

neither melodrama nor suspense. Further, the nonprototypical emotion is cued by diverse 

cinematic elements, something which shows the interdependence of each element within 

conventional reality. Meanwhile, the transparent cinematic narrator exposes the lack of visual 

essence of a spectator. The seeing action is based on the cinematic narrator ï in other words, 

the spectatorôs vision is not the spectatorôs own seeing action. The perception of the 

cinematic narrator is the process of recognising the emptiness of conventional visual essence 

or, as we have illustrated, it is the process of deterritorialising film cognition.     

Based on the above, I want to clarify that the transcendental analysis or the charting of yijing 

is the analytical transformation between two realities. Play theory is relevant here. Wang and 

Wang (2000) have argued that óplay theoryô is a common characteristic for both aesthetics in 

Chinese and western cultures, and that ñart does not depend on references but playò (p. 91). 

The idea of yijing follows this aesthetic concept, which does not aim to reference reality but 

produce it through play.  
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The term play in this aesthetic discussion refers to the play of different senses and sensations. 

For the play of sensation, Kant ([1970] 2000) explained that ñthe art of the beautiful play of 

sensations (which are generated from the outside), which must nevertheless be able to be 

universally communicated, can concern nothing other than the proportion of the different 

degrees of the disposition (tension) of the sense to which the sensation belongsò (p. 201). In 

ITMFL, the play is about the visual perception of space, colour, movement, as well as the 

audio perception of melody, rhythm and so forth. Those perceptions then produce sensations 

such as yijing. This sort of act of sensation privileges a non-representational perception of the 

film (I will engage with this concept further in chapter five). In other words, rather than being 

negative towards film cognition, the act perceives a film from another side which excludes 

the conventional evaluation, interpretation and other intended representational goals. Thus, it 

is necessary to chart yijing via a transcendental approach that can bridge representational film 

cognition and perception from the two realities.    

3.5. Conclusion 

Theoretically, based on the doctrine of the Middle Way, the yijing of tea is formed as the 

emptiness of cognitive essence in this case study. Coming from a sophisticated understanding 

of the relationship between mood cue, nonprototypical emotion and film genre, as well as 

emphasising a transcendental process, I highlight the difference between the perception of 

yijing and the cognitive reaction to a scene, focusing specifically on the creative cinematic 

narrator that underpins the visual fiction.  

Within the discussion of the repressed feeling in In the Mood for Love, there is a lack of the 

inherent essence of genre-based cognition. Genre can be seen as the representation of 

emotions, and emotions are representations of mood cues. The mixed genre represents the 

idea that the conventional emotional reaction to visual fictions is not inherent. However, this 

is not a negative statement which argues for the realities of film cognition, rather mixed-

genre gives the film an infinite space to portray the diverse cinematic experience.  

Ideally, the perception of yijing in the tea scene refers to the experience of emptiness, but it 

does not mean that emptiness is the essence of any specific aesthetic sensation. Emptiness is 

nothing more than the lack of essence, while yijing is nothing more than the transcendental 

experience. Yijing is not the one thing or being that pre-exists in a film. This chapter has 

presented the idea that yijing is a production produced during a film-watching experience. It 
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also proposes that perceiving yijing is a production that relies on a deterritorialised and 

schizophrenic experience.  

Looking through the charting process, the embodied reactions to mood cues are the 

foundation for other film cognitions and perceptions. Another question that needs to be 

investigated is the spectatorôs ability to react to the mood cues. Based on the methodology of 

this thesis, affect is seen as a crucial condition for perceiving yijing, alongside the 

affectability of the human body. In addition, Kant (2000) noted that ñall changing free play of 

sensations (which is not grounded in any intention) gratifies [é] merely the change of 

sensations, each of which has its relation to affect, but not the degree of an affect, and arouses 

aesthetic ideasò (p. 208). When paraphrased this means that there is a need to explore affect, 

which is the inner motivation of arousing sensations. To do this, the next chapter will largely 

focus on the interdependent relationship between affect and the perception of yijing.   
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Chapter 4: Yijing and Affect: Becoming-tea-woman in  

John Wooôs Red Cliff 

 

Emptiness is not separate from form, 

form is not separate from emptiness; 

whatever is form is emptiness, 

whatever is emptiness is form. 

--- The Heart Sutra 

 

 

 

 

Plot 

John Wooôs Red Cliff/Chibi series (part one and part two) is based on real historical events 

known as óthe Battle of Red Cliffsô.1 In the film, a key character is Xiaoqiao (Lin Chi-ling) 

who is famous for her tea art (chayi).2 Xiaoqiao is the wife of Zhou Yu (Tony Leung Chiu-

wai) who is the military general in the region of Wu. The basic plot focuses on the political 

ambition of Cao Cao (Zhang Fengyi), who desires Xiaoqiao and decides to attack the military 

unit of Zhou and Zhuge Liang (Takeshi Kaneshiro) at the Red Cliffs. Zhuge is the military 

counsellor in the region of Shu. Zhou and Zhuge decide to cooperate in order to defeat Cao. 

However, at the end of the battle in the film, no one enjoys the victory of the war, as Zhou 

says that ñthere is no victor hereò.   

Although the Red Cliff  series was released globally, the film for international markets was 

reduced to one solo feature film, and in the process lost a great deal of material. This film 

analysis mainly focuses on the second part of the extended version that was distributed in 

East Asia. The reason for this is that this version has significantly more development and 

complexity than the international version.  
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4.1. Introduction  

Previous chapters have illustrated the transcendental experience of perceiving yijing which 

departs from the identification of nonprototypical emotions. According to the yijing of tea, as 

seen via the Buddhist idea of the two realities, a transcendental perception takes place in-

between the conventional reality and the ultimate reality. Across the two realities, cognitive-

based emotion can be deterritorialised via the perception of transcendental space which is 

formed by camera movement and other cinematic techniques such as background music, 

thereby triggering the sensation of yijing. Following on from this, this chapter will take a step 

further and ask why the (audio)visual perception of space is capable of deterritorialising film 

cognition. To do this, this chapter explores the force of affect and, in turn, also presents how 

the spectator is affected by a tea scene that triggers the perception of yijing.  

The tea scene selected for this chapter is from John Wooôs Red Cliff II. Before the final 

battle, Zhou practices his sword technique while Xiaoqiao3 prepares tea (figure 4.1). They 

then discuss how to appreciate a cup of tea in life. For the yijing of tea, Confucianism, 

Daoism and Buddhism have different interpretations; however, as Lai (2014) has argued, they 

all return to the notion of ñhaving tea in daily lifeò (p. 63). For example, there is the yijing of 

tea as Chan (or Zen) practice in Buddhism, as keeping health in Daoism, and as following the 

etiquette of the tea art (which is similar to tea ceremony while distinct from the Japanese one) 

in Confucianism (Lai 2014). All amount to the belief that the yijing of tea is not just a 

Figure 4.1. Red Cliff II (2009). Zhou Yu practices with his sword while Xiaoqiao prepares tea. 
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metaphysical idea but also one which directly relates to bodily and mental practices in daily 

life.  

For the purpose of this dissertation, we once again return to the question of how abstract 

aesthetic ideas and daily practical matters can be embodied in film perception. In order to 

answer this question, it is necessary to unearth the cinematic aesthetics of tea art and its 

connection to the spectatorôs perception. Subsequently, I explore how the narrative and the 

audio-visual images of the tea art trigger the perception of yijing. In other words, I will look 

at how cinematic techniques cue the sensation of tea drinking and how the sense of the tea 

drinking scene maintains the charactersô conceptual discussion of tea in life.    

To explore the tea scene in Red Cliff II, Xiaoqiao is the crucial figure who demonstrates the 

intricacies of traditional tea art and subtly directs the filmôs outcome. I argue that in a war 

film, the cognition of Xiaoqiao and her tea art are depicted in a nonprototypical way. The role 

of Xiaoqiao operates in the film as an óanti-warô woman. Anti-war themes are common in 

war films from around the globe, such as Francis Coppolaôs Apocalypse Now (1979), Stanley 

Kubrickôs Full Metal Jacket (1987), and Kang Je-gyuôs Tae Guk Gi: The Brotherhood of 

War/Taegukgi (2004). Interestingly the reflection of the war in the Red Cliff series and 

Xiaoqiaoôs actions are framed in an ambivalent manner. In the Red Cliff series, Cao 

dramatically represents a warmonger, while Zhou Yu and Zhuge Liang have to participate in 

the war to stop Caoôs problematic ambitions. The narrative of óstopping the war with a warô 

certainly complicates the attitude towards the war. Even though Zhouôs army was only acting 

in order to prevent war, the goal in the film is still based around the victory of the battle. In 

this victory-oriented narrative, the cognition of Xiaoqiaoôs peaceful tea art shows an opposite 

path to joining the war. That is, Xiaoqiaoôs tea art does not cue the prototypical emotions 

which should be triggered by the victory of the war. On the contrary, the images of Xiaoqiao 

maintain nonprototypical emotions in the film.                                                   

This chapter does not stop at an exploration into the multiple representations of Xiaoqiao, but 

rather utilises the images of Xiaoqiao to examine the connection between affect and the 

sensation of yijing. This chapter aligns with a feminist approach in that it looks at how the 

spectator can be affected by Xiaoqiao, her tea art and the resultant perception of yijing. To do 

this, the next section explores how to conduct a film analysis across the sensation of yijing 

and feminist aesthetics. I then analyse how Xiaoqiao is portrayed. In this way, we will clearly 

see this particular creation of a female figure inside a war film as well as the affective 
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response of a woman to the war. Besides that, this chapter also analyses the nonprototypical 

mood cues of the tea art. Departing from nonprototypical appraisal, I discuss the affect of 

Xiaoqiao and her tea art. Finally, I conclude this chapter by highlighting the interconnection 

between the perception of tea within life and the perception of yijing in film. 

4.2. Methodology 

The perception of yijing in the tea scene cannot be isolated from the figure of Xiaoqiao 

because in the Red Cliff series, she is depicted as a woman who is famous for tea art in such a 

way that it clearly intersects with Xiaoqiao herself. Consequently, this chapter frames the 

emotional reaction to the tea scene as the cognition, and the perception of Xiaoqiao as one 

and the same as the tea art. To explore the aesthetics of the female figure in a war film, I 

directly align with a feminist approach (which I will explain later) using a concept called 

becoming-tea-woman to conduct the film analysis. Becoming-tea-woman is a derivative 

aesthetic concept of the Deleuzian becoming-woman, interweaved with the yijing of tea. 

Importantly, becoming-tea-woman is a text-based concept. It does not show a top-down 

approach by presenting an analysis under purely abstract philosophical concepts. Rather, 

becoming-tea-woman is forged by the feminist representations in the film and aims to explore 

the sensory affect of the female figure.  

To elucidate becoming-tea-woman, a position which contains two conceptual roots, there are 

two central questions that should be examined in advance. Firstly, in what ways can feminist 

critiques of aesthetics have a dialogue with yijing? Secondly, for a cross-cultural view and 

since feminist representations are crucial in forging the concept of becoming-tea-woman, how 

does a western understanding of feminism join with an analysis of Chinese cinema?  

4.2.1. A Feminist approach and charting yijing 

A shared epistemology  

In this chapter, the feminist approach refers particularly to feminist criticism towards images 

of women in the Chinese context (differing from a Western context ï see section 4.2.2). That 

being said I do not deny that the criticism of dualistic thinking can be seen as the common 

ground of feminism which traverses across national borders. This common ground is also the 

territory that unites the idea of becoming-tea-woman with the aesthetics of yijing. Broadly 

speaking, on a fundamental level, both feminism and yijing deal with a dilemma of dualism; 
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both Deleuzian feminism and the doctrine of teaôs yijing in Buddhism have pointed out ways 

beyond an oppositional approach to dualism. Regarding the justification of woman rights in 

feminist discourse, Simone de Beauvoir ([1949] 1997) marked in The Second Sex that ñone is 

not born, but rather becomes a womanò (p. 301). The woman as Other is identified by what 

the man is not, meaning that woman is oppressed by man. To trouble this binary oppositional 

formation, feminist scholars have promoted creative works with Deleuzian ideas such as Rosi 

Braidottiôs (1994) nomadic thinking which ñconsists in expressing and naming different 

figurations for this kind of decentred subjectivityò (p. 33). Instead of starting from a 

phallogocentric position in which to view others, nomadic consciousness is an 

epistemological position of difference where there is no centred position.   

When it comes to yijing, dualism is not about sex and gender but rather about the two 

realitiess in the Middle Way philosophy which mirrors the yijing of tea in Buddhism. To 

review the discussion of the two realities in section 3.2.1, the conventional reality and the 

ultimate reality maintain an interdependent relationship. Chinese Buddhist scholar Fang 

Litian (1986) has noted that the emptiness in the ultimate reality is not nihilism but an 

unspeakable inherent existence; while the existence in the conventional reality is the 

production of hetupratyaya (yinyuan, cause and effect) which is considered the impermanent 

and deemed empty (p. 176). Likewise, David Burton (2001) addresses that the Middle Way 

philosophy avoids the extremes of nihilism and externalism. Emptiness is, and should only be 

seen, as the reference to disclose that there is a lack of inherent existence in the conventional 

reality. Further, because of the impermanent existence as a characteristic of the conventional 

reality, the ultimate reality takes it as a warning to retain the emptiness of anything (the so-

called inherent existence). To explain further, emptiness itself is not a permanent existence so 

the process of showing emptiness is a process of revealing ultimate reality in itself. So, 

instead of siding with one reality in order to oppose the other, the two realities are a unit in 

that they interact with the other, and this interaction is termed the Middle Way.  

Importantly, anti-oppositional thinking is very important for a feminist approach to join with 

the process of charting yijing. Within feminist approaches, Deleuzian becoming has been 

extensively applied (Buchanan & Colebrook 2000; Rizzo 2012; Gilson 2011; Trites 2017). 

Initially, it is worth looking at how the idea of becoming engages with perceiving yijing. 

ñBecomingò is different from ñbecomeò as the former stresses a process while the latter refers 

to a result. ñBecomingò refers to non-subjective affect; while ñbecomeò indicates a certain 
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signification. Braidotti (1994) notes that becoming is not ñthe dynamic opposition of 

oppositesò; rather ñbecoming is the affirmation of the positivity of difference, meant as a 

multiple and constant process of transformationò (p. 111). Keeping this in mind, at a sensorial 

level, the idea of becoming will possibly help us to traverse the spectatorsô diverse cognition 

and perception. It directly maps out a charting direction as to how the body of the spectator is 

affected ï a becoming process, which I claim is the key moment in the perceiving of yijing.   

As discussed in chapter 3, perceiving yijing is a transcendental process passing through the 

two realities. Perceiving yijing has never been a static sensation in a single reality. The target 

of charting yijing is not to engage the opposition of opposites between the two realities, but 

more mirroring a passenger unintentionally passing through something called the two 

realities. Besides, different spectators may have multiple ways in which to pass through, ways 

which rely on their abilities or their experiences of being affected. Utilising the idea of 

becoming in the case of charting yijing, so to speak, is not about finding a way of becoming 

one truth, but rather about conducting an analytical approach towards tracing the very sense 

and idea of óbecomingô. This charting process potentially maps a way that moves us beyond 

dualism. In the case of Red Cliff II, inspired by the thoughts of becoming-woman, I utilise the 

term becoming-tea-woman to analyse the sensations of Xiaoqiao and the tea art we see 

presented in this action film. 

In addition, it is worth noting that I utilise becoming-tea-woman as a feminist aesthetic 

concept to critique film cognition and perception. Here, feminist aesthetics is an arguable 

concept. The debate around feminist aesthetics and how feminism engages with aesthetics 

has been discussed and heavily critiqued over several decades (Hein 1993; French 1993; 

Korsmeyer 2004; Hanson 2013). This chapter follows Carolyn Korsmeyerôs (2004) idea, who 

has used the term ñfeminist critiques of aesthetic perceptionò to examine the diversity of 

ñlookingò. She states that ñbecoming aware of how ólookingô operates in visual art dramatizes 

the act that active viewers come in many varieties and interpret art and its values from a 

multiplicity of perspectivesò (p. 56). Following this, we can avoid falling into the trap of 

whether aesthetics can be feminist or is there anything that shows feminist aesthetics. Instead, 

we can stand on a feminist perspective to critique film perception. In this chapter, I chart the 

yijing of Xiaoqiaoôs tea art through a feminist angle, which in turn reveals how the filmic 

perception of a woman triggers transcendental sensations.  
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Becoming-tea-woman 

In this chapter, I situate the concept of becoming-tea-woman within the spectatorôs aesthetic 

perception of a power relationship (also see section 4.2.2), a move that positions it slightly 

differently from the original concept of becoming-woman. In film studies, the idea of 

becoming-woman has been applied to examine the affect of audio-visual cognition and 

perception (see Pisters 2003; Redner 2011; Kornhaber 2017). In this chapter, the idea of 

becoming-tea-woman is heavily influenced by Patricia Pistersôs (2003) book chapter 

óConceptual Personae and Aesthetic Figures of Becoming-womanô, but its usage varies from 

Pistersôs film critiques. Thus, there is a need to clarify some basic concepts of becoming-

woman by means of the essence of becoming, the position of woman, and finally, the usage 

of becoming-tea-woman in this chapter.  

The idea of becoming is variously mentioned in Deleuze and Guattarisô works including 

becoming-woman and other óbecoming-ô bodily configurations such as becoming-animal and 

becoming-child. We can understand becoming as a changing process and ña characteristic of 

the very production of eventsò (Stagoll 2005a, p. 26). Becoming-woman refers to two basic 

ideas. First, Deleuze and Guattari used concepts of molar and molecular to point out that 

becoming is a deciphering process instead of one of construction. They state, ñwhat we term 

a molar entity is, for example, the woman as defined by her form endowed with organs and 

functions and assigned as a subjectò (ATP, p. 321). We could say that a molar refers to 

something that has been firmly formed. Relatively, molecular at a microscopic level describes 

the movement and the process of things, which marks how a mole is formed. Importantly, 

ñall becomings are molecularò (ATP, p. 321). Aligning with this idea of becoming is to track 

how things enter a processual state, for example, how a woman becomes the woman in a 

patriarchal society. The target of becoming is not to ultimately become something but to 

show the process which occurs as you move between states. 

Second, becoming-woman is based around Deleuze and Guattariôs thoughts on the dominant 

relationship between the minority and the majority. ñWhen we say majority, we are referring 

not to a greater relative quantity but to the determination of a state or standard in relation to 

which larger quantities, as well as the smallest can be said to be minoritarian: white-man, 

adult-male, etc.ò (ATP, p. 339). Conversely, for example, women, people of colour, children, 

and animals are minoritarian in both historical and current societal, economic, and political 

structures. Importantly, the concepts of molar and molecular intersect with majoritarian and 
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minoritarian. Both majoritarian and minoritarian can be seen as the molar because they are 

already formed to be. However, in this major-minor relationship, ñall becoming is a 

becoming-minoritarianò (p. 339). In Hannah Starkôs (2017) reading on Deleuze and 

Guattariôs thoughts, she articulates that ñthe aim of becoming is to undermine the molar and 

to become molecular: to find movement, escape routes or ólines of flightô that allow one to 

become minoritarianò (p. 26). Following the movement of the molecular can help us to 

investigate how a molar is formed; the trajectory of the moleculeôs movement can 

consequently help us to deconstruct the power relations between the major and the minor. In 

particular, becoming-woman is one of the embodiments which all becomings construct 

themselves within, as women are the essential minoritarians of global gender politics and 

becoming-minoritarian is the only overarching category of becoming.  

Pisters explores the idea of becoming-woman by investigating Alice in Wonderland, 

examining the changing persona of the little girl (also in many other figures such as Aurélia 

Steiner and Orlando)4 within the process of becoming. This utilisation allows her to look at 

the immanence of feminism. As she notes, ñbecoming-woman is basically a question of the 

body: the body that is stolen in order to give it a fixed organization of the organs. Because it 

is first of all the body of the girl (Alice is seven years and six months old) that is stolen, it is 

also through her body that it has to be regainedò (Pisters 2003, p. 111). In Pistersôs 

investigation, the concept of becoming-woman helps us to clearly see a process of losing an 

eternal identity (Alice shows the body transforming in multiple ways), which in turn 

challenges the fixed identities present in dual sexual and segmental (such as age, group, 

order) politics. Simply put, Pistersôs survey frankly reveals the production of becoming-

minoritarian within a molar political system.    

My conceptualisation of becoming-tea-woman, however, presents a different analytical 

strategy from becoming-woman in two key ways. Firstly, becoming-tea-woman is utilised to 

examine the spectatorôs cognition and perception of specific cinematic figures. In this case, 

becoming-tea-woman refers to the visual images, sounds and emotions of Xiaoqiao and her 

tea art. Connecting the concept to my methodology of this thesis, óbecoming-ô as a 

schizophrenic process ï invites spectators to travel within the óline of escapeô, which moves 

away from the representation of a hierarchy system. I join forces with the óbecoming-ô union 

to pry into the perception of yijing during the visual and aural experience of the tea scene. In 

the case of the Red Cliff series, rather than merely investigating the representations of 
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Xiaoqiao as a woman and as a minoritarian, I also wish to focus on the way Xiaoqiao and her 

tea art could affect spectators.  

Alongside this, the images of tea art in particular, join with the becoming process and aim to 

attach to the map of an escaping line which passes through the cognition of cinematic 

violence and the male gaze in a war film (section 4.3). This map or the line of escape, is the 

perception of yijing via the tea scene (section 4.4). Becoming-tea-woman is tailored for 

analysing Xiaoqiao in Red Cliff. Conceptually, it gives nuance to the original idea of 

becoming-woman as becoming-tea-woman reinforces the becoming that simultaneously 

shows a forming and an escaping process. In the film, Xiaoqiao operates as a paradoxical 

persona that rejects war but participates in the battle; she is the desired trophy under the male 

gaze, yet despite this, her own free will is not restrained. On the one hand, becoming-tea-

woman investigates how the cognition of a minoritarian is formed inside a war film; it seeks 

to show in what ways the formed minoritarian can be re-defined, thereby affecting the 

spectatorôs perception of the film narrative and meaning.  

From a schizophrenic viewpoint, becoming-tea-woman traces a complete affective process of 

territorialisation, deterritorialisation and reterritorialisation. The perception of Xiaoqiaoôs 

persona is not merely a static formulation which can be territorialised by the majoritarian, in 

this case, the male gaze. This is due to the cinematic portrayed performance of Xiaoqiao in 

the tea scene, which is able to articulate and reveal the force of deterritorialisation. To apply 

becoming-tea-woman in film analysis, we should not restrict ourselves with the comfort of 

ñaffects are becomingsò as a way of satisfying the conceptual apprehension of 

deterritorialisation. The key point is rather to explore how affect operates as a specific 

element in film perception. Thus, I will go on to look at how affect is formed by images of 

Xiaoqiao and the tea scene. Finally, I will also question what is reterritorialised during the 

process of becoming-tea-woman.  

4.2.2. Feminist aesthetics, Chinese cinema and Red Cliff 

The different degrees of the significance of feminism in different social-historical contexts 

can result in different aesthetic performances. In the case of analysing the cinematic images 

of Xiaoqiao, I demonstrate that becoming-tea-woman is forged by both filmic text and the 

consideration of feminism in the Chinese context. Firstly, I will briefly introduce the 
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development of feminism in China and in what ways it is represented in film aesthetics; then 

I will illustrate the feminist representations found within the Red Cliff series.  

Feminism and Chinese film aesthetics 

Womenôs movements in China have their own particularity and have influenced film 

aesthetics in varying ways in different eras. Generally, womenôs movements in China are 

divided into three periods which interweave with specific periods of modern Chinese history. 

During these three periods, the relationship between Chinese womenôs movements and 

international feminisms have been vividly termed ñpendulum swings in international 

engagementò by Louise Edwards (2010). The struggle in the first period (late 19th and early 

20th centuries) was formed by both internal and external attacks that China faced from feudal 

and imperialist forces. It was also a time of expansion for womenôs movements in China. On 

the one hand, Chinese feminists engaged with the international first-wave feminist movement 

to ñshame their male political leaderò as China was ñfalling behind the international trendò 

(Edwards 2010, p. 62). On the other hand, ñinternational feminists also looked to China as a 

location to spread the word on womenôs rightsò (p. 62). Besides, within Chinese modernity, 

the idea of the New Woman (xin nüxing) ñpermeated almost every strata of life, cutting 

across social, cultural and ideological boundaries [é] marks an era in which women were 

envisioned to be equal political participants and given public roles as enfranchised citizens in 

a new Chinaò (Zhang 2018, p. 401). In this period people can see representations of the new 

woman on the screen, an example being the cinematic figure Wei Ming in the left-wing film 

The New Women (performed by Ruan Lingyu, and directed by Cai Shusheng, 1935). In the 

spirit of liberation, Wei Ming is depicted as an independent well-educated woman who 

tragically commits suicide due to the oppression of patriarchal society. As Kristine Harris 

(1995) notes, the ñfilmôs visual composition managed to insinuate a subversive challenge to 

the social order that had driven Wei Ming to suicideò (pp. 68-69). We can say that feminism 

in China was closely connected with feminism around the globe, which demanded that 

womenôs rights and liberation be documented in the cinematic world. At the end of the 

Chinese civil war, the engagement with international feminism was temporarily paused in 

mainland China.  

During the Maoist era (1949-1976), gender differences and gender issues were situated under 

the banner of class struggle and because of the wider xenophobia taking place, womenôs 

movements in China were isolated from wider global feminist engagements (see Evans 
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2007). Mainland China was largely absent in what has become known as second-wave 

feminism which was concerned with issues such as gender discrimination. In mainland 

China, the priority of class contradictions heavily influenced the aesthetic of Chinese 

revolutionary cinema. Gender inequality was not seen as a necessary topic because women 

were considered already equal to men (Edwards 2010, p. 65). For a prominent example, Xie 

Jinôs The Red Detachment of Women/Hongse niangzi jun (1960) tells a story about 

communist heroines in the Agrarian Revolutionary War (1927-1937). The film uses two 

different styles of makeup to divide the two sides of the class conflict ï the landlord class and 

the proletariats (figure 4.2). The landlord class peopleôs faces are daubed in white so that 

audiences can easily identify who is ógoodô and óbadô. Although the female protagonist is the 

one who is inhumanely oppressed, her miserable suffering is not initially situated alongside 

gender issues but class issues. To create the icon of femininity, Jessica Ka Yee Chan (2019) 

states that ñjuvenated femininityò and ñlibidinal energyò is combined in a way that creates a 

matriarchy through the death of the male martyr (p. 144). In short, a powerful female icon is 

forged by class warfare.   

With the establishment of the óOpen Door Policyô (in reference to foreign affairs of 

international trade) at the end of the 1970s, the Chinese womenôs movement progressively re-

connected with international feminisms. Up until now, nearly forty years has passed since the 

previous two periods of development and influence from contemporary international 

feminisms. As a result, the main concerns of women and the concept of feminism in 

mainland China encountered diverse debates (Li & Zhang 1994; Wesoky 2002; Xu 2009; 

Edwards 2010; Liu, Karl, & Ko 2013). In the 1980s and 1990s, feminism in mainland China 

was not conceived of as a transnational project but was rather clearly articulated around a 

Sino-centered approach (Edwards 2010), which to a certain extent continued to persist in 

Figure 4.2. The Red Detachment of Women (1960). The woman in the left-hand image and the man in the suit in the right-

hand image represent the proletariat ï their makeup is not excessively coloured, while the men with very white foundation 

in the right-hand image are a landlord and his attendant. 
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circulating the belief that the positions of men and women are equal, thus deeming Chinese 

womenôs experiences as separate from the rest of the world. However, from a different 

perspective, there are considerable contradictions which exist ñbetween the official promise 

that women would be liberated by proletarian revolution and the realities of womenôs 

continuing social and economic subordination to menò (Evan 2007, p. 225). Chinese scholars 

similarly argue that naming gender equality does not mean real tangible equality (Dai 1999; 

Feng 2009). The essential problem for women in China was the lack of self-esteem; noticing 

sex differences was the crucial consciousness which needs to be evoked. The gap between 

legitimate equality and its opposite was represented in many womenôs films in that era (such 

as Wang Junzhengôs 1986 film First Woman in the Forest/Shanlin zhong tou yige nüren and 

Wang Weihaoôs 1990 film Oh! Sweet Snow/Ou xiangxue), which reflected the paradox 

between the expression of Chinese womenôs enlightenment and their ultimate end which 

manifested as a compromise with male-dominated morality. As Dai Jinhua (2019) notes, ñthe 

joint existence of a consciousness of sexual equality and an essentialist division of gender, 

together with women auteursô rejection or misreading of feminism, create a self-contradiction 

and structural conflict in womenôs narrativesò (p. 231). Ray Chow (2013b) points out that 

1990s Chinese media representations of women were still featured as ñoppressed victims of 

patriarchal abuse, poverty, disease, or other social malaiseò (p. 500). While in the 2000s, with 

the trend of globalisation, more open attitudes towards feminism gathered in universities, 

although transnational feminist activism was limited by the Party-State; for example 

explicitly sexual content was frequently and easily banned as it offended Chinese moral 

sensibilities (Edwards 2010). In this transitional era, feminism in the PRC has arrived at an 

intersectional position whereby it strategically gathers the last one hundred years of feminist 

movements, the socialist structure of class and global ubiquitous sex and gender issues. 

Analysis of female figures in contemporary Chinese films, therefore, should be conducted in 

multi-dimensional ways.  

Considering all the above, it becomes clear why the concept of becoming-tea-woman is not 

just situated in the cognition of gender equality but fundamentally points out the perception 

of the escaping line which moves across a system of power. This power system can be 

formed through gender status, structured social class, and the desire for victory. Rethinking 

Deleuze and Guattariôs discussion of majoritarian and minoritarian, ñmajoritarian is about 

access to powerò (Stark 2017, p. 27). That is, power is the core of molar politics and forms 



97 

 

sex, class, and other issues. Becoming-tea-woman, therefore, conceptually accesses an 

intersection that embodies gender and class issues in a Chinese context.  

Feminism and Red Cliff 

How does the cross-cultural feminist concept of becoming-tea-woman work in John Wooôs 

masculine cinema? John Wooôs Red Cliff series shows the hybridity of the national and 

international, which affects the depiction of female figures in his film. Woo claims that ñIôm 

not very Chinese. My techniques, my themes, my film languages are not traditionally 

Chineseò (cited in Szeto 2011, p. 72). However, it is hard to deny that his films, in several 

key areas, present very Chinese ideology. As Kenneth Hall (2012) mentions, Woo is deeply 

influenced by Confucianism and the spirit of the Chinese knight-errant; his action films are 

romantic and encouraging and are triggered by virtuous heroes. Wooôs specific Confucian 

aesthetics of chivalry is presented as male-bonded historical romances in terms of the virtues 

of ñaltruism, justice, individual freedom, personal loyalty, courage, truthfulness and mutual 

faith, honor and fame and generosity and contempt for wealthò (Hall 2012, p. 15, also see Liu 

1967). For example, Wooôs A Better Tomorrow/Jing hung bun sik (1986), The Killer/Dip 

huet seung hung (1989), and Face/Off (1997) all frame themes of brotherhood, loyalty and 

betrayal. They traditionally engage stories of men, alongside portraying very typical 

masculine images including gun fighting, blood flying, fight sequences and so forth. Again, 

the Red Cliff series is ñinspired by his interpretation of homosocial bonds and martial 

attributes of masculinity/femininity in a Chinese settingò (Szeto 2011, p. 105). Male figures 

like Zhou and Zhuge emulate very typical manifestations of chivalry in that they show their 

loyalty to the monarch and their friends. Their actions and their way of making decisions are 

both motivated by a sense of universal justice, alongside a shared mutual ómaleô faith to 

defeat evil.  

Femininity, in the Red Cliff series however, becomes a complex representation due to the fact 

that female figures are largely absent in Wooôs early films other than appearing as figures of 

motivation for the male characters. Hall (2012) mentions that Wooôs films make reference to 

ñmale bondingò which in turn relegates female roles to secondary positions, highlighting 

ñemotionalism and florid gestureò (p. 15). Due to this, when I saw there were two remarkable 

female figures, both performed by famous stars from mainland China and Taiwan, they 

immediately attracted my attention. For the consideration of the role and cast setting, I agree 

with Ruby Cheungôs (2016) political argument concerning unification, in that ñthe diegetic 
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call for Chinese national unification and unity in Red Cliff can also be found on a non-

diegetic level via its cast, whose members come from different territories in East Asiaò (p. 

149). For a textual debate, I would like to question how the female figure is presented in a 

male-dominated film.  

Kin-Yan Szeto (2011) argues that ñlust and obsession with women is considered a despicable 

tradeò (p. 106), an example from Red Cliff being Caoôs lust for Xiaoqiao. Superficially, 

female representations in the Red Cliff series are situated within a male-female contradiction, 

which in many ways reflects contemporary feminist thinking in both the PRC and globally; 

however, to take a Confucian view to this issue, the core contradiction is not just about the 

gender binary but more radically, women as the Other of the entirety of sexual and social 

territories: 

Gender in premodern China was not postulated as a set of inborn biological differences between 

the male and female sex, nor a set of feminine or masculine qualities associated with the social 

categories of man and woman. The attempt to define women as a sexed being independently of 

social relations, in Chinese literary traditions, is rather marginal, given the cultural supposition of 

the Confucian concept of person as a practical achievement through oneôs mastery of human 

relations. 

Familial, kinship roles are the focus point in the discussion of gender. The early representation of 

women found in the Five Classics is strictly familial; the category of ñwomanò is understood in 

terms of the roles that she occupies, not in terms of her innate ñnatureò either as a biological 

being or as a transcendent agent outside the context of familial relations. (Rosenlee 2006, p. 47)  

With the above discussion in mind, when we talk about male-female conflict, the 

precondition, at its most basic, holds the admission of the presence of woman as a person; 

while in Confucian literary traditions, the identity of woman was not considered as part of 

social relations. In the Red Cliff series the figure of Xiaoqiao, in some ways, is materialised 

as the spoils of the war (also see section 4.3.1). Caoôs lust for Xiaoqiao is a strong motivation 

for his militant ego. Xiaoqiao for Zhou is almost like a divine óflagô that needs to be 

defended. Accordingly, we can restore Xiaoqiaoôs marginal position into a power system 

whereby she operates as something for men instead of having her own independent identity 

as a human being. It is precisely this, Xiaoqiaoôs marginal position, that the idea of 

becoming-tea-woman is concerned with.  
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However, the complexity of Xiaoqiaoôs identity is that she is not a purely historical figure, 

but an aesthetic figure presented in a contemporary wuxia film. According to Deleuze and 

Guattari, aesthetic figures consist of ñthe powers of affect and perceptò and come into force 

on ña plane of composition as image of a Universe (phenomenon)ò (WP, p. 65). For them, 

aesthetic figures are created for affection, which is different from an ordinary persona of a 

figure. For example, Mulan, who is a woman warrior in Chinese literature, has become an 

aesthetic figure presented in many different ways in global texts and contexts.5 In the Red 

Cliff films, I consider Xiaoqiao as the composition of Confucian ideas and aesthetics of the 

woman warrior in wuxia films.  

Women warriors have always been integral to the wuxia pian, where they are judged not for the 

misogynist ñfeminine honourò of the chaste or coy ñbutterflyò but, rather, for their honour on the 

battlefield, their love of justice, and their courage in the face of evil; in these primary poetics of 

the genre, the womenðas often as notðlead the men. (Young 2006, p. 220)  

In the film, although Xiaoqiao is in a marginal position and does not fight in the battles, she 

gently participates in the war in a non-violent way and shows independent thoughts of the 

war. For instance, before the final battle, Xiaoqiao secretly goes to visit Cao to delay his 

attack and buy time for Zhouôs preparation. Her actions indicate that she is not the óbutterflyô 

in a manôs world, but rather she stands for a sense of mindful justice.  

Moreover, perhaps it is difficult to match the images of Xiaoqiao and Confucianism; yet I 

would say that the films show reintegrated chivalry inside a female body. As just mentioned 

above, women did not have independent identities in classic Confucianism, while Xiaoqiao in 

the films presents the liberal desire as she stands against the hegemonic figure of Cao. This 

nuanced representation cues the idea of justice in Confucianism but becomes embodied 

within an aesthetic female figure.  

The cognition of Xiaoqiao, therefore, is triggered by a paradox of personas that interweave 

with an oppressed identity and a liberal representation. To analyse the cognition and 

perception of a paradox figure, we need a two-way approach ï becoming-tea-woman, a 

position which tracks the emotional response to the existing power relation and a method for 

potential flight. At the same time, the goal of the film is shaped by the desire for victory in 

battle which can be read as the maintenance of the dominant status quo. Accordingly, the 

prototypical emotion refers to the success and failure in the war, while the nonprototypical 

emotion refers to the rest of the lateral narrative, theme and target in the film. For example, 
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when Xiaoqiao takes the risk to negotiate with Cao, her actions influence the result of the 

battle, therefore potentially triggering prototypical emotions. Relatively, Xiaoqiaoôs daily life 

can be seen as an unintentional scenario because it indirectly orients towards the victory of 

the battle. The non-victor-oriented daily life scenes thus may trigger nonprototypical 

emotion. 

Yijing of the tea scene (figure 4.1) as a charting target is embodied as a nonprototypical 

emotional reaction. The tea scene visibly presents different images from the battle and from 

the power system of the war. The perception of the tea scene is not only about the sensorial 

reaction to the liberal identity of a formed woman, but also refers to the sensation of life. 

Therefore, charting the perception of the tea scene, possibly finds ways to generate lines of 

flight.  

To sum up, becoming-tea-woman as a cross-cultural concept functions as a feminist approach 

to tracing the female figureôs cognition and perception. As a text-based analytical concept, 

becoming-tea-woman does not only follow the idea of becoming-woman in regard to the role 

of Xiaoqiao, but also takes it a step further by clearly pointing out the line of escape which 

becomes visible through perceiving the yijing of tea.  

4.3. Cognition of the tea-woman 

As mentioned before, the emotional reaction to Xiaoqiao and tea art can be divided into 

prototypical and nonprototypical emotions, depending on the goal of Red Cliff II i.e. the 

victory of the battle. To distinguish the two types of cognition, we should first acknowledge 

the characteristics of Xiaoqiao, something which will help us to understand her decision to 

join the battle and to understand the different embodied feelings found within her tea art 

when displayed in front of Cao and Zhou.    

4.3.1. Xiaoqiao: a formed tea-woman 

The manner of tea art  

In Red Cliff, Xiaoqiao is depicted in a very traditional feminine way by the linking of her to 

tea art. The manner of tea art represents the idea of li (rituals) in traditional Chinese culture 

especially in Confucianism (Lai, 2014). For li , Chinese philosopher Li Zehou (2010) notes 

that ñif we consult the words of modern cultural anthropologists, it becomes clear that all 

primitive peoples at some point displayed a pattern of strictly regulated ceremonial practice 
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that found in the yi li  [the ceremonies and rituals]ò (p. 12). Tea art, to a great extent, is a 

practice of li  used to form primitive peoplesô manners and principles of order. For example, 

the ritual of marriage heavily relies on fengcha (serving tea) which shows the brideôs 

virginity and esteem to her husbandôs family (see Lai 2014, pp. 59-61). Even in modern 

Chinese marriages, the wedding ceremony retains the action of serving tea. Also, as Rebecca 

Corbett (2018) states, ñtea was used historically to teach aspirational women and men how to 

comport themselves in the manner of their social superiors, and to teach women how to be 

feminine and refinedò (p. 15). Although Corbettôs study is about Japanese culture in the Edo 

(1603-1868) and Meiji (1868-1912) eras, the figure of Xiaoqiao in the film is presented in a 

similar fashion.  

In the film, Xiaoqiao prepares tea for her husband, her husbandôs ally, and Cao. For the scene 

of tea serving, Xiaoqiao needs to lower her head and raise the teacup to the height of her head 

before giving the tea to Zhuge (figure 4.3), a movement which marks her respect to the guest. 

Thus, we can say that Xiaoqiao prepares tea for men via the very strict tea art process which 

repeatedly defines her femininity. 

Erotic Gaze 

In another situation, the representation of Xiaoqiao and her tea art is more than the idea of li . 

In front of Cao, Xiaoqiao is a desirable woman who is formed by a manôs erotic gaze. 

Mulvey (1975) pointed out three levels of the male gaze ï camera, character, and spectator. I 

Figure 4.3. Red Cliff II (2009). Xiaoqiao serves tea for Zhuge Liang. 
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argue that, in the film, the erotic gaze is drawn by film character Cao, the camera work, and 

the spectator. I claim that the figure of Xiaoqiao is an aesthetic conception that functions in 

order to satisfy the ómale gazeô. Here, an aesthetic conception means that Xiaoqiao is an 

imagined body in Caoôs mind, which is different from the real figure that we can see on the 

screen. In order to examine how a woman is strictly formed as a conceptual figure, we can 

look to another female character in the film, Li Ji (Song Jia), who is Caoôs substitute for 

Xiaoqiao. Li is a dancer. In the film, the name, Li Ji, is never spoken, so the audience can 

only have access to it via the cast list. Cao picks Li out because she takes after Xiaoqiao. Cao 

tells her how to prepare tea for him so that all her positions and way of speaking must match 

his memory of Xiaoqiao. That is, the image of Xiaoqiao becomes an ideal conception defined 

by Cao, and Cao uses another material woman to supply the gap between his ideal and the 

real figure.  

Visually, the conceptual Xiaoqiao is embodied as an erotic spectacle in Caoôs mind; he paints 

a portrayal of Xiaoqiao and puts it in his military camp. When Xiaoqiao finally comes to visit 

him, there are two dissolving transmission scenes which overlap Xiaoqiaoôs profile and the 

painterly portrayal (figure 4.4). This is then followed by a reverse shot of Caoôs gaze. These 

shots explicitly present how Xiaoqiao fuses with Caoôs imagination, showing how Xiaoqiao 

fills into a form defined by Cao.      

Figure 4.4. Red Cliff II (2009). The dissolved image of Xiaoqiao and her portrait. 
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Xiaoqiao as a desirable figure is also projected into the spectatorsô eyes. ñThe mass of 

mainstream film, and the conventions within which it has consciously evolved, portray a 

hermetically sealed world which unwinds magically, indifferent to the presence of the 

audience, producing for them a sense of separation and playing on their voyeuristic phantasyò 

(Mulvey 1975, p. 9). The images of Xiaoqiao in the spectatorôs eyes are more than what she 

is in Caoôs eyes as the spectator is omniscient. Spectators can see the intimacy between 

Xiaoqiao and Zhou, a desire invisible in Caoôs mind but fully visible for spectators. Thus, at 

some points, the film switches from Caoôs conceptual idea of Xiaoqiao to a spectatorôs view 

which in turn forms a conventional image of femininity through an image of a woman who is 

beautiful, alluring, and desirable.  

4.3.2. Prototypical emotion of tea art 

The prototypical emotion of Xiaoqiaoôs tea art speaks to her negotiation with Cao. To prepare 

for the decisive battle, Zhou and Zhuge find the wind direction to be the decisive factor in 

launching the attack, so they end up waiting for the wind direction to change. In this sub-

narration, buying time becomes a sub-goal of the desire for victory, and Xiaoqiao decides for 

herself to help Zhou to achieve this goal. We can see that prototypical emotion relates to 

whether Xiaoqiao can achieve her goal. I want to argue that the prototypical emotion of the 

tea art is triggered by the formed-womanôs revenge on Caoôs erotic gaze.       

A formed tea-woman does not mean she is powerless but rather means that she utilises her 

formed identity to achieve the goal of her true self. As analysed previously, tea art as the 

practice of li can shape peopleôs morality, which to a great extent defines aspects of 

Xiaoqiaoôs characteristics, such as her sense of peace and modesty. Further, to carry out the 

representation of her li  during the entirety of the film, Xiaoqiao presents her love of justice; 

for example, she is against Cao because he controls the emperor and commands the nobles, 

something which breaks the ancient order. Xiaoqiaoôs sense of justice more or less matches 

or follows womenôs honour in wuxia films (Young 2006; see section 4.2.2) in that she is not a 

simple woman who only knows how to prepare tea and listen to the instruction of men, but 

rather she has the power to avenge.  

Emotionally, the tea art performed in front of Cao is very intense. I claim that the essence of 

the tea art in this scenario is structured as a trap, shown through time-limited narration. For 

the Red Cliff series, Szeto (2011) notes that women represent ñtemptation and the threat of 
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loss of controlò (p. 106). Xiaoqiao knows that Cao cannot resist the temptation to have a 

meeting with her, so she tries to cajole Cao into conversation and tea drinking, resulting in 

him unconsciously losing control of time. Xiaoqiao takes advantage of Caoôs desire for her 

and secretly proceeds with her plan. In this scenario, we can hear deep and mysterious string 

sounds that disclose Xiaoqiaoôs real target underpinning her tea art. The feeling of the sound, 

therefore, struggles to maintain a calm and peaceful energy.   

In film narrative, there are various ways of showing how time limitation can trigger intense 

feelings. For example, in Mission: Impossible ï Rogue Nation (Christopher McQuarrie 2015), 

the time limitation of the underwater mission scene narrows down the chance of the survival 

of Ethan (Tom Cruise) who does not have any oxygen apparatus, thus triggering feelings of 

intensity, nervousness, and breathlessness. Xiaoqiaoôs tea art uses a similar strategy in that 

her expectation is to delay Caoôs attack. The shots of clepsydra (which measures time), the 

candle flame and flags (which measures the wind), the military, and the tea art are edited 

together at a fast pace, which unremittingly speeds up the expectation of the wind change. 

Simultaneously, Xiaoqiao is applying her tea art as a metaphor to denounce Caoôs desire and 

satirise his ignorance of tea art, a move which psychologically attacks Caoôs mentality and 

gives him an intense headache. Thus, the prototypical emotion of this sequence is directly 

cued by a clear narrative goal ï victory. It also, in a potentially vengeful way, punishes Cao 

for his erotic gaze.  

However, successful revenge and the prototypical provocation of a womanôs power is 

unrelated to becoming-minoritarian in that it does not rationally escape the male-dominant 

power system. Performing tea art for Cao is more like the prelude to the battle because at the 

end of the tea talk comes the moment of attack. The tea art becomes part of the battle or 

becomes assimilated by the war. Xiaoqiao as a formed tea-woman is accessing the power of 

the war, a war which is a process of becoming-majoritarian and thus sits in opposition to the 

rationale behind becoming-woman. Xiaoqiao does not try to escape her formed identity but 

uses it as her weapon and subsequently creates a prototypical affective response that 

somehow reinforces her formed identity. Instead of criticising Xiaoqiaoôs emotional appeal as 

a concession of male-defined justice, honour, or chivalry due to the fact that an ñaffective 

response is required for any form of power to be truly challengedò (Taylor-Jones 2017, 

p.152), my curiosity lies with another possibility, that is appealing the sensation that escapes 

the war-oriented affective response. Thus, tea art, when it is practiced with a utilitarian style 



105 

 

i.e. opposite to the idea of tea for life, its emotional appeal is prototypically territorialised. 

Then conversely the question arises, in what ways do Xiaoqiao and her tea art mark the 

escaping line of becoming-tea-woman and trigger the sensation of yijing in the war film. In 

the next section, I examine the tea art performed in front of Zhou as a way of charting the 

possibility of a nonprototypical situation.  

4.3.3. Nonprototypical emotion of tea art  

To establish the perception of the tea art in front of Zhou is salient. To unpack why, I am first 

going to examine the narrative structure of this tea scene. The sequence of the tea scene 

consists of two parts. One is swordplay and the preparation of tea; the other is centred around 

tea drinking. Building on from this examination, I make the claim that the perception of the 

first part of the tea scene starts to enter a becoming process. In particular, I analyse the 

content of Xiaoqiaoôs line, which is taken from the famous military treatise The Art of War, 

to consider its affective effect during the tea art.   

Narrative structure 

I argue that the narrative structure of the tea scene operates outside of the main narrative 

trajectory of the whole story, resulting in the emotional appeal not being as goal-oriented as 

that found in prototypical emotions. For script writing, Robert Mckee (1997) suggests that 

ñan event is caused by or affects people [é] event choices cannot be displayed randomly or 

indifferentlyò (p. 33). In other words, an event or a scenario should be reasonable. A 

reasonable film narrative presents motivating causality. We can use a formula to show that A 

challenges B and results in Aô. A could be an evil event. B could refer to a protagonistôs 

moral and belief. For example, in Wooôs A Better Tomorrow (figure 4.5), Mr Sung is 

betrayed and goes to jail (A), which is against Markôs moral view. We can recognise this 

moral dilemma through the construction of the filmic images: Mark is so down in his spirit 

Figure 4.5. A Better Tomorrow (1986). 
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that he throws away the newspaper and continues smoking and walking along the road (B), 

an action which is followed by a gunplay plot of killing the renegade (Aô).  

However, for the narrative position of this tea scene in Red Cliff, the logic of sequences is not 

A ï B ï A but A ï B ï C ï Aô (figure 4.6). Scenario A is Caoôs infamous act which sends all 

his plague-ridden soldiers to Zhouôs military camps. For sequence B, following a long 

panning shot, we can see a frightening site that is littered with corpses. This pan shot is 

followed by a close-up of Xiaoqiaoôs falling tears. During the cremation scene, the shots of 

the main protagonistsô tragic facial expressions are cut together via dissolving transitions. 

Hall (2012) has pointed out that John Wooôs films are ñfilled with examples of filial loyalty, 

integrity, service, moral men resisting corruption or complacency and other virtues associated 

with Confucianismò (p. 16). As such, when Cao shows that he is against respecting the dead 

Figure 4.6. Red Cliff II (2009). 



107 

 

even though they were his soldiers, his behaviour breaks the virtues associated with 

Confucianism and challenges Wu and Shuôs armyôs belief system. Ordinarily, it should be 

followed by Aô, a scene which shows that Sun (as a spy) steals military information from 

Caoôs camp and Zhou and Zhuge start preparing for the decisive battle. However, the film 

does not follow the typical structure because scenario C is added, Xiaoqiaoôs tea art and 

Zhouôs swordplay.6  

In scenario C, according to the dialogue between Xiaoqiao and Zhou, they are seen 

appreciating the tea of life. This event is not created in an attempt to prevent and stop the war 

but rather to postpone the direct reactions to the enemyôs atrocity. Instead of arguing that the 

structure with the tea scene is a mistake or inappropriate, conversely, it is worth exploring 

what type of emotion is triggered with the special structure because structure ñis composed 

into strategic sequence to arouse specific emotions and to express a specific view of lifeò 

(Mckee 1997, p. 33). Therefore, we can say that the affective response to the tea scene 

interweaves the cognition and the perception of life. The cognition here is not about 

prototypical emotions. The tea scene does not follow the victory-oriented goal. Rather, it 

triggers nonprototypical feelings that subtly maintain the complex debate of life and war.   

The art of war 

In Red Cliff II, when Xiaoqiao is preparing tea for Zhou, she uses military strategy to explain 

Zhouôs swordplay, deeming it ñas swift as the wind, as gentle as a forest, as fierce as fire, as 

firm as a mountainò. There is a fast-cutting sequence of Zhouôs sword dancing with various 

close-up shots of him extinguishing a candle by swinging the sword, both medium and long 

shots of Zhouôs body movements, and slow shots tracking Zhouôs qinggong (a technique of 

Chinese kung fu seen in wuxia films). However, the shots of Xiaoqiao are consistent in that 

they are only close-ups of her face. Through these close-ups, we can see that Xiaoqiao is 

looking at Zhou peacefully. I term the shots of Zhou ómixed-movementô, and the shots of 

Xiaoqiao ósingle-steady movementô. In summary, this tea scene combines movement and 

motionlessness.  

I argue that the effect of the mixed editing deterritorialises the static cognitive reaction and 

presents a sort of perception which is more than the cognition of martial violence. Liu (2008) 

manifests that the speed of the camera movement can affect film cognition in that, moderate 

speed cues neutral feelings like peacefulness and ease slow moment cues depressive feelings 

like sadness and melancholy; while fast movement cues high intense feelings such as 
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excitement, nervousness, happiness and anger. The scenes of Xiaoqiao and the tea art use a 

single-steady movement, therefore maintaining a sort of leisurely feeling. Zhouôs swordplay 

with fast mixed-movement and military drumming, on the other hand, can provoke high-

intense feelings. Hence, audio-visually speaking the mixed editing of the tea art and the 

swordplay generates two types of mood cues that form an unstable cognition. 

If we say that the swordplay symbolises violence in the war film, then conversely the tea art 

in this scene indicates the transitory peacefulness that can be present during wartime. 

Through the two types of cognition, the tea-moment composes and unites the two sides of the 

war. Besides, as analysed earlier, the narrative of the tea scene postpones or blocks access to 

the decisive battle. Synthesising the narrative structure and the film cognition, we can say that 

the perception of the cinematic tea art deterritorialises the cognition of the violent battle. 

Alternatively, we can say that the perception of tea art breaks the monopoly of violence. 

I would like to re-emphasise that the perception of becoming-tea-woman has two conditions: 

becoming-minoritarian and nonprototypical emotion. To prepare tea for Zhou, Xiaoqiao is 

naturally a tea-woman and a virtuous wife, that as a minoritarian, is presented via typical 

images of the male-formed good woman. The prototypical emotions of the war film at the 

same moment are deterritorialised by the non-victory-oriented scenario and óbecomingô the 

true perception of the tea art (perhaps swordplay as well). In the next section, I want to chart 

the perception of yijing and the force of becoming. By doing this, we can clearly see the 

affect of the tea art and the tea-drinking within the process of becoming-tea-woman.  

4.4. Affect of becoming-tea-woman 

4.4.1. The force of becoming 

The introduction of this thesis briefly mentioned Deleuze and Guattariôs statement, ñaffects 

are becomingsò. To have a better understanding of it, we need to know in which situations it 

has been stated. The testifying relationship between affect and becoming is based on 

Spinozaôs question of ñwhat can a body do?ò (ATP, p. 299). Both affect and becoming 

suggest a status of the body. For affect, ñit is the effectuation of a power of the pack that rows 

the self into upheaval and makes it reelò (ATP, p. 280). For example, when we say, ña body 

can affect and be affectedò, we mean that the body is within the power or the force; to use a 

metaphor, it is like sinking into water ï affect is the way in which the water simultaneously 

pushes and carries the body. Previous discussions of becoming have shown a changing 
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process or movements occurring overtime, which is embodied in material changing. ñAffects 

are becomingsò therefore indicates that bodily changing produces force, and the generation of 

force shows the bodily changing. That is, affect and becoming are the very production of 

each other.  

In the light of becoming and affect, becoming-tea-woman at the level of film perception can 

be presented as affect that is charted through its force. By doing this, perceiving yijing within 

the process of becoming-tea-woman is triggered by the line of affect ï the force of cinematic 

tea art. In the next section, two types of forces are analysed: the womanôs voice and the close-

ups of tea art. 

4.4.2. The lines of deterritorialisation 

The voice of woman 

As section two introduced, reading The Art of War is a distinct element in Red Cliff II. When 

Xiaoqiao speaks of the military strategy, the volume of the background score is turned down, 

creating a more quiet and peaceful space for Xiaoqiao. When the camera focuses on Zhou, 

the volume of the score is turned up with a fast-paced drumbeat. Thus, Xiaoqiaoôs voice is 

intentionally highlighted. The military strategy is conveyed via a female figure who is 

representative of peace and is done through the action of preparing a cup of tea. Both her 

representation and her action show non-war-related images. This raises the question as to 

what the force of a womanôs voice is, and how it affects. 

Pisters (2003) has pointed out that the recorded womanôs voice operates in a territorialised 

system, giving the example of The Shawshank Redemption (1994).7 She argues that it reveals 

ñintense power to deterritorializeò through its expression of an ñultimate line of flight and 

freedomò and can be seen ñas a liberating force, opening up to the futureò (pp. 201-202). For 

Pisters, a womanôs voice has the power to free (deterritorialise) male characters who are 

imprisoned (extreme territorialisation). In a similar fashion, I argue that Xiaoqiaoôs voice has 

the ñintense power to deterritorialiseò. When Xiaoqiaoôs voice is vocalised alongside Zhouôs 

swordplay, the perception of the voice is following the line of becoming-tea-woman in that it 

deterritorialises from the theme of violence. The voice of Xiaoqiao does not belong to the war 

but rather shows the force of becoming-tea-woman. Here, according to Pistersôs justification, 

it is hard to follow a psychoanalytical thought such as stating that the perception of the 

womanôs voice may evoke the memory of oneôs mother, which makes one ñlong for a sage 
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regression back into the uterine worldò (p. 201). However, as she suggests, the womanôs 

voice ñreach[es] into [the] futureò (p. 201). This future means the possibility of freedom. In 

The Shawshank Redemption, men are physically contained in the prison, but their audio 

perception escapes through the recorded womanôs voice. Similarly, in Red Cliff II , although 

the perception of a war film has not dissipated, at that moment of the tea art, Xiaoqiaoôs voice 

presents the force of liberation from a territorialised cognition. The perception of Xiaoqiaoôs 

voice liberates the intense cognition which is territorialised by violence and the desire of 

victory.   

At this point, one may question how to untangle and distinguish the complicated cognition of 

Xiaoqiaoôs military utterance and the perception of her line of flight from the war. It is 

undeniable that the cognition of Xiaoqiao has already been territorialised within the war as 

her citing of The Art of War functions as the embodiment of her territorialisation. However, I 

suggest that the territorialised cognition of the theme of war does not impede her 

deterritorialised voice. In the view of schizoanalysis, territorialisation, deterritorialisation, 

and reterritorialisation are continuous, in that there is no beginning and no ending (see section 

2.5.2). Conceptually, territorialisation is the matrix of deterritorialisation. Becoming-tea-

woman depends on Xiaoqiaoôs paradoxical role in the battle. If the role of Xiaoqiao is not as 

a minoritarian territorialised in a power system, I would not forge the idea of becoming-tea-

woman as a position which stems from becoming-minoritarian. However, within this 

minoritarian territorialisation, the perception of Xiaoqiao and the tea art, indeed, complete a 

deterritorialising process. The tea art and Xiaoqiaoôs voice, audio-visually deterritorialises the 

cognition of the war-related symbolic elements (such as how the swordplay shows the 

strength of violence, and how the military strategy reveals the intelligence of power). Within 

this deterritorialising process, Xiaoqiao discloses the force of becoming-tea-woman. In a 

nutshell, Xiaoqiaoôs tea art and her voice have the force to deterritorialise the cognition of the 

war, even though this óescapingô perception is based on Xiaoqiaoôs territorialisation within 

the war.      

Close-ups of tea art 

Let us now move to the editing of the tea scene. The tea scene in Red Cliff II breaks the 

classical film narration, which consequently deterritorialises the sensory-motor schema. For 

Deleuze, the sensory-motor schema, put simply, is a continuous and structured movement-

image [montage] which rationally links the perception and the actions of the film characters 
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(C2, p. 27; also see section 2.5.2). For example, the narrative structure of A-B-Aô, which is 

discussed in section 4.3.3, follows the sensory-motor schema that the perceived A is affected 

by B then takes an action of Aô. This series somehow triggers the spectatorôs prototypical 

affective reactions as it creates a goal-oriented cognition, such as revenge.   

 

Figure 4.7. Red Cliff II (2009). Xiaoqiao is talking with Zhou. Shoulder shots of the protagonists and extreme close-ups of 

making tea are disorderly cut together. What they are talking about is not about how to make tea, but life. 
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The tea scene breaks the sensory-motor schema on two levels. Firstly, as explored earlier, the 

tea scene has already broken the classical narration in the sensory-motor schema since it 

functions as an inserted sub-scenario that moves us out of the centralised victory-oriented 

narrative. Secondly, the disordered editing in the second part of the tea scene, disrupts the 

link between perception and action. Two different spatio-temporal coordinates are edited 

together within a disordered montage sequence (figure 4.7). One spatio-temporal coordinate 

that can be identified is in Zhouôs residence, but the other one belongs to an uncertain spatio-

temporal coordinate which is filmed in extreme close-ups. It is reasonable that Xiaoqiao and 

Zhou drinking tea and having a chat together (figure 4.7, shots a, d, g and j) would be filmed 

through medium close-ups. However, some extreme close-up shots, which are purely about 

the tea itself and the preparation of it (figure 4.7, shots b, c, e, f, h and i), are edited 

alternately.  

What is the affective force produced by the disordered editing of close-ups? Following a 

Gestalt approach (see section 2.5.3), the affective energy maintained within film perception 

to a certain degree is configured by the perception of space and time. Therefore, the force of 

the disordered editing of the tea scene can be analysed by disclosing how space and time are 

configured in a cinematic way. According to Deleuze, space and time are the two sides of the 

movement-image that space refers to; the positions of objects and time are ñan absolute 

changeò that constitutes the whole (C2, p. 35). It is necessary to examine how the images 

affect when the spatial-temporal coordinate is out of sync. Regarding spatiality, close-ups, as 

Deleuzian affection-images, would allude to ñany-space-whateverò (espace quelconque) 

where ñspace is no longer a particular determined spaceò (C1, p. 123), that is ña space that 

does not yet appear as a real settingò (C2, p. 33). In the ñany-space-whateverò, we cannot 

identify the coordinates of the teacup and Xiaoqiaoôs body parts. The spectatorôs visual 

experience at that moment is no longer led by a cognitive scene in Red Cliff II, but rather the 

pure optical experience of ñany-space-whateverò.  

Then the question remains as to why these disordered affection-images break the sensory-

motor schema? The answer lies in the fact that the timeline of the tea scene is out of sync 

with space. For sensory-motor schemas, ñtime is necessarily an indirect representation, 

because it flows from the montage which links one movement-image[s] to anotherò (C2, p, 

35). Time is marked indirectly through the continuous shots from one position to another; for 

example, a very common dialogue can show the time-flow through the use of alternate 
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reverse shots of two characters. On the contrary, once the coordinate of the space is put into a 

state of disorder, ñit is no longer time that depends on movement; it is aberrant movement 

that depends on timeò (C2, p. 41). Figure 4.8 shows the schema of the production of time-

image. When the image of movement is a pure optical and acoustic situation (which cannot 

be localised or cannot mark a position) time is no longer assigned with movements in space 

but as an extracted element which independently pervades outside the space. For example, 

the extreme close-up of Xiaoqiaoôs face filmed when she is preparing tea (figure 4.7 e), is 

inserted into the film sequence of a conversation (figure 4.7 d, g). The extreme close-up 

erases the spatial information and makes the perception of the cinematic space disordered. In 

this disordered sequence, the locations of the conversation and tea preparation do not present 

as the same moment anymore. Rather we need to use the perception of time differences to 

configure the disordered movements. In other words, in this disordered situation, what we 

perceive is not the simple actions of the characters but rather we perceive time itself creating 

actions that can happen in the past and in the present. This is what Deleuze called the time-

image. The montage of the disordered editing of the tea scene may be seen as the aberrant 

connection that is at odds to forming the rational continuity of a chat with tea drinking; while 

concurrently, in another way, it extracts time from movement, meaning that time flows 

independently. In consequence, the perception of the spectator is switched from the affective 

reaction of tea drinking to the perception of time, or in other words, the cognition of the tea 

scene is deterritorialised.   

 

Figure 4.8. The schema of time-image (C2, p. 41). 
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4.4.3. Tea and yijing within life  

The deterritorialisation of film cognition is not the end of charting yijing. Following a 

schizophrenic chain, I argue that reterritorialisation, as the production of the 

deterritorialisation of Xiaoqiaoôs representations, manifests as the perception of the entity of 

life which underpins the sensorial viewing experience of Red Cliff II. To understand the 

entity of life present within the watching experience of Red Cliff II, it is necessary to explore 

the perception of life in a war film and the experience of life in a cup of tea. It is also crucial 

to clarify how to understand the abstract concept of life, in a cinematic way.    

The Spatial-temporal comprehension of life 

The aim of this section is not to explore what life is, but in what ways the perception of life is 

merged with becoming-tea-woman in the viewing of Red Cliff II. Thus, rather than offering a 

standardised definition of life, this section attempts to configure a perceptible schema that 

allows the perception of life to be examined.  

The transcendental is the key concept which moves across both Deleuzian philosophy and the 

idea of yijing. According to Deleuze, a transcendental field is a pure plan of immanence that 

is ña lifeò (original emphasis). He stated that ña life is everywhere, in all the moments that a 

given living subject goes through and that are measured by given lived objects: an immanent 

life carrying with it the events or singularities that are merely actualized in subjects and 

objectsò (Deleuze, [1995] 2002, PI, p. 29). For Deleuze, a life is not anything that can be 

defined by the consciousness of a subject. A life eludes both subject and object, meaning it 

transcends consciousness. Keeping this in mind, we can consider the entity of life as a life 

through the lens of spatiality. Perceiving the entity of life is to go through one space, where 

subject and object are identified, and enter a transcendental field where it is indefinite. To use 

a metaphor, consider a small case in a big box; the small case is representative of an 

individual life, and the big box is a life. To perceive a life is to transcend boxes, from the 

small one to the big one. In this logic, the entity of life is transcendental empiricism, in 

contrast to the subject-object formed individual.  

From the perspective of aesthetic experience, Fan (2015, p. 104) utilises the Buddhist idea 

wudao (enlightenment) to comprehend life at the level of temporality:  
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The pathway to wudao is an ongoing negotiation of oneôs life or temporality in relationship with 

passage of time-passed, preserved in the art object on the one hand, and on the other in a larger 

cosmological temporality: a change in season, in bodily appearance, or in life.     

For Fan, the pathway to wudao or enlighten refers to a relation between oneôs life and 

duration, which mirrors a becoming process. In The Middle Way, NǕgǕrjuna stated that ñwhat 

has been moved is not moving. What has not been moved is not moving. Apart from what has 

been moved and what has not been moved, movement cannot be conceivedò (translated by 

Garfield 1995, p. 125). NǕgǕrjuna used ómotionô to explain the notion of time-passed, as there 

is no movement which existed in the past or in the future but there is movement in the 

present. Movement in the present is not the immanence of anything, but it does attack the 

idea that motion is an inherent existence in any situation. Motion is just motion; it does not 

characterise any past, future or present, and even the motion itself is not inherently existent 

but rather in motion. The entity of life, therefore, is the absolute changing process that is 

without any inherent existence and without any significant moment identified by subjects and 

objects. For example, if I regard an empty notebook as the entity of life, when I use it as a 

calendar and mark it with various events, superficially my life is signified by those events one 

by one and day by day. However, the entity of life is no more than the movement of turning 

the pages. The motion of turning the pages is not sped up or slowed down by any event. 

Simply, the entity of life cannot be measured through territorialised moments. It cannot 

represent the whole becoming of life. To perceive the entity of life, there needs to be a 

transcendental deterritorialisation of the moment of time so that it turns into time-passed.  

To integrate Deleuzeôs immanence and the Buddhist thinking of temporality, there is a 

pathway which comprehends the entity of life as mapped through the transcendental spatial 

and temporal empiricism. This transcendental empiricism deterritorialises a singular 

individual life, making it impersonal. This comprehension of life is the transcendental process 

which moves from the individual life to life in itself. The transcendental process in a certain 

way deterritorialises the spatial-temporal coordinate of individuality.   

Returning to Red Cliff II, it is not difficult to locate a similar comprehension of the entity of 

life processes within the deterritorialisation of becoming-tea-woman during the perception of 

the tea scene. Both are about the deterritorialisation of two crucial elements that form an 

individual ï the perception of space and time. Simply stated, deterritorialisation, 

transcendental empiricism, and yijing of tea, release the perception of a life, which is also a 
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process of reterritorialisation. This reterritorialisation is jointly becoming-tea-woman and the 

process of perceiving a life.  

In my analysis of Red Cliff II, the comprehension of a life is about the film perception 

affected by the force of becoming-tea-woman. For now, we can say that no matter how 

abstruse the transcendental is within the process of charting yijing, perceiving yijing in the 

tea scene equals a pure sensorial experience of becoming life.   

4.5. Conclusion 

Following the last chapterôs discussion of charting yijing through nonprototypical emotions, 

this chapter takes the argument further and investigates the force within the perception of 

cinematic affect. By doing this, the transcendental perception of yijing can be charted with 

the line of affect which escapes the territory of prototypical emotion. With the intention of 

analysing the affect of the tea scene in Red Cliff II, this chapter aligns with a feminist 

approach through the adoption of becoming-tea-woman, which manifests as a 

representational analysis of a complex wartime female figure (Xiaoqiao). Becoming-tea-

woman is used to expound the cognitions triggered by her nuanced use of tea art in different 

situations. Also, charting yijing with the line of becoming-tea-woman traces a pathway which 

escapes the cognition of violence and the obsession with victory.  

In this case study, the approach of charting yijing is based around the examination of the 

nonprototypical emotion and the trace of affect. To chart the nonprototypical emotion, the 

goal of the story and the use of non-goal-oriented scenarios are crucial elements to be 

examined. From here, deterritorialising the force of affect is done through the analysis of 

cinematic techniques such as the camera movement, use of editing and sound etc., which 

aims to look into how the audio-visual perception of space and time is deterritorialised.   

However, even though the analysis in this chapter relies heavily on feminist critiques of 

aesthetics, it would be problematic to suggest that yijing contains a gendered characteristic. 

Aligning with feminism, in this case, is for the purpose of an analytical approach, which 

departs from the textual-based situation of the female figure in the Red Cliff series and the 

contextual-based cognition of the man-woman binary power system. Through charting the 

affective force, the sensation of yijing does not only happen to the perception of female 

figures. The perception of yijing collaborates with cinematic techniques rather than purely 

with sexual identification. That is, the feminist approach helps us to explore a formed female 
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figure, a cinematic product, who leads a series of events and triggers different cognition and 

perception. Charting yijing is more about approaching the cinematic production which 

underpins the affective responses to the figure. In turn, yijing of tea can contribute to feminist 

aesthetics as it articulates a map that can be used to escape the power system formed by the 

majoritarian. To achieve its transcendental experience, perceiving yijing requires the 

deterritorialisation of the formed territory, regardless of how powerful it is. Therefore, at the 

level of transcendental sensation, the condition of perceiving yijing decides that the process 

in and of itself is the critique of a majoritarian dominated cognition. Particularly in Red Cliff 

II , the perception of yijing within tea art challenges the male and violence dominated 

cognition. Moreover, based on the force of the deterritorialisation of a formed power system, 

this chapter has argued that the reterritorialisation of becoming-tea-woman is the perception 

of life-in-itself.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



118 

 

Part II: Assemblage 
 

There are no individual statements, only statement-producing machinic assemblages (ATP, p. 

41). 

Throughout Part I, this thesis has explored the charting of yijing and tracking of affect via 

performing multiple tasks in terms of conceptual examinations, theoretical discussions, the 

forging of analytical tools, and textual and contextual analysis. However, there has been no 

single discussion which focuses only on film perception.  

In Part II, I will utilise Still Life and If You Are the One to present a systematic analysis that 

will detail an analytical approach to charting yijing and re-examining the spatial and temporal 

perception of yijing in the two films. Different from the film analysis in Part I, which only 

focused on the perception of specific tea scenes, the two cases studies here will also consider 

the film as a whole when it comes to exploring the perception of yijing. 

Still Life aligns with non-representational theory in elaborating the analytical approach of 

charting yijing. Instead of analysing the images of tea, I explore the vacancy of teaôs image in 

the whole film. I argue that the vacant form of tea precisely configures the emptiness of film 

cognition, therefore triggering the perception of yijing.   

As a comedy, If You Are the One triggers a very different cognition from the other cases, 

which allows it to highlight the difference between film cognition (i.e. humour) and the 

perception of yijing. This case traces the unstable cognition of cinematic teahouses in China 

and explores the perception of temporality in the duration of the whole film. This will help us 

nuance the difference between the perceptions of yijing in the tea scene and the perception of 

yijing in the entire film.  
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Chapter 5: Non-representational Yijing:  

The Affect of Ruin in Jia Zhangkeôs Still Life  

 

 

Mountains are mountains, and waters are waters; 

mountains are not mountains, waters are not waters; 

mountains are once more mountains and waters are waters.1 

---Ching-yuan Wei-hsin 

 

 

 

 

 

Plot 

Still Life consists of two protagonists each following their own pathway. Han Sanming (Han 

Sanming) comes to Fengjie (the location of the Great Three Gorges Dam) in search of his ex-

wife and daughter. In order to make a living, Han works for a demolition crew demolishing 

disused buildings. Finally, on the waterfront of the Yangtze River, Han meets his ex-wife, 

and they decide to remarry. In another narrative Shen Hong (Zhao Tao) comes to Fengjie to 

find her husband who has not been back home for two years. In front of the dam, they decide 

to get divorced. 
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5.1. Introduction  

In the last two chapters, I have discussed the perception of yijing and the line of becoming 

which draws the force of invisible affect through analysing cinematic techniques. Although 

the key purpose of the last two chapters was about examining the relationship between yijing, 

film cognition, and affect, they were already on the way to charting yijing by following a 

schizophrenic method. However, schizoanalysis as the rationale of a methodology, operates 

as theoretical guidance, not a practical approach. Although the mood-cue approach and the 

Gestalt-based approach have been practiced in chapters three and four, they have been hidden 

behind the conceptual clarification of yijing and affect. Subsequently, through analysing Jia 

Zhangkeôs Still Life, this chapter aims to clearly indicate what is an analytical approach for 

charting a transcendental experience.  

With the consideration of the state of yijing and the affective force within a transcendental 

perception, this chapter directly confronts the idea of non-representational perception. To do 

this, I am going to align with non-representational theory to look at the opposite side of 

meanings, understandings, and representations. Non-representational theory was brought 

forward by human geographer Nigel Thrift (see Thrift 2008 and Vannini 2015). Hayden 

Lorimer (2005) articulates that non-representational theory, as ñmore-than-representationalò, 

aims to reconfigure the ñnon-ò into ñmore thanò so that it might include notions such as 

ñmore-than-humanò, ñmore-than-textualò, and ñmore than structures of feelingò (pp. 83, 86). 

Alongside the discussion of non-representational theory, this chapter also investigates how 

we can chart transcendental sensation.  

For the yijing of tea, different from the film analysis conducted in previous chapters which 

carefully charted the sensation of yijing shot by shot in order to draw a transcendental 

pathway, this chapter questions the affect of the vacant images of tea in the film. Since yijing 

of tea is close to the idea of emptiness that cannot be traced through its representations, the 

question remains whether we can directly explore the affect of the limited representations of 

tea in a film so that it discloses the affect of a non-representational matter. For the idea of 

emptiness, Xu Dashou wrote a poem which states ñdreaming on the bamboo sedan chair, tea 

is chatting with my sorrow. Even the oblations for the Master are piling up like a mountain, 

they are just the bubbles in the emptinessò (cited in Lai 2014, 80).2 When writing that poem, 

Xu got inspiration from tea drinking, generating the idea that all his thinking is emptiness 

because nothing inherently exists. In this light, perhaps we can investigate how tea engages 
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with an emptiness that is reflected in an audio-visual film-watching experience. I suggest that 

we can explore the yijing of tea in a film through analysing the configuration of the limited 

shots of tea. If the yijing of tea signifies emptiness, it is possible to articulate how the 

representations of tea vanish in the film, thereby achieving the configuration of emptiness. 

Moreover, this chapter attempts to synchronise the sense of teaôs yijing and the sensation of 

ruin in the film. Ruination is a distinct vanishing sign in Still Life. I argue that the sensation of 

the vacancy of tea is the production of perceiving the ruined city in the film. 

I begin by elucidating this way of thinking within the analytical approach of charting yijing. 

Then I align with Corey Schultzôs writings on Jia Zhangkeôs ruins in the film as a way of 

investigating the difference between an analysis of cognition and an analysis of affect. The 

reason for aligning with Schultzôs cognitive and affective studies is that cognitive analysis 

and the analysis of affect respectively correspond to the two deterritorialisations present in 

the methodology of charting yijing. One is the deterritorialisation of cognition; the other is 

the deterritorialisation of embodied affect. As the aim of this chapter is not to practise an 

approach but refine an approach out of practice, it would be better to approach cognition 

studies and affect studies from a critical position. In regard to Schultzôs studies, I note the 

difference between the perception of yijing, affect studies, and cognitive reactions in film 

analysis, and in consequence, I point out what the analytical approach is for charting a 

transcendental sensation. Then in the second part of the chapter, alongside the yijing of ruin, I 

discuss the perception of movement and stillness that forms the sensation of vacancy in the 

film. I end this chapter by reviewing the yijing of tea using the sensation of vacancy.  

5.2. Methodology 

5.2.1. Convergent thinking 

As the title of this chapter highlights, non-representational is the key concept in this chapter. 

Why is non-representational thinking important? Initially, I argue that there are two types of 

thinking. One is convergent, and the other is divergent.3 In this thesis, these two types of 

thinking are linked to the epistemologies of film perception and cognition.  

Divergent thinking considers various representations of the same subject in different contexts. 

For example, Li Jie (2009) notes that the names of the four chapters in Still Life ï cigarette, 

liquor, tea and toffees ï have been evaluated as the representation of capitalism. Pheng Cheah 

(2013) argues that those four goods represent the importance of small consumer goods in the 
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creation of solidarities. Liôs and Cheahôs analysis focuses on the linkage between film 

representations and social context, which can be seen as divergent thinking. Certainly, Still 

Life is seen as a reflection of social realism in the PRC in a developing era (see Bordeleau 

2013; and Benļin 2018). This sort of consciousness-centred thinking is formed outside the 

human body. This kind of thinking is related to modernity, society, and ecology, which 

investigates how the film reflects changing society rather than the spectatorôs embodied 

affect. In this regard, representations of a film are the products of various social ideologies.  

In contrast, convergent thinking considers the experience inside the body, asking questions 

such as ñwhy was I angry about this plot?ò. It initially debates the individual experience 

within the body. For convergent thinking of film analysis, the important thing is the 

experience of the film rather than a translation of the film. As Jia Zhangke has said in an 

interview of Still Life, ñthese things (demolition) really do happen, and their symbolic 

dimension is part and parcel of that reality. I did not invent anything. I simply am there, 

capturing that momentò.4 As Jia puts it, the moment, in which one is captured by the camera, 

is already significant without thinking from the outside. For Jia, the shots of demolition in 

Still Life can be seen as the crystallisation of that moment and of that place. He did not seek 

to over-complicate or embellish what was happening but rather he sought to take the camera 

with him to experience the things surrounding him.  

For an example of convergent film analysis, Schultz (2018) departs from psychogeography 

and investigates the affect of ruin on spectators. It directly raises the discussion of the 

affection of images, which articulates the affective reaction to the ruins in Still Life. In short, 

Schultzôs discussion places affective body experience at the centre of the stage. In this way, 

we can see another side of film analysis which escapes conscious-control and goes back to 

the initial sensation of images. As affect is ñnothing but the actual essence of the thingò 

(Spinosa et al. 1997, cited in Thrift 2008, 13), looking at the affective experience is precisely 

compatible with convergent thinking in that the latter stems entirely from the cinema instead 

of the social ideology existing outside the film (the non-representational).  

5.2.2. Free Jia Zhangke  

Within convergent thinking, we can analyse Jia Zhangkeôs film from another perspective that 

complicates the consensual readings of various ó-ismsô in his works. Jia is one of the 

filmmakers of the so-called Chinese Sixth Generation. The Sixth Generation as a label 

certainly presents a conflict between individuality and generality. The Sixth Generation refers 
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to filmmakers like Jia Zhangke, Zhang Yuan, Wang Xiaoshuai, and Lou Ye who studied in 

the Beijing Film Academy during the late 1980s and started their filmmaking in the 1990s. 

Their early films are variously labelled as independent films, underground films, productions 

of Chinese New Wave and the New Documentary Movement. The aesthetics of the Six 

Generationôs films can be summarised as realist, post-socialist and so forth (see Lü 2010; Xu 

2007; Berry 2007). Each filmmaker in the Sixth Generation presents a very strong personal 

style and original individualised thinking. The contradiction is that the Six Generation is 

defined and even admired because of the liberation of self-consciousness, but simultaneously 

they are often generalised as a group of people who share a critical attitude towards Chinese 

society in their films. This generalisation applies to the lens of solidified social ideology to 

interpret their films, in terms of post-Maoism, post-socialism and commercialism. Dai (2002, 

p. 78) argues that there should not be a new consecutive generation but instead, filmmakers 

should be merited on their own name:  

The clear succession of generations in Chinese culture, or in Chinese film at least, is a profound 

sorrow rather than one of the glories of contemporary culture. This is another example of fleeing 

from one trap while falling into another, the desperate performance of breaking out.  

I am not going to fall into the debate of how to treat Chinese filmmakers but rather focus my 

interest on the claim that viewing Still Life from an individual sensorial perspective without 

representational consideration would provide another way of thinking. David Fleming (2016) 

has argued that Jiaôs films require more than ñsimply decoding familiar clich®s and 

representational images, and can be understood as active artworks that attempt to ignite 

becoming or invoke novel mental relationsò (p. 39). Thus, I believe it fruitful to reconfigure 

Jiaôs work via the lens of non-representational analysis. This chapter aims to decode the 

ñnovel mental relationsò by analysing the spatial and temporal design in Still Life.    

5.2.3. Tea and Ruins 

This chapter assimilates the sensation of tea and the sensation of ruins to look at the yijing of 

loss. I regard the four consumables ï tea, cigarettes, liquor and candy in the film as a 

particular presence that indicates a ódisappearingô era of the revolutionary socialism. This era 

represents the paradox of Still Life ï construction and destruction. During the period of the 

planned economy in mainland China (1955 ï 1993), there was a shortage of supplies 

resulting in customers having to use both money and food coupons to buy commodities.5 To a 

certain extent, in this context, tea, cigarettes, liquor and candy are luxury items. In the film, 
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these consumables are utilised to connect to each character via social manners. Cheah (2013) 

argues that these consumer goods consist of ñthe basis of the circle of sharing, sociality, or 

community in everyday lifeò (p. 200). Dai suggests that these goods in the film are not 

luxuries anymore but rather function as a space for interpersonal relationships.6 Thus, the 

representation of tea is concurrently the result of new construction in mainland China and 

also the shadow of the destruction of the past. In the meantime, a similar change is happening 

in the film but on a much larger scale, through the city as the landscape. Things are 

disappearing through the construction of the Three Gorges Dam, evoking feelings of both 

trauma and nostalgia (Luo, 2015). 

In convergent thinking, it is unnecessary to know the history of Chinese economic policy 

prior to watching the film. It is not needed in order to consider how its changes influence 

peopleôs lives and provoke emotions because the film itself can interconnect with the 

spectatorôs sensation. I suggest that the yijing of tea in this film relates to the ruined 

perception of space and time experience. In the film, tea has lost its meaning since it is just a 

subject that occasionally appears. The lost meaning of tea is precisely what this chapter seeks 

to find. Alongside ruins as another form of disappearance, the lost meaning of tea 

synchronises with the destruction of space and time. Erik Bordeleau (2013) states that ñStill 

Life presents itself as a practice of the non-placeò as ñit is a way to frame óprogressô in real-

time, which is to say a way of withstanding this test of destruction in the present tenseò (p. 

26).7 For Bordeleau, Still Life shows changes in processing and highlights that there is 

nothing capable of being kept at any given moment. In a similar fashion, the limited images 

of tea do not stress its existence but rather reminds us of a vanishing process. Therefore, it is 

valuable to look to the affection of vacancy, which would be more than a static representation 

of tea. In short, it is time to deterritorialise the representations of tea.  

For non-representational thoughts, Thrift (2008) notes that the ñmost effective approach 

values the pre-cognitive as something more than an addendum to the cognitiveò (p. 6). 

According to Thrift, we could say that the perception of the affect of ruin is more than 

cognitive inference; there is something more than the representation of ruins. I suggest that 

charting the yijing of ruins needs to align with non-representational thoughts and needs to 

cast off spectatorsô consciousness to explore a pre-individual perception. In short, by 

analysing yijing in a non-representational way, this chapter attempts to stop observing and 

thinking about meanings by instead using forms to shape and visualise the perception of 

space and time in the film.  
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5.3. The affect of ruins  

Although yijing studies require an observation (an out of screen focusing) on an affective 

dialogue in-between cinema and spectators, we still need a stable cognitive springboard to 

depart from. I claim that Schultzôs studies are important departure points from which to 

consider how film triggers emotions and creates affects. Based on Schultzôs studies, we can 

take one more step to illustrate how affect is configured differently when we are charting 

yijing.  

5.3.1. Emotional representations of ruins 

In Schultzôs chapter (2018), ruins are seen as the symbol of the transition from the Maoist 

modern industrial state to the era of Chinese Economic Reform. In China, industry can be 

seen as the quintessential symbol of the Mao era. The Three Gorges Dam, as the huge site of 

production of the economic reform era, requires new construction, a process which indicates 

the destruction of the previous industrial period. This transition emotionally connects to the 

decay of a specific age and worker class (Maoôs industry workers) evoking ña structure of 

feeling of lossò (Schultz 2018, p. 30).  

Connecting with Guy Debordôs (2008) concept of psychogeography, which illustrates the 

effect of the geographic environment on individual behaviour and emotions, Schultz (2018) 

explains how the feeling of loss is evoked in a representational way. He states that ñthe ruin 

produces a structure of feeling of spiritual desolation, which emotionally rejects its former 

and current inhabitantsò (p. 33). The inhabitants or the worker group are the crucial factors in 

Schultzôs statement because they are not just human beings but also carriers of a specific 

history, a unique period in China. To this end, Schultz draws on two concepts ï nostalgia and 

memory. Through the readings on Dai Jinhua (1997) and Rey Chowôs (2013a) discussion of 

nostalgia, Schultz notes that nostalgia is not just a ñfearful reactionò but as an ñemotional 

stateò associated with the past; it ñforges a link between the alienated modern individual and 

the social collectiveò (p. 44). It is hard to say that nostalgia is an emotion because it is 

perhaps the shadow of collective consciousness reflected onto individuals. Nostalgia relates 

to the memory of emotion or a kind of emotional extension. As Schultz notes, using emotion 

is a method for political purposes, such as the propaganda of nationalism. The cultural 

memory of collectivism and nationalism, as the essence of a continuous emotion, is 

visualised against the cognitions of the present visualisation of ruins. Ruins represent the new 

construction of the Reform era accompanied with a new political purpose in terms of the 

ñindividualist dream of wealthò (Dai 1997, p. 147). Thus, the emotional state of the ruin is a 
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ñform of dissidenceò produced by a ñsubtle condemnation of the present Reform periodò 

(Schultz 2018, p. 44).   

Through using Schultzôs analysis, it becomes clear that Jiaôs film is not aiming to represent 

the past but to show the production of the transition of development that ruins evoke, a subtle 

emotional state in-between memory and present reality. Taylor-Jonesôs (2017) 

methodological consideration of cultural memory suggests that ñwe need to see cultural 

memory not as an attempt to visualise a historical past but rather as a method of using the 

historical past as a part of an ongoing development of a national, as well as an individual, 

experienceò (p. 181). With this in mind, the representation of ruins seems like a bond that 

links modern China and the emerging new era. This in turn is embodied in the reactions of 

the collective consciousness of those who are involved in the narrative.   

Schultzôs cognitive analysis contains an analysis of the visual images, the historical context, 

and a psychoanalytical framing of the ruins. In consequence, Schultz identifies the emotional 

reactions to the ruins. There are three elements that we need for conducting a representational 

cognitive study of emotion via Schultzôs lens: film text, world knowledge and a 

psychoanalytical framework. This triangulation in the case of Jiaôs use of ruins, illuminates 

the importance of world knowledge. ñóWorld knowledgeô provides a contestable set of 

background assumptions used for comprehension and interpretationò (Branigan 2006, p. 

113). This alludes to the question of how we can make sure that our world knowledge is 

sufficient to interpret the filmic text. Through this question, I do not question the reliability of 

our cognition, but I am curious about the orientation of our interpretation.  

In Edward Braniganôs (2006) discussion of how we frame our thinking in the cinema, he 

details frameworks like the ñimplicit rationaleò and the ñrhetorical figureò which search for 

meaning and look at the camera work in highly metaphorical ways (pp. 105, 110). By 

following these methods, the representations of ruins in China are not a particular symbol of 

Mao and Post-Maoist states; instead, we find a symbolic meaning of ruins in a film and attach 

it to an era. As a consequence of doing this, there appears to be a lack of causality between 

the meaning of ruins and its matched era. This is particularly true in a Chinese context, 

whereby the images of ruins move across the whole modern history of China. As Wu Hungôs 

(1999) study on ruins in China notes, there are the ruins of the destruction of the Old Summer 

Palace in Beijing, which represent national humiliation in modern Chinese history.8 Keeping 

this in mind, the cognition of ruins in Still Life can be seen as a metaphor of the Post-Maoist 
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state and a metaphor of the legacy of modern Chinese history. While the representation of 

ruins in the film is not constant, my questioning lies within what triggers the evaluation of the 

ruins in the film. I argue that whatever the cognitions of ruins are, they are the embodiment of 

the affect of ruins. For the next section, I will introduce Schultzôs (2016) study on how ruins 

create affect. 

5.3.2. From representations to affective acts 

Schultz (2016) addresses that ñthe ruin is [é] a conceptual and emotional shift that enhances 

its meaning and affects, thus considering not only what the ruin represents but what it doesò 

(p. 451). For this non-representational consideration, Schultzôs research object is the affect of 

ruins rather than its representation. In adopting this position, the research orientation needs to 

switch from a ónounô to a óverbô, from ówhatô to óhowô. Schultzôs view is not about tracing a 

steady symbol but rather focusing on the moving images in the film. The research question is 

thus not what the ruin means, but how the film presents or frames the ruin.   

Rather than examining the social context, Schultz focuses on the characters in Still Life to 

identify how the emotional state of ruins is embodied. He utilises Glenn Albrechtôs (2005) 

concept ñsolastalgiaò9 to detect ñestrangementò between the submerged home and the 

characterôs memory (i.e. a young man points in the distance, speaking to Han: ñsee where that 

ferryôs moored? Thatôs where my home was. It is all goneò). Schultz (2016) notes that 

ñestrangement from space is not only an estrangement from a previous living environment 

but is also an emotional estrangement and a sense of isolation from homeò (p. 453). That is to 

say, the spectatorôs emotion is no longer the result of social interpretation but of the filmic 

production of the interplay between loss and the characterôs sense of belonging inside the 

cinema. This emotion is the embodied affect. To make it clear, a divergent approach can be 

deterritorialised via a convergent process. Contextual thinking is replaced by pure film text, 

scene, and body.      

Though two analytical approaches are used, the result of exploring the emotional state of 

ruins may be indistinguishable even if one provides social reason and the other provides 

affective reason. Nevertheless, their triangulations are not the same. One is text, context and 

psychology. The other is text, body and affect. One is about generality, and the other, 

individuality.   
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5.3.3. Analytical approach of charting yijing  

It is worth noting the difference between the role of affect in yijing study and Schultzôs study. 

In terms of finding past and feelings of loss, which trigger the goal-orientation cognitive 

reactions to Still Life, Schultzôs two studies focus on prototypical emotions. In contrast, as we 

have clarified, yijing aligns with nonprototypical emotions. Therefore, although the sensation 

of yijing and Schultzôs discussion of Still Life are united in their relation to affect, the 

analysis of them respectively departs from two distinctive affective intensities. Connectedly, 

there is a need to nuance the role of affect in the process of charting yijing.  

The role of affect 

In terms of the relations between affect, prototypical, and nonprototypical emotions, affect is 

the ñfundamental, atomized component of the emotion system [é] is the foundation of the 

associative network and not an emotion per seò (Smith 2003, p. 31). That is, affect is the 

foundation of both prototypical and non-prototypical cognition in that both of them are 

emotional representations of affect.  

However, as mentioned in previous chapters, the perception of yijing is a non-

representational experience identified by nonprototypical emotions. Firstly, nonprototypical 

emotions do not ñfit our social prototypesò because nonprototypical emotions themselves are 

more associated with non-conscious experiences and emotional expression (Smith 2003, p. 

23). This requires the analysis to actively deterritorialise the representations of a film and 

directly discuss the affection in it. As I have stated, in Still Life, the representations of the 

feelings of ruins can be considered nostalgic for the post-socialist era, which certainly fits our 

social prototypes. While the sensation of yijing, on the opposite side of cognition, 

nonprototypically indicates the direct interaction between spectator and the scenes on the 

screen without social and intellectual evaluation.  

Secondly, even though nonprototypical emotion is one type of cognition, it does not achieve a 

representational result. Instead, tracking nonprototypical emotion turns the feelings back to 

the non-representational affective process itself. For example, Schultz (2016) looks at how 

images affect the feeling of loss instead of what Jiaôs film content means to a post-socialist 

era. In other words, if we regard representations and social meanings as the results of film 

cognition, the study of affect shows how that result came to be.  



129 

 

For charting yijing, its non-representational characteristics ñas a means of going beyond 

constructivismò require a radical approach to explore the sensate experience rather than 

constructed emotional representations (Thrift 2008, p. 5). Charting yijing, therefore, is a 

process of standing on the emotional point whilst facing the opposite side, away from 

cognitive representations.  

Affect and emotions 

It is clear from Schultzôs analysis of affect that he has already aligned with acts of ruins. 

However, there is still one thing that should be questioned, how the affect of ruins is formed? 

I argue that to some certain extent, the register of the affect in Schultzôs writings is the hybrid 

of film characters, inhabitants, and viewers, but his approach could still be more broadly 

extended. When he analyses the affect of ruins, Schultz (2016, p. 450) departs from how the 

camera forms representational emotion:  

In Still Life, workers are dismantling a bankrupt factory, and numerous close-ups linger on discarded tools 

and the metal structures that drip rusty water [é] This symbol of the Maoist state and once collective body 

is now imaged as an animal being butchered, bleeding pools of rust as it is slowly being slaughtered, and 

the viewer is positioned as witness to this visceral act.  

Looking at the above, the affective emotion subtly appears to be empathetically delivered 

from the screen. From a cognitive and appraisal consideration, emotional resonance is mostly 

based on instinctive human emotional roots such as mammalian roots and reptilian roots 

(Grodal & Kramer, 2010). Loss may touch our mammalian roots which focus on bonding and 

care, in such a way that it evokes empathy and emotionally bridges the gap between spectator 

and film characters. In other words, the intangible affect in Schultzôs analysis is formed 

through the psychological state of human beings. The psychological state, in this way, 

becomes the substitute for the affects of ruins as our body is capable of affecting and being 

affected. Therefore, analysing the affective perception is a conversion process that transfers 

from cinematic affection to sensory perception.  

Importantly, Schultzôs analysis can successfully transfer affect to human feelings because it is 

centred on prototypical emotions. The embodied affect is released directly through 

empathising prototypical emotions such as the feeling of loss. However, when the object is a 

nonprototypical one, how do we investigate the conversion process in-between the film and 

the spectator? If the social convention is not well-known and the empathising processes 

become blocked, how does the feeling of ruin form and transform in the body-screen 
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relation? These questions are different from how the ruin is presented and how it produces 

affect. Instead, I engage the human bodyôs perspective to question how the sensation of ruin 

is formed when someone does not have emotional connections with the city. In this way, ruin 

is not just a cognitive sign of physical deconstruction to be felt, but it is also a non-

representational sensation which pervades in the cinematic scenes.   

Thrift (2008) notes that ñaffect is a different kind of intelligence about the world, but it is 

intelligence nonethelessò and ñaffect is understood as a form of thinkingò (p. 175). In film 

analysis, perhaps, we should say that tracing affect is about drawing the form of cinematic 

image and sound. A film, in an affective situation, is not a literate discourse but an art of 

form. The analysis of affect, therefore, does not follow an exact coding index which manages 

feelings and emotions in an accurate way, but rather it non-representationally draws the 

affective propensity. Then, the way of drawing becomes the core issue at this moment, which 

is also the final step of charting yijing.     

Affect and perception 

Returning to Still Life, óhow to chart the sensation of ruin and vacancy?ô is another question 

that may help us to disclose the nature of affect. Wu (1999) notes that the images of 

demolition ñrespond to a dramatic change in the environment caused by an ongoing process 

of destruction/construction. During demolition, the human [é] experiences [are] confusion 

and disorientationò (p. 112). In the light of this, the cognitive representation of ruins reflects 

the feeling of disorientation. However, in Still Life, the question remains as to how the film 

forms the sensation of ruin. To present the sensation of ruin is not about revealing concrete 

ruins during demolition but more about creating a sensation caused by ruined things; in other 

words, ruins can be more abstract and present as a feeling rather than a physical presence. In 

this way, the images of tea and ruins are sort of patterns which are utilised to mark the 

process of vanishing. Affectively, the appearance of tea and ruins, forms the sensation of 

disappearance.  

I want to argue that the sensation of ruin refers to the decay of the perception of space and 

time. As discussed in the methodology chapter, in aligning with Gestalt thinking, charting 

yijing is never about touching yijing in a literal way but looking at the form of the film ï its 

space and time. If empathy is the emotional connection between spectator and film 

characters, then the perception of space and time is sensory destruction produced by 

cinematic ruin. To reiterate, the sensation of ruin is formed by the ruined perception of space 
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and time. In the following sections, I will illustrate how the perception of space and time is 

destroyed, so that it affects spectators in a way which produces feelings of confusion and 

disorientation.   

5.4. The form of ruination  

Visually, tea in Still Life is both easy to find and easy to ignore. As one of the filmôs chapters 

(figure 5.1a), tea seems like it has an administrative role in the film rather than something that 

is interwoven in the narrative. The other tea shot shows Shen drinking the tea that she finds in 

her husbandôs locker (figure 5.1b). The locker is in a displaced factory where Shenôs husband 

already left for several years. In addition, alongside Shen and her husbandôs alienated 

relationship, tea presents the multiple presences in the past ï the presence of a factory, the 

presence of affinity, and the presence of a person; teaôs presence shows the emotional 

reaction to the disappearing past.  

That being said, I do not want only to articulate the sensation of tea as the crystal of all loss 

and vacancy in the film. I suggest that the limited images of tea synchronising with the ruined 

city, function as a process of lost meaning. Compared to the tea art in Red Cliff, tea in Still 

Life is not at the centre of the stage. In Red Cliff, becoming-tea-woman draws the line of 

escape, while in Still Life, tea uses its vacancy to deterritorialise the representation of itself. 

The limited image of tea can be seen as the teaôs vacancy. The vacancy of tea and the ruined 

city reflect each other in that both of them present a vanishing process. Simply put, tea is 

vanishing within a macro vanishing process ï the destruction of a city and of an era. Yijing of 

tea thereby, is not about the sensation of a presence, but the sensation of a vanishing process 

that is synchronised by the affect of ruin and the affect of destruction. To explore the affect of 

ruin in Still Life, we need to look at the form of affect from two perspectives ï movement and 

stillness because they form the spatial-temporal perception of ruins.  

Figure 5.1. Still Life (2006). Figure a is the first shot of the tea chapter; the female figure in b is Shen Hong. 
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5.4.1. Movement  

The idea of flowing 

In this section, the movement state of Still Life will be charted in two steps. Firstly, I claim 

that Still Life presents a traditional Chinese aesthetic concept found in painting, called you 

(flowing). This aesthetic intertextuality visualises a different spatial relation in the cinema 

canon that breaks the conventional perception of space as a markable aesthetic characteristic 

in Chinese art (see Zheng 1979; Lin 1991; Wu 2012). In English literacy, the term óflowingô 

has been utilised in Paul Schraderôs work of Ozuôs aesthetic style. Schrader (1972) used 

flowing to articulate the Zen idea of life, which indicates nature and acceptance without 

affront (p. 35). However, I am using flowing as a technical term to reference a vision of an 

extensive movement and to refer to the disoriented perspectives that are embodied in Still 

Life. The reason for connecting Still Life and Chinese painting is that Jia imitates the 

perspective of Chinese painting, notably shanshui hua (paintings about mountain and water) 

in a cinematic way (see Mello 2014). Through developing the literature review for this thesis, 

it is clear that painting is considered one of the original art forms of yijing (section 1.1.3). 

Thus, passing over the relationship between painting and cinema would be to ignore a 

significant aspect of yijing as the topic of focus.   

As François Cheng observes (1991, p.101, cited in Mello 2014, p. 282), flowing shows a 

remarkable perspective in mountain and water paintings: 

Different from a linear perspective which pre-supposes a privileged point of view and a 

vanishing point, the Chinese perspective is qualified both as aerial and cavalier. It is, in fact, a 

double perspective. The painter, in general, is supposed to stand on a high point, thus enjoying an 

overall view of the landscape (in order to show the distance between different elements of 

floating in an atmospheric space, he uses contrasts between volume, form and tonality); but at the 

same time he seems to move around the painting, espousing the rhythm of a dynamic space and 

contemplating things from afar, from up close and from different angles. 

However, as Wang and Wang (2000) state, the difficulty in imitating Chinese painting in film 

is that the camera shooting scenes are done from a single vanishing point which is completely 

different from Chinese painting (p. 214). Moreover, a film has a frame limitation in that all 

the scenes are filmed in a fixed frame and projected on an unchangeable shaped screen. The 

proper way to solve this problem might be to use long take panning and tracking shots. As Jia 

(2008, DVD collection) notes: 
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Because the river, the mountains and the fog are taken from the fundamental elements in Chinese 

painting. That is why I use those panning shots, recalling the gesture of unrolling a classical 

scroll painting, opening it out in space.  

Mello argues that according to Giuliana Brunoôs (2002) ñhaptic experienceò 10, Still Life is a 

form of experiential art that achieves a ñmultiple-perspective spatial organisationò which 

mirrors Chinese painting. Chinese painting somehow intimates the voyageurôs perspective. In 

consequence, a viewerôs attention is formed extensively. For filmmaking, the movement of a 

panning shot imitates the viewpoints of a voyageur in that it physically moves with eye-

rolling, head-turning, and body movements. As a result, the panning shot on the screen 

provides discursive perspectives to spectators. For example, Still Life opens with a long take 

tracking shot where we see the camera move from left to right, shooting passengers on a ferry 

boat like the unrolling of a traditional scroll painting. In this scene, perspective is so 

discursive that it is hard to comprehend where the central part of the film is.  

Furthermore, according to Zhu Pingôs (2011) poetic exploration, there are three layers in Still 

Life ï the foreground human, the middle debris and the background landscape. My argument 

is that the connection between these three layers does not follow a sequence that looks 

through a vanishing point such as from foreground to background or the opposite. Rather, 

there are perceptive movements that flow in-between each layer discursively through the use 

of the characterôs movements and background music. In other words, the perception of depth 

in the filmic scene is ruined.  

From depth to the horizontal 

Figure 5.2. Inception (2010) and schematic diagram. The left-hand image is the mirror scene in Inception. The right-hand 

image is the schematic diagram of the left image, which presents perspectives. 
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Depth is a quite usual and direct way to set up the form of our perception of three-

dimensional space. For example, in the mirror scene in Inception (Christopher Nolan, 2010), 

numerous opposite reflections establish an endless corridor (figure 5.2). We can feel the 

depth because of the traffic lines. The reduction of figures and pillars frame our perception of 

perspective. It is true that the depth in Still Life is not shown in perspectives like a corridor 

that can be framed by perspective lines, but it does not mean there is no depth in the film. 

Metaphorically, if the view of depth from a vanishing point is similar to a ray moving 

through space, then the view of depth in Still Life is shown by the movement of space. In 

other words, by standing on a vanishing point, relatively speaking the space in front is stable 

so that there is no movement; while, for a flowing perspective, the space in front of us is 

moving. 

Figure 5.3. Still Life (2006) and camera movement. The diagram charts the film shots from a to d. The black arrow indicates 

Samingôs movement. The blue arrow indicates the tracking shot from point a to b. The red arrow shows the panning 

movement of the camera. 
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When Han visits his ex-wifeôs brother, he passes through ruins and then goes to the riverbank 

(figure 5.3). Visually, the three layers are not presented in perspective but like a panorama 

which unfolds the depth. The protagonist, as the first layer, passes through the medium layer 

(debris) with a diagonal moving direction, shown from long shot to medium shot gradually, 

using a tracking camera movement from left to right. This is then followed by a panning shot 

as Han leaves the debris to the third layer in the distance (we can see the mountains). There is 

no spatial relationship between the shots. Simply put, there are no concepts like óhereô and 

óthereô, but only óhereô. The camera is retained in the middle layer (the debris and ruins), and 

shoots the surrounding foreground (the protagonist) and background (natural scenery). The 

depth of the layers is reconfigured so that every layer is presented at the same level of depth. 

The movement of the different layers breaks the spatial perception of depth, which might 

influence our experienced perception of foreground and background in film. The term ruin in 

this way is not only the debris of the city but metaphorically the ruin of spatial perception and 

spatial awareness. The camera-led movement motivates different layers to flow into the 

spectatorsô view and let spectators óbe thereô and ótouch the multiple layersô; in other words, 

it allows for a haptic feeling with motion.  

Figure 5.4. Still Life (2006). Image a and b are shown with a diegetic ringtone. The words on the images are the lyrics of the 

song. The same song continuously played with images c and d, but the voice output is switched to a non-diegetic background 

sound. 
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Besides the panning and tracking shots, Jia also utilises popular music to vertically bond 

these three layers. The song is called Shanghai Beach/Shanghai tan (sung by female singer 

Frances Yip in Cantonese). Brother Mark (Zhou Lin), Hanôs friend, applies the song as his 

mobile phone ringtone. Brother Mark thinks Hanôs ringtone is out of fashion, so he shows off 

his own ringtone. While the diegetic song is played, the scene L-cuts to a television. The 

television shows a woman crying bitterly and a ferry in the river. Following then with two 

tracking shots of the mountain and the river, the diegetic song becomes non-diegetic 

background music. Finally, it cuts back to Han and shows him standing on an old building, 

which is not related to the scene where he talks with Brother Mark (figure 5.4).  

The television seems like a virtual space, but it shows human life. That is to say, the song 

connects human, city, and landscape through film editing. On the one hand, the L-cuts allow 

the scenes that produce movement to flow; on the other hand, the L-cuts free the spectatorôs 

body to have a haptic experience through the different layers. Unlike the last example that 

moves all the layers to the front of the view of the spectators, the song forces spectators to 

óflyô and view different scenes. This difference is caused by cutting the timeline. Long-takes 

keep the timeline consistent as we experience it in real life, but the L-cut in this scene 

eliminates the transitional time (travelling time) between the different layers. In other words, 

this scene is neither blocked in the frame of space nor limited by the timeline.   

Meanwhile, the freedom of film perception is created by film music through the force of 

deterritorialisation. This deterritorialisation, as Deleuze notes, ñstrips bodies of the inertia, of 

the materiality of their presence: it disembodies bodiesò ([1969] 2015, LS, p. 39). In this way, 

it does not matter which perspective we stand on or which layer is shown in front of our eyes. 

This sensation no longer solely relates to visual images, but also the spectatorôs bodily 

perception. Similar to the force of a womanôs voice, as I discussed in chapter four, Shanghai 

Beach also produces a sort of force that draws the line of flight for our body. Therefore, the 

sound of a woman and the movement of the flowing editing of mountains, waters, and debris 

configure a becoming process that ruins the habitual spatial perception on a vanishing point 

which transcends the spatio-temporal coordinate. 

Thus, Still Life as an example of flow cinema does not only provide a journey in a space 

through using a traditional Chinese perspective; it also provides the perception out of the 

space. Its movement affects spectators travelling around the ruins. During this journey, what 

affects spectators is not just the images of the scenes but also the spectatorôs perception. This 
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film perception cannot be qualified by representation or meaning because perceptions of 

space are not related to linear intellectual cognition. It is non-representational and only 

perceptible through bodily experience. Besides the perception of the flow and movement, 

stillness as another aesthetic creation is also worth looking at.   

5.4.2. Stillness 

Still Life has been called a slow cinema or a slow movie (Jaffe 2014; Mello 2016). ñSlowò in 

cinema is hard to be measured quantitatively because the identified long-takes and fast-cut 

editing are both dialectical concepts. Alongside time, Song Hwee Lim (2014) regards 

slowness as ña matter of perception and experience, and it can never merely be an objective 

temporal (or rhythmic) measurementò (p. 15). Lim states that long takes and slowness are 

ñthe subjectivity of the idea and experience of timeò (p. 21). Thus, the key factor is not about 

the rate of editing, but what the effect or experience of slowness is. 

Similarly, Tiago de Luca and Nuno Barradas Jonge (2016) suggest that the ñquantitative 

cutting rate, then, does not in itself explain why a film can be considered slow but needs to be 

analysed qualitatively in relation to other elements of film styleò (p. 6). Stillness is one of the 

stylistic parameters for slow cinema. The purpose of this section is not to examine what kinds 

of stillness are presented in the film but rather it seeks to directly focus on the two 

protagonists who often stare at the scenery in silence. I argue that their gaze forms the affect 

in-between spectators and protagonists through the perception of time. This argument does 

not influence the reliability of the last section because space and time cannot be separated 

(Zimmerman 2011). However, the new question which emerges is what do we have when the 

timeline is not just broken but also vanished?   

The term gaze utilised here refers to the protagonistôs facial expression as opposed to the 

voyeurôs optic. There are no reversal shots to show the protagonistôs point of view; thus, we 

cannot know what they are looking at. For example, figure 5.5 and figure 5.6 show Shen and 

Hanôs gaze. Shen is on a sightseeing boat visiting the Three Gorges, and she is looking 

outside the window. A panning left shot shows Han, who is smoking and looking in the 

distance. There are no focusing points in both of their gazes. Thus, looking or staring is 

perhaps not seen as action but more like the ñdrawing of timeò. According to Deleuze (C2), 

when an affection image does not trigger actions, the images are directly brought into the 
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relationship of time and thought. Thus, the spectatorôs perception is not about what the 

protagonist is looking at or thinking about, but more directly about the action itself ï gazing.  

Therefore, rather than thinking what their view is, the question is what happens when the 

spectators are gazing at the protagonists? At that moment, the protagonists become another 

view in the spectatorôs eyes, which is the same as the scene of the ruin in the protagonistsô 

eyes. The protagonistsô gaze becomes stillness itself. Simultaneously, the spectatorôs gaze is 

becoming stillness as well. This connection and becoming are not based on objects contained 

within viewpoints, but on the act of looking. Views can contain any form of stillness, but the 

Figure 5.6. Still Life (2006). Han Sanming. 

Figure 5.5. Still Life (2006). Shen Hong. 
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action is the same, the gaze. Within the gaze, spectators empathise with protagonists by 

replicating what they are doing without necessarily sympathising with the protagonists 

themselves. It is necessary to distinguish between empathy and sympathy here. Sympathy 

refers to the basic intellectual connection that allows us to understand another personôs 

situation, while empathy highlights the identification of the otherôs psychological state, 

personal experience and so on (see Grodal 1997; Carroll 2007; Coplan 2011). Empathising 

relates to the capability to be affected; sympathising relates to knowledge-based recognition. 

Instead of thinking or sympathising about the meaning of the ruins or landscape, becoming-

stillness sees ruin as a ruin itself, in that landscape is ultimately the landscape. There is no 

essential difference between the views caught by the character, camera, and the spectator 

because the motion of all these views relates to a pure experience. It does not matter what the 

emotion of the ruin is because spectators have already experienced it.  

Now the question is what does this experience give to spectators? To answer this, we need to 

clarify what time is. Becoming-stillness as the negotiation of both visual experience and 

affective bodily experience is the experience of the essence of a missing city. The essence of 

stillness is time, to use Deleuzeôs words, ña little time in its pure stateò (C2, p. 17). That is to 

say, although the experience is based on the visual and aural ruin, its essence is time. This 

experience can be seen as the transformation from the spatio-temporal coordinate to beyond. 

Then, what is the difference between the time in a spatio-temporal coordinate and the essence 

of time? According to causal theories of time, the former is recognised through changing and 

passing, which refers to a causal notion (Reichenbach 1957). In order to avoid confused 

discussion, I call the changing or passing of time as diff-time. Diff-time, for example, is 

presented by the ruin in Still Life, which coordinates with space. As Luo (2015) mentions, 

ñruins [é] belongs neither to the past nor the futureò (p. 167). This statement is based on the 

changes of a place; ruin is the legacy of the past city, while in the future, it will be submerged 

and replaced by the Three Gorges Dam. Thus, ruin does not only belong to the present. The 

past, present, and future only indicate the change of space, which is representative of diff-

time rather than time itself. In short, diff -time is a relative concept that can be completed as 

an expression through add-onôs such as ñearlier than nowò and ñlater than nowò ï they 

function as scales of time. 

However, the time which we perceive from stillness is nothing related to the scale. It is more 

like a fluid line, it has no beginning and no ending. There is no changing space to mark the 
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time, but it does not impede us to perceive time because ñtime passes as not passesò (Fan 

2015, p. 207). For the idea of the two realities, as mentioned in chapter four (see section 

4.4.3), time in itself is just a motion which is not measured by any tense. The perception of 

stillness, in fact, discloses the deterritorialisation of the spatio-temporal coordinates. Different 

from cutting and editing, which breaks the scaled timeline of a real journey, perceiving 

stillness dissolves the concept of time.  

Mark Wolf (2006) states that ñthere are two temporalities involved in the cinema; the time 

that is embodied in the images, and the time during which the images are viewed by the 

audienceò (p. 169). The ways of editing control the time in the film, which might influence 

visual experience, for example, the use of fast cutting in an action film. Stillness, however, 

deterritorialises the time out of the film, which in turn extends the force of stillness out of the 

screen. For the situation of the perception of stillness in Still Life, the two temporalities 

involved in the film-watching experience are coincident. Due to the gaze, the same actions 

are performed inside and outside the screen. The stillness formed by the gaze in the screen 

also maintains the perception of the stillness outside the screen. In this way, the film 

perception becomes the perception of stillness itself which transcends the pattern of stillness 

ï ruined space.  

The perception which transcends from space to time also means that the force of affect is 

extended, passing through one to the other. As deterritorialisation and reterritorialisation 

happen simultaneously, what is this new territory or where does the line of affect extend to? 

Perhaps beforehand, we should ask what happens to individuals when time does not have 

scales? Looking at the gaze in Still Life, the view in the protagonistôs eyes is different from 

spectatorsô, though they engage the same action of gazing. However, when the spatio-

temporal coordinate is deterritorialised, there is no spatio-temporal distinction between 

protagonists and spectators. That is, there is no coordinate to label a protagonist or a spectator 

which allows for a distinction between inside and outside the screen. Instead, there are only 

individuals who can only be defined by themselves. These individuals are in a territory out-

of-time. This does not mean that each individual is experiencing the same thing, but rather 

shows different lines of the motion of time. As there is no scale to measure a different 

timeline, unmeasured parallel spatio-temporal coordinates are produced. I would say that the 

space, which contains those parallel coordinates, is precisely the reterritorialisation of 

perceiving stillness; or we can say that this is the transcendental space freed from any 
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blocked spatio-temporal coordinate such as a screen or a theatre (if we apply a term from 

physics, it can be called high-dimensional space). While, for the perception of yijing, I do not 

want to offer a spiritual statement that perceivers are going to the same space. Rather, each 

individual, in their coordinate, via the force of affect, repeats the deterritorialisation and 

reterritorialisation of the spatio-temporal perception. For example, I will never say I perceive 

the same yijing as you, but both may generate an expression which indicates we have a 

similar experience of perceiving yijing. The process of perception, of the transcendental, is 

more remarkable than the space where we are going.     

During a perceiving process, the essence of yijing is released in return. Following convergent 

thinking, the more we explore the sensation inside a film-watching experience, the charting 

process moves closer to emptiness. I suggest that the more we investigate inside, the more 

cognitive and representational boundaries are deterritorialised. It is precisely the continuous 

deterritorialisation which shows the unstable existence of cognition and representation, thus 

disclosing the emptiness of existence. 

5.4.3. The emptiness of tea 

Through the discussion of space and time, movement and stillness, I have presented the form 

of perceiving yijing as ruins. Both ruins of the city and tea are expressed via the ñpoetic of 

vanishingò (Zhang 2011, 148). The analytical process is like Matryoshka dolls ï open the 

dolls one by one and layer by layer: space and time are the essences of movement and 

stillness, and movement and stillness are the core of the sensation of ruin; the sensation of 

ruin is synthesised with the sensation of tea. It is time to fold all the dolls back. Within the 

visual perception of space and the pure perception of time, the emptiness is perceived by the 

ruined spatio-temporal coordinate. Not only is the feeling of the ruined city perceived in this 

way, but also the non-representational tea.  

The vacancy of tea sounds like the image of tea is disappearing, but in fact, the vacancy of tea 

refers to a sort of perception of ruin. Both the perception of vacancy and the perception of tea 

show an affective experience of how things vanish and become ruined. The limited images of 

tea actually form its vacancy. In the meantime, spectators need to watch the whole film to 

experience the vacancy or the low rate of teaôs appearance. Within the watching experience, 

the spectatorôs perception is filled with ruined space and time. In summary, the meaning of 

tea is deterritorialised through its visual vacancy, but the perception of vacancy is extended 
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and projected to the sensation of ruins. As a result, yijing of tea is formed by the 

configuration of ruins in the film.   

5.5. Conclusion 

This chapter has applied non-representational theory to clarify the analytical approach of 

charting the perception of yijing. Although I frequently stress that charting yijing does not 

have a standard rule, following the methodology of this thesis and the analysis in the three 

case studies, there are two steps which should be highlighted: 

1. Cognition: Charting yijing needs to examine nonprototypical emotions of a film. 

2. Affect: Tracking the force of affect means to examine how the perception of space 

and time is formed/deterritorialised.      

To examine the nonprototypical cognition for charting yijing, I suggest that we need to 

consider a film as a whole, including the filmmakerôs background, the narrative background, 

film genres, film texts and other cinematic elements. To track the force of affect, because of 

the particular cinematic usage in each film, the way of configuring film perception is not 

unified and therefore requires a nuanced analysis of the cinematic design in each work. The 

transcendental thought of charting yijing passes through body, space, time and goes beyond. 

Space and time are not the index of the elements that must be analysed; instead, they form 

non-representational thinking. Space and time are not the objects to be analysed, but they are 

the tools used to form and to track the transcendental. 

Following non-representational thinking, convergent thinking decides that charting yijing is 

always inside the individual experience. In terms of stillness, movement, and affections, 

whatever the non-representational thinking follows, it is inside the individual body. 

Moreover, to form a non-representational analysis (as I cannot define what yijing is or what 

the emptiness of tea is), I have regarded Still Life as a particular example that directly 

presents the vacancy of tea. The vacancy of tea can be seen as a mechanical design that aims 

to show a pathway of acting emptiness. Acting emptiness in my design uses a series of 

questions as a cycle to form a certain way of charting emptiness or yijing. The cycle means 

following a series of relative questions; the last question is literally the same as the first one, 

but it is already the answer to the question asked in the beginning.     
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When we analyse Still Life, the first question is: what can we find when ñteaò loses its 

meaning? This question focuses on ólosing meaningô instead of óteaôs meaningô. Because 

things lose their meaning in the ruined city and ruined era, I ask how we might understand the 

lost meaning of ruins? Instead of thinking about the meaning of loss, the point is how to 

perceive the loss within itself. In other words, how does the pre-cognition of ruin happen? To 

answer this question means to touch on the affect of ruins or the non-representational 

perception of ruined space and time. My next question then, is what are the products 

produced by touching the affect of ruins. The answer is that the meanings of objects are 

ruined. This answer has in fact been shown in the first question ï what can we find when tea 

loses its meaning? Rather than saying that the whole questioning process is useless, which 

proves óone equates to oneô, the situation of asking the first question and the last question has 

changed.   

The series of questions have already formed the action of transcendental charting. óI know 

that tea loses its meaningô is different from óI recognise the meaning of loss through 

chartingò. The former is a representational result that superficially indicates limited images of 

tea. While the latter is a production of a recognising process whereby tea loses its meaning as 

there is no inherent meaning that could be maintained. That is, the lost meaning perhaps is the 

matter of tea and the yijing of tea. Therefore, the charting process turns a representational 

analysis back to the experience of thought. The thinking of thought in the analytical approach 

of charting imitates a transcendental experience. Practically, the idea of yijing highlights a 

process that deterritorialises the frame of the screen, destructs representations, and reforms 

the way of thinking. Affectively, a subtle individual perception is about turning to the front 

stage and performing a non-representational experience. In this light, I claim that charting 

yijing does not offer a concrete result but imitates an experience through charting, which does 

not aim to give an answer but rather an action of doing (see also chapter eight).  
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Chapter 6: Re-examining yijing:  

Charting non-places in Feng Xiaogangôs comedy  

If You Are the One 

 

Bodhi doesnôt have any trees 

This mirror doesnôt have a stand 

Our Buddha nature is forever pure 

Where do you get this dust? 

----The Platform Sutra 

 

 

 

 

Plot 

Qin Fen (Ge You) is a middle-aged man on his journey of match-making across different 

Chinese cities. Qin encounters various unexpected people such as a gay man in unrequited 

love with him; a cemetery saleswoman who just wanted to sell graveyards to him; an asexual 

widow; and a stock market trader who regards weddings as the same as investing in stocks. 

Qin ends his match-making when he decides to go to Hokkaido, Japan, with Xiaoxiao (Shu 

Qi), a woman he knows from his match-making activities. Xiaoxiao wants to go to Japan to 

revisit the starting point of her frustrated love story as a way of ending it. In Japan, Qin and 

Xiaoxiao meet Wu Sang (Wu Yicong), Qinôs childhood friend who is now living in 

Hokkaido. At the end of the trip, Xiaoxiao jumps off the cliff into the sea to end the miserable 

experience of her love affair. A fisherman rescues Xiaoxiao.  
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6.1. Introduction   

In the last chapter, I have clarified the approach of charting yijing. In this chapter, I explore 

how the analytical approach helps us to re-examine the idea of yijing in a pure cinematic 

way. That is, I look beyond the original idea of yijing in painting and literature and consider 

how we understand the yijing of tea through an audio-visual discourse and how a film forges 

an idea that can be named yijing. 

Since cognition is a crucial element for the process of charting yijing, as well as something 

which closely aligns with the identification of film genre, I have repeatedly been asked 

whether yijing can be perceived in different genres or whether different genres can trigger the 

perception of yijing. In the beginning, I examined different film genres to find the answer. I 

did not realise that the reason for asking these kinds of questions might be caused by the 

general distinction between the sensation of yijing and the prototypical emotions of genre-

based films. However, when we think in this way, we are in a tangle with the mismatch of the 

microscopic (a scene) and the macroscopic (the whole story) views of perceiving yijing. 

While we may think that the sensation of yijing is too unusual to be perceived in some genres 

such as comedy, in actuality, we should not generalise emotional reactions in a genre film. 

The perception of yijing is a production of film watching instead of a representation of a 

typical film genre.  

This chapter aims to use comedy as an example to elucidate the relationship between the 

sensation of yijing and the cognition of a whole film. Superficially, watching comedy appeals 

to emotional responses such as humour (see Chapman and Foot 1976; Grodal 1997; Vandaele 

2002), but how does the perception of yijing, a disinterested sensation, and the cognitive 

reactions to comedy interweave? Considering both a macro and a micro view of a film means 

that we cannot only discuss yijing in the moments of a specific scene or a specific sequence, 

rather it allows us to engage with the film as a whole. Now that I have shown that we can 

chart the sensation of yijing (as dependent on the perception of space and time) in a specific 

sequence, the question arises as to whether we can apply this way of thinking to examine a 

whole film?  

To examine yijing via cinema, I need to examine which perspective of yijing I can align with. 

In terms of engaging with the nonprototypical emotion (see chapter three) and showing the 

line of becoming (see chapter four), we have more or less discussed the functions of yijing in 



146 

 

transcendental film perception. However, those discussions are all based on the function of 

yijing. Instead of directly discussing the sensation of yijing in the film, I no longer focused on 

the aesthetic feeling of yijing and instead considered the emotional function of yijing in order 

to discuss the role of yijing in the film. I have used this approach in order to allow the 

aesthetic abstract yijing to operate on the same level as editing, sound and other cinematic 

elements. Doing this generates a functional dialogue between film cognition and perception. 

If this is not done, it means that it is difficult to engage with a transcendental feeling and 

audio-visual medium together.  

Another way to engage with the sensation of yijing and film is if we adopt yijing as a mode 

of reading the entire film. For example, the vacancy of tea is in conjunction with the affect of 

ruins in the entire film when we analyse Still Life. Following this, this chapter examines the 

perception of yijing from the perspective of the whole film. In doing so, we will see how the 

sensation of yijing is triggered by the entire film via comparatively looking at yijing within 

specific scenes. 

Additionally, in previous chapters, the aesthetics of tea has been discussed through tea art, the 

teacup, and the function of vanishing tea. This chapter will discuss the function of tea houses 

in If You Are the One (abbreviated hereafter as IYATO), which shows the moods present in 

the tea houses that in turn uncovers the affect existing between tea drinking and the tea 

drinker, something which consequently charts the yijing of tea. Moreover, this chapter 

particularly aligns with the essence of teaism as a way of examining the sensation of tea art in 

the film. As I mentioned in the introduction chapter (section 1.1.2), teaism refers to the 

aesthetics of tea drinking in itself instead of the performance of tea art. 

6.2. Methodology 

6.2.1. Non-places and duration 

To investigate the interwoven subjects ï the tea house and the tea-drinking, this chapter 

associates itself with Marc Aug®ôs idea of non-places in order to explore the cognition 

triggered by tea houses. To define using Aug®ôs ([1992] 1995) words, ñif a place can be 

defined as relational, historical and concerned with identity, then a space which cannot be 

defined as relational, or historical, or concerned with identity will be a non-placeò (p. 63). 

Aug® applied ónon-placesô to uncover the affect of mobile spaces such as transport hubs. In 

Aug®ôs explanation, the distinction between place and space is the original opposition which 
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exists between place and non-place. In Aug®ôs reading of Michel de Certeau, space theorises 

the intersection of moving bodies. In Ian Buchanan and Gregg Lambertôs (2005) reading of 

de Certeau, place is ñrestrictive and unhomelyò while space is a ñtenuous new form of 

freedom ï in space one has the liberty to experiment, to try new thingsò (p. 3). The 

unrestrictive characteristic of space is freed by putting the individual in a mobile situation and 

catching the intersection between human beings and places. Therefore, via the lens of non-

place, we do not explore inanimate locations but rather human-related movement.     

It is worth noting that ónon-placeô is an anthropological idea. When we apply this idea in film 

analysis, it is necessary to ensure who is the observing subject. In this chapter, ónon-placeô 

refers to the space in the film and what we are looking at is our perception of the film. In its 

original meaning, ónon-placeô is about the intersection between us and public places in 

modern society. This meaning allows us to directly explain the representations of non-places 

in regard to their social, cultural and political significance in the film. The key point in this 

chapter is how the spectatorôs perception and cognition engage with a non-place in a film. For 

example, if we pinpoint a non-place in a film; consequently, using Aug®ôs lens, the film 

characters would be freed from their identity. However, we cannot say that the identity of the 

spectator will be freed by just watching a non-place as spectator, non-place, and film 

characters are not in the same dimension. Simply put, we need to transfer the representations 

inside the screen to the perception and cognition occurring across the screen.  

Since non-place refers to an individual-based space, there has been some criticism of non-

place in relation to sites which are key in identity construction, such as those used by 

teenagers and tourists (Aubert-Gamet & Cova 1999; Bean & Moni 2003; McCabe & Stokoe 

2004). I utilise the idea of non-places to deterritorialise the representations of tea houses in 

the film. From a microscopic view, I argue that the tea house in IYATO does not offer an 

identified place for a specific mood, but a space for triggering different cognition and 

perception. In this way, the tea house becomes a transcendental space and allows the inside 

film characters and the outside film spectators to engage it. The perception of yijing, 

therefore, would be the perception of an individual-based space. 

Since IYATO is a film about tourism and nostalgia (see Mostafanezhad, Coates & Coates 

2018), the idea of non-place is applied using its original consideration of transport. Firstly, I 

apply the idea of non-place to deterritorialise the general cognition of tea houses which is that 

they offer no stable emotional appeal during the process of travelling. Secondly, I align with 
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Henry Bergsonôs idea of duration, to explore the perception of memory, past and nostalgia in 

the film. I argue that IYATO provides a particular example that triggers the yijing of time-

passed via the length of the entire film.  

Charting yijing will encounter spatiality and temporality. However, different from the last 

chapter, which has explored how the perception of space and time is portrayed in a film, this 

chapter articulates the affect of space and duration on yijing. In this thesis, time refers to a 

physical concept that allows us to think about questions referring to the temporal dimension 

and the period. This counters aspects such as duration, which is a more abstract concept about 

the sensation of experience. Thus, rather than merely considering the perception of space and 

time inside a film, I want to highlight how the film acts as a spatio-temporal installation that 

affects the way of tracking sensation. To expand the discussion around the sensation of tea 

and the sensation of the whole film, we need to first clarify the cognition of comedy and the 

fundamental theories of humour.     

6.2.2. Feng Xiaogang and his humour 

Different from Zhang Yimou, Wong Kar-wai, John Woo, and Jia Zhangke, Feng Xiaogang is 

not a well-known name on the international stage but operates as a key player in the local 

film market. Fengôs first comedy, The Dream Factory/Jiafang yifang was released in 1997, 

and this film, to some extent, founded his comedic style. Feng has also had success in other 

genres such as with the 2007 war film Assembly/Jijie hao, the 2010 disaster-drama After 

Shock/Tangshan da dizhen, and the 2000 melodrama Sigh/Yisheng tanxi. However, Fengôs 

style of humour is seen as his trademark in the Chinese film industry. Fengôs comedies 

opened the period of commercial films in China and initiated a special film season in 

mainland China: he sui pian (New Yearôs celebration film) (see McGrath 2005; Leung 2015; 

Gong 2016). 

Fengôs comedy style is firmly based on the humorous dialogue between characters. In Fengôs 

comedies, his characters are based on everyday people and his aesthetic is based on play. 

Feng has said, ñmy idea of making a film is to make an event a playful game [é] One 

common strategy is the reverse thing, which is to look at things from a reverse angle so that 

our mind will open up. For example, someone will weep over a sad thing as conditioned by 

his imagination. But if you make him laugh over the same thing, you will achieve a surprise 
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resultò (cited in Li 2009). Fengôs playfulness, therefore, attempts to show the multilayers of 

cognition.   

6.2.3. Why comedy? 

The reason for choosing a comedy is that it is necessary to indicate a specific cognitive 

process, which is more complex and quite different from other emotional cognition. 

Following the mood-cue approach (Smith 2003), to evaluate a cognitive reaction we can 

examine whether the goal of the character is achieved. For example, in Finding 

Nemo (Andrew Stanton & Lee Unkrich 2003), when the father finally finds his son, we feel 

happy because it is a happy ending, and the goal is achieved. While, for a negative 

assumption, if the father dies during the process of finding Nemo, we would feel sad as all his 

efforts failed and it would be considered a tragedy. That is to say, goal-oriented identification 

can directly cue basic emotions like anger and fear. Ideally, we just need one step to identify 

film cognition (though in the practice of charting, film cognition is more complex than this). 

While charting the reaction to humour requires one more step.    

The characteristics of humour have close relations with other emotional states such as 

pleasure, relaxation and playfulness. To achieve these embodied states and to acquire 

laughter, Grodal (1997) asserts that there is such a cognitive process as ñrejection-empathyò 

(p. 197). Empathy, in previous chapters, has been seen as the affective power building the 

connection in-between spectator and film. In contrast, Grodalôs idea suggests that humorous 

reactions are mechanisms to stop empathising. Likewise, John Morreall (2009) states ñhumor 

as playò. For Morreall, ñplayò means that we assume something fun, and for this purpose 

ñcognitive and practical disengagementò is made central (p. 33). Disengagement and the 

stopping of empathy all present disassociation with film charactersô moods. Therefore, the 

process of identification of a mood cue in comedy is marking the process of rejection-

empathy.  

However, Grodalôs rejection-empathy does not mean we remain cut off. Conversely, this 

rejection-empathy is seen as an ñescape-buttonò which rejects ña serious calculation of the 

problems involvedò (Grodal 1997, p. 191). Our empathy is freed by such surprising scenarios 

or a characterôs unexpected performance. It does not mean anti-identification but rather it 

switches the identification to another channel. For example, in the opening scene of IYATO, 

the voiceover directly asks a serious question ñwhat is the future of humanity?ò With the fast 
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cutting of visual documents of human disasters in the 20th century, we see riots and wars. 

Then following the clip of the famous speech ñI Have a Dreamò by Martin Luther King, we 

then realise all we see is advertising for a product called ñConflict Resolution Terminalò ï a 

tool for the famous game, rock, paper, scissors. This opening initially cuts lots of serious 

worldly events of humanity in contemporary history, simulating the spectatorôs visual and 

auditory sense. However, surprisingly the film releases excess nervous energy by inserting a 

ridiculous playful joke so that spectators can stop empathising for the tragic human history; in 

other words, the joke allows for an escape from day-to-day realities.  

Thus, on the one hand, comedy reveals a unique film cognition, so if we do not engage with 

it, we do not engage with the full diverse spectrum of the film going experience. On the other 

hand, comedy can help us argue that theoretically, the genre of film does not influence the 

perception of yijing during a film-watching experience. Although the cognition of comedy 

seems counter to the sensation of yijing, they are in fact at different levels and within 

different moments of embodied feelings. In the next section, from the perspective of a 

microscopic view, I indicate the different cognitions in tea houses, and then compare them to 

the sensation of teaism, as a way of demonstrating the transcendental state of perceiving 

yijing. Then I move to the macroscopic view to examine how the spectator perceives yijing 

from the vantage point of the entire film.  

6.3. Teahouse: a becoming space  

From a microscopic view, the initial aim of this section is to show the different cognitions 

and sensations within the teahouse. To do this, I first present the representation of the 

teahouse in modern Chinese society, and I discuss the cognitive responses within tea houses 

in IYATO. Second, I analyse the sequence of the tea art, and by doing this, show how the 

spectatorôs perception which imitates the practice of teaism, can be elucidated. Moreover, I 

argue that the teahouse itself is a transcendental space for tea drinkers, which architecturally 

explains the state of yijing.  

6.3.1. The teahouse and cognitions  

The teahouse in China 

In Chinese history, the teahouse has played various roles of sociality, functioning as a 

fundamental institution for entertainment, communication and political debate (Shao 1998; 
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Zheng 2004; Tan & Ding 2010; Wang 2008, 2018). However, I wish to illustrate that from a 

representational perspective, the teahouse in modern PRC society has lost its symbolic 

association as a historical place and has instead become a flowing space for modern 

customers. To demonstrate this, I shall highlight the unstable cognitive representations of the 

teahouse scenes in IYATO.  

Tracking the history of the teahouse in the last century, we can see that the teahouse is not 

merely representative of the simple heritage of traditional folk culture for public life, but also 

a product of the complicated political and economic system in China. According to Wang 

Diôs (2018) study, because of the need for political education, tea houses have lost their 

original entertainment function since the 1950s. Traditionally, tea houses were not just places 

for tea drinking and communication, but also places to engage in entertainment and culture 

such as the folk opera. In IYATO we can see that the Yue opera played in the teahouse 

scenario, which imitates real life activities in the traditional teahouse. While, due to political 

propaganda, all entertainment forms were adapted during the 1950s-1960s, which resulted in 

the content of the opera being labelled socialist propaganda.  

Wang (2018) also addresses the fact that teahouses declined from the 1950s to the 1970s 

because ñevery existence of leisure pursuits in the teahouse was an idea that seriously 

conflicted with the stateôs modernist-aimed agenda to construct a new, industrial cityò (p. 91). 

As a class struggle set among the bourgeoisie and proletarians, leisure pursuits were seen as 

representations of the bourgeoisie, which was against the CCPôs dictatorship of the 

proletariat. During the wave of the Culture Revolution (1966-1976), people to a great extent 

avoided public life due to speech control, and in consequence, tea houses ran into trouble 

(Wang 2018). As Wang stresses, the teahouse was not forced to close, but the government 

ñlogistically and politicallyò made the marketing environment excessively difficult (p. 92). 

That is, the decline of the teahouse was not directly caused by prohibition, but tea houses 

indirectly lost their function as spaces of public life.  

With the end of the Culture Revolution and the beginning of Chinaôs economic reform, small 

and private businesses were encouraged to open new markets in China (see Lieberthal 2004 

cited in Wang 2018). The teahouse, as one type of small business, encountered a more 

permissive political and economic environment. For the resurgence of tea houses, Tan Chee-

Beng and Ding Yuling (2010, p. 136) note: 
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The teahouse plays a part in reproducing tradition, in re-inventing a culture of tea consumption, 

such that the modern is built upon tradition or a re-created tradition. The symbols of the past are 

merged with the modern and experienced as modern, and vice versa. Tradition and modernity are 

thus not antithetical but complementary.  

The modern teahouse continuously plays a crucial role in sociality, as much as the traditional. 

Still, I argue that its modern role gives the tea house new representations which differ from 

the nostalgia of the Chinese tradition, instead becoming the Chineseness tradition. As Ien 

Ang (1998, p. 225) defines: 

Chineseness is not a category with a fixed content ï be it racial, cultural, or geographical ï but 

operates as an open and indeterminate signifier whose meanings are constantly renegotiated and 

rearticulated in different sections of the Chinese diaspora.  

The teahouse in modern society is a signifier of Chinese tradition, something which projects 

the imagination of Chinese tea culture. According to Zheng Jing (2004), historically the 

teahouse might have been a regular place for average citizens, playing ña fundamental role in 

enforcing equality and shared values among citizens in the communityò (p. 209). In the 

famous Chinese litterateur, Lao Sheôs (1899 ï 1966) play Teahouse/Chaguan (1956), we can 

see diverse people and a complete stratum of Chinese society engaging in the teahouse. Some 

modern tea houses, as Zheng (2004) argues, are used to emphasising Chineseness in that 

ñthey are required to serve and act in a gentle and peaceful manner, generally in order to 

enhance a civilised ancient Chinese atmosphere inside the teahouseò (p. 205). Meanwhile, in 

the re-constructed teahouse (Zheng uses Beijing tea houses as an example), performances 

such as folk arts are not for local people anymore, but ña showcase of the ólocal cultureô for 

the outside worldò (p. 211). Likewise, in IYATO, we can see tea art taking place in a fancy 

room which is more like a private recreation club, and we see the teahouse function as a 

public place for tourists like Qin who manages his match-making endeavour in a teahouse. 

Therefore, the teahouse consistently plays a role for sociality; whilst at the same time, the 

teahouse can be seen as a valuable commodity reflecting the global demands of modern 

Chinese society.     

Within the transformation of tea houses in China, what has changed is not just the function of 

the teahouse, but also the representation of the teahouse itself. Aligning with Aug®ôs (1995) 

idea of non-place, I argue that in the modern city, the Chinese teahouse is not a place that 

inherits historical memory, but rather a popular space that serves the experience of imagined 
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history and tradition for visitors. Due to the division of the teahouseôs history, it is hard to 

argue that the teahouse is a historical place. Rather, it has become a non-place, a 

transformation that can be identified by visitors who form an intersectional space within it by 

themselves. However, this does not mean that the teahouse is not a real place anymore. Augé 

(1995) notes that place ñis never completely erasedò, and the non-place is ñnever totally 

completedò meaning that ñthey are like palimpsests on which the scrambled game of identity 

and relations is ceaselessly rewrittenò (p. 64). In the film, a teahouse as a place is never 

completely erased, while the teahouse as a non-place is never fully complete. On the one 

hand, although tea houses have become imagined spaces, they physically exist. On the other 

hand, although the teahouse plays a non-place role, it will never become a solid manifestation 

of non-place. When customers come in and out, the intersections of customersô identities and 

the individualised tea houses will be rewritten again and again.  

In the last chapter, when discussing the cognition of a place, I utilised Schultzôs (2016, 2018) 

studies to explain peopleôs emotion of a place. The factory, for example, is a place for a sort 

of collective consciousness. Therefore, the emotional response to a ruined place in Still Life, 

such as nostalgia, is highly conjoined with the industry workerôs memory of the past. 

However, the teahouse in the modern urban place is hard to associate with any memorable 

ósignô in order to provoke a strong feeling like the feeling of a ruined factory. The teahouse, 

to a certain extent, is a public space for everyone. New visitors come and go without the 

connection to their memories (except perhaps when old visitors come back and get emotional 

connections). Thus, for the re-constructed teahouse, it is hard to chart the cognition from the 

angle of collective consciousness, making it more productive to observe individual 

reactions.    

As a result of individuality, a visitor-based space provokes diverse cognition. Although some 

tea houses create a peaceful atmosphere when presenting the aesthetic of tea (Zheng 2004), I 

argue that the cognition and perception of tea drinking are not merely affected by the 

teahouse, as the one who is drinking the tea is the determinant of cognition and perception. 

This does not mean that the teahouse is useless. However, as I mentioned before, we can 

regard tea houses as installations to reconsider the transcendental space of perception.  

For film analysis, the cognition and perception of teahouse scenes are not just about tea and 

tea drinking in and of themselves, but also about how the spectator perceives the film. That 

is, we should not only translate how a spectator feels about a cup of tea, but also explore how 
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the spectator feels about film characters. We should look into how film characters and tea-

drinking co-construct the affection in the teahouse.  

In the next section, I examine the cognition of IYATO by analysing the scenes in the teahouse. 

There is a humorous scenario that occurs before the tea art, which shows Qinôs match-making 

meeting with a Taiwanese woman in a teahouse. Xiaoxiao pretends to be a customer sitting 

near to them and observes their conversation. I use this match-making scenario to explore 

how it triggers a humorous response. It is worth mentioning that it is hard to analyse all the 

possibilities of how the reaction of humour is triggered because humour is not a basic 

emotion or general feeling (Eitzen 1999). Humour is a sort of individual cognitive ability. 

The second scenario that I analyse is the one directly after the scene of the tea art, which 

shows the pain of a love affair.  

Emotions in teahouses 

Humour responses 

To begin this discussion, it is worth noting that humour responses to one situation cannot be 

generalised as a common global cognition. Humour is an intellectual-based cognitive reaction 

that relies on the viewer's cultural, educational, and personal background (and sometimes 

more than these). As Corrado Neri (2013) comments, Fengôs films ñperfectly describe the 

shift of cultural paradigms in contemporary Chinaò with his comedies ñaimed at local 

audiencesò (pp. 122-123). Since the key argument is not about whether IYATO is funny but 

about an examination of the potential possibility of diverse cognition and perception of the 

teahouse, we can engage with a specific group of people to chart humour cognition. Instead 

of trying to prove Fengôs comedy is funny in general, this section analyses the humour 

response from the perspective of the spectators from mainland China.   

During their conversation, the Taiwanese woman poorly imitates the Beijing accent and Qin 

corrects her pronunciation. Accents are quite common in driving humour (true more globally 

such as the óconflictô between the British accent and the American accent). According to 

superiority theory, humorous responses can be triggered by heightened devaluation, which 

compares different characteristics of human beings such as rich/poor and tall/short (see 

Scruton 1987; Lynch 2002). The Taiwanese woman is therefore mocked by both Qin and also 

the spectator (or those who understand the accent ójokeô). Later on, a political joke emerges: 
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The woman: My grandfather went to Taiwan with the Nationalists after the Mainland had 

fallené 

Qin Fen: Hold on there. We call it óliberatedô. You say ófallenô. We say óliberatedô.  

The woman: Liberated? What does óliberatedô mean? 

The deviation in this part stems from the different understanding of an influential historical 

event in China. After the Chinese civil war (1945-1949), Kuomintang, which was the ruling 

party in mainland China, retreated to Taiwan. Then the Communist Party became the ones in 

power since the PRC was founded in 1949. Fenôs correction emphasises the victory of 

mainland China. However, the woman has no idea what Qin is talking about. With a cutting 

from the shoulder shot of the woman to the close-up of her face, her confusion is highlighted 

ï the womanôs innocence or her ignorance of politics juxtaposed with Fenôs political 

sensitivity.  

Further when the lady snatches Qinôs hand and praises his compassion for children, Qin 

shows his excitement as well. Qin uses his other hand to grasp the ladyôs hands, so we see 

four hands grasped together. A close-up shot shows Qinôs serious facial expression. Then the 

lady announces, ñIôm pregnant, you can be his father!ò. In consequence, Qin is embarrassed 

because for his moral evaluation, he does not want to accept another manôs baby, and a single 

woman should, under normative values, equate to being non-pregnant. Also, the womanôs 

announcement can be seen as incongruous, another crucial element which drives humour (see 

Nielsen 2008; Morreall 2009).1 This incongruity announces a truth that diverts from the 

expectations of Qin and spectators. At this moment I shall say that the spectators would be 

superior to Qin because in this case, he is the one who is being mocked. 

However, there is a question about how we identify that these two hilarious moments would 

result in them being funny rather than awkward moments. It appears that there should be a 

cognitive appraisal frame2 to appraise the film, which will then lead to an emotional response. 

For this question, Jennifer Barkerôs (2009) book The Tactile Eye might be relevant. Barker 

aligns with Merleau-Pontyôs concept of ñfleshò and subsequently raises the term ñskinò to 

mean the perception in-between film and spectator. She writes, ñthe skin is a meeting place 

for exchange and traversal because it connects the inside with the outside, the self with the 

otherò (p. 27). Metaphorically, Barker illustrates that both film and audiences have óskinô. 

The haptic experience in-between, or what she deems the tactile, refers to ñthe moment that 

my skin and the filmôs skin press against or envelop one anotherò (p. 29). Keeping this in 
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mind, the cinematic affect is the force of that ñpress againstò. In IYATO, I assert that the 

function of Xiaoxiao in the scenario is to generate this pressing against. Xiaoxiaoôs reaction 

to the conversation builds the connection between spectators and the film. Simultaneously, 

she leads spectators to reject their empathy for Qin.  

From an affective perspective, Xiaoxiao would be representative of the spectators in the film, 

or we could say, to a certain extent, that Xiaoxiao is the reflection of the spectatorôs reaction. 

After the woman repeats Qinôs Beijing accent for example, it is followed by a close-up shot 

(figure 6.1a) where we can see Xiaoxiaoôs ridiculous facial expression. I do not deny that at 

this moment, the spectatorôs humorous response might be triggered by the texture of both the 

Taiwanese womanôs accent and Xiaoxiaoôs exaggerated expression of dislike (figure 6.1a). 

As emotion is a social behaviour, if Xiaoxiaoôs facial expression is similar to the spectatorôs 

evaluation of the woman, then the spectators might feel they have an ally. This alliance could 

be seen as another sort of haptic that touches the film character and the spectator to unite 

them. Having an ally, therefore, increases the superiority of spectators because they receive 

confirmation that their evaluation is accurate. In consequence, this superiority would again 

drive a humorous response.  

For the following comic situation, when the Taiwanese woman is confused about the relation 

between óliberatedô and ófallenô, the scene cuts to Xiaoxiao in a middle shot where we see 

that she spits out her tea in laughter. When Qin and the woman grasp their hands together, the 

following shot is not a close-up of their hands but rather a medium shot of Xiaoxiaoôs 

unnatural and embarrassing reaction. When the woman tells Qin that she is pregnant, the shot 

is followed by Qinôs puzzled and embarrassed face and then cut to a close-up of Xiaoxiaoôs 

smirk (figure 6.1b). I claim that in these two embarrassing situations, Xiaoxiaoôs reaction 

affects the spectatorôs identification. As Grodal (1997) mentions, adding recorded laughter to 

the non-diegetic sound in comedies is done to ñcontrol the optional situation of receptionò (p. 

Figure 6.1. If You Are the One (2008). The close-ups of Xiaoxiaoôs facial expression during the conversation between Fen 

and the lady. 
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198). Xiaoxiaoôs reaction is similar to the recorded laughter in comedies, which takes charge 

in controlling the spectatorôs reception.  

Because of the tactile nature between film characters and spectators, the role of Xiaoxiao 

seems like a óremote controlô which allows for the pressing of the button in order to switch to 

the comedic channel. For cognitive identification, the spectator rejects empathising with Qin 

because Xiaoxiao does not empathise with him. Grodal (1997) notes that ñlaughter and 

humour are, however, óperformativeô, acts by which the laughing person rejects implications 

of the reality of and the responsibility for the stated meanings, a kind of bracketing procedure 

or a frame which provides social acceptabilityò (p. 199). The affection produced by Xiaoxiao 

could build a sympathetic connection between spectators and the film in such a way that 

spectators can understand what happens in the film, but without getting the same emotions as 

Qin or the Taiwanese woman. Conversely, in these situations, the spectator escapes from an 

embarrassing situation in that they do not have to experience the feelings of Qin and the 

woman. In other words, through rejecting empathy for Qinôs and the womanôs embarrassing 

situation, a humorous response can be generated.  

Melodramatic emotion 

The cognition of another dramatic scenario that takes place in the other teahouse is not as 

complicated as the comedic one. In the film, Xiaoxiao falls in love with a married man. 

Xiaoxiao cannot bear this depressed, immoral, and unrealistic life, saying ñI canôt go on like 

this. Iôm weak and ashamedò. After the tea art scenes which the married man enjoys, 

Figure 6.2. If You Are the One (2008). Xiaoxiao is arguing with her ex-lover. 
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Xiaoxiao comes to meet him. She gets all the depressive energy off her chest. A long take 

long shot calmly records how Xiaoxiao vents her emotion towards the man (figure 6.2).  

In summary, we have already encountered two different types of emotion in the mise-en-

scène of tea houses. For the functional representation, the teahouse plays a role of sociality, 

while for the emotional image, we certainly do not see the peaceful atmosphere of teaism 

through Xiaoxiaoôs depression in the fancy tearoom. That being said, the fancy teahouse is 

not just a place for Xiaoqiaoôs emotional catharsis; in the next section, I present the yijing of 

the tea art scenes. Instead of exploring how the spectator would empathise with film 

charactersô dramatic stories, I want to show how the film presents the sensation of tea 

drinking.  

6.3.2. The teahouse and sensation of yijing 

Teaism and pure perception 

We ask that perception should be provisionally understood to mean not my concrete and 

complex perception ï that which is enlarged by memories and always offers a certain breadth of 

duration ï but a pure perception. By this I mean a perception which exists in theory rather than in 

fact and would be possessed by a being placed where I am, living as I live, but absorbed in the 

present and capable, by giving up every form of memory. (Bergson [1896]1988, p. 34) 

Inspired by Henri Bergson, perceiving yijing is a radical example of pure perception. The 

perception of yijing is the most direct and most simple sensory reaction. I argue that 

perceiving yijing is nothing more than the pure perception; in the film, perceiving the yijing 

of tea drinking is nothing more than the drinking in itself. According to Buddhist teaism, the 

perception of tea drinking for teaism would have a similar experience of Bergsonôs pure 

perception.  

Lai (2014) applied the Buddhist idea of satipaἲἲhǕna (si nianchu, the four foundations of 

mindfulness) to explain Chan (or Zen) in tea. SatipaἲἲhǕna is a method for Chan (or Zen) 

practice and functions as a capacity to arouse mindfulness. It includes four 

domains, kǕyagatǕ-sati (shen nianchu, mindfulness of the body), vedanǕ-sati (shou nianchu, 

mindfulness of feelings), citta-sati (xin nianchu, mindfulness of mind), and dhammǕ-sati (fa 

nianchu, mindfulness of dhamma). This four-pronged mindfulness contraposes the four 

limitations of human beings ï body, emotions, mind, and mental objects. Through 

mindfulness, human beings deterritorialise those four limitations, therefore finding oneôs true 
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self. Further, these four aspects are the four progressive levels of Chan practice, and Lai 

utilises them to explain the way of tea drinking.  

In Laiôs (2014) explanation which focuses on the acts of tea making, such as observing the 

tea leaves and boiling the water, the taste of tea refers to the first state of mindfulness, as 

where the body is, the mind is (p. 196). For example, in IYATO we can see the tea art of how 

tea is made through close-ups (figure 6.3). For the second level of mindfulness, i.e. keeping 

mindfulness of the body by using the breath, is achieved via the smell of tea and observing 

the feeling of tea drinking. During the second level, the tea drinker will start to experience 

peacefulness. In the film, we can see Xiaoxiaoôs lover (Alex Fong Chung-sun) smell a cup of 

tea.  

Through the first two levels, body and mind ought to already be united. In our daily life, the 

unity of body and mind is easily ignored; if we think that I am eating lunch and watching a 

film at the same time ï my mind is on the film and not on the chewy texture of the rice and 

the mild sweetish taste of celery which are in fact stimulating my taste buds. That is, my 

Figure 6.3. If You Are the One (2008). The transitional scenes of tea art. 
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mind and body are separated. Thus, the first two domains ask the human being to turn their 

attention back to the body rather than focusing on the outside world.   

For the third level, mindfulness targets thinking in the moment. For the deterritorialisation of 

this domain, it does not require the tea drinker to stop thinking but to accept all conscious 

activities. At this level, there is no evaluation of any thinking, such as good or bad. The 

thought is like a passenger who is coming and going. The mindfulness of thinking is like an 

observer viewing those passengers. For example, mindfulness is not just about thinking óI 

feel peaceô, but rather thinking óI know I feel peace, that is it, and let it goô. I might feel 

upset, and while I know that I feel upset, I accept that that is it and I let it go. As Lai (2014) 

points out, ñguanxin wuchangò (mindfulness of impermanence), is the third level which 

recognises the impermanence of our mind and feelings (p. 197). Starting from the third 

domain, we can see that mindfulness is not merely about a cup of tea anymore, but about the 

perception of the tea.  

The final domain is more abstract but also more radical because finally, the tea drinking can 

deterritorialise the concept of óIô. However, this does not mean óIô disappears or becomes 

non-existent, but instead it challenges the way of thinking about óIô. In this domain, óhaving a 

selfô and ónot having a selfô do not work against each other, they are co-existing and form 

pure perception. To use a metaphor ï there is an empty teacup but not an empty space. An 

empty cup releases a space which can be fully filled. If we regard the empty cup as vacant, it 

marks an invisible presence. If we see the empty cup as presence, it has filled the invisible 

vacancy. Similar to óhaving a selfô and ónot having a selfô, they may appear like enemies 

because of their literal oppositional meanings, but how they both manifest is through the pure 

perception of the deterritorialised mind, evaluation, feeling and all other mental objects.  

The state of tea art, therefore, is similar to Bergsonôs pure perception. To use Bergsonôs 

words, deterritorialising ñwhere I am, living as l liveò, and involuntarily ñabsorb[ing] in the 

presentò, is similar to the mindfulness of the body and the mindfulness of feeling. Then, 

ñgiving up every form of memoryò becomes similar to mindfulness of the mind and mental 

objects. ñMemoryò in Bergsonôs (1988) argument is ñthe intersection of mind and matterò (p. 

13). In this thesis, the intersection of mind and matter is precisely the film cognition which 

represents the cognitive interplay between spectator and audio-visual objects.    
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As I have stressed several times in this thesis, the theoretical discussion of yijing or the state 

of tea is one thing, while the perception of yijing from the film is another thing. If a film aims 

to present the state of tea drinking, the film should engage with the spectatorôs perception to 

deterritorialise the cognitive response. When I explain the four forms of mindfulness, I have 

used IYATO as an example for the first two domains. However, for the last two domains, 

since they are about abstract mental activities and pure perception, we cannot merely identify 

them from the representations of moving images. Instead, we need to take a further step to 

deterritorialise the sensation of tea art.  

Filmic perception of teaism  

Barkerôs concept of musculature proves relevant here. Muscular connection between 

spectator and film is more deep-seated than the tactility between the skin of spectators and 

the skin of a film. Using empathy to comprehend the difference between muscular and tactile 

connection Barker (2009, p. 75) notes: 

Empathy between film and viewer isnôt simply a matter of the viewer sharing a characterôs 

physical location by means of point-of-view shots and first-person narration, for example. It is 

instead a kind of empathy between our own body and the filmôs body that happens even in a non-

narrative film or one without actors, for example. Our bodies orient and dispose themselves 

toward the body of the film itself, because we and the film make sense of space by moving 

through it muscularly in similar ways and with similar attitudes. 

Empathy manifests through the connection between spectator and film. However, for a 

muscular connection, empathy does not mean empathising with characters but with the whole 

audio-visual world in front of us. That is, our bodily perception will mimic particular 

movements in the film. In IYATO, when Qin finishes a meeting, Xiaoxiao asks him to go with 

her to an appointment, the scene then cuts to the sequence of the tea art. I argue that this 

sequence reshapes the perception of spectators from both aural and visual perspectives.  

Firstly, the melody of the tea art sequence is played by two musical instruments, guitar and 

piano. The guitar plays the bass, while the piano plays soprano. Therefore, there are two 

different timbres played in two distinct ranges. Unlike the sound in the tea house during Qinôs 

match-making, a place for social communication resulting in conversations between main 

characters and the background noise operating in the same range ï the voices of humans, the 

sounds in the scene of the tea art operate on different pitches which breaks the unity of aural 
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perception. However, this does not mean that there is a discordant element in the sequence, 

but rather an invisible in-between space is produced inside the auditory perception. The 

architectural thinking of the sound space is similar to the Japanese aesthetic concept of Ma 

(space) applied to taiko (Japanese drums). There is an internal space of silence in-between 

each beat, which can trigger different levels of significance (see Varian, 2013). For IYATO, 

the deviation of the sound ranges also creates the perceptual space in-between.  

As Fengôs humour is mostly based on language, the camera shots are not complicated, 

favouring shoulder shots, medium shots and close-ups. However, the cinematography for this 

sequence is much more diverse than in the comic scenarios. Visually, the extreme long shot 

of the nature scene cut with close-up shots of the tea art, sways our visual perception of a 

single image. In the book Ecologies of Moving Image, Adrian Ivakhiv (2013) suggests that 

moving images of geomorphology add the movement of the unchanging and stable landscape 

which presents the things that are in the distance immediately to the cinematically framed 

image in front of our eyes. For this, Ivahkiv states that ñthe film medium is pushed to the 

extremes of its capacity to disorient conventional spatial orientationò (p. 73). In other words, 

the mise-en-scène of inside and outside the tearoom stretches the limited visual perception 

(figure 6.3).  

Regarding the cinematography of the close-up tea and extreme long shots of the garden, 

rather than stating that connecting different extreme shots would create yijing, I would say 

that different extreme scenes and shots disorient the way that we perceive space. As a result, 

it would raise the sensation of yijing. Rather than alluding to the representations of montage 

here, I assert that the deviation between the scene of the tea art and the scene of the garden 

has deterritorialised the cognition of space thereby generating pure perception. This pure 

perception is non-representational in that it transcends the normative cognition of a teahouse. 

Simply put, the spectatorôs perception of the space is disoriented by the film editing. 

6.3.3. The transcendental teahouse  

In previous chapters, we have discussed the perception of yijing from a spectatorôs 

perspective. By doing this, we have concluded that perceiving yijing is a becoming process, 

even though yijing for us is still an abstract space. For now, when we utilise the teahouse as a 

spatial installation for cognition, we can attempt to examine the perception of yijing from the 

angle of cinematic sensation.  
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I have presented the humorous response, uninspired emotions, and the sensation of yijing 

within tea houses. Accordingly, I want to stress that a teahouse is not a place that contains a 

stable atmosphere. Whether it is a fancy tearoom imitating the so-called Chinese tradition, or 

if it is a public sphere where sociality plays a role, the moods in the teahouse or the 

perception of tea drinking, all depends on who is drinking the tea. In this way, to use a 

metaphor, the teahouse is similar to the state of yijing in that the teahouse is a perpetual space 

of non-place and transcends all moods. We only perceive tea houses as changing and 

becoming non-places when our film perception transcends cognition.  

Aug® notes that ña person entering the space of non-place is relieved of his usual 

determinants. He becomes no more than what he does or experiences in the role of passenger, 

customer or driverò (p. 83). Spectators, like passengers, would not easily get a strong 

emotional reaction to a teahouse because a teahouse as a non-place cannot immediately build 

connected emotional memory between the film and the spectator. Ideally, we can call this 

non-emotional state, the original state. However, the fact is that the interaction between 

spectator, film characters and cinematic techniques, involuntarily means that the original state 

becomes affected by various moods. In IYATO, the match-making and Xiaoxiaoôs weeping 

portray a sort of memory ï the intersection of mind and matter, to use Bergsonôs words. Both 

influence the sensation of the teahouse on the screen.  

The state of tea depends on the mindfulness of mind and mental objects. As such, perceiving 

yijing in the film depends on the pure perception of space (even time in some cases), which 

gives up the habitual cognition of a place. Instead of using a teahouse to visualise the yijing 

of tea, the perception of yijing requires the deterritorialisation of a place to take form within a 

becoming space. The teahouse itself is nothing which means it has the capacity to be 

everything and become everything. This becoming space is the production of 

deterritorialisation; in other words, it is the production of the disoriented editing and 

deviation of sound ranges in the film. Simply put, the sensation of yijing in the tea art 

sequence is not about the representational cognition of tea art, but the perception of cinematic 

techniques and the perception of a becoming space.  

To give a brief summary of the first section, the microscopic view of perceiving yijing 

presents how a specific sequence triggers the perception of yijing. By illustrating the teahouse 

as a non-place, this has manifested two other different emotions ï humour and sadness. That 

is to say, microscopically, the sensation of yijing does not co-exist with other moods. 
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Otherwise, it would operate as a paradox in how a scene triggers both prototypical and 

nonprototypical emotions. However, macroscopically, the sensation of yijing does indeed co-

exist with other moods. Therefore, how do we explain the cognitive discordance between the 

macro and microscopic viewpoints of the film? In the next section, I look for the answers by 

analysing the duration of yijing. 

6.4. The perception of pure duration 

Via the lens of the teahouse, I have traced the possibility of perceiving yijing in a particular 

sequence in IYATO. Since a film can appeal to various moods, it can be seen as a mood 

assemblage. When we ask a question, such as ócan the spectator perceive yijing in a comedy 

or a thriller?ô, we in fact mistake the micro view for the macro view. We set a hypothesis that 

the perception of yijing as a particular sensation of a scene (the micro view) is against the 

prototypical mood of a genre (the macro view). However, this hypothesis is invalid. I argue 

that IYATO is a particular case which can make the spectator perceive yijing through the 

whole film. 

In IYATO, one of the possibilities of perceiving yijing might be the perception of pure 

duration. To argue this, I should firstly chart the nonprototypical emotion in the film as it is a 

crucial part of charting yijing. Firstly, as Aug® (1995) notes, ñthe travellerôs space may thus 

be the archetype of non-placeò (p. 70). In IYATO, Qin is a traveller on a journey of match-

making, and he travels from Beijing to Hangzhou, then to Japan. Xiaoxiao is an airline 

stewardess whose job is in the space of mobility from one destination to another, and she also 

travels to Japan with Qin. Wu Sang, Qinôs friend, is a Chinese migrant in Japan, and he 

drives with Xiaoxiao and Qin as a tour guide. We can also see planes, airports, trains, train 

stations, cars and ships, all of which represent the space of non-places. These three 

charactersô journeys thereby construct non-places in the whole film. This space of non-places 

consequently influences the perception of the film. 

For the spatial relationship between spectator and cinema, Giuliana Bruno (2002, p. 171) 

says,  

The eye/I that was designing ï ñfashioningò ï the new visions was a traveling one, which craved 

spatial expansion. As space was absorbed and consumed in movement by a spectator, a new 

architectonics was set in motion [é] The new sensibility engaged the physicality of the observer, 

challenging her ability to take in space and more space ï a mobilized space.  
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That is to say, what the spectator perceives from a filmic journey is a mobilised space. In the 

film the journey, i.e. the mobility itself, is like the tea houses in that they are non-places and 

nonrelational, not to be considered historical and not concerned with identity. Cognitively, 

compared to In the Mood for Love, as we have discussed, most parts of the story happen in a 

narrow apartment, which easily depicts and also maintain a sort of repressed mood.  IYATO 

however, does not have a repeated place to maintain a coincident mood. Thus, in IYATO, 

there is no stable cognition of a place and the perception and cognition of the film depend on 

the story performed by characters and the use of cinematic techniques. Thus, the emotions in 

the film are complex and unstable, including happiness, sadness, humour, and other forms of 

cognition.  

However, do complex and diverse cognition equate to nonprototypical cognition? Initially, 

the answer to this question depends on the specific situation and thus there is no general 

answer. That being said, we should re-emphasise the idea of nonprototypical emotion. 

According to Smith (2003), the difference between prototypical and nonprototypical is not 

what the kind of emotion is, but whether it is goal-oriented.  

I state that the nonprototypical emotion in IYATO is based on a sort of diffusion of stimuli 

that generate nostalgia. Nostalgia is about the past, about longing for an experience (Dika 

2003; Kim, Kim and King 2019). It is worth noting that the nostalgic feeling is felt by 

characters, not us. What we feel is affected by the charactersô feelings of their memory and 

their nostalgia. However, through the affect of the charactersô feelings, we can perceive the 

pure duration which transcends the screen, becoming pure perception (I will return to this 

argument later). 

At the beginning of the story, we know that the goal of the main characters is to find love for 

their future. While we can also see lots of scenarios centred on their memories. As Bergson 

(1988) notes, ñmemory, inseparable in practice from perception, imports the past into the 

presentò (p. 73). In the film, there are lots of clips about memorising the past. Definitely, we 

cannot separate the continuity of past, present and future, but the charactersô memories and 

nostalgia (to a certain extent) do not cue the goal for the protagonist ï which is, match-

making. What can happen, however, is that the memory-centred scenarios might open up the 

possibility for nonprototypical emotions, thus departing away from the prototypical 

understanding of the film. 
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In IYATO, there are three different ways of presenting the three charactersô memories. Qin 

functions like a narrator in that he always speaks out about his past. The flashback shows 

Xiaoxiaoôs memory, while Wu expresses his memory and nostalgia very implicitly. 

Near the end of the film, there is a farewell 

between Qin and Wu in the car. Then Wu drives 

home alone. The driving sequence continues for 

nearly two minutes but only consists of five L-

shots (figure 6.4). The soundtrack is the diegetic 

sound of Wu singing a Japanese song called 

Shiretoko Love Song/Shiretoko RyojǾ. For the 

five long-take L-shots, the film shows this 

sequence by using two types of shots, close-ups 

of Wu and long shots of the car steering on the 

countryside roads in Hokkaido. From a 

cognitive perspective, this is a slow but 

integrated process which would arouse 

discursive but empathetic emotions.  

Firstly, through the close-ups and the diegetic 

sound, we can identify Wuôs entire emotional 

change as we see a chain of emotional 

expression, moving from a peaceful facial 

expression to singing songs, to shedding tears, 

to choking with sobs, and finally, to crying. 

With a nostalgic loving song, it is not hard to 

appeal to sad and nostalgic emotions 

(Mostafanezhad, Coates and Coates 2018). As a 

man who leaves his motherland and his friends, 

the farewell for him is bound to be a difficult 

situation. The camera here functions as an 

invisible ópartnerô which stays with him. The ópartnerô just ósitsô in the car and keeps silent, 

resulting in the long-takes not interrupting Wuôs emotional expression in any way and instead 

focusing on perceiving the flow of moods.  

Figure 6.4. If You Are the One (2008). The five L-shots 

of Wu Sang arriving back home. He is singing the 

Shiretoko Love Song. 
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Here, using Wu as an example does mean that we go back to the microscopic view to analyse 

the film. Instead, it is just an example of how the characterôs invisible memory and the 

feeling of nostalgia are presented. For the charactersô pasts, although we cannot see them, we 

can perceive them. As Deleuze noted, what the memory maintains is the duration (see B, pp. 

51-52). For the film perception in IYATO, what we perceive is not the affection of a specific 

subject contained within the memory, but the duration from the past to the present. Even with 

Wu, we cannot see anything about his memory (no story, no flashback); we are affected by 

the duration. We know that Wu has an affective memory in his mind. His memory is 

performed by his feeling of duration instead of visual scenes of the past. His performance on 

the screen is not about memory itself, but a man who is immersed in the duration of his life.  

The perception of the duration is maintained in the whole story. This duration is not about 

one particular memory of one of the characters, but the sense of the memory of the past. The 

sense of memory here is not about a fragment that has influenced the now but taking notice of 

the past that has already happened. This past can be called pure duration. Bergson (1988) 

explained pure duration as ñrefracting which permits us to separate our psychical states, to 

reduce them to a more and more impersonal formò (p. 185). In Deleuzeôs reading of Bergson, 

ñpure duration offers us a succession that is purely internal, without exteriorityò (B, p. 37). 

Keith Ansell Pearson and John Mullarkey (2002) notes on Bergson that ñduration is non-

representationalò (p. 5). In this light, within the perceiving of pure duration, the passing is the 

passing, the changing is the changing, but they are impersonal in that they are not embodied 

as an emotional reaction to a particular external event. We can recognise Wuôs past which 

might result in his feeling of nostalgia, but the perception is essentially the duration of the 

past, rather than what exactly happened to him. That is, what affects spectators is duration 

itself instead of a specific event.   

The experience of pure duration is similar to the mindfulness of teaism. Since mindfulness is 

about impermanence and the impersonal, the perception of pure duration separates the 

duration and the mind so that it gives up all outside recognition and goes back to a purely 

internal state. Pure perception, to a certain extent, represents a similar deterritorialisation 

process as the perception of pure duration. They all represent the deterritorialisation of the 

cognition of a moment, then becoming the perception of the changing. Therefore, the 

perception of yijing as pure perception is the becoming process within the pure duration.  
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To go back to the film, the perception of duration or the perception of the film charactersô 

memories can be tracked from the beginning to the end. For example, there is Qinôs self-

introduction at the very beginning, the story exchange between Qin and Xiaoxiao, and 

Xiaoxiaoôs memory flashback. These diffused clips maintain the perception of pure duration. 

Moreover, pure duration is not a specific characterôs duration, but duration itself. It has 

transcended the story in the film, and it equates to the substance of duration. 

Therefore, from a macroscopic view, it is possible to perceive yijing from the whole story 

of IYATO. Firstly, there is no specific place to stamp particular emotional cognition because 

the film shows a journey of changing. Secondly, the feeling of nostalgia is maintained during 

the journey, which provides the chance for the perception of pure duration.  

6.5. Conclusion 

This chapter utilises the teahouse as an installation in order to directly discuss the state of 

yijing as the space of non-places. Instead of saying that the teahouse is a representation of 

yijing, the teahouse as a non-place transcends all cognition and perception generated by 

it.  Meanwhile, following Marc Augé, the attention to non-places in this chapter indicates that 

yijing does not exist independently as a priori-existing space, it is an intersection of spectator 

and film. That is, the perception of yijing is the production of the interaction between a 

spectator and a film; simultaneously this production transcends the interaction. In this way, 

although yijing is unspeakable and non-representational, we can comprehend the state of 

yijing through its spatial relationship with film cognitions. In other words, yijing can be 

redefined in a cinematic way so that yijing is the production of cinematic affection and bodily 

reactions.   

The spatial installation of yijing does not mean that we can chart yijing without any cognitive 

consideration. We still need to trace the nonprototypical emotional responses to the film. In If 

You Are the One the tea art sequence possibly cues the nonprototypical sensation through the 

affect of muscular movement ï i.e. the spatial perception of the film. Consequently, we 

recognise that perceiving yijing happens in a teahouse scenario. For the representation of 

teaism, we can comprehend how tea art helps tea drinkers to practice mindfulness. More 

importantly, for film analysis, we ought to consider how cinematic techniques could have a 

similar influence on spectators as the effect of mindfulness.  
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Furthermore, through clarifying the difference between the microscopic and the macroscopic 

view of perceiving yijing in a comedy, we can mitigate the tension between the sensation of 

yijing and the cognition of a film genre. A film is an assemblage of moods that includes both 

prototypical and nonprototypical emotions, which is more than the representational cognition 

of a genre. Charting the perception of yijing is not decided by film genre but by pure 

perception-based nonprototypical emotions. Even though the response to humour is more 

complicated than other cognitive states such as sadness, the key point is that the perception of 

yijing does not necessarily engage with any specific prototypical emotion. To re-emphasise a 

critical point, yijing is not a nonprototypical emotion but rather it is a sensation, cognitively 

represented by nonprototypical emotion. As such, we cannot deny the possibility of 

perceiving yijing through the whole film. IYATO shows that the perception of yijing is within 

the perception of pure duration.  

In order to comprehend the yijing of tea in Chinese cinema, we have inevitably discussed the 

representations of teaism. That is, we more or less rely on Chinese tea culture in different 

cases. To present the pure perception of yijing further, and to more independently discuss the 

non-representation of tea, the next case study examines a non-Chinese film, framing the 

analysis much more towards cinematic techniques and spatial perception.      
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Part III: Unlocking  

 

 Our first and most spontaneous perceptions are often our most valuable one, because these 

sharp, fresh, lively impressions invariably derive from the most widely various fields (Eisenstein 

1986, p. 62).  

Subjectivity is a lingering criticism of charting yijing, despite the fact that this thesis 

emphasises that perceiving yijing is an individual experience. It is not deniable that charting 

yijing relies on personal cognition which depends on individual memory, experience and 

intelligence. Thus, the researcher who is charting yijing is easily haunted by the curse of 

subjectivity. However, this thesis is not an audience study seeking to confirm othersô 

experiences of yijing. Neither is this thesis about whether yijing exists, what yijing is, or if 

anyone perceives yijing when they are watching a specific clip. Rather, this thesis focuses on 

the óhowô ï how yijing comes into film perception. Therefore, what I have been exploring is a 

repeatable process as opposed to a universal perception.  

The way of breaking the curse of subjectivity is not from the outside but from the inside, i.e. 

not from other spectators but from the process of charting in itself. Deterritorialisation is the 

process of transcending all the assemblages we have including emotion, culture, and our 

bodies. Since perceiving yijing is a transcendental process, the charting process follows a 

transcendental analytical pathway which deterritorialises objects, and cultural context. This is 

the production of charting yijing which I present as my final argument. In this section, I begin 

by investigating how the analytical approach of charting yijing deterritorialises the cultural 

context. Then, I conclude with a discussion of the production of doing schizoanalysis.  
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Chapter 7:  

Yijing in a Hollywood Film: The Princess Diaries 

 

 

All conditioned dharmas 

Are like dreams, illusions bubbles, shadows, 

Like dew drops and a light flash: 

Contemplate them thus. 

---The Diamond Sutra 

 

 

 

 

 

 

Plot 

A timid fifteen-year-old girl of a single parent, Mia Thermopolis (Anne Hathaway), lives 

with her mother in San Francisco. Miaôs grandmother (Julie Andrews), the Queen of 

Genovia, tells Mia that she is the Princess of Genovia and only she can rule the country. The 

tremendous changes in her identity and social status make Mia feel overwhelmed, so she 

decides to renounce her title. However, when Mia finds the letter that her father left to her in 

a diary, she changes her mind and decides to be brave and face the challenges ahead. In the 

end, Mia chooses to be forevermore, the Princess of Genovia.    
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7.1. Introduction  

Based on the history of the Chinese tea house, chapter six considered cinematic tea houses as 

a non-place that allows various emotions to reside. One of the key arguments made, is that 

the perception of yijing is not about any specific filmic emotions but about the pure spatial 

and temporal perception of the film. This chapter builds from here and focuses on the very 

act of cinematic tea drinking. By doing this, we can question if the transcendental sensation is 

provided by cinematic techniques, and whether the sensation of yijing is confined to a 

particular sense in Chinese cinema. To state simply, is the perception of yijing a Chinese-

based sense or is it a transversal sensation merely called yijing? To do this, I chart yijing in 

another cultural discourse, the Hollywood film The Princess Diaries. I question how the idea 

of ótea for lifeô in another cultural context creates the sensation of yijing. To make the 

question clear, analytically speaking, when we do not put forward the symbolic reference of 

Buddhism in tea art, such as the relationship between the rationale of cognition and Chan (or 

Zen) mediation within tea drinking, how should we chart the sensation of tea drinking, and 

how can we trace the sensation of tea drinking in film analysis?    

This chapter engages with the notion of atmosphere to chart the intangible affect. The first 

part of this chapter compares harmonious atmosphere and disharmonious atmosphere to look 

at how the harmonious atmosphere engages with the perception of yijing. The second part of 

this chapter illuminates the rationale of perceiving yijing in a film. I want to argue that 

perceiving yijing is about the perception of the motion that subtly underpins the audio-visual 

cognition of the mise-en-scène, sounds, film charactersô performance and so on. Before doing 

these things, I should clarify the conceptualisation of atmosphere and ask how spectators 

receive a haptic connection with the atmosphere in the film. 

7.2. Methodology  

Bruno (2010) has stated that ñaffect not only are makers of space, but are also themselves 

configured as space: they are atmospheresò (p. 218). For her, affect is not only a thing that 

exists in a place, but also an atmosphere which travels into a body and emotionally moves it 

from the inside. However, atmosphere is not an interchangeable term with affect. I suggest 

that atmosphere is a sort of concept in-between affect and emotion. Atmosphere is the more 

tangible representation of affect but also is more discursive than the specific emotions. Ben 

Anderson and James Ash (2015) have noted that ñwhereas earlier literature on affect focused 
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on its individualized actualization as a particular emotional state in a human body, a turn to 

the concept of affective atmosphere has been a way to think about the diffuse, collective 

nature of affective lifeò (p. 34). For example, the experience of ófeelingô an atmosphere in a 

room is often used to explain what affect means (see Brennan 2004). Atmosphere, therefore, 

as an example of a non-representational object, is applied to chart the affective sensation of 

the tea scenes in The Princess Diaries. 

With the theoretical framework founded in the methodology, this thesis has discussed lots of 

prepersonal experiences in terms of affect, the perception of space and time. However, I am 

not content just doing a transcendental film analysis and locating this thesis at the site of 

dehumanisation. Reconsidering the Chan story of pointing out the moon I mentioned in the 

literature review, we may consider the moon to be the ultimate object of enlightenment, 

wisdom, and/or aesthetics, while the starting point in that perceptive process is still the hand, 

the finger, the human body, which let us touch, pursue and think. In the final case study of 

this thesis, I want to draw your sight back to óthe fingerô through the film characterôs identity. 

In doing so, I illustrate how the characterôs changing identity affects the atmosphere of the tea 

drinking scenes.  

7.3. Internal perception  

The visual of tea appears on multiple occasions and is the metaphoric centre of the filmic 

narration in The Princess Diaries. There are four scenes of tea drinking in the film. During 

the first instance, the Queen invites Mia to drink afternoon tea in the embassy of Genovia. 

The second time happens in Mia and her motherôs house when the Queen comes to visit. The 

third time takes place at Miaôs school where the vice-chancellor makes tea for the Queen. For 

the last time, the Queen comes to Miaôs house again; instead of them assuming their roles, i.e. 

the Queen having a cup of tea with her Heiress, this time the tea drinking happens between a 

grandmother and her granddaughter who are both sitting on the sofa and enjoying a warm 

conversation. To explore the yijing of tea in daily life, this section analyses the affect 

produced in these repeated tea scenes. 

7.3.1. Reading Invisibility  

Invisibility, as noted in the analysis of In the Mood for Love, refers to an invisible presence, a 

transparent existence, created with cinematic techniques such as movement and sensory 

atmosphere. Following this, if we want to explore the affect of tea drinking in The Princess 
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Diaries, we need to look at who is drinking the tea and what kind of cinematic techniques are 

applied to present the act of tea drinking. Further, to consider the atmosphere around tea 

drinking means seeing tea as the medium and looking at its connection to human bodies. As 

Anderson and Ash (2015) suggest, for the study of atmosphere, ñatmospheric change can be 

understood as a matter of affects meeting one another in ways that produce (or fail to 

produce) new relations between the entities within that atmosphereò (p. 46). In the case of 

The Princess Diaries, my argument is that perceiving yijing in this film might be based on 

the perception of the atmosphere produced via the final tea drinking scene. In this scene, the 

key emphasis is on the change of the Queenôs perception of her relationship with Mia, which 

shapes a different kind of intensity from the previous three tea scenes. 

Previously, the affect of yijing has been seen as the force of becoming. It is worth noting that 

the perception of yijing has a precondition ï harmony. Theoretically, it comes from the idea 

of the unity of human and nature. Visually, in the film, it should not make viewers feel 

uncomfortable. Deleuze and Guattari have also discussed the way in which harmony becomes 

affect in the arts (WP, p. 164). Although harmony is another abstract sensation that is hard to 

explain in relation to the perception of yijing, we can track its opposition, disharmony. By 

doing this, we come to see how disharmony vanishes and switches to a harmonious state. I 

want to argue that disharmony in The Princess Diaries is embodied in the appealing sense of 

humour. Following the discussion of humour in chapter six, when there are deviations 

between film characters in regard to their social status for instance, the feeling of humour is 

triggered. In The Princess Diaries, the first three tea scenes appeal to humour since they 

show the disharmonious factors between film characters. In the next section, I discuss how 

the filmic language in the first three tea scenes form disharmonious feelings.  

7.3.2. Disharmony 

The first tea scene shows deviations produced by the film charactersô performances, as well 

as the imbalanced composition of the scene. The different ways of living between Mia and 

her grandmother, the Queen, cause some issues. The first time when Mia drinks tea with the 

Queen, Mia makes lots of noise. By showing a close-up of the Queenôs facial expression and 

a medium shot of the butlerôs worried face, it is made clear that Miaôs behaviour is not proper 

in front of the Queen. Further, looking at the composition in this scene (figure 7.1), there is a 

long shot that shows the position of each character. When we put the parasol cane as the 

segment line of the whole composition, all the embassy staff are set into the right side of the 
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frame, while in the left part of the frame there is only Mia. This implies that the structure of 

this scene is unbalanced because óthe royalô side is more capable than Miaôs side.  

In the light of this unbalanced composition, I argue that Mia is a passive intruder in the way 

she challenges the superiority of the Royal group. In this event, Mia is the unexpected 

element, which stimulates the behaviours of both the Queen and the other embassy staff. For 

example, when the Queen tells Mia that she is the princess, she responds by saying ñshut up!ò 

(which expresses her surprise in American colloquial language). This is followed by a close-

up of the Queen who confusedly puts down the teacup, an action which shows us that the 

Queen is surprised by her unexpected use of rude language. However, the othersô 

dissatisfaction does not change Miaôs behaviour. She keeps being herself. The deviation 

produced here is not merely caused by the gap in social status, but also in how she challenges 

royal manners. This deviation can be seen as a disharmonious element because Miaôs 

behaviours operate beyond the Queenôs imagination and expectation.  

Similarly, this also occurs when the Queen visits Miaôs mother and goes to Miaôs school. The 

royal manner is challenged again. The stained tea mug and the unsavoury tea clearly makes 

the Queen unhappy. Further, the vice principalôs exaggerated behaviour embarrasses the 

Queen. Although the vice-principal wants to show her respect by preparing a cup of tea for 

the Queen, her manner is performed by quite exaggerated actions (figure 7.2a). Even though 

the vice-principal makes the Queen embarrassed, the Queen has to retain her politeness and 

Figure 7.1. The Princess Diaries (2001). The long shot of afternoon tea in the embassy of Genovia. 
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courtesy. The incongruous actions of the two characters create a sort of dramatic effect that 

generates a humorous appeal.   

The school scenario is quite similar to the teahouse scene in If You Are the One (see section 

6.3.1). Miaôs function in this plot mirrors Xiaoxiaoôs in IYATO in that they are both 

representative of the spectators in the film. On the one hand, the spectators might align with 

Mia and want to laugh at what happens to the Queen (figure 7.2b). On the other hand, the 

spectators might also laugh because of Miaôs sly smile. Therefore, we could infer that the 

atmosphere around them might be quite intense because its affectional power can affect 

spectators and trigger humorous reactions. In the light of this tea scenario, the deviation is 

caused by charactersô different social status. The mechanism of humour cue utilises the 

superiority and incongruity existing between their identities.   

Moreover, based on the deviation of the different identities, the other disharmonious 

atmosphere is cued by different personal aims. Different social roles have dictated their 

manners. Previous studies of The Princess Diaries mostly regard Mia as a central subject to 

discuss post-feminism (Negra, 2009), the representations of teenage girls (Hylmö, 2006) and 

self-transformation (Bodey & Wood, 2009). The role of the Queen, who changes Miaôs life, 

has been largely ignored. In accordance with Vladamir Proppôs (1968) archetype characters 

(in terms of the villain, the dispatcher, the helper, the princess, the donor, the hero, and the 

false hero), in this heroine film, Mia can be seen as the hero, and the Queen unites the roles of 

dispatcher and the donor. For Propp, the heroôs actions react to the donorôs demands. The 

donor normally has magical power and gives it to the hero. The dispatcher then brings about 

an incident. In the film, the Queen (as a dispatcher) announces Mia as the princess, and she 

(as a donor) has the power and wisdom to make Mia, an óaverageô high school girl, a real 

princess. However, the Queen is the one who needs to be helped as well. The Queen must 

find an heiress otherwise her country will cease to exist. However, Mia is not the helper (i.e. 

Figure 7.2. The Princess Diaries (2001). In the left-hand scene, the vice-principal is talking with the Queen rhetorically. 

This is followed by the right-hand scene where Mia is laughing at them. 

a b 
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the solution for this difficult task) because, in the beginning, she refuses to be a princess. 

Following this, the relationship between the Queen and Mia is intense because the synthesis 

of their social status, personal identities and aims have resulted in a conflict situation. 

Standing in the Queenôs position, Mia is not the one who can satisfy the role of princess. 

From Miaôs view, to be herself is much easier than to perform as a princess. Thus, 

narratively, the first half of the film shows the deviation between Mia and the Queen. The 

film utilises tea drinking as distinct scenes to highlight the disharmonious atmosphere which 

envelops the film characters. 

7.3.3. Harmony 

When the Queen and Mia gain an understanding of one another, the disharmonious 

atmosphere changes in the final tea scene. Narratively speaking, this is the transitional 

narration of the whole story. The Queen bequeaths a diary to Mia. The diary is a gift prepared 

by Miaôs late father. Following the title of this film, we know that the diary is framed as an 

essential narrative element. Miaôs father folded a letter in the diary. At the end of the film, 

this letter encourages Mia to be confident and be responsible for her royal birth rights. That is 

to say, starting from the point in which the Queen has a calm conversation with Mia, the 

perception and affection of the film subtly change.  

Looking at the camerawork during this tea scene, zooming in is a notable type of movement. 

With conventional over-the-shoulder shots for filming a conversation, the camera smoothly 

zooms into the Queenôs face then cuts to Mia with the same zooming movement. By 

repeating these reverse shots, the camera movement can be charted as two intersecting lines 

(figure 7.3). For a spatial understanding of perception, when looking at the two crossing lines, 

we could perceive that the two characters are getting closer. Reading the crossing lines is 

also, as mentioned before, about reading invisibility. The crossing lines visualise the invisible 

psychological motion in-between the Queen and Mia.  

Here, it is necessary to distinguish between the literary language and the filmic language. In 

The Princess Diaries, the literary expression can be articulated as ótheir relationship is 

developingô, but the filmic language needs to transform this into visual images (or use voice-

over). In this case, the expressive transformation is utilising camera movements which 

simulate the visual change of physically walking up to someone, which can be called the 

ñsimulated motion of the environmentò (Sedgwick 2005, p.144). Simulation means that the 
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optical perception is not the same as the spectatorôs self-motion but is a simulated one. This is 

the reason why the spectator is sitting there watching, while still perceiving the motion. 

Interestingly, the Queen and Mia are sitting on the sofa, but the camera movement simulates 

physical motion. From the spectatorôs perspective, although the moving images are shown on 

a two-dimensional screen, the optical perception follows the experience of three-dimensional 

real life. Therefore, instead of only looking at the figuresô facial expression, the sensation and 

perception, in this case, are the results of perceiving simulated motion. 

To go back to their first tea drinking scene, there is also a zoom-in tracking shot and over-

shoulder shot. However, it is just a one-sided movement (see figure 7.4). The camera zooms 

into the Queen when she is talking about how to make Mia a princess. We then have a 

reverse close-up of Mia, followed by a very short zoom-in on Mia, which is then interrupted 

by a series of fast-cutting reverse shots. Mia is shocked and feels quite uncomfortable about 

the possibility of rule. The changes of camera movement show that the Queen wants to be 

close to her granddaughter step by step, but Mia pushes the Queen away and escapes the 

situation. The camera movement of filming Mia and the Queen is not in balance, resulting in 

a disharmonious atmosphere. The affective intensity is clearly shown by the argument which 

occurs between two characters. 

Figure 7.3. The Princess Diaries (2001). Zoom in tracking shot with reverse shots show that Mia and her grandmother are 

getting to know each other in the last tea scenario in the film. 
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The question which arises however, is why the two characters ógetting closerô engages 

harmony as opposed to conflict. I argue that the perception of a harmonious atmosphere does 

not only depend on apparatus control but also on the perception of the charactersô 

relationship. The relationship between the Queen and Mia changes in the final tea scene. In 

this scene, both camera movement and their conversation are formed in a harmonious and 

balanced way. The woman in front of Mia is her grandmother at first, then the Queen. Before 

this instance, the woman was always the conscientious Queen over a grandmother, which 

caused a gap between the royal and the civilian. Furthermore, the camera movements end up 

with close-ups of their faces. Amy Herzog (2008) notes that ñwhat we find with affect is that 

body movement is truncated and turned into expression, a movement of the sensorial 

capacities, and a temporal shift towards memory and the sheets of the virtual pastò (p. 67). 

Thus, the affect of the close-ups of their facial expressions is the crystallisation of bodily 

sensation. From this perspective, the dialogue between Mia and her grandmother is not just 

an oral language but also a sensorial expression. Although they are still talking about the 

things which being a princess will entail, this conversation happens in a family rather than 

between the Queen and an heir. In other words, their social status finally operates on the same 

level.  

Further evidence for harmony is that the Queen comes to find Mia to give her an apology. 

The Queen had previously criticised Mia because Mia was used by her classmate to cause a 

Figure 7.4. The Princess Diaries (2001). Zoom-in tracking shot stops and move to fast-cutting close-ups. Mia and her 

grandmother cannot reach a point of understanding. 
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scandal and become famous. The Queenôs bodyguard had told her, ñas a grandmother, you 

might have been too harsh on your granddaughterò. The Queen then realises that she is not 

just the Queen of Genovia but also Miaôs grandmother. Therefore, the harmonious 

atmosphere is produced not by the Queen and the Princess, but by a grandmother and a 

granddaughter. The affective harmonious sensation produces an equitable social status among 

the two characters.  

This leaves us wondering how the atmosphere moves from inside the screen to affect 

spectators? Teresa Brennan (2004) in her Transmission of Affect explains that the 

transmission of affect as ñthe óatmosphereô or the environment literally gets into the 

individualò, further noting that ñthere is no secure distinction between the óindividualô and the 

óenvironmentôò (pp. 6, 8). The key point which underpins Brennanôs assertion is that affects 

are recorded via a transmitted movement. Our body can be affected by the atmosphere in the 

film because the atmosphere can move into us. Thus óweô are the linking factor in this body-

screen transmission.  

7.3.4. Affect of tea and affect of life 

In this part, I want to follow this discussion of the harmonious atmosphere around Mia and 

the Queen to explore why the atmosphere can change via the switching of characterôs 

identities. I argue that the representations of tea in the film show the different relationships 

between tea and life. Re-examining the aesthetics of tea, the representation of tea in Chinese 

art takes responsibility to a spiritual state, but as Lai (2014) stresses, the state of tea cannot 

deviate from life. Further, the aesthetics of tea is not only about the beauty of the tea at a 

surface level, but also about the perception of beauty within life. For a tea person, there are 

two ways to understand the relationship between life, tea and humanity ï óIô: 

a)    I have tea in my life / I have my life with tea. 

b)    Life is drinking a cup of tea.  

Regarding (a), life, tea and I are óthe otherô to each other. Although they have very close 

relationships, they are separate. Tea is the other which operates outside or inside someoneôs 

life. For example, in The Princess Diaries, in the first tea scenario, tea is repeatedly framed in 

relation to how much the Queen loves drinking tea in her life wherever she is. She needs 
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good tea, good teacups, and good service. Visually, tea is a unique prop shown through close-

ups.  

For (b), life, tea, and I are dissolved into each other. Literally, the concept óIô is 

deterritorialised in a motion ï i.e. the drinking of tea. For example, in the final tea drinking 

scene in the film, tea is no longer a special prop because visually tea is not made a very 

important feature in the scenario. However, I state that the affect of tea in life is generated 

precisely because tea is not particularly shown. Again, this is a sort of simulated motion. 

Visually it is hard to present ólife is drinking a cup of teaô; however, we can choose to 

mobilise being ónot presentô to present deterritorialisation in that it uses ignorance to simulate 

the process of deterritorialisation. Ignorance frees the optical control of tea and gives 

attention back to the life of the grandmother and the granddaughter. In this light, the aspect of 

change is not just the figureôs identity, but the relationship between the figure and the 

environment and the way of showing tea and tea drinking.      

In addition, (a) and (b) can also be understood from a temporal perspective. Sentence (a) 

shows a timeline. The supplementary instruction is that ótea drinking is my hobby in my lifeô 

ï this is a very general statement about a sort of lifestyle. The past, therefore, would be 

reflected in the present behaviour. For example, in The Princess Diaries, tea drinking reflects 

the Queenôs habit that she maintains wherever she visits elsewhere. In contrast, sentence (b) 

is not about the tea drinkerôs past or future but the experience of tea drinking itself. In the 

film, Mia and her grandmother are just sitting there and talking to each other, and there are no 

shots of other things to interrupt their conversation. The yijing of tea drinking in the film, 

therefore, manifests as a transcendental process which returns back to life at this moment.  

In the above argument, rather than using an American film to test the aesthetic of tea in 

Chinese culture, the cultural contextual reading provides a reasonable understanding of the 

affect of tea and the affect of life. The crucial point is not about how to define the aesthetics 

of tea, but how the film presents tea drinking. On the one hand, the Queenôs different 

performances of tea drinking shows the changes in her identity. On the other hand, cinematic 

techniques affect the spectatorôs perception of images, which forms the yijing of tea and the 

affect of life. The transformation of the Queenôs identity can be seen as one of the 

representations of the affect of life; while the affect of life is the invisible essence formed by 

cinematic techniques.  
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7.4. Deterritorialising the external context  

It has been shown that there is a mechanism of perceiving yijing in The Princess Diaries ï 

pure audio-visual perception. This in turn indicates that the transcendental approach of 

charting yijing is not confined to Chinese cinema. However, there are still three questions that 

I want to make visible as a way of concluding the final case study.  

1. Why is the context not the qualification of perceiving yijing? 

Perceiving yijing is not a Chinese patent that only appears in Chinese cinema. Cognitively, 

yijing is identified by nonprototypical emotions. Spatially, yijing refers to the switching of 

spatio-temporal coordinates. For the apparatus, yijing is the production and is produced by 

the interaction between spectator and a film. Therefore, the perception of yijing is unrelated 

to the aesthetic ideologies produced through knowing a nation, a country but is rather 

generated through perceiving moving images themselves. The Princess Diaries provides a 

typical example of showing what we perceive is not a national image on the screen but an 

illusion of others. If we type ñGenoviaò on Google, the first result is ñIs Genovia a Real 

Place?ò1 If we check the English academic literature of The Princess Diaries (film), Genovia 

is always stressed as a fictional country (see Negra, 2009; Hylmö, 2006; and Hamer, 2015), 

but it of course sounds credible as a European nation.  

How do we then explain fictional cultural-based customs that are located in an American 

cultural-based story? In the first tea scene, why would we think that Mia breaks the rule of tea 

drinking in a fictional context? The point is that it is not related to national identity but the 

identifications of the stereotypical images of royal families. The illusion of a royal family 

prevails over the imagination of Genovia.  

Thinking more extensively, perceiving yijing does not engage with the intellectual knowledge 

of others but rather the illusion of others. Even in Chinese cinema, as we have analysed 

before, perceiving yijing depends on the cognition of the moving image and the perception of 

space and time; it does not depend on intellectual knowledge about China. Therefore, the 

context of a film can be deterritorialised, which would open up the idea of perceiving yijing 

within the broader film canon.  
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2.  Is tea a changeable subject of perceiving yijing? 

It is worth noting again that perceiving yijing is not a general experience but a very personal 

real-life experience. Someone might perceive yijing from a cup of coffee or other mundane 

objects. I do not deny that perceiving yijing is typically based on some stereotypical affection 

for particular images such as the moon in Chinese poems.2 I suggest that perceiving yijing in 

film, to a great extent, relies on invisible mechanisms behind the image. 

These mechanisms include camera movement, montage, sound and so on. They are not 

cinematic images in themselves, but they decide how we perceive these images. The 

cinematic techniques make images move, stop, change and transform, but all under the 

attraction of the image. Thus, yijing is just the signifier of the effect of the invisible 

mechanism. The invisible affect between spectator and a film are the research objects we 

want to decode, rather than any particular image. In this light, the perception of yijing does in 

fact deterritorialise the focusing point, which in this case has been tea. As a result, we can 

chart yijing in different films with diverse content. 

3.  What is the relationship between yijing and schizoanalysis in a western context? Is it the 

same as its relationship in Chinese cinema? 

Exploring yijing in an American film is not equal to returning to schizoanalysis in a western 

context, but rather points to a process of generating a new version of schizoanalysis. The case 

of analysing yijing in The Princess Diaries does not in any way utilise Deleuzian cinematic 

thought to displace a transcendental approach. Even though analysing The Princess Diaries 

returns to a Euro-American discourse, and yijing is revealed to have a very close relationship 

to affection-image and time-image, the schizoanalysis of yijing has a particularity. I argue 

that schizoanalysis in the case of charting yijing, provides a dynamic perspective when 

analysing moving images.  

Dynamic means that there is no single type of image and no steady motion state (like 

perception-, affection-, and action-images in Deleuzeôs cinema texts). There is no doubt that 

schizoanalysis for film studies departs from Deleuzian cinema texts (see Buchanan & 

MacCormack, 2008). However, the aim of charting yijing is not about finding a 

corresponding relation between the Euro-American canon and a Chinese case. Rather, the 

purpose is to utilise the idea of the transcendental, which underpins schizoanalysis, to explore 

a new case. In other words, I remove the rationale of schizoanalysis from the original context 
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and set it up in a new machine. In consequence, the mechanism of the new machine is 

different from the original one. Therefore, I am very cautious about directly using Deleuzian 

terms like affection-image and time-image to analyse yijing.  

Perceiving yijing does not depend on a single motion picture or still life images, or rather it 

does not depend on the images directly but breaks away from perceiving a specific type of 

image. There are two ways of breaking: one is breaking the previous film watching 

experience; the other is breaking the way, which is the set-up at the beginning of a film. The 

Princess Diaries is precisely an example of the second situation. As I have discussed, the 

comparison between the first tea scene and the final one indicates that the affect of tea 

drinking shifts in relation to the changing of identity. The settled image of humour, moves to 

a feeling of tenderness. For the first situation, as shown in the tea scene in ITMFL, it breaks 

away from the expectations of genre-based prototypes (chapter 3). Hence, schizoanalysis of 

yijing is not dealing with any single camera control but rather the individualôs habit-

perception formed by both cinema and the human body.  

In consequence, the analytical approach of charting yijing should not be limited to 

applications in a particular filmic context and content. On the one hand, yijing is a sort of 

bodily sensation that does not possess any cognitive representation of moving images. On the 

other hand, as a deciphering analytical process, charting yijing focuses on non-

representational situations, which cannot be embodied by region-based texts.    

7.5. Conclusion 

This chapter has utilised The Princess Diaries to make a ócheck experimentô. Perceiving 

yijing can be charted in non-Chinese films because the context of a film will be 

deterritorialised during a perceiving process. This process deterritorialises the image of tea 

and the narrative background. What we perceive is an affective atmosphere, and our 

perception is mediated by the cinematography of the story rather than the story itself. 

Practically, we use the way of reading invisibility to chart the atmosphere around tea 

drinking.  

I want to stress again that the fact that context can be deterritorialised, does not mean that 

context is useless. Both film perception and non-representational analysis are based on the 

cognition of text and context. The transcendental process depends on the interplay between 

cognition and pure perception, and cognition relates to the understanding of both the text and 
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the context of a film. Therefore, rather than looking at one side of perception or cognition, we 

need to align with a multiplicity of perspectives when charting yijing.   
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Chapter 8: Conclusion:  

Charting yijing and its schizophrenic productions 

  

8.1. Introduction  

In Tibet, there is a traditional colourful painterly approach to sand, called the Sand Mandala. 

With its complex structure and strict geometric foundation, it takes several days, even several 

weeks, to finish one painting (depending on the size of the mandala). As a divine activity of 

Tibetan Buddhism, the mandala is made complete with highly ceremonial destruction. The 

delicate sand artwork is swept into a jar and dumped into the river. The destruction ceremony 

is seen as the representation of the ephemerality of this world. Even if a Sand Mandala is 

tremendous, it is the site of enlightenment; it takes a long time to build up, yet when it is 

cleaned, it returns to emptiness.   

With the theoretical framework founded in the methodology chapter, this thesis has discussed 

lots of pre-cognitive experiences in terms of affect and the perception of space and time. At 

the same time, a transcendental analytical approach of film analysis has been refined. 

However, similar to the Sand Mandala in which any concrete result would be seen as 

ontologically rebellious, charting yijing as the shadow of perceiving yijing should not break 

away from the human experience. Any approaches or theoretical frameworks are the 

returning products involuntarily crystallised from experience and from the event of charting 

yijing. After enjoying the use of these products, it is necessary to go back to the flow of 

experience and to continue the transcendental journey.    

For the conclusion of this thesis, I review the research questions and the main arguments 

made in each chapter and then go back to the original intention of developing cross-cultural 

dialogue in a transcendental situation. I make a final argument regarding the charting of 

yijing; that cross-cultural dialogue is the schizophrenic production of doing research in a 

deterritorialised way. I suggest that charting yijing is not about standing on one cultural side 

in order to communicate with the other side. Instead, charting yijing requires a flowing 

position which allows for mediation between the two sides. At the end, I present my 

consideration of relevant future research. 
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8.2. Recapitulation  

This thesis has focused on the aesthetic idea of yijing and affect theory in film perception. 

Following the main question of this thesis ï how can yijing be perceived in contemporary 

Chinese cinema? ï the perception of yijing has been charted by using a schizophrenic 

approach. In the literature review and methodology chapters, I have located this thesis at the 

intersection of four scopes ï film studies, Buddhist philosophy, affect studies and Deleuzian 

philosophy. Rather than repetitively review the four disciplines one by one, I now want to 

revisit the functions of them in this thesis.  

Firstly, based on the idea of the Middle Way, this thesis regards yijing as a sort of 

transcendental sensation indicating the transcendental experience in-between conventional 

film emotions and the perception of emptiness. Film cognition and emotion therefore 

provides the departure of the whole analytical journey. The analytical framework depends on 

the cognition of genre conventions and the cinematic traditions of some particular narratives. 

This is how the departure works when analysing the transcendental sensation of a film. This 

departure is also important when selecting a film sample to analyse. For charting yijing, 

conducting a film analysis does not merely express a personal feeling such as óthere is yijing, 

and it is hard for me to expressô. Instead, to justify our personal sensation, we need to 

highlight the marker of that unspeakable sensation through analysing the mood cue in the 

film. Following this, we build off the cognitive departure to explore how the embodied affect 

is formed through cinematic technologies, thereby experiencing the transcendental 

sensation.    

Essentially, charting yijing requires looking at the interaction between spectator and film, and 

affect is precisely representative of this in-between tactility. Affect is an actual thing, an 

intensity, or a force to embody the invisible sensation. Therefore, affect allows us to chart 

sensations and explain why we can still feel something without producing an emotion.  

Deleuze and Guattariôs ideas of schizoanalysis and deterritorialisation provide the rationale 

which underpins the transcendental analysis. Although the interplay between yijing, emotion, 

and affect is termed the theoretical framework, schizoanalysis is, in fact, the very map that 

allows us to ódeterritorialiseô. As such, if we see genre as a territory, when we deterritorialise 

it in the way we chart yijing, the reterritorialization becomes cognition. Then to 

deterritorialise again, the reterritorialization produced would be affect. The final 
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deterritorialisation in the analytical process is the perception of space and time ï the form of 

affect. Rather than merely looking at space in the mise-en-scène or the timeline of narration, 

the transcendental version of space and time is about the perception of movement, motion, 

flow, as well as stillness. Those perceptions are formed by cinematic techniques and they 

influence the perception of space and time.  

Going back to the first sub-question ï how does the Chinese idea of yijing challenge or 

develop the work that has already been done in the field of film affect? Very importantly, 

yijing is not a Chinese affect, and affect is not the English translation equivalent of yijing. In 

the case of transcendental film perception, yijing and affect function in different ways. 

Firstly, yijing as an invisible, non-verbal and sensory state needs to be connected with feeling 

and cognition, otherwise, it is hard to track the emotional resonance. Metaphorically 

speaking, yijing is a distant target and affect is the path which we are looking for.  

To answer another sub-question ï can a method of film analysis be developed that allows 

these different ideas to be interrogated? ï we need to look at the five case studies in this 

thesis as a whole. The reason for choosing, In the Mood for Love, Red Cliff II, Still Life, If 

You Are the One, and The Princess Diaries, is because they represent a complicated synthesis 

of different connections including genre-aesthetics, film-philosophy, and text-context. For the 

sequence of the five cases, instead of showing five different film analyses and repetitively 

practicing a methodological approach five times, the five films are in fact five important 

devices in a system of methodological consideration. In the first two cases, I have 

respectively discussed the state of yijing, the relationships between genre and mood, and the 

usage of affect and becoming. These fundamental concepts are examined within two film 

analysis. Based on the analytical practices in the first two cases, the third case clarifies the 

analytical approach of charting yijing. Fourthly, since the analysis of yijing is always about 

specific scenes, it is very important to utilise another case study to articulate the possibility of 

charting yijing through the duration of the whole film. As an example of non-stop 

deterritorialisation, the final case study is used to deconstruct the labels of óChinaô and 

óWestô.  

Moreover, using a transcendental approach to chart yijing goes beyond mere philosophical 

discussions of spiritual experience. It helps draw the line between cinematic material and the 

spiritual world. Schizoanalysis is ña materialist analysisò (section 2.4.4). Doing a 

schizoanalysis of a film means that we will never abandon film text. However, rather than 
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finding meaning, to implement a transcendental analytical approach implies that we focus on 

the spectatorôs sensation. In a nutshell, charting yijing derives from film analysis, and 

conducts a transcendental discussion.  

Finally, the last sub-question ï how can ideas and constructs of yijing be brought into 

productive dialogue with Deleuzian notions such as schizoanalysis? According to the writing 

experience of this thesis, there are two important phases ï comparison and application. The 

comparison refers to the act of comparing Deleuzian concepts and Chinese aesthetic ideas. 

Although this phase is not shown in this thesis because the target of this thesis is not Deleuze 

and a study of China but the perception of yijing, it has taken a long time to examine pre-

existing translation and the ontologies of different philosophical systems. The application, as 

I mentioned before, is not about applying one to the other but bringing them together in order 

to do something else. Deleuzian óbecomingô and the function of yijing in life are combined to 

analyse the transcendental perception of female figures in a male-dominated war film 

(chapter 4). Before having established a clear relationship between the role of yijing and 

Deleuzian concepts in this thesis, I ran into several difficulties when trying to instigate a 

cross-cultural study. The next section shows some research notes of how the mode of the 

cross-cultural dialogue has been determined.  

8.3. Some notes 

This thesis has presented a cross-cultural interdisciplinary project of aesthetic studies. The 

very key but also difficult part of doing this research, is noticing the research objective all 

along. Working on film-philosophy and film aesthetics engages various complex concepts as 

a part of the research trajectory. To clarify, the complex concepts are easily bound to 

theoretical research and thus operate as purely conceptual discussions. However, if the 

research objective is not about the concept itself but about something more concrete such as 

an experience, the deep involvement in abstract theories will pull oneself into a dizzy maze 

that loses sight of the research target. This thesis is not about the meaning of yijing and 

affect, but rather about how to mobilise them to explore a question about human sensation. 

To be transparent, the writing process experienced three bumpy periods which I call ócodingô, 

óconfused conflictô, and ócompromiseô. It is hard to say whether the first two periods could 

have been simply avoided, or if they are needed as critical markers which allow the project to 

move forward. As a result of this difficulty, I want to share some research notes that you can 

engage with if you are interested in doing a similar cross-cultural study of film aesthetics.  
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My ócodingô time corresponded to learning a ónew languageô. Whether yijing, affect, or 

schizoanalysis, they are all based around a philosophical system and each has its own 

particular language descriptions. As Deleuze and Guattari noted, ñthere are no simple 

concepts. Every concept has components and is defined by themò (WP, p. 15). You may have 

already found that the term yijing is always spoken alongside words like the transcendental, 

sensation, presence, absence, etc.; and affect in film studies has been clearly expressed with 

sensory words like haptic, (in)tangible, atmosphere, intensity, feeling etc. Schizoanalysis is 

infused with Deleuzian concepts. Through previous studies over decades, these very abstract 

concepts have been maturely understood and explained by their ófamilialô language 

paradigms.  

Deleuze and Guattari have also stated that ñphilosophy needs a nonphilosophy that 

comprehends itò (WP, pp. 216, 218). In this thesis, nonphilosophy refers to the spectatorôs 

sensorial audio-visual experience ï the perception of yijing. I utilise different philosophical 

concepts such as expansion language, to explore the unspeakable sensation. Instead of using 

the Deleuzian concept to define what the feeling of yijing is, this thesis aligns with the idea of 

yijing and affect to analyse the process of transcendental perception. Therefore, yijing and 

affect are not applied to explain each other but to develop a dialogue of non-representational 

film analysis. However, the tacit teamwork of conceptual exploration in each discipline and 

in different cultural contexts, sometimes easily generates incompatible discussions within a 

ócross-ô process, which can be seen as a confused conflict.     

I struggled with two main issues within the process of confused conflict. One was selecting a 

lucid expositive style; the other was combining various theories with film analysis. This 

thesis holds the hand of Buddhist based yijing (especially the Madhyamaka school) and 

Deleuzian based affect and schizoanalysis. Yijing is often explained with the help of various 

metaphors in Chan (or Zen) stories or classic Chinese poems, which is highly cultural and 

language based. Deleuzian concepts are quite complex, abstract, and systematic. Each 

Deleuzian concept is like an intersection on a web that in order to understand one, sometimes 

has to work to understand all the other intersections stemming from the web. I tried to apply 

either a metaphorical approach or a Deleuzian conceptual approach when analysing yijing, 

but often neither of them made sense when translated to anglophone writing of film analysis. 

Standing either on the Chinese or Deleuzian side to match or to explore the other would 

easily break the balance of cross-cultural dialogue. The writing of this thesis for a long time 
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was like a pendulum in that some sections were purely Deleuzian while some discussions 

were too metaphoric. The analysis, therefore, lacked a coherent expression, resulting in 

numerous unclear expressions.  

Meanwhile, the exploration of yijing and affect easily separated theoretical discussions from 

film texts. As yijing refers to a sort of transcendental feeling and affect is pre-linguistic, their 

intangible characteristics sometimes require them to keep distance from a óclose-readingô of a 

film. When I failed to find the balance between theory and textual analysis, the whole 

discussion appeared like two independent studies that showed that there were no strong 

connections between the cinema-going experience and the sensation of yijing. Even though 

this thesis engages with film emotions as a mediator to communicate with both film texts and 

abstract feelings of spectators, happening upon affect, cognition, and cinematic text did not 

fundamentally clarify a sensorial experience. That is, the rationality of the theoretical 

framework did not align with the feasibility of analysing a film-watching experience.  

The confused discussion might not mean that the foundation, or the theoretical framework of 

the thesis, is wrong. Rather, the leading part of the exploration was inappropriate because the 

research objective is neither yijing nor affect but a sensory reaction to a film. The exploration 

of the sensory experience in turn contributes to yijing and affect theories and forges an 

analytical approach. In this way, the combination of yijing theory and affect theory does not 

aim to show how one concept is distinct or valuable or relates to a similar concept in another 

scholarly context. Rather, the question is about the transcendental experience that makes a 

compromise between two cultural-based theories. Yijing and affect are combined to explore 

transcendental film perception, instead of seeking to define each other. To do this 

successfully, I needed to de-conceptualise the terms, concepts, and notions as much as 

possible.  

In this thesis, de-conceptualisation means to explain complex situations by clarifying the 

essential principles instead of aggressively creating or applying new concepts to make a well-

knitted conceptual net. Unless the concepts are the crucial components for the situations 

(such as becoming-tea-woman), I attempt to limit the ways of directly using concepts in a 

particular discipline. The criteria of cutting down the concept usage is whether it can be 

replaced by simple language within the discussion of human sensation. Simply put, the 

writing focus is to form an anthropocentric view of perceiving yijing in films, in place of a 

pure concept-centred discussion. The de-conceptualisation within the anthropocentric view in 
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many ways weakens the boundaries between disciplines and different ways of expression. To 

explain further, if we compare three ways of discussing the perception of yijing: 

a) Perceiving yijing is like a desiring-machine that flows through bodies inside and outside 

the screen, drawing the forces that the Body without Organs exerts later on in the infinite 

transcendental process. 

b) The poetic images on the screen stimulate the sublime sense that transcends any 

meanings and emotions and completes the transformation from a meaningful image 

(yixiang) to a transcendental state (yijing).     

c) Perceiving yijing refers to a sort of sensory experience. For film-watching, once the 

spectatorôs feeling is freed from the emotional reactions to a film, the viewing 

experience transcends from sensory-based feelings to perceiving yijing. 

All the above examples maintain the crucial description of perceiving yijing but they 

represent three versions of this thesis. Here you can see how writing style and focusing points 

work together. The first example relies highly on Deleuzian concepts to explain the process 

of perceiving yijing. The following discussion will necessarily explain the meaning of the 

desiring-machine, the Body without Organs, and how these concepts align with the idea of 

yijing. The second example imitates the way of discussing the meaning of yijing in a Chinese 

context, which depends on yijing studies of Chinese literature and painting. Although it 

seems that the second one is clear, when you align it with film analysis, you may find a 

mismatch between different art forms. The first two explanations engage other concepts in 

each field to explain yijing, yet neither directly point out how spectators perceive yijing. In 

contrast, the third explanation dissolves the first two examples into an exploration of the film-

watching experience; as such, it becomes inquiry-led instead of concept-oriented.   

A cross-cultural interdisciplinary research of an aesthetic experience, therefore, is neither 

excavated by singular culture/system dominated writing nor purely concept-founded 

metaphysical discussion. Rather, what this thesis has practiced, is following the curiosity of a 

sort of transcendental experience of film-watching. The selection of concept usage, the 

construction of theoretical frameworks, and the style of thesis writing are all based around the 

focusing point of the transcendental experience.    
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8.4. Tea and schizoanalysis 

Tea should be specially highlighted because of its complex role in the thesis. As the 

methodology chapter has mentioned, tea is the requirement of selecting film samples and has 

been applied in two ways. One way can be summarised as the sense of teaôs yijing, the other 

is the form of teaôs yijing. The sense of teaôs yijing refers to both cinematic representations of 

tea and historical contexts of tea. The analysis of In the Mood for Love, Red Cliff, If You Are 

the One, and The Princess Diaries has presented how the sense of tea for life is shown in 

films including how tea drinking forms drinkersô identities and how social-historical changes 

influence the cognition of teahouses. In doing this, teaôs yijing can be literally examined 

through the fact that the perception of teaôs yijing and the cognition of the tea scenes are 

vividly combined.  

In comparison, the form of teaôs yijing is more abstract but its application is closer to the 

sensation of yijing. This might appear complicated; to re-configure an intangible feeling of 

yijing, we can utilise the form of teaôs yijing to configure a formless sensation that we need. 

The form of teaôs yijing in Still li fe is re-configured by the form of vacancy ï the loss of teaôs 

images. Dissecting the form of teaôs disappearance turns the feeling of tea to the perception 

of ruins within a disappearing city. In this way, the concrete images of tea are automatically 

deterritorialised, which matches the intangible sensation of yijing.  

When we notice that the intangible yijing can be configured through film analysis, we can use 

this to re-integrate the cognition and perception of yijing, such as in the examination of 

teahouses in If You Are the One. This case study combines the sense and the form of teaôs 

yijing which subsequently draws an analogy between the ruined cognition of the tea house in 

contemporary society and the non-representational yijing on a sensory level. The cognition of 

the tea house is similar to various definitions of yijing, which are based around a reasonable 

explanation of nothingness. However, todayôs tea house and teaôs yijing itself, in fact, does 

not maintain a concrete or specific meaning.   

Whatever the sense or the form of teaôs yijing, the image of tea in a schizoanalysis is the 

subject that needs to be deterritorialised. Lai (2014) utilises the Tiantai Buddhist concept of 

zhiguan (insight, to contemplate and mentally enter into the reality) to explain the yijing of 

tea. For Lai, the yijing of tea is the wisdom of being selfless and the emptiness that can be 

experienced by insightful meditation. In this light, the yijing of tea is not about the 
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exploration of the outside but the inside experience. Accordingly, the exploration of teaôs 

yijing does not only focus on the meaning of tea in Chinese culture or Chinese films, which 

aims for a cognitive understanding, but also highlights the viewersô bodily experience. This 

experience is very conceptual. Ideally, only when there is no recognition of tea anymore, can 

we start talking about the yijing of tea. To do this, the necessary step is to complete the 

transformation from the cognition of tea to its formless perception; in other words, to 

deterritorialise the images of tea through the perception of space and time. The perception of 

tea in schizoanalysis therefore, is that which triggers cognition and deterritorialises to 

generate pure perception.  

8.5. Cross-cultural dialogue: schizophrenic production 

Generating a cross-cultural dialogue was considered to be the main target when writing this 

thesis. However, for charting yijing, cross-cultural dialogue is not a requirement that we must 

achieve. Rather, a cross-cultural dialogue is a production that automatically engages with the 

journey of tracking the transcendental sensation. As charting yijing aligns with 

schizoanalysis, the ideas of becoming and transcendental experience, the performance of the 

cross-cultural dialogue has three particularities. 

Firstly, this cross-cultural dialogue positively engages with subjective experience. For 

schizoanalysis, ñthe production of production is inherently connective in natureò (AO, p. 16). 

Charting yijing includes different deterritorialisations, and each deterritorialisation can 

produce a new production. Following this, the question made visibly is what has 

schizoanalysis produced in charting yijing? Two subjects should be highlighted: who (the 

subject of conducting a schizoanalysis) and what (the production of the schizoanalysis).  

Through the five case studies, you may find that the process of perceiving yijing and charting 

yijing are similar in that both of them are about a transcendental process. One of the reasons 

for this similarity is that the approach of charting yijing is forged by both inside film 

perception and outside film analysis. Charting yijing as a film analytical behaviour is, in fact, 

the review of the film perception. The ñwhoò in ñwho is chartingò is equal to the ñwhoò in 

ñwho was experiencingò. Thus, in doing a schizoanalysis of yijing, the most direct experience 

of film perception is self-experience. In turn, writing this thesis means that I have charted my 

own experiences.  
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Affect studies, in many ways, meets a similar situation in terms of mixing the roles of ówhose 

affectô and ówho is writing about affectô. Eugenie Brinkema (2015) has pointed out that 

ñaffect is taken as always being, in the end, for us. The theoretical consequence of this 

assumption is an approach to writing theory that emphasizes the personal experience of the 

theoristò (p. 31). She has also warned that to celebrate the pathway of tracking a writerôs own 

experience is a process of losing the ñtheoretical generalizabilityò, and in consequence, 

ñcomes a loss of new readings and new questions or problemsò in a post-theoretical belief (p. 

33). To be theoretical seems to battle with the stream of a personal affectivity in the zone of 

affect. For this critical situation, the dialogue between yijing, affect, and schizoanalysis 

proposes the necessity of the personal experience of the theorist.   

Secondly, the cross-cultural dialogue in this thesis looks at a humanôs internal experience 

instead of a humanôs external connections with different cultures. According to previous case 

studies, the experience of perceiving yijing in some ways is becoming other, such as 

becoming-tea-woman (chapter 4). Rather than looking at the target of óbecomingô such as tea-

woman, the process of becoming-other is a process in which our bodies are deterritorialised. 

In other words, looking at the original position, becoming-other moves towards the 

recognition of our own body. Doing schizoanalysis therefore does not end with charting the 

process of becoming-other but radically emphasises the spectatorôs own-becoming. Fan 

(2018), noting a belief of Zen Buddhism, states that ñown-becoming is not something 

external; rather, it has been there all along as the ontological basis of oneôs sense of beingò 

(p. 178). The reason for highlighting the importance of oneôs own-becoming is to depart from 

the idea that our body is not free but is inevitably bound, organised, and formed. As Deleuze 

and Guattari (ATP, p. 185) poetically pointed out: 

You will be organised, you will be an organism, you will articulate your body ï otherwise, 

youôre just depraved. You will be signifier and signified, interpreter and interpreted ï otherwise 

youôre just a deviant. You will be a subject, nailed down as one, a subject of the enunciation 

recoiled into a subject of the statement ï otherwise youôre just a tramp. 

Rebecca Coleman (2011) notes ñthe óbecomingô involved in the cultural theme of 

(self-)transformationò since ñbodies are becomingsò and ñthis is a way of understanding the 

relations between bodies, images and culture outside of a model of representationò (p. 156). 

Positioning ourselves from the spectatorôs perspective, becoming-other is the process of 

shedding the representation placed on the body in order to find the ontological basis of oneôs 
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sense of being. Fan (2018) explains that own-becoming in the realm of film studies functions 

as a ñspectator gradually put[ting] into question the relationship between her or his sense 

perception, memory, and linguistic boundaries until realising that cinematographic reality ï 

and, in fact, reality itself ï arises out of a pure potentiality that is in itself nothingò (p. 180). 

In perceiving yijing, the spectatorôs transcendental experience is in itself becoming-nothing 

through a process of own-becoming, because the perception of yijing refers to the recognition 

of emptiness. According to affect studies, the ñownò, in my understanding, is like an infant 

who does not yet have any labels or representational marks, but can still be affected (also see 

Shouse 2005). The direct affection within the body, thereby comes from the original ability of 

pure sensation rather than induced judgement. The pure sensation is derived from emptiness, 

or the plane of immanence. That origin state can be called different names, but the essence is 

a transcendental level in which one goes back to the original self.    

Thirdly, because of the post-structuralist characteristics of schizoanalysis, its engagement 

with cross-cultural dialogue shows a deterritorialised and de-generalised process. When 

applying schizoanalysis to chart yijing, although Deleuzian ideas seem to provide a 

framework for film analysis, this framework is not suitable for processing a territorialised 

result. Rather, the framework reveals the process of deterritorialisation. For Deleuzian 

thought, there is always a spatio-temporal coordinate that forms our cognition. We need to 

choose a point in the spatio-temporal coordinate to dissect things, such as dissecting the 

cognition of the image of tea. However, this dissecting process does not give a confirmative 

answer as to what kind of images should be dissected or what kind of images show yijing. 

Since each film is different, even though some films present the same object, the 

cinematography should be analysed specifically. For example, in this thesis we have engaged 

with five films, all of which utilise tea to cue subtle sensation, however, we cannot assert that 

tea represents nonprototypical emotions in general. Charting yijing requires an approach that 

is de-generalised. Studies of yijing are based around embodied feelings, and they have 

stressed the differences between individuals. Generalising the perception of yijing would 

create a paradox: the theory of yijing is that yijing should not be theorised. Charting yijing 

and conducting a schizoanalysis should focus on the repeatable analytical process instead of 

seeking a stable result. 

Since charting yijing means working with sensation instead of representation, the essential 

mission is to protect an individualôs perception rather than to build general knowledge. 
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Thinking conversely, charting yijing depends on our mind, but this mind ultimately goes 

through a process of transcendental sensation. As such, the mind becomes liberated. The 

function of knowledge is framed by various modes of thinking, while pure sensation does not 

engage with these modes.  

To be clear, a cross-cultural dialogue is not a referee which externally judges whether or not 

any single interpretation is correct. The mission is not to discuss how to generate an 

anglophone understanding of yijing or whether a Euro-American concept would mirror any 

Chinese ideas. Instead, charting yijing is about connecting the transcendental theories present 

in different cultures together, in order to look at the sensation inside bodies. Charting yijing 

provides us with a case to practice cooperation between Chinese aesthetics and the Euro-

American film canon. Instead of thinking about questions stemming from either the 

perspective of affect or the standpoint of yijing and vice versa, this study directly 

interconnects with yijing and affect to explore human sensation. This interconnection, 

therefore, interacts with a schizophrenic charting process that deterritorialises the boundaries 

of East and West by focusing on the internal bodily experience.  

The production of a schizophrenic charting process is a new connection. The new connection 

in the cross-cultural dialogue produces the next step, which is to keep charting via cinematic 

engagement. The transcendental approach of charting yijing is a tool rather than a rule. The 

film samples in this thesis were selected with a very clear purpose but the whole film corpus 

is more diverse in terms of various genres, different national cinemas and co-produced films, 

which have not been discussed. The field of audience studies is also worth noting here. This 

thesis conducts a philosophical debate of yijing and affect, but it does not mean audience 

studies is redundant. Despite having been outside the scope of this thesisôs focus, a systematic 

audience study could help us directly gain the sensation of yijing from various individuals 

and therefore extend our understanding of yijing.  

As charting yijing focuses on the effect of cinematic techniques, future studies could pay 

attention to special visual technologies such as 3D film and virtual reality (VR). This thesis 

has discussed that visual perception has a strong influence on cognition, but all the 

discussions utilised 2D films as examples. Technologically, all the film samples were 

produced in a standard format (2D), so the situations of 3D and VR have not influenced the 

analysis in this thesis. Nevertheless, this does not mean that 3D and VR are not valid topics. 

According to Dawn Sarno (2015), 3D films can increase the sense of immersion, which 



198 

 

enhances the sensory experience for spectators; therefore, influencing the film-watching 

experience. Depth is the very factor of stereoscopic films, which affects the perception of 

space. As such, the form of affect and the intensity of affect might be influenced and 

subsequently affect the perception of yijing. Hence, research projects investigating the 

perception of 3D films would be valid cases to enlarge the discussions of yijingôs visual 

perception.  

Compared to 3D films, VR does not only affect visual perception but also influences the 

relationship between spectator and the visual image. Personally speaking, I can admit that VR 

in the film industry has not yet reached mature production. Negative side effects such as 

sickness and dizziness would produce a very obstructive watching experience. That being 

said, in the light of the development of VR techniques, it is worth looking at the notion of ñan 

intrinsic sensorial rewiringò (Thomas & Glowacki 2018, p. 145). In traditional 2D format 

films, the spectator is an outsider, and perception and affection are seen as the connection in-

between the body and film. While VR frees ñup visually imposed boundaries and generate[s] 

the capacity to experience felt body-to-body and body-to-environment connectionsò (p. 146). 

The spectator becomes one factor in a visual environment rather than the outsider. The 

spectator can instead be seen as the second or third person in the story who uses an 

immersive view to perceive the film. Subsequently, the form of affect shifts and as a result, 

the way of charting yijing should be reconfigured. 

Affect studies and yijing studies encounter the same issue in language discourses. This PhD 

project started at the beginning of 2017. During the following four years, I kept updating the 

literature review and paid attention to yijing studies in English academic literature and affect 

studies in Chinese academic databases. My focus point was not about the quantity of papers 

produced in the last four years, or whether affect studies had become popular in China; or 

whether yijing had become well known in the West. Rather I was looking for any potential 

bilingual studies. Doing research in a different language would not directly contribute to 

creating a new concept or theory, but it is an essential step in global understanding. 

Following Benjamin Bloomôs (1956) taxonomy of learning domains, understanding is one of 

the cornerstones of creating. That is to say, to follow and to contribute to affect or yijing in a 

non-original language discourse, we need to situate more bilingual and even multilingual 

writings. 
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If we only apply the function of yijing (the unspeakable sensation), to film studies, then we 

risk the concept remaining territorialised to the cultural brand of China. In order for yijing to 

become deterritorialised, we should look beyond etymology which in turn, will allow yijing 

to depart away from its associations as a purely Chinese aesthetic term that only has 

representations in Chinese culture. I do not think this means cultural absence, but I do think it 

is a pathway towards transcultural discussion generated by cross-cultural dialogue. As I 

mentioned in the literature review, there are some similar concepts like yijing in different 

cultural contexts, but they have different terminology such as ma in Japanese and han in 

Korean. Therefore, following the pathway of sensation, future research could focus on pure 

perception, using different cultural cases to discuss it.     

To go back to the discussion of culture, the idea of yijing can also be aligned with ecological 

films. In the epoch of the Anthropocene, the problems concerning the relation between 

human-nature evoke critiques of environment and development. These critiques are not just 

for the discipline of science. Kavita Philip (2014) argues that analytically ñscience must be 

understood via its historical contextò (p. 984). Precisely, the Chinese historical context of 

human-nature is the crucial state of yijing ï unity. Via the lens of yijing, the unified 

relationship between human and nature could underpin critiques of environmental problems 

in films which could in turn, contribute to transdisciplinary theory and practice. Yijing is not 

just a Chinese term, but also a way to think about life in its entirety. 
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Notes 
Chapter 1 

1. The senses here refer to the six sensory faculties in yogǕcǕra (weishi, consciousness-

only) and they are produced by the objects and organs of the senses, i.e. eyes, ears, 

nose, tongue, body and mind (see Sharf 2016).  

2. Zhiwu lu is a representative essay of Ming Jia (School of Names). Ming Jia is one of 

the Schools in classical Chinese philosophy, mainly focusing on logic studies.  

Chapter 2 

1. In psychoanalysis, spectatorship is applied to analyse the meaning of the film through 

ideology, intellectual, and psychoanalytical interpretations (see Mulvey 1975; Metz 

1982; Friedlander 2008; Rodowick 2014; Comanducci 2018). 

2. Xici is a commentary book about The Book of Change. The original Chinese text is 

xing er shang zhe weizhi dao, xing er xia zhe weizhi qi. 

Chapter 3 

1. The picture was scanned from the book Cha dian: siku quanshu cha shu bazhong 

(Collections of books of tea, Lu et al. 2017, pp. 14-15) and it is just one part of the 

painting. The poem is not shown, but readers can find it on the left-hand side of the 

original painting. 

Chapter 4 

1. The Battle of Red Cliffs was seen as a crucial historical event before The Three 

Kingdoms period (220-280). The three forces in this battle, Sun Quan, Liu Bei and 

Cao Cao, later became leading powers of the three independent Kingdoms, Wu state, 

Shu state, and Wei state. The result of the war laid a check and balance relationship 

among the three kingdoms. Historically, tea culture developed rapidly during that 

period. The centre of this development was in the region of the Yangtze River Delta 

which was in the state of Wu. 

2. Tea art is different from the performance of a tea ceremony. A tea ceremony normally 

refers to the Japanese chadǾ. Tea art highlights tea culture in the Chinese context (see 

Zhang 2016).  

3. Xiaoqiao is a nickname; as yet there is no official document which reveals her real 

name. Qiao is the surname and Xiao means little. Thus, Xiaoqiao means she is the 

little daughter in her family. In Chinese history, Xiaoqiao and her elder sister Daqiao 

were well-known sisters in the Three Kingdoms era.  
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4. See short film Marguerite Durasôs Aurélia Steiner films (1979) and Sally Potterôs 

cinematic version of Virginia Woolfôs (1982) novel Orlando.    

5. See Disney animation Mulan (Barry Cook and Tony Bancroft 1998), Chinese live-

action film Mulan: Rise of a Warrior/Hua Mulan (Jingle Ma 2009) and American 

live-action drama Mulan (Niki Caro 2020).  

6. I do not deny that this sequence meets market demands in that it gives more space to 

Lin and Leung to show their allure.Mark Gallagher (2018) notes, ña scene notable not 

just for Leungôs graceful movements but also for his appearing along, in contrast to 

the depiction of most principals exclusively in scenes with other charactersò (p. 108). 

Meeting market demands does not mean creating a random event. This case study 

keeps an eye on the cognition and perception of the story on the screen.   

7. The Shawshank Redemption tells a story about Andy Dufresne (Tim Robbins) who is 

wrongly convicted and, in the end, escapes from prison. There is a clip that shows 

Andy violating the rules and playing an opera through the prison radio, so that every 

prisoner is listening to a womanôs voice which should not exist in the prison.   

Chapter 5 

1. This question is originally from a Chan (or Zen) story talking about the three levels of 

understanding in Chan. This is written in the Buddhist book Wu deng hui yuan (A 

compendium of the fire lamps). 

2. The poem is called You shiqiao zhi tatou lu (travelling from the Stone bridge to 

Stupa).  

3. The ideas of divergent thinking and convergent thinking were raised by psychologist 

Joy Paul Guilford. It is a remarkable contribution to the studies of cognitive 

intelligence and creativity in various disciplines such as psychology, neuroscience, 

pedagogy and linguistics (Guilford 1967; Chermahini & Hommel 2010; Hommel et 

al. 2011; Lee 2019).  

4. This interview is written down in the booklet from the DVD version of Still Life. This 

edition was released by BFI in 2008. 

5. See Tong Yaping, 1995. 

6. See Peking University Public Lecture online.  

7. Erik Bordeleauôs ñnon-placeò means a place that is demolished and is disappearing, 

which is different from Marc Aug®ôs ñnon-placesò as the key concept in chapter six. 

The latter refers to a space without a static place, like transport hubs.  
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8. The Old Summer Palace was destroyed by the British and French armies in 1860. See 

Wu, 1999.  

9. Solastalgia is used to describe ñthe pain or sickness caused by the loss or lack of 

solace and the sense of isolation connected to the present state of oneôs home or 

territoryò (Albrecht 2005, p. 48 cited in Schultz 2016, p. 452). 

10. Haptic experience refers to the ability of ñour bodies to sense their own movement in 

spaceò (Bruno 2002, p. 6). In film studies, Brunoôs idea highlights the ñmotionò in the 

ñe-motionò, seeing spectators as ñvoyageurò other than the Lacanian ñvoyeurò.  

Chapter 6 

1. Incongruity theory itself is not limited to the territory of humour. As John Morreall 

(2009) notes, ñthe core meaning of óincongruityô in standard incongruity theory is that 

something or an event we perceive or think about, violated our normal mental patterns 

and normal expectations (p. 11). Therefore, originally incongruity does not have a 

genre or discourse requirement and it can be seen as the deviation of cognition in 

general. However, incongruity theory widely contributes to humour research.  

2. In moving towards the same situation, different appraisal frames can lead to different 

emotional responses (see Wollheim 1987; Tan 1996; Plantinga 2018). For example, 

when we encounter a situation which aims to scare people, if we think it is just for 

fun, then we may feel amused; while if we think it is psychologically harmful, we 

may take it seriously.  

Chapter 7 

1. The date of the search is December 17th 2018. The webpage of the first result is 

called óIs Genovia A Real Place? The óPrincess Diariesô Kingdom Sounded Too Good 

To Be Realô: https://www.bustle.com/articles/174815-is-genovia-a-real-place-the-

princess-diaries-kingdom-sounded-too-good-to-be-real.   

2. In a Chinese context, the moon is always applied to create atmospheres and feelings 

of homesickness such as Li Baiôs (701-762) Jing ye si (Quiet night thoughts) and Su 

Shiôs (1037-1101) Shui diao ge tou (Water melody).   
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Glossary of Chinses Express 

Chan  

Chayi  

Chibi  

Dao de jing  

Dao fa zi ran  

Dao  

Fa nianchu  

Fengcha  

Guanxin Wuchang  

Hesui pian  

Jingjie  

Kongqi  

Kongxing  

Li  

Majiang  

Qi  

Qinggong ⱳ 

Qingjing  

Qipao  

Shanshui hua  

Shen nianchu  

Shiming tu Ԋ  

 Shou nianchu  

Shu  

Si nain chu  

Wei  

Wenxue yishu pian  

Wenyi pian  

Wu (The Three Kingdom)  

Wuwo  

Wu  

Wudao  

Wujing  

Wu deng hui yuan ԓ ᴪᾝ 

Xiaoqiao/Daqiao ӓ/ ӓ 

Xici  

Xiju benti lun ▲ ᵣ  

Xin nianchu  

Xin nüxing  

Xing er shang zhe weizhi dao, xing er xia 

zhe weizhi qi ҉ ӊ ̆ Ҋ

ҹӊ  

Yijing  

Yingxiang benti lun Ἕ ᵣ  

Yinyuan  

Yixiang yise, wufei zhongdao ѿ ѿ ̆ 

Ҭ  

You shiqiao zhi tatou lu 

You  

Zhiguan  

Zhiwu lun  

Zhongdao Ҭ  

Zhongguo dianying yijing lun Ҭ

 

Zhongguo dianying yu yijing Ҭ ҍ
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