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Abstract

This thesis explores the interplay between the theories of Chinese yijing &nd 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 glaiehtive been vicariously labelled
ONesbanddEast 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 image$ tea as a case study, | 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 hew approach to both the
cognition and the perceptiof a film. It charts the film perception that is undergone during a
sensory filmwatching experience without attempting either interpretivisth®@evaluation

of the meaning of a filmRather than negating any established approaches or applying a
singleapproach, | combine ideas that are informed by cognitive film studies, the Middle Way
in Buddhist philosophy, affect studies, and
idea of schizoanalysis. This philosophical film study forms the percegptigifing by

exploring time and space both in and beyond the cinematic world.
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Noteson 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 dgss. For example, Wong karai (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 nameffitkiyed 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 italicisednyimp However, there are two
exceptions to this formap; e o prlareed and the term yijirigone 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
UniversityofSle f f i el d, Gi ll s Del euzeds writings and
are cited using the bookds abbreviation to n
(Deleuze and Guattari, WP 1994, p. 77) makes reference to thaiviextis Philosopyr.

While | 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

Cl Cinema 1: The Movemeihage

C2 Cinema 2: The Timémage

DR Difference and Repetition

FB  Francis Bacon: The Logic of Sensation
LS The Logic of Sense

Pl 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 n&bhinese readers are aware of, but dns of the

most crucial concepts at the heart of this thesis. To open, and to offer some initial
visualisation to the reader, |l am going to g
(something I will discuss in more depth lat@firoughout this tesis, | will aim to

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

perception.

Il n 2001, wwiafim, Creuehing TigerHidden DragoriWohu canglongpecame

the first Chinese film to win the Academy Award foed® Foreign Language Film. | was in
primary school at the time, and in accordanc
with other Chinese speaking audiences (Chu 2001), | remember that this film did not impress

me as much as it clearly hadnon-Chinesespeaking audiences. Forwuxiafilm, it is light

on action and the characters speak about topics wiidamot make sense to me such as

immaterial and profound existential wisdams Nor mal | y Ain Chi nese mar
dondt | et dbenacyoonjesowfeed [the audience]

2004) and this film seems to ignore this idea.

However, when | was watching Li Mubai (Chow ¥tat) and Jen Yu (Zhang Ziyi) fighting

in a bamboo forest, my emotional response was very ditfém@m what | 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 | knew that it was

showing something beyond what | was watching, authat time, | could not pinpoint what

it was. Despite this, | felt that | had receiv@e o met hi ngdé from this film

understand precisely what it was.

Now, | notice thathe bamboo sceras the intertextual referenteinspired by the filnA

Touch ofZen(King Hu, 1967) Also, | know that this sort of unspeakable feeling has a name

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

is O0somethingd there which cannot be pinpoin
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matter how you understand the meaning of a film, but rébvryou feedbout it. Even if

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

My connection with yijing an€rouching TigerHidden Dragordid not end with childhood
memories. Sixteen years later, | began a PhD study about yijing. At a PhDeseaiin my
second yeaof study, | met & urkish-Cypriot couple who are both PhD researchers in
architecture. They were very excited when | told them about the idea of yijing, despite my
rather unclear description. They told me that they had also expedi¢ns kind of feeling

when they watched the bamboo scen€riouching TigeyHidden Dragon| can still

remember how surprised | felt, as | had not mentioned any particular films in my explanation.
They said that going to wat@rouching TigerHidden Diagonhad 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 sittingkhéo 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 | have felt lost in the maze of yijing, | always used their story to remind
myself that | am notrazy and trapped in illusionary feelings. The feeling of yijing may pass

in a fl ash, but it can be maintained for the

For yijing studies, this sort of unspeakable feeling points to another way to understand a film
which does notefer 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 orrtheiiji
peacefulness. While feelings like desolation and peacefulness nraygeeedby a film,

yijing is more like the sublimation that transcends all embodied feelings. This begs the
guestion of how we analyse the perception of yijing during ourieithing 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, tmghier 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 abdranscending an object.
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What is clear, is that what | 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 | @@ncerned with is not abowuthat but abouhow i.e.

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

pursuing is how to chart the path to perceiving yijing. In doing this, as opposed to turning to
audience studieshis 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-crdgsral dialogue. In

classical Chinese literature and traditional wat&rpainting, yijing is frequently engaging

with poetic expressions. In a move away from this, this $hegilores a new path of charting

the perception of yijing, unrestricted by cultural tradition. As opposed to positioning within
antitradition or anticulture, this thesis considers cultural tradition as a necessary element

which helps openup abroaderd at e . I n other words, fAthere i
between the nation and culture as concept and the realities that traverse it as part of wider

di alogue of internat i o-doadsR0l3yp.3).rBdengabirglea,l i sat i
am choosig a representative element of yijing which derives from the Chinese context.

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

in turn would support us in entering natioggdbal dialogue. Tea is a signifidaglement 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; ZurosBenkins 2016). Representats of tea culture in film

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

Popular Chinese blockbusters suctCasuching Tiger, Hidden DragqiRed CliffChibi

(John Woo 2008), andearlesgHuo 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.

| argue that tea plays an important role in perceiving yijing in our life. | do nottdaty

different spectators might perceive a film differently, and they might perceive yijing through
some other objects, but | believe that tea is a relevant element to start with. One of the most
important reasons is that in China, both tea culture gimg)yiave 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 a important tool for reaching enlightenment thro@jtan(or Zen)

practice and meditation. In his boGkachan xinyu€Tea, Zen, Heart, and Moon), Lai

summarized four aesthefice r s pe ct ibwe smeocafn st eoaf: |Ifi fe percepti
moralityforh e gent !l eo, Aby means of yijing for the
simplicityo ( 2014, p . 62) . Lai 6s Ayijing &dr spiri
ChanBuddhism in thaChancan be tasted in tealan cha yi wgiand represents theahtai

Buddhist notion ozhiguan(insight or to contemplate and mentally enter ihi® reality via

tea drinking. Besides this relation between tea and Buddhism in a Chinese context, Japanese
tea master Okakur a K-69%alse ®ted thaéa0d&Zén Badadhs®, pp .

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, astom 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 oi$§athis poin
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 apetiators

can perceive it. To be clear, | do not mean that all images of tea could engage with yijing.
Rather, | believe that through identifying certain examples, we have the chance to look at
tea and yijing inside aaudicvisualdiscourse (also see sen 1.5).

1.1.3. Why is yijing important?

Towards the beginning of the twerfiyst century, Chinese film theorists began to establish a
vision of a national aesthetic film theory. Traditional Chinese aesthetic conceptualisations
such as yijing, had already be#developed as a Chinese film aesthetic system and much of
the subsequent film theory from China developed around this idea. Wang Di and Wang
Zhi mi n 6 2honggud@diafyj)ng yu yijinfChinese cinema and yijing) illustrates the
relationship between yijingnd Chinese philosophy, yijing and poetics, yijing and film. Liu
Shuliang (2008) in his boakhongguo dianying yijing lu(Chinese film yijing theory),

illustrates how to produce yijing through lighting, music, camera movement, and montage.

15



Li ubds wipriésenad tnansferable 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 firgts€Hilm,The

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

than the very first films such #@sgrival of a Trainat La Ciotat Station/L'arrivée d'un train en

gare de La CiotaandEmployees Leaving the Lumiere Factory/La Sortie de I'Usine Lumiere

a Lyonmade by the Lumiere brothers in 1895. In the subsequent period, the role of Chinese
cinema continued to be articulated as fia fol
resut of Chinese cinema having been influenced by a wide variety of cinematic traditions

such as Soviet montage, European art films, and Hollywood films. AlthGhgtese

fil mmakers established their own f ijkomggaki ng
(air or atmosphere) and Zheng Junliés (1979)
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 tather film practices, the development of Chinese film theory is more necessary in
the 20" century. Although there were intense discussions of some important theoretical

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

Inhisear i er article, 6Zhongguo dianying |lilun m
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 Fl@snfiry has

the challenge of establishigsystenof Chinese film theory. Therefore, | speculate that the
development of yijing film theory in China is caused by the désiraationalself

consciousness. Luo also notes that the aim of Chinese film sisitlielsreak away from the

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

be circulated more widely. Similarly, Zhou B
zhongguo dianyi ng me [Thecharadesgstics @d ¢omastuctipns ofj i an g o
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 Chese 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 | will argue, a successful attempt to

build upon Chinese aesthetics in order to provide a fiafud Chinese) approach in which

to explore Chinese cinema. The concept of yijing offers a different angle from-Anglo
EuropearAmerican film studies in that it directly engages with the history and ideas

surrounding Chinese aesthetic theory and approaklwegever, this method easily ensures

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

bet ween the OEastdé and O6Westd. Subsequently,
conceptualise yijing, not as a statii@rlation of nationalism, but rather a boundaryless

scape. To quote Zhang Yingjinés (2011, p. Vi

Deterritorialization and reterritorialization are taking place simultaneously at various

geographical scalesaroundthe® r | d [ €] gi ven t he tstatésandl i ng emph
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 teated 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 partiti-Weast &,ucddhisn &@Efa

nonChi nesed6 al ways | eave us a trap when we ju

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

Aj eal ous godo, which restricts dbthlei graattii mmo as
excluding fa -watdieomalngleeloifefps oand practiceso
boundary of a nation automatically becomes weaponised, manifested through a narrative that
presents one unit of identification in opposition to otherss @pproach impedes the view of

a nation from both insideutand outsidé n per spectives. As lan Jar
nationalism made no sense of multicultural states, declaring them unnatural and unworkable,

its devotees had to resort to elaberdabundaryd r awi ng and et hnic cl eans
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 HyorJoo builds and engages with several of these approaches in her
interrogation of East Asian cinema. Through her utilisation of therniaedeal within her
interrogation of a Amoribund masculinityo, s
space, a position which for her, defines the paamt Asian cinematic space. As a result of her
utilisation of a psychoanalytic methodologypdr' (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. IRather,
seek to reveal the otherness of a desire foragwithilation that cannot fit easily within the
Western cultural experience and to let its spectacularization remain a visionmiaoing

and incomprehension.

| wabuchi Koichi (2B8#4anasets thkeltéom Areasear
inside and outside of Asia to collaborate to develop the innovative production of knowledge

and advancecrodsor der di al oguéanf@pl wabuchBoédshw¥oe&s
denying the issues which ariseavhunilaterally applying theory from nemestern to

western contexts or vice versa. Two points n
Firstly, it is unnecessary to reject otherne
that the applicatioof theories derived from EurAmerican experiences to navestern

contexts should be totally rejected. Theory
45). Secondly, it is necessary to consider experience from both western andstem

perspectives. Asuch, itis useful to both reconfigure and further expand theories derived

from particular westernised contexts, and construct innovativevestern produced theories

that can be applied to specific raestern experiences in nuanced way4¥y).

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

To expand, although this thesis does not wis
and OWest o6, they ar e de ptianrfardevelping anchbinary as wel
discussion. We cannot deny that at its early stage, yijing theory has been labelled as a

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

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

debate of film aesthetics as a point of exploration, development anecaftgsl dialogue.

In anglophone academic literature, although the idea of yijing has not been well introduced, it
hasbeenapplie t o fi Il m anal ysiHerdYingsiang(2902)lakanng Yi mo u €
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example, Gary Xu (2007) explains yijing as a
feeling between the natural scene and the human mind. Xu explains that yiiegiis

i al wa ydgtingedl wite lBuman emotions and is thus not subject to codes of
verisimilitudeo (p. 40). Similarly, Zhou Xue
theory. Zhou wutilises Zhang Yimoubés films an
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 uafiefictiveatmaspheres

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

yijing in the case oThe GrandmastefWWong Karwai 2013). Drawing attention to Chinese

kung fu in the film, Wong articulates how fight scenes visualise the fdgang.

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 conceptualisatiomdowithin 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, pding and philosophy, it is hard to cross the boundary
between Chinese and n@hinese 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 gstions outside this restrictive and arguably reductive dynamic.

However, the experience of yijing | shared earlier demonstrates that yijing is not just an
abstract concept, but also a spedifidily reaction. As such, the intepnceptual

interpretatios 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 Antu(@®16 a r g ufiemsis, not dnly 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) aodr peceptual, multisensory nature as spectators ( p. 5
[ emphasi sed by me]). As this argument reveal
knowl edgedo which exists in fil m, notably emb

evaluation as opposed to intellectugkrpretation (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 fihkwatching experience does not only challenge
ways of understanding fillout also engages with a complex and systematic approach to chart

bodily reactions.

Literally, yijing consists o¥i (meaning) anging (realm or state). However, yijing cannot be
transl ated as the Astate of meaningo. Tang Y
reside in words but must be accessed beyond
theorist Wang Guowei (1871927), in the literary criticisnRenjian cihug2008, originally

published inthe1910s), mentions th@ihgjie (state, which is equal to yijing) is the highest

|l evel of artistic cr eat iaodjingjie &fpmgze heBuddBist st at
understandingging( 6 r eal 6) as the stage that brings o
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 relateBual@hist concept called

S1 n ykerigkingin mandarin) which means emptiness. Therefore, from a Buddhist
perspectiveyijing indicates a realm in which the consciousness is freed from being

imprisoned by the sensés.

If we consider a yijing produced bibdreaction 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 hasot yet been clarified, what | am concerned with here is how a
spectator perceives yijing. To do this, the question of how film, as an-asdal discourse,
performs yijing is worth investigating, even if it demands a new approach to explore this
gueston. Therefore, rather than engaging with Chinese cinema as a unique and specific
vision of an area of study, this PhD thesis invigorates @oksral 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 interdonsectthe realm

of film aesthetics. | 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 representdtaveimple connection between two
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areas of study with multlisciplinary perspectives; it is an interdisciplinary research project
which engages with multiple theoretical strands including cognitivism;gbagituralism,
feminism, affect studies, Buddhis 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
Acorrect meani ng toeradsiing leen gtarguetdh a ,n biuat sienasr c |
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,

Ai nterdi sci pl i edavithithe gevetopnent bf éeldaand imtiatives tn which

new kinds of autonomy are defended against a reduction of research to questions of
accountability -@4).nialigmment with this Im&of thopght, this2iResis

will contribute ina highly original and specific way to the wider field of fiphilosophy.

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
modelwith 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 influencday the pioneering work of Victor Fan, in particular, his

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

pl ace. As Fan comments, this is not about si
worldT in our cae, Chind tothe EureAmer i can canono (2015, p. 2)
rearticulation is about the reinvigoration of film theory via a process of-crdgsal

dialogue, debate, and interrogation. As E2015, p. 3jarticulates:

A sincere and honest cressitural exchange can only be restored and fully illuminated by
relinguishing the idea that HAEasternd and AWes
essentially different. Critical discourses on cinema in Shanghai and Hong Kong were in fact
constructed tlough an intricate process of negotiation between JapanAfoeoican and

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

Although the PhD thesis will not take the sebistorical exploration of realism as a focus

like Fan,i t wi | | engage with the clear positivity
process that benefits and enhances the scholarly world. Looking into film aesthetics in China
which engage crossultural dialogue is a complicated and midiyered tope. If we agree
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with the idea that aesthetics is fAa philosop
works of art and the ways in which they may
| suggest that the discussion of film aesthetics in dgenming 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 bpng timefilm was solely seen as a political tool in China.

In the beginning of the Replic of China (19121949), the way of considering film

spotlighted its function of spreading nationalism. Indfiegxi gailund(Introduction tothe

shadowplay), Zhou Jianyun and Wang Xuchapd 1924] 2016) pointed ou
shadow play (cinema) plays a role of entertainment for people, it is not its target. Before the
international ideology is eliminated and wor
(p. 23). The mission itheir discussion is referring to dissemination and propaganda. In the

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

Mar xi sm, dee med Hardfimrtreeorits ot leftvirtg filra ariticyabgued that

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

the audienceds political consciousness. Il n c
opposition td Cdaimstlewloped by writetssuehoas W&itgenwu ([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 regaftl film theory as the root of Chinese

film aesthetics. However, social, political and historical factors such as thd&iaoese

War (19371945) and the Chinese Civil War (194949), interrupted a great deal of

cinematic development and, once ther@sie 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 aesthetit®cause it did not clearly engage with political correctness.

For example, film director and theorist i’il, throughhis Spring in a Small
TownXiaochengzhichun(1948) , devel oped the poetic cinen
history; however, the filmvas 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 | cannot discuss here all of the intricacies of film aesthetics in China, in the

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

turned the view towards the film itself.

22



It is not difficult to ascertain that the lorsanding constant of film aesthetics in China is the
entanglement between East and Weditical 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 particulantological, theoretical, and critical system whoemtredon

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 ontheassungpti t hat &éChinadé and o6t he Westo6é are f
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 consthesimilarity in theglobalscrees. between

East and Westasthetic 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, | will explorehe idea of yijing finding common ground with the rise of affect

studies in the Eurdmerican film studies canon.

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

Guattari). léaffect (Spinozés affectus) is an abilityotaffect 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 inthatbé&y capaci ty to ad&t. Lodoaffe
affection) is each sixcstate considered as an encounter between the affected body and a second,

affecting, body [€é] (Massumi in Deleuze and Gua

Arguably, affect theory was shaped by Silvan Tomkins (1962) and Gilles Deleuze
([1970]1988,SPP). Tok i nsds research focused on differe
psychobiological perspective; while Deleuze, influenced by Baruch Spinoza, was concerned

with bodily capacities. In Tomkinsds (2008)
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systems such as afffect system, a feedback control system, a sensory system, a drive system

and so on. Tomkins has argued that the affec
for cognition, decision and actionitnthitp. 13) .
Aboth systems generate responses which in tu

neutral for the rgani sm which experiences s

o O S

or Ounacceptabl e wit hout prtheowords, thaaffect ngo (T

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,-tedvreen of the

human body and the externalljod As he st ates, fAthe affectus
from one state to another, taking into account the correlative variation of the affecting
bodieso (SPP, p. 49). We can <dumarobodyrasler st and
Melissa GregganGr egory Seigworth (2010) summari se,

vital, and modulating field of myriad becomi

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

For this study, | am not exploring the physical or chemical conscious feedback or the possible
reactions within the internal body systerfbereforeT o mki nsdés t heory does
with this project via the parameters | am establishing. As perceiving yijing originally

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

with Deleuzian philosophy.

Establishing alialogue between yijing and affect, decomposes the theoretical structure
respectively proposed by the schools of O6Eas
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 crosegional analysis of film perception. In this way, this thesis

regionally opens up a crassiltural dialogue and locates the centratdssion within a

regionless 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, awtondly, théranscendental is the core rationale of the

t hesi s 0s inBeEleuziandahizoamnglysis (seectionl.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

foundationis the traditional ideology of the unity betwednmarity and Heaventian ren he y)

which is the basic cosmology in China [€é] Yijin
because a specific object just refers to the matrix of yifRagher, yijing transcends objects

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

For Pu, the meaning @iietranscendental 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 itsélbib 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
Kant 6s tr ans c €ntique of Plad ReasgiKant ([1A81]t1908) stated thiae

i ¢ f@]lall cognition transcendental that is occupied not so much with objects but rather with

our mode of cognition of objects insofar as
statenent, it is necessary to point out that there emerges an essential difference between

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

priori:

The transcendental form of a faculty is indistinguishable fromisjseidted, 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 (DeleyR, [1969] 2014, pp. 18188).
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According to Deleuze, Kant did not consider
nature of experienceo (aPprioraigtousdeenaad abSttact p. 28
phil osophical entangcefrdenDel @éudeesthet 66i mp
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 throwkgy-tar

daylife.

Insteadof 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 #ranglep

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 miegs 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 experi@aithuman life. When | 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 thelwarad, | 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 perceptiand 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 inseparahb
in our environment and to makertain objects more salient. Emotions help us to evaluate

our world and react to it more quicklyo (Pl a
cooperation, emotion and cognition take responsibility and have different mental functions.
Forexample, whenve 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 <cl ear
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tobuild the architecture of the emotionso (p.

cognition.
Further, No x| Carroll (2001) explains that e
component o and fda feeling c onempreferetopersongl p. 221

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

Il n this way, the cognitive state connects 0o
In other words, cognition is a cruc@bnstituent part of emotion. For example, sometimes we

might experience a low mood, but this cannot be pinpointed to a specific thing happening. It
isasortof O6i nternal 6 psychol ogical feeling. Whert
achieve our goalsjye cognitively evaluate an external situation (whether the goal is

achieved), which therefore influences the internal feeingr e sul t s i n a &6happy

In film studies, cognitivists have attempted to demonstrate that the reaction of spestators i

rational and conscious attempt to understand films through cinematic components such as
mise-enscene, cinematography, editing and sound. For example, depending on the analysis

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

process closely to emotional processes. Grodal (1997) clearly points out that his purpose is to
Adescribe the experience of viewing visual f
created by the interaction between fiction and viéwer( p . 1) . Il n doing so,

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 ar@leat 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 procdss.efore, in the next section, |

will elaborate on the terminologies | am utilising to explore yijing.
1.3.3. Sensation, perception, affection

To reemphasise, yijing is not a term for revealing meanings as it is in itself, a concept which
goes beyond the capéty of language expression. However, in order to explore how
spectators perceive yijing, | 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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toyj i ng: sensation, perception, and affection

framework for artssensationnamely, toaffect and percept.

Del euze and Guattar.i ([ 21991]1 tHe®hglor themark i f e st
of arti is a blocof sensation, that is to say, a compound of percepts and dffeetsed by

aut hors]Jo (WP, p. 1 6 4) of sebsatiorkighlgl@stren d Guatt ar i
transcendental interaction between subject and object. They (WP, pp67pAote:

Perceptare 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 mat etfromderceptionsef ai m of &
objects and the states of a perceindndject, tavrest 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 linkethi® sensations of the arts, yet | choose to use the

terms perception and affection when discussing yijing. The essential reason is based on the
previous discussion in section 2i2. that | want to turn the metaphysical back to the

experiential. Affecand percept are metaphysical ideas which transcend feelings. | 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, | do not discuss what the affect is within the film, but I am concerned with how the
embodied affect is formed. For example, | feel warm when | have a cup of teis; in

situati on, | do not discuss what o&éwarmd (per

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

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

itself. Theperceptio of yi jing stresses the spectatoros
I use Oper cept i on & capdcity o parceive in@ridr to tidtesstsep ect at o
sensation of yijing. The word Oper@&edivi eagthl y
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 beptheo d uct 6 s br and.

The affection of film is one part of the whole perceiving proc@fsen discussing affection,

| 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 anffiegtion 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. Schizoaralysis

In many ways, this thesis situates itself within the methodological discussion of Deleuze and
Guattari 6s notion of schizoanalysis in film
transcendental unconscious, rather than a metaphysical onga@rsaious that is material

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

i maginary,; real rather than symbolic; machin
AO [1972] 2013Db, p. 132)What Deleuze and Guattar f ocused on was fiBeco
than ABeingodo and fAvariation, innovation, and

1999, p. 11). In other words, schizoanalysis does not align with any stable symbol or concept,
meaning that in itself it indicatessort of unstable state. As such, schizoanalysis is not an
analytical model but rather fAan instrument f
ot her fieldso (Guattari 1998, p. 433). 1t me

concrete gastion 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 meanings c hi zophreni a. It i s therefore use
schizophrenic sitations, an example being, Lau Kimng (Andy Lau Takwa h') 6 s
schizophrenia itnfernal Affairs ll/Mou gaan dowB (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 wa 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.

29



1.4. Research questions

The main question of this PhD thesishisw can yijing be perceived in contemporary
Chinese cinem@& As it is an interdisciplinary study, the trajectory of the answer is charted

through three suljuestions, all of which interact with each other.

1. How dos 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 methodf film analysis be developed that allows these different ideas to be

interrogated?
1.5. Tea, films and national culture

In this thesis, | conduct an analytical process by considering the relations between Chinese
cinemas and Hollywood films, Chinese tea adtand 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: WenwgKard s

In the Mood for Lo#/Faa joengninwad 2 0 0 0 ) ,  RedChffll /Bhabo2d2009), Jia

Z h a n gSkilldifelSanxia haorelf 2 0 0 6 ) , F e rfyouXre thedOméxaichhedos

wurao( 2008), and GePrmgessMiarie@0013. [All tiie selected Chinese

film samples are released after 2000 because previous Chinese film studies of yijing mainly
focus on the 1980s and 1990s06 works of the C
Zhang Yimou and Chen Kaige (see Wang @rahg 2000; Liu 2008). Thus, | want to focus

on more recent films to extend the variety of cases.

The Princess Diaries a special case, because it is not a work of Chinese cinema. As | will
conduct a crossultural dialogue examining the yijing of tea@ss regionsThe Princess
Diaries will reconfigure the image of tea by turning to an American work. | aim to examine
the sensation of yijing in a Hollywood teen film on a fimaaning stage as a way of
expanding the culturddased analysis of a film. Comtgonally, a transnational film study
manifests as highly cultuigased research. According to du Gay et al. (1997), in order to

study cultural context, we should identtheinterplayof five factors with regard to
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representation, regulation, consumptiproduction, and identity. However, choosing yijing

as a normeaning state means that I practice cultural study in aualbural way. | focus on

the body in itself rather than the identities existing outside the body. As a substitute for
finding meaningwithin essential cultural contesgtcharting yijing substantially relates the
interplay between human bodies outside the screen and the image inside the screen. Instead

of abandoning representations, | wish to chart the sensation that is more than giemcogn

I n regard to the different aims of each case
trademarks and film types play an important role in my film selection. | deliberately focus on

films from different genres. Genre refers to the category ofrdifteypes 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 yijingdbomendsesGwbthin(@a@bB¥7j)ene
prominent way (among several others) of categorizing visual fiction in relation to consumer
information is by emotion evoked: horror, <co
that genre, to a certaéxtent, represents the sort of emotional territory that audiences might

occupy. In the following chapters, | will explain why | choose each film in detalil.

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

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

in engaging schizoanalysis because art house films have been alreathoagét by

fil mmakers t hemsel whogsefin eseltenkclously setoatso t hat AfAar
emphaise cinematography as a technique for elucidating psychological or philosophical
trajectorieso (p. 116). The r es ecanscolsneésocus o

and seHreflexivity of the filmmakers; while mainstream films focus on titra ftself.

However, | argue that when we change our research view to focus on the sfgectator

experience, the research subject is neither just film nor authorship. The path of schizoanalysis
therefore is not anyone 06 sionbffafilm,lutthajinteraationr e g ar d
between spectator and the film. Due to this shift, art house film can also be considered and
subsequently | have chosen films likethe Mood for LovandStill life because we cannot

say that the perception of yijing @® not happen in those films. As | 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 showhow a film engages with theoretical and philosophical debates.
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1.6. Contributions

Through developing the research questions of this thesis, | aim to promote a theoretical and
empirical understanding of film aesthetics and Chinese film theory in alooodercontext.

| 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 wheamsidering the possibility of
transcending the boundaries between East and West.

Alongside affect studies, | hope to bring attention to the significance of the investigation
beyond representation. As a result, this research project further contribtitegdatowing

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 stagBesides, 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 filitching experience.

Secondly, is the reintegratiaf an analytical approach in film studies. Conceptually this
thesis focuses on the affection of cinematic techniques and the perception of spectators. |
analyse in opposition to the representation of a film in order to explore the non
representational tréscendental feeling which derives from both spatial and temporal

perspectives. This analytical approach is ne

Thirdly, this thesis discusses vyijing via Deleuzian philosophy and Chinese aesthetics. Deleuze
andGuatarri 6s phil osophy hasAnerscandiimicamayseel y di s
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 meneimage

and timeimage (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 epistgie®lkand different film

genres.

Fourthly, I am placing Chinese film studies and EAmerican film studies inside a question

about affect. | do not wish to allude to which discipline is dominant, but rather argue that
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each discipline plays a significaniean 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 disussions 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 crasttural dialogue as a way of
discussing diffeent culturalbased concepts and theories. Therefore, | would argue that this
thesis is the production of the cooperation between-Buaterican 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 curaisiytthe way that |

negotiated the knowledge | learnt (whighsall about EureAmerican filmstheories) and

my understanding of Chinese cinemas. As a Chinese student, | 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 unfamil@arftbmugh

different lenses and theories, Chinese cinema in my eyes was distorted and out of focus. This
sort of familiar and unfamiliar cognition sy
i's my position when wat &édanargssigic staiethemtdhatthls d o n
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 crosscultural dialogue. At the ehof the thesis, you will find some of my own written

notes which give some further insight into doing a cmssiral project.
1.7. Thesis structure

This chapter serves as an overview of the thesis, illuminating the decision making in regard to
the methodolgy, the theoretical framework, the rationale and the analytical approach. As

part of this, | 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. ¢éhsfeamply 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 easé 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 part$ theory, approach, and the conjoining of application and verification. In other

words, the configuradn 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),
utilise In the Mood for Lovéo 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 genrbdased film cognition, | deconstruct gefir@secemotion, which opens the

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

cinematic techniques combine to form the distinct feeling of yijing.

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

of perceiving yijing. | utiliseRed Cliff lland align with a feminist approach to propose a

C 0 N c elptomiogeawbpmad® t hat visualises the sensati ol
Through analysing a female figure in a mdteminated war film, | 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 agenbin 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), | clarify the analytical

approach of charting yijing thogh analysingtillLife. To do t hi s, I apply
nonrrepresentational theory. To chart yijing, we need to distinguish the analytical process
between film cognition and affect in films. | focus on forging an approach for analysing
transcendentdilm perception. Furthermore, this case study examines the perception of space
and time inStill Life arguing that a spatidémporal perception is at the core of perceiving

yijing.

In case study four (chapter six), | utilise the comEdou Arethe Oneto 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 compleMmour 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 explorin
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Aneg@n aces o0 etheteabousesnn the film, which will spatially show the state of
yijing. To investigate the perception of yi]j

Del euzebds discussion on Adurationo wil/l al so

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 ggépira theoretical debate. In

the final case study (chapter seven), | use an American teefiHéRrincess Diariego test
whether a transcendental perception can occur in other cultural contexts. Rather than making
comparisons between Chinese and Ao@ movies, | regar@he Princess Diarieas

anotherfilm (rather tharthe othe) to reexamine the perception of yijing. | argue that the
perception of yijing transcends cultural identification since transcendental perception is based
on thevisual 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), | review the main findings in each case study to clarify the
whole analytical system. To avoid generalising the sensation of yijinggrhphasise that
perceiving yijing is based on personal experience. Who is pargsjijing and who is

charting yijing are actually the sarmerson This means that, from the beginning to the end,

this research project is an individual practice of both perceiving and writing. | want to clarify
that this thesis is not written for theaking of analytical principles but for repeating a
transcendental experience. In the end, | 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 wijing (objective scenesyingjing (subjective feelings), and the
transcendental yijing. According to L{@008), as the sensation of yijing transcends

emotional reactions to concrete scenes, yijing is formless. | suggest that this formless and
abstract concept needs three processes to be conducted when working with it within the
debates on film perceptioncall 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 &rigliagn

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 isspired 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 |
configure is not the sensation of yijipgr se but the affective connection between a

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

Irreficationmeans 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 yijitiy.other words, irreification enswgé¢hat

the nonrepresentational characteristic of yijing is maintained, even though we have to
configure the form that yijing takeSchizoanalysis and deterritorialisation play a crucial role

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

constructing (see sectis@.4.4 and 2.5).

In line with the desire to generate both a cradsural dialogue of film theory and achieving

the above three requirements of charting yijing, this thesis is destined to engage wsth a cro
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cultural debate of transcendental aesthetics. Transcendental anduttoisd dialogue in

film studies has been di scusslmdscendentatStye 1970 s
inFilim. That being said, I do nisthesialpegaisy Schr ade
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)l, however, look into transcendental productisrsauated inbetween

spectator and film.

Schrader regarded the transcendental as a concept, while | regard the transcendental as an
experience. Schrader did a comparative study, while | focus on individuality. Through
departing fr om Salthinking,d wilbdemons&rdteithe dssenae gf

perceiving yijing, and elaborate on the theoretical framework of this thesis. Then, | will
elucidate how to conduct a transcendent al an

schizoanalysis in the case ojiyg.
2.2. Research objective: transcendental experience

Schraderds transcendent al anal ytical model w
spectacleofsc al | ed O6Ori ent al aestheticsd which cor
clearly wish to avoidn 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 Atranscend culture and personalietoyo (p. 9
posit that the Transcendent is influenced by
thereby deeming it a typical O0Oriental aesth

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

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

di fferences. As he noted Athe differences an
cultural and personal; their similarities are sy, and represent a unified reflection of the
Transcendent on f il mo -€ujuraldiblOgueisbBsedonthe hr ader |,
method of finding crossultural similarities. In short, it is a culturBhsed investigation using

acomparativeappsoc h t o spread an 6Oriental é ideol ogy

To conduct a transcendental crastdtural dialogue, Schrader looked into cultural
interpretation in order to show the connection between the representations of film and the

sociatcultural background of filmmakersal doi ng s o, Schrader made :
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style and the core of Zen arts. As Schrader
cultural elements in Ozuds film is Zen arto
ideas such as Emptinesgiahe void, and how these Zen ideas forge a transcendental style.

Schrader positioned three steps to manifest
Adi sparityo, and fAstasiso. Subsequently, Sch

films,aswester cul t ur al products, had similar char e

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

universal. Rather, following a botteap approach, | want to look at individual percep$ of

the transcendentéalnotably, perceiving yijing and exploring how it happens. | do not depart
from the distinction between OEastdé and O0Wes
from Chinese aesthetics in which yijing theory has developeilarly, | do not regard

affect theory as an affective phenomenon tha
that both yijing theory and affect theory are not limited to the context where they have been
developed and both of them can extend adtes$orders of the origins of their theoretical

foundations.

Schrader6s method is insufficient to explore
crosscultural comparison, he applied this concept to Zen Buddhism as a waplaining

the transcendental. However, Transcendent and Zen are very metaphysical concepts. They are
Anomi nal conceptsod, Aconcepts witskDRfpi ni te <co
17). The transcendental and Zen have infinite explanations leetteuinction 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 repagse of something beyond

| anguage. Schrader 6s ar giuninteid equallioanfrste, an i dent
which in fact does not need to be proven. Ap
film styles have similarities in their travendental 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
say that zero means pé(in French), and means (in Chinese) that is correct, but it does not

mean we have answered the meaning of G6zerod.

as . We can use different | anguages to expres

0 0 W/e can see that if we want to explain a metaphysical concept through representations,
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we are trapped in an infinite process of giving examples and then comiesegexamples.
This results in no development of the actual concept itself. Franklin Perkins (2018, p. 186)

notes

The fundamental difficulty with metaphysics in a croaftural context is that metaphysical
concepts and theories are only loosely linteethe 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. Fom 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, buttwh@perceive is not the metaphysical
concepiper sebut the feeling of it, in other words, we experienc@litereforethe function

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

can be more clearly seen hettraditionalChan(Zen) story (Shengen 1999, p. 21):

The ultimate truth is sometimes compared to the moon, and the conventional truth to a finger
pointing at the moon. Someonhe seeing the moon p
seen it yetlf 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 relationshp 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 obgtfhhus,

yijing itself is an unknowable presentake the finger in th&€€hanstory,themoon,once
perceived, is already a sigvhich is dependent upon the ability to perceNeither the

finger nor the moon to which it refers is the ultimate truthat we can do is texplore the

ability of perception

Perhaps, the question still remains as to what exgithg 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

Hei degger 6s ( [sio®dhBding B BeteMelpfud Herlegger explaiiead

Abeing is the 6most wuniversald concept [é] b

the one thatis sef v i d e n t-Z8). Fopyping, yiing is an abstract concept, yijing is
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unspeakal@ and yijing represents the meaningtself. Other terms which may carry the

same emotional complexity in other cultures would perhapsibeadean the Iberican/Latin

American contextohani n Kor ean, both of which indicate
6Bingd meanso. Yet even i f we ask, fAwhat 1is
the 060iséb, though we are unable to fix concep

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

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

peaceful ébut 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 toc\adtirhing

experience, the perception of yijing lies in the interaction between spectator and film. Perkins
(2018) suggests, fAwhen it c optsdosexperenceariet aphy si
difficult 7 if notimpossibleée t o t r a ¢ éAbth tiispin mintl, &Harting the perception of

yijing may present a solution into what yijing means.
2.3. Research direction: Cross more than comparison

Conducting a transcendental studyabout looking for a transcendental pathway.
Superficially, my research project is simila
about the O0transcendental d in fil ms. However
stylein films, | amconcerned with a transcendemabcessn film perception. | do not deny

that Atranscendental style is the O6way of |
consequently its origins are necessarily intrinsic to the particular cultureafinich it

springso (Schrader 1972, p . 53) . However,
exploring how national culture forms within the dire@opersonality and how the

transcendental style transcends personality thereby liberating an iaestiffetfrom cultural

intrinsic value. Rather, | concentrate on the relationships existing between spectator and film.

| do not wuse the ter m O&dsqussedtcanteptinpdydhgadalydise c a us

which is essentially different from tlspectatoifilm relations explored via schizoanalysis
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(see section 2.5). | 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 crossultural dialogue in this thesis is not about a comparative study finding

similarities between OEastdé and O6West 6. Rath
stereotypical cognition of an 6Easternd styl
that one of the shacklesofcrasu | t ur al research is fistructur a
understanding of processo (p. 23). He expl ai

accompanied by a structural epistemology. Knowledge is managed in disciplines and
organizedintosuld i r ect ori es of s ubBprescettst ianngd offo pd Ecassot ¢
OWest 6 directly settles an opposite knowl edg

ability of perceiving differences, something this thesis refutes.

Affect theoryclearly 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 feministle)fil m th
affect and spectatorship (Bainbridge 2004; Jankovic 2011), affect and female representations

in the postwar Japanese context (Coates 2016), affect and genre studies (Klinger 2006; Chen
2014), and of course, affect and fiphilosophy (Boljkovac 2013]enkins 2014).

| have made clear that | 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 utilisediifragmentednanner that resulted in it being

regarded as the only critique on political correctness (Huang 1933; Liu 1935; wang 1937,

cited in Fan 2015, pp. 484). However, | argue that affect theory can stand above these

issues. The most important reason underponttis argument is that affect theory concerns

itself within a norsubjective process rather than with any specific subjects or objects. As

Gregory Seigworth and Melissa Gregg (2010) note, affect allows us to consider emotion
Awithout reaibioni hgrpbabeect and object as th
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 cont&ts. For exampleyictor Fan (2015) has drawn attentionthe arguable

ontology of film in Chinavhichi i s  gija behtidud(ontology based on the plalrama

coinedby Zhong Dafeny} as opposed to th@engxiang benti luffontology based on the

[ photographic] i mage) that Bazin proposedo (
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knowledge of specific technological and cultural backgrounds, something that affect can go

beyond. Del euzian fAbecomingo, petantcokheres an es
For Deleuze and Guattari, Aibecomingd is not
a coupling of two sensations without resembl
process.

Affect does not limit any inherent cognitidtwut 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 Hoe&th and the Moving Image:

Ideology, Iconography andasimdi cat ed, @Athe individual tests
drive precisely through these brushes with n
platform for occasioning such thrillso (p. 6
masochism, phaltentrism and imperialism, and all of them have different situated meanings

in different contexts. The research orientation is therefore aboatkiad questions such as

avhat ideology is present in deafh@vhat is thesociathistorical surrounding? However, if

we discuss the affect of death in cinema, the research orientation is significantly different.

The research of affect | s ne-r noteepraciselyihovn at s o
it affects,andhow t i s affected by other thingso (Sha

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 cressltural dialogue in a macroscopic view by geographically
comparing authorship between 6Eastd and 06 Wes
into a microscopic view by dissecting individual bodily reactions during aviiatthing

experience. In this microscopic sphere, affect is enabled to engage with various film
perceptions and avoids encounteriatgd tdared conf
OWest 6. Subsequently, yijing provides a new
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

Yijing
A R
Step 1 ’,"’ “\‘ Step 2

Spectator<—— > Film

Spe&ator <——> Film

Figure 2.1. Models of the relations which exist between yijing, spectator, and film.

To demonstrate this theoretical framework, three pairs of theoretical connections need to be
clarified. The 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 ocauwisetweerthe spectator and the film. To begin, it is
necessary to distinguibsh wdlgicaly themearingd b et we e n
Obet weendé would refer to the relationships e
modela (figure 2.1). This model helps us to comprehend how cinema affects spectators or

how a spectator cognitively interprets cinenmaother words, it focuses on one subject (a
spectator or a film), even though O6bet weenbd
This means that the maiasniacgt wdl 16yp ewwimtehreandt i an

bet weenbo.

The-bétvierndé | am referring to is an exact stat
cinema. The i mpor thaentcvee eonf 6 piosi ntta nnga koeu tc |6e anr
establishing comprehensive interconnections between things. Elizabeth Grosz (2€€5) not

that Areduction and division occur only at a
scientific, representational, and linguistic systems to acknowledge-b&tvieen of things,

the plural interconnections that cannot be utilized or containgniivand by things but

which makes them possi bl ed@arefupesnuinddug . The sin
interconnections existing ibetween a spectator and a film. Théatween therefore

reinvigorates a compressed interaction of film perception, comgl#éte reductive and
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divisional worlds. | use the triangular modbetio simulate this relationship and emphasise the
trudbediweend. Through what a spectator i s see
perceive yijing. This yijing neither belongsttee 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 tkpatty inbetween spectator and film.

The point is that therare 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 wittbmodel

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 &ctefie state of yijing?

To use geometric terms, the problem of mdxisl that yijing is not a point, but rather a sort

of space. If we extend modelthe model of perceiving yijing becomes more like madel
Yijing is produced in the material space wdéne 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
humanods spirit opelceiving yijihgdppealsiike pagsthgthrough a plane to
space. To return to the basic material space seen in mqukiceiving yijing depends on the
relationship between two bodies, a real human body and a screen aswamambody; but

in fact, the transcendental occurshetween them (mode). It is this inbetween which
triggers the humanés spirit ua ibetveeentpiooesst y . It
cannot be separated from bodies. It is undeniable that we need a body to sttahdron

screen using eyes to watch and ears to listen.

According to Spinoza, a body can be defined

i n Massumi 2002, p. 15). For perceiving yij.i
and resting whea film ends. Through the capacity to do this, a body has the power to affect

and be affected (Massumi200B)y usi ng Massumi 6s | anguage, pt
has two steps. Firstly, our body is affected by cinematic affection. Secondly, our affected

body affects our spiritual worl d. Gregg and
arises inthe midstofib et weenness [ €é€] pas s-hdmamparttody, body
and otherwise), in those resonances that circulate about, betweenmetidngs stick to

bodies and worldso (p. 1). Thus, differing f
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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 amongiésd

Perceiving yijing is nothing other than focusing on thabetween affective process. Affect
theory could not be used to explain what yijing is, but rather to trace how we perceive it and
how modelc works in reality. Affect does not concern itseith understanding but rather
focuses on nowognitive 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 tath yijing theory and affect studies are

concerned with.

Yijing theoriesand affect studies are both occupied with a sense e$ulojectivity in film

aesthetics. In the broad realm of the connections existing between affect theory and film
aestheticsKennedy (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) hightights
character of contemporary film at an affect.i
subjectivityo (p. 5). Although yijing filmt
well known in western film studies, the study does focus on thesunbpctive 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 yijing. Because of the unity of subject and ohjéoere is no independent
subjectivity in perceiving yijing, neither v
Rather, the transcendental indicates an affective process that goes beyond the form of a
spectator and a film, in other words, id fired at a stable subjectivity. Subjectivity and

objectivity are the departures of perceivingng, yet they vanish within the transcendental
experience. Moreover, a n@ubjective sense does not mean it is unanalysable or

unapproachable. Kennedy cfas that for studies of the sense of rsubjectivity, the film is
explored fias experienceqonaci csexnrsass ofngr mat iao

processual, not purely representational o (p.

Therebre, 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 wiYijngangds use

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 diént 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, cliing 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 keepss engaging with emotional reactions to atdgual

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 filnforms sensations. Emotion and affect are two completely different
things. Emotion is cognitive while affect is rongnitive; emotion is based on evaluations

and judgements while affect indicaiesensorystate without cognitive interpretation (see
Coplan2010; Coplan & Matraver 2011). Emotion and affect respectively generate two
distinct research directions, but both of them contribute to charting yijing.

In her bookMoving Environment: Affect, Emotion, Ecology, and Hi&@14), Alexa Weik

von Mossner aims to explore the roles of emotion and affect in the relation of human and the
environment . Shie[isjourautomaic, Yisheaat resfioast fo a givien film or
sequencé andemotion[is] 1 our cognitiveawareness of such arespers ( p . 1). To c
a radical discussion, Anne Rutherford (2003) opposes the impenetrable effect of cognitive
theory. She argues that Afilm theory needs t
emotion understood as sentiment organised alongxiseof narrative identification, or with
desire, to an understanding of embodied affe
IV, para.3). In short, Rutherford aims to completely separate embodied affect and emotional

expression.
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However, emotin and affect are not isolated from each other. Massumi (2002) has said that

Aan emotion or feeling is a recognized affec
space by affecto (p. 61). Similarly, David |
make a single choice. He thinks that engaging both emotional identifications and embodied
affect would be a robust method for spectato
that difference does not only mean particularity but also complementaistyrue 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 estittarthey existogether 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 aff@@¢ section 1.7). | engage with
Deleuze and Guattdsi or i gi nal idea of affects as fAbeco
which escapes film cognition (ATP, p. 299). This notion is underpinned by ideas of
Abecomimagritariano wh ireifterragatenthelperceptiantand! i sed t o
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).

| will also engagewithNgel Thrift (2008) and Hayden Lori
nonrepresentational theory. NgBpresentation can be seen as another expression of
intangible affect and highlights that affect is more than representations and more than

readings of film ognition (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 thearyesh as Jul i a Brunobds (20C
haptic sense of spatiality and mobility and

build up the connection between bodily reactions and film language (see chapter 6).

To be conci seqg tlo ucsempirbehceomd ntghe exikstenti al
representational 6 to theorise the analytical

different ways to approach affect are all applied to build the tangible connection between
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affect andcognition which clarifies how one can chart the process of yijing. | will detail the

affectrelated theoretical debates one by one and step by step in the following case studies.
2.4.3. Yijing and Deleuze

Al t hough interlinking Deolrydeswrageedtsthisthesis| severalp hy a
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 disssions of Deleuze and Buddhism. Tony See (2014) interlinks

Buddhi smés notion of Aoriginal enlightenment
notes that @ADel euzian phil osodéphHegivesyoumncei v e
box of tools, but des not tell you which tool is appropriate. You must try using each tool
yourself and find the right one on an exper.
the contribution of these Asidbeleuzian studies opens up new possibilities of-Féesst

di alogues. They <call for Afurther research i

met aphysics and assemblages and other systen

Chinese Deleuzian scholar Mai Yongxiohg2 0 1 0) has pointed out tha
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 philosophyhich regards Being as the core, creating a common ground

with Chinese philosophy. Chinese traditional thoughts about the world show that nothing is

constant (se€he Book of Change Wi | hel m & Baynes 1967), mirr
the planeofimmamec e, i .e. Athe plane is the formless
nor volume but always fractalo (WP, p. 36).

which must be thought and that which cannot
plare 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

i mmanence in that feverAl Ipd a(nVeP ThépBadk obnda)n.e nlcne
ChangeXicist at es that dAwhat Dawhdtiswithinformrspoalleds cal |
tool 0 (see Wil hel n’N&mdie whatehe todl i®&oTs formpess a2 3 ) .
transcends tool. No matter what kinds of terms, concepdsjianourses of Deleuze and

Chinese aesthetics we have, thga@o is interlinked. As such, based Bao or the plane of

i mmanence, we can use various Otoolsdé such a

0formlessd via a transcendent al process.
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Del euzeds ideas are already an established a
result, povide new angles in which to consider cinema beyond the traditional consideration

of Il inguisti c Cmemah:iThedovenizehbhgeandCeénm 2: The Time

imagewere first published in French in 1983 and 1985. In film studies, Deleuze departs

French philosopher Henri Bergson and American philosopher Charles Sanders Peirce, and

utilises cinema to theorise movement, time and thinking as a whole. AsVan (1887)

articul ates, Aphil osophy of t hbknigsotospeak,s t hi n
thinking about the very possibility of think
studies, derived from Ferdinand de Saussurebd

Syntagmatique, Deleuze deduces a-laguistic form of cirema. Deleuze posits that the
components of isigragte matdiavbich sntludes alltkieds af

modulation features, sensory (visual and sound), kinetic, intensive, affective, rhythmic, tonal,
and even verbal ( or & lts verbalcelements, this resithgr a fargjdagee v e n
system nor a language. It is a plastic mass;sigrafying and asyntaxic material, not

formed | i ngui demphasisédibguthol)( IICshart, Deleuze2opens up our

view that cinema is not justsort of cinematic form, but rather manifests as a specific
possibility for new thinking. As Claire Col e
looking at the way cinema demands a whole new style of thinking, such that its ramifications

canbegaged well beyond cinemaodo (p. 30).

Deleuzian philosophy and Deleuze and Guaiagoint philosophical ideas have had a

particular effect on the discussion of cinema within interdisciplinary practices. Several recent
studies have placed Deleuzian aesthetidhe 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 adsttics (see Kennedy 2002; Pisters 2003;120he reconstruction of

the comparative framework between world cinema and the Western film canon (Andrew

2004; MartinJones 2011; Fan 2015), and the reconsideration of the ethics of cinema,

thought, and life (Bters 2010; Boljkovac 2013). With reference to the significance of

Del euzian philosophy in film studi esu,t 6t hi s n
approach. On the one hand, it provides a new epistemology of film from a purely aesthetic
perspeat ve. On the other hand, a Del euzian appr
represefKennedg! @002, p. 3) form of meaning

transcendental worldso (Pisters 2003, p . 3) .
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In 2014 theJournal of Chinese Cinen@ab | i shed a speci al i ssue cal
Chinese Cinemas6. As the name suggests, this
existing between Deleuze and Chinese cinema. Since Deleuze is already applied in film
studies, two questions focused the inevitable foundation of Emme nt r i sm: Awhat I
can do for Chinese cinema?06, and Awdloméas can C
& Fleming 2014, p. 94). David Martidones and David Fleming (2014, p. 94) note that the:

Eurocentricpositon i nevitably reinforces the apparent 0O
relation to a O6peripheral d cinema. Rat her, we W
ideas (their questioning or reconsideration), wrought by an engagement wids€fiims. In

addition to the already apparent usefulness of
which to unlock Chinese films, conversely, what challenges, developments, and reinterpretations

mi ght Chinese films offer to Deleuzeds 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. T-0 O6unl ock
image, timemage, and schizoanalysis can be applied in ways that avoid theorising

representations of film but rather seek to explore film itself (Ma 2010; Marchéi).20

| claim that this sort of method can be extended not just to the variety of hatieraa but

also to discussions of film aestheticgijing for example. However, | 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 thas€binema should not

just be seen as a n&uropean case which can be challenged or interpreted through
Deleuzian ideas. | argue therefore, that both Deleuzian ideas and cinematic images engage
with transcendental aesthetics while Chinese cinema canlisedutd open up a discussion

of transcendental film perception. That is, rather than typically apply philosophy-devop
analysis, it can intersect with yijing on a horizontal plane in order to chart a transcendental
film watching experience. In thigathetic 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 importandbefilm. Film in this
thesis is not just an audiaesual tool to help us illustrate an argument, but rather it is a means

to Acapture argument in affective wayo, show
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generate emotional as well as intellectual nesees 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 theatnscendental 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 explas) | wish to explore
how we can conduct a study which brings schizoanalysis, yijing, affect and cognitivism

together.
Af fect is not the passage from one |(WP,@d state
173).
The virtue of té&tohr mfsgaenfdinmgg iesbjbeaeaki ng the | i mi

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 p{@aek394, p10).

Schizoanalysis is at once a transcendental and a materialist af@gtsisze 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 Chingésti@concept to examine western theory.

Rather the aim is to explore an aesthetic situation with the act of film watching placed at the
centre. | do not deny the general role of China in the development of tyigogy but

perceiving yijing is not unigeito Chinese cinema. The phenomena of unspeakable film
watching experiences have been pointed out i
(2002) fnaesthetic of sensationo and Andrew D
perceptual of whiah are lased an affedi 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 throudn 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 nledeasdfect

thatis 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 movernraage 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-aulipective state. This process is
diverse for different individuals. It is not Kantian transcamdlism, which is used to identify

all the possibilities contained within knowiagpriori, but rather it reflects Deleuzian
transcendental empiricism (see section 1.3.1).

The shared characteristic present among yijing, the definition of affect, atndritkeendental
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, schiidgsis 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, schizadysis offers a transcendental charting guideline. In the

next section, | 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, | will explore rftinghe

interplay between schizoanalysis and film studies. Initially, Deleuze and Guattari utilised the

term schizoanalysis to criticise the approach taken by psychoanalysis. Psychoanalysis focuses
onstructured psychicepression, a notable example being@edipuscomplex.

Schizoanal ysi s, on the other hand, focuses o
allawiwher e t he problem of Oedipus can no | ong
Schizoanalysis is not applied as a way of building an analygioucture to see a specific

symbolic construction, but rather it is utilised for charting dgsioeluction, meaning that

one must inject fAa schizophrenic flom capabl
103). Desire is a central conceptiam Deleuzian philosophy; it is understood as not being

ruled by any | aw because Adesire does not | a
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is no fixed subject unless there is repressi
butrathe as Al i son Ross (2010) explains, it is
the power of bodies in their connectiono (p.
production), schizoanalysis is able to trace the line of how desire flows. Ihékis,tthe

desire which | focus on is human sensation. | want to chart how the sensation flows within

affect in front of cinematic operation.

To apply schizoanalysis in film analysis, Bu
cinemaasawhowe need to take Del euze as a whol eo

cinema as a wholeo refers to Christian Met z©0

technology, the film industry and the specta
Buchanan 2008). While Deleuzeds research mai
which in many ways is alien to Metzds analyt

conducting schizoanalysis shouldvelopf r om Del euzeds t hsingki ng fir
Met z6s principle to criticise Deleuzebds part
Del euzeds thoughts on film ought to be seen
the whole film chain (p. 4). For Buchanan, therefsohjzoanalysis is not alien to film

analysis but rather functions as another way to read a film.

|l nspired by Buchananés scrupul ous argument o
want to clarify that charting yijing is a process of charting a sphimmnic experience.

However, instead of thinking that perceiving yijing is a schizophrenic symptom, | claim that
perceiving yjing in fact is a particular transcendental experience which occurs

instantaneously beyond intellectual thought. Moreover, we dhmatlconsider 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 aufgst 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 Del e
Deleuzian cinematic thought. Thpproach 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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Figure 2.2. Schizoanalytical process ofigeiving yijing.

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
Guattarich | ed t he #fAline of flighto (ATP, p. 238).
territorialisation. It is worth noting that
becomingdo and fAthe | ine of escapadiangng Bot h o
and movemenbased process. | use these notions to indicate an infant process of perceiving

yijing. Perceiving yijing escapes any formed and shaped cognition (see chapter 3 and 4).

Del euze and Guattar.i ar t iad of thghmehat hds becdme it e r r i
expressive, or of milieu components that hav
further state that fAa territory borrows fron
bodily [ é] 't i s nwi lotf fnrid m eausspoe ¢(tps. a3r6 6p o.r tTil
bet ween territorialisation and territory 1is
of milieus and rhythmo (p. 366,andtefritoryis hi s | 1i g

producel 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 pr oj ect or projects a film or
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eyes see the images on the screen and their ears hear the sound of the film. By using Deleuze
and Guattari ds | anguage, this analytical or
assemblage s fundamentally territorialo (ATP, p.
this watching assemblage is the foundation for all other movements such as interpreting

meanings and emotional resonance.

The importance of schizoanalysis is embodiedeteditorialisation. Eugene Holland (1999)
explains that @Athe scAttoadaldegsigniéeem, 6dat &
register, the reverse of Lacanian territorialisatidhat is to say, the process of freeing desire

from establishedrgans and objects: one of fencipalsai ms of schi zoanal ysi
Hol | and al s o -cuocsdeisn g oh aetetarricaniahigpatiachedndicates that it

Afdoes not refer tngasectetanegningocneessage mtb clearerdrans dna t i
the contrary, it refers to a process ofiuigesting given meanings altogether, to a process of
ouncodingb6o (p. 2 @lisation8dcadgsla territprywithout cheerpretingr i t o r i
the meaning. In the analytical model of this thesis (figure degrritorialisatiorhappens

firstly during the movement of emotional reaction. This movement uncodes a watching
assemblage and reterritalises it into emotions simultaneously. Here, Deleuze and Guattari

have pointed out that Adeterritorialisation
as its flipside or c oampetaghgtberdlationghip defveenge. 6 2) .
and reterritorialisation is similar to the time at midnight; everything is simultaneously
deterritoralised from an old day and reterritorialised into a new day. These two movements
never stop mirroring the f acandforhlaysiha me neve
circulation of intensities pushing the deter
continuous deterritorialisation would not stop at an emotional reaction. Emotion is just a

cognitive reaction in a perceiving processislprocess 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 approbhes 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 objasttching. In

short, the leading question is hawilm aimsto trigger an emotional reaction. The solution to

this question relies on the analysis of film cognition.
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Here, the affectiofimage and timémage in Deleuzian cinematic schema (movenri@aige

and timeimage) play key roles. Deleuze referred to a sensuipr scheme of movement

image in hiCinema 1 The sensoAmotor consists of perceptiomage, affectioAimage and
actionimage. The functions of perception, affection and action is to makeassubject in a

film can be perceived, can affect and can ge
affectionimage istheclose po6 ( C1l, p.-u@P7f)t.edrhe tchesiemage aw
temporal ceordinates in order to call forththe pureaffe as t he expressedo
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 ti me- (what we
temporalceor di nat es 0. Wh aationimage and affedtion bnage faids atn

does not belong to the sensamptor scheme anymore because it presents pure time and

thoughti time-image (C2). When a spectator does not react to an affeotee, the

spectator is experiencing pure time, whio fact transcends to the original spagmporal

co-ordinates of movemetitage. The transcendental therefore refers to the

deterritorialisation of a spati@mporal ceordinate (see chapter 4).

Perceiving yijing i s qanboftireinmagenmowewer, itisworthDe | e u z
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. AlthoughDeeuze wutili ses Ozwuds fil-mgand Zen
there are still analytical gaps between Chinese aesthetics, Japanese aestheticsjrangddime

such as the definition of each term. Nevertheless, analysing space and time is essemtial to fil

perception, a fact which can serve to avert debates on terminology.

Secondly, although Deleuze highlighted affectiovage as a closep, | do not limit the
departure of per-apbBoindghei fi hgoh aoafigbdbsedoes
of tea, but also how tea relates to other shots and scenarios, in short, editing. Within montage
culture, Sergel Ei senstein ([ 1943] 1986) not
films are faced with the task of presenting not only a narratateighogically connected, but

one that contains a maxi mum of emotion and s
Eisenstein, emotion and stimulating power are the derivatives of montage/editing. As

charting yijing is relevant to cognitive emotion, we shaudtl 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 timeimage, timeimage points t@ path of charting the neaffective reaction to a filrn

space and time.
2.5.3. Mood-cue and Gestalt

The cognitivebased mooaue approach and the Gestadised approach work together to

forge the tool of schi zoan adugappachexplered g Smi t h
how different types of cognitive emotions are cued in films. The Gdxtaéid approach was
established in relation to Gestalt psychology and mainly focused on the forms or

configurations of audiwisual perception (Arnheim 1957; Higgins 20Larroll 2016;

Poulaki 2018). Worth noting is that Gestalt psychology was a popular research trend before
cognitive psychol ogy. Film scholar David Bor
perception is the imposition of a mental order upon thédybut thes&sestalteroperate in

a static, absolute manner. For Constructivist theory, perception is a temporal process of
building the percept in a probabilistic fash
processing perceptiaio not mean that Gestaltism and Cognitivism are ambivalent. Emilio
Audissino (2017a) has argued that Gestaltism and Cognitivism can be seen as

Acompl ementaryo (p. 105). As cognitive psych
data of emotional elementi can be understood that the continual informational processing

of Gestalt psychology tracks the distribution of affective energy within perception (Audissino
2017a; 2017Db). In this thesis, | will combine the maoé approach and the Gestadised

appoach. Since film cognition and affect are two key factors in charting yijing, | utilise the
mood-cue approach to examine film cognition and the Gestalt approach to draw the form of

affect.

For the mooetue approach, cognition is not as simple as lookimpatscene and then

having an emotional response. Rat her, a filn
experiencing emotion: a moodo (Smith 2003, p
mood is a predisposition that makes it more likely @ will experience emotion. Mood
supports and encourages the expression of en
mood and affect, | claim that mood and emotion operate in a different system to affect.

Although Smith (2002) does not discusseatffin particular, he states that affect refers to

Al owevel emotional appraisal o and affect fAprc

conscious mindo (p. 31)-cuedpproachysafumndenvental af f ect
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component. Even though affettes not engage with any meode tracking, it is the original

affective energy for mood and emotions.

The moodcue approach consists of two important concepts, prototypical emotion and
nonprototypical emotion. Smi héxpesencebyes t hat p
all owing us to categorize new datao. Smith a
Afobjoe@tindo igoiaé nt e d Pratotypitatesnotibrpdirect? tdwards the objects

of the emotion; the emotion might be positive whengib@l 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 exampéethriller cannot be thrilling if it suddenly

switches into a comic or musical style, rather it needs a disharmonious soundtrack, dim light,

and | onely characters to maintain the specta

We could say that the moanlie is genrdased. Smithmentons t hat f@Aonce that
created, it has a tendency to sustain itself
difficult to identify when watching the opening scenes. The underpinning mood is always set

up at the beginning of the film. Thus, theeming scene is important for us to chart the mood

(see chapter 3).

In a goaloriented approach, the difference between prototypical and nonprototypical is that

the former achieves a narrative goal but not
emotions need not be geak action or objector i ent edo (p. 23), which
for a wide range of emotional responses such as nonprototypical emotions. In doing so, hon
prototypical emotions would seem alien to the main theme, targatabofya film. They are

cued Aredundantlyo in order to figain access
redundant performance can be seen as the deterritorialisation of the prototypical emotions in

a film.

| would like to argue that the sensatiof yijing precisely relates to the ngqmototypical

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
territorialisdion. 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. Nonprototypicatiemdherefore,
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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 filreéschapter 3).

Following the deterritorialisation of film cognition, the Gestadised approach can help us to

portray the perceptive form of space and time. Maria Poulaki (2018) has argued that film is

Afa Gestalt developing.i Anlmat Posvedde (2r0d 8t)i mea
schizoanalysis, materi al capture in space an
and time as key elements in an audgual maintain the perception and cognition. Perhaps,

the crucial question which arisé®en, is how to conduct a charting process with a Gestalt

based approach?

At a basic level, the Gestalt claim®re than the sum @k parts. In film art, the Gestalt is

not about looking at each auditsual element to see their superficial meanings diirer

focusing on the configuration that the various elements form. As Matthias Bauer (2016)
points out, the Gestalt Acan neither be iden
photographed world nor with the content of the narration alone. Instead, kind of Gestalt
devel oped in the vieweros mind, where it 1is
Following this, looking at the configuration of space and time in a film is about looking for

how the cinematic elements form the perceptibspace 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, arttetconfiguration of editing. In the following case studies, | will

present how to mark mood cues and configure cinematic elements in the process of charting

yijing.
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Part |: Yijing, affect: theory and interactions

Both yijing and affect are intangible concepts that are hard to combine. The exploratory
process in Part | will therefore function like a yarn braid that twists and crosses the strands
one by one. To chart yijingnithe viewing experience & the Mood for Lovewe 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 relationshipghe 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 disms$ound in the
previous two chapters, this section focuses on how to practice the concepts and theories | am

exploring.

Secondly, when analysing the sensation of yijinB&d CIiff I, | mainly focus on how to

embed the line of affect in the analgig@rocess. 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
togetter 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 @nalytical framework in relation to a particular aesthetic expression.

For aesthetics, as Hilde Hein (1993) explain
singular individual 6 and Atol erate[s])4d divers
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, | tlogpeay of charting can maintain

the singularity of thaffectiveconnection between the spectator and the film.
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Chapter 3: Yijing and Nonprototypical Emotions: The
Transcendental Experience of WatchingVong Kar-wa i 0 s

In the Mood for Love

Whatever iddependently arisen is
Unceasing, unborn,

Unannihilated, not permanent,
Not coming, no going.

—--NUgUr juna

Plot

In the Mood for Lovéabbreviated hereafter 8BBMFL) is set in Hong Kong in the 1960s. A

never vocalised and never actualised love develops betweerzBarL{(Maggie Cheung)

and Chow Mowan (Tony Leung Chiyai) when they realise that their respective spouses

are having an affair. They then imitate a seoéperformances recreating their ideas as to

how their spousesd affair has been conducted
understand the truth of the affair, and in time fall in love themselves, although this love is

never consummated. Evenatly, Chow goes to Singapore alone. Four years later, when

Chow comes backhe film showsasentence onthe screent hat era has passed

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

Figure3.1. In the Mood for Love (2000). Su-khen is drinking tea and looking outside.

As the first case study in this thesis, the aim of this chapter is to show the sensation of yijing
in the tea scene im the Moodfor Loveby 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) T MFL maintains the nonprototypical emotions of the film and
triggers the perception of yijing by the very nature of its cirtemechniques.

| 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 afaded 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 gh@tagonist, its emotional appeal might be
nonprototypical. For example, the bamboo fighting scer@auching TigerHidden

Dragon, many of the shots in this scene do not focus on how to defeat each other but on the
bodi esd (bot h t hes)neemént.d heaemiightinghskots parhayes

trigger the nonprototypical emotion because they are not directly responding to the goal of

the protagonist which is to win. | will explore this way of triggering nonprototypical emotion
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further in the nextltapter. 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, moseft teatilm

express nonprototypical SermgitaSmallsTowOzwor e xampl
Y a s u jFlavoloobGreen Tea Over Rikechazukenoafi 1 952 ) , andsThi ke Ni c
Graduate(1967), all present no clear goal for the lives of the prots¢g 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 ashatwhose feelings are. Therefore, narratively
speaking, the precondition of evaluating prototypical and nonprototypical emotions is a

process of clarifying the goal of a film.

Besides goabriented cognition, genre is another way to examine emotiopalatyy.

Psychol ogist Hugo M¢nsterberg (1970) noted t
aim of the photopl ayo ( p.Movng Picture3oNew EheoryGr o d al
of Film Genres, Feelings, and Cognitioffers a systematic relatiome t ween @At he e mb
mental process and configurations activated in a given type of visual fiction and the
emotional O6toned and Omedal qualitiesd of th
the viewerso (p. 3). M genre Gan loedeeh gs the dordiguatoog ni t i
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 prototypicaémotions before the spectators even watch the film. Lauren Berlant
(2008) also noted that fAa genre i s an aesthe
or formation that absorbs all kisdf small variations or modifications while promisirgat

the persons transacting withwill experience the pleasure of encountering what they
expected, with details varying the themeodo (p
can be embodied as a sort of emotional resonance. For example rdilmotnas 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 triggereh example being the ambiguous genres

of WongKarwai 6 s f i | ms.

As one remarkable flmmaker in the contemporary cinematic world, WongvKias famous
for his nuanced engagement with the concept of film genre. Thgem& camp including,
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for exampleDavid Bordwell (2000) and AckbAbbas ( 1997), have argued
film style departs from genres since he offers no particular gesed aesthetics. Their

discussions highlight the difference andftbe t er mi nacy of pvootypygcals wor k
genrebased films.

According to Gary Bettinson (2013Y,MFL is neither melodrama nor a suspense film but
rather mixes these two genrleEMFLIs&mideddereeoBet t i n
melodrama and suspense, | focus onwhattgpes emot i ons are embodi ed
genre. | argue that this film clearly shows two types of emotion that are commonly triggered

by the two genres but when combined another
emotional resonance. Unlikehunglng Expres&Chung Hing sam larfl994)which

combines two storylines to engage two genres separately (melodrama and romantic comedy)

or 2046(2004)that applies distinguishable mise-scene and narratives to connect the scene

of melodrama and the scenesofence fiction]TMFL does not have clear distinguished lines

which separate normative genres. Yet, as Bettinson (2015) has noted, a suspense story acts as
Aa | at évhith fgenrcrtd ons beneath the filmbés surf acd
beginnirg to the endlTMFL maintains a consistent style, a style which is a syncretic product

of two genres. Literally speakiMklgtellsa at her t h

Omel osuspensed story.

The target of this chapter is not to discuss the relstiiprbetween genre and yijing. | 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 pafing and genre do not have direct relations

but are rather both connected by nonprototypical emotions.

In this chapter, | align with the ideologies of tea drinking in Buddhism and film cognition to
discuss the relationship between yijing of tea, nompypical emotion and genre. | argue that
the cognitive reaction to the mixed genrd T@IFL exposes repressed prototypical emotions,
which consequently trigger nonprototypical feelings. That is, the nonprototypical emotion in
ITMFL is the feeling of reprason. The mood cues of the repressed feeling also influence the
sensation of tea, something which cues the repression of the tea scene. Overarchingly, |
explore how the yijing of tea drinking transcends the feeling of repression. To do this, | need

to trae how the transcendental feeling differs from nonprototypical emotions. In doing so,
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we will clearly see the transcendental state of yijing. | 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 Bu d d h yidamg yisd) wufei zhongdeo ( even a simple colour or
Middle Way, p. 194). As will explain, this is a quite sophisticated engagement with

Buddhism. Firstlyzhongdadthe Middle Way) is the foundational doctrine of the
Madhyamaka school of MahUyUna Buddhi sm. NUgU
philosophers who founded tivadhyamaka school and compog$addamental Verses on

the Middle Wayapproximately in the second century). The main topic of the Middle Way

Buddhist is the idea of emptiness. Here, | am not going to debate what emptiness is, but
rather present how NUgUrjuna explains emptin

Middle Way.

The debates of emptiness in the Middle Way refer to the critique of independent existence.
NUOgUrjuna demonstrated that empxisteree s refers
dual logic of negation is based on the doctrine ofrsaditiesor two truthsi conventional

realty and ultimateeality. Conventionateality 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 calibrgue that there is no essence that can be
independently called a cup of tea. Thecatled tea is produced under numerous conditions

such as tea leaves, tea set, water, season, temperature. Within these conditions, tea leaves
function as the productioof 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-agistent because conventionally there is
something. The precise way to describe this
sefnatureo (Garfield 1995, p. 89) tencAasalitp of t
interdependent el ements are not coherent. Th
argument is sophisticated as it is resting on ultimeaéty in order to criticise everyday

conventions. Under the ultimate view, the conventi@saknce is fake because it lacks the
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essenceyr the essence is empty. Empty does not meareristence but rather manifests as

a relative concept to inherent existence. As
a property [ é]edhyeyerythimgebvarythingohassthe prepsrty of being

empty of intrinsic existenceo (p. 70). It is
ultimate reality nor the intrinsic existence underpinning the yijing of tea, it is in fact about
recoquising 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, | must begin by st#teigt 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 e
transcendental sensation. Secondly, if we concur that the percepyiging 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, tolling 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 thealm of conventionatkality, while perceiving yijing is about
approaching the ultimateality. The process of approaching the ultimatality is about

locating a pathway which abstains from engaging cognitive reactions.

Liu (2008) summarises that perceiviyiging takes place on three levels; by means of scenes,
emotions, and yijing (p. 43). In the theoretical framework chapter, | noted that yijing

transcends theonvergence f pr esence and absence (see sect
refers to the seees 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 stressegifingtis not an emotionut also

cannot be isolated from emotiorkeeping 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 temotional appeal of the tea scendTiMFL 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 &s 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 ateggered in the film.

3.2.2. Yijing of tea in film

Perceiving yijing of tea in daily practice and psweng 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 emainal reactions as absence and cinematic scenes as presence. For
presence, | focus on how the story is told to the spectator. For absence, | consider how the
spectator emotionally reacts to this way of storytelling. As the perception of yijing is

transcendet al , | specifically I ook at how the te:

Figure 3.2. Shiming Tu. The original painting is in the collection of the Palace Museum in Beijing, China.

It is worth noting that presence in the film does not only cover the visible elements as we see

in miseenscene. My focus is on invisibility. Inspired by tea and yijimghinese painting

and literature, the artistic product of tea is literally about human life. Rather than looking into

a single tea image, the more valwuabl esthing
the tea. For example, looking @ihimingTu (picture showing activities of tea, figure 3.2), the

painter Tang Yin (14701524) 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 winalw, the soft wind is caressing his sidebutnanslated by mé).

The meaning of the poem is such that someone
he can do is to find something, spiritually speaking, through a cup of tea. If we consider the
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painting using film language, it could be seen as an extreme lohgcgme. 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 panoramaeextd s t he vi ewer 6s percept
tea to the irbetweenness of humanity and nature. From this, the emotional and the poetic
expressions are formed by, to a certain extgrdtial perceptionwhich exists as perceptible

invisibility in-between theisible presence (such as stones, mountains, trees and houses). |

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,
soundsand 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 bwinot sh
obviously on the screen. The emotional reaction (the absence) can be triggered by both
visible and invisible presence. In the next section, | investigate nonprototypical emotional
reactions to a tea scene and look at how the nonprototypical emoednig@ered by visible

and invisible presence.
3.3. Unfolding nonprototypical emotions

As stated earlier, the main feelingl®MFL is repression. To illustrate this statement, this
section discusses two questions. Firstly, what is the interplay between totyjpoal
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 moedue approach, it is necessary to pagraton to the beginning of the

film in which emotional cues start acting (Smith 2003, pp44B InITMFL, 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.d&ndy a very literary sentence written in white with

a black background appears and states: Ait i
lowered, to give him a chance to come closer. But he could not, for lack of courage, she turns
and wal kscawagongTloé the backgroundés col our
colouro which Apasses from one tone to the o

to black instigates the optical perception of lightness to darkness. As the cognition and
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interpretaton of colour are culturally determined (Gage 1999), influenced by the history of
technology (Brown, Street &Watkins 2013), arwhtextual basefiVon & Westland 207),

it is hard to reach a definitive conclusion in regard to the symbolic meaning of rethakd

in the film. However, we could say that transformation is being constructed, the

transformation which is embodied within the moverrasibur. Referring to the entire film,

Shohini Chaudhuri (2016) argues that the intense colours usemlitL reflectit e nsi on's

bet ween desire and social conformityo (p. 17
representation of the film from the opening scene, an intense mood forged by two

constructing forces of colour has already been exposed.

The narratveo f t he film that follows is about two
shows the relationships between characters and their neighbourhood. Following this, the film
shows several characters playmgjiang(a tile-based game). Such normal daily Eetivity

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 playingjiangis repeated several times and each

time it seems to highlight driftless moments again and again.

Giuliana Bruno (2010) poetically states that
fugitive, that cannot be had: elusive, pervasive, evasive, uraattaine , and i ntangi b
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 pinpointedt 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 callet:jés Thene which was

written by Umebayashi Shigeru in 1991. The music plays in the keynoih@r. In

accordance with psychoacoustics, the perception and cognition of a minor mode can be
sadness, fear, dreamy, and dignity (Juslin & Lindstrém 2010, cited in Gs<padvara &

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 t hdhe Amusi
nuanced engagement with music cognition stems from the fadt thahe j i Gespressése me
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its own musical mood to affect the spectators instead of using technical cues for emotion

within the filmbs effective stikipgsiteaiomison. The

through, what David Carr (2004) <call s, mu s i

For Carr, emotional elements for music are more like internal characters which can present
mood cues instead of certain objective emotiamshik light, | claim that @ninor is one of

the internal characters of what it means¥an me j i 6te préBdntasia@low mood. It is as

c

if the characteristicof@ni nor i n classical orchestr al mu s i

at the same time tHament of unhappy love. All languishing, longing, sighing of thedove

sick soul |l i ke in this keyo (Schubert 1806,

Yumej i b6isavérmhaemotienal 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 chordshythm,and melody.

Foll owing Emil i o A dbdsedsidea, audidvisual (s@nibrphisin shéwdsbe a | t

concerned with the interplay of musieth ody and film editing. As

a musi cal analysis of &6film musicé but a fi

/
I

produce an interconnected audiovisual systen

particular melody meanghen it accompanies a particular meaning with a set of images, |

|l ook at how the configuration of the auditor

perception.

If we go back to the opening scene, whére me j i OisfirsTplaged) he musis
established as a crucial piece of the mood cues for the entire film. Ludmila Moreira Macedo
de Carvalho (208) ¢ o mme n tYau nmteh a tg sredatEthaedincelar motion since it

keeps returning to the same point over and over again, providing ao$atastonary time, of

i mmobile movemento (p. 261). The music repea

of the film, which means that the conjoined mood is maintained by hearing repetition.

Repetition is one of Woceugsédsn canjurectbrewitlahiskvay a n d
of storytelling, role setting, the image of time, and so forth (Blake 2003; Cassegard 2005; Lee
2016; Abbas 2016). Abbas (2016) noted that

st r uc tITMFle what islstnuctured by the repeated music is in tandem with the

h

W

inescapable feeling of r eprPeterBruneita(2003egar di ng

claims that because of the AYamegi 68sThemet i

Afexpress adn lomnsxedrithess that perhaps afflicts
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(p. 94). I n Cat her i nlrders&tioawetcanéee thatalllnde vi deo
sequences of the synchronous compilation of the images and soundtracksiinejis

Themeare edited together as muficreens. 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 tothef ¢he

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 singlaent. 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 feeliigdHit..

From a cognitive perspective, Linda Williams (1991) and Noél Carroll (1996) have noted that
both melodrama and suspense films trigger an emotional response to narrative fiction. This
section will investigate the idea tHatMFL contains cues of melodrati@andsuspenseful
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 eamtOn 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 creatie@pabilities of misenscéne, camerawork, sound

and costume designsuggesthat the repression of prototypical emotions constantly

produces the mood cuesrainprototypicaemotions. | want to argue th@MFL does not

follow the regular cognition adne single genrbased emotion, such as the emotive present

in melodramas and the suspenseful present in suspense fictions. Rather it reveals the

complexity of nuanced cognitions present imized genre.

For a melodrama, repression is not simply a meabanish emotional expressiéom a

e

film. As Weik von Mossner (2014) articul ates

emphasis on the body as the medium through which feélingen repressed ongsire
expr essedolTVHL, howeedthe kegkestions which emerge are: a) how is the
feeling of repression triggered and how does it evoke nonprototypical cognition? and b) how

doesmixed genreffect a repressive expression?
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Importantly, melodrama is a complex genre that includes a huge nufrizerative types

which are consistently contextually defined. In the Chinese context, melodrama in many

cases meansenyi pian which in itself is a very ambiguous term. Originallsenyi pian

referred tovenxue yishu pia(literature and art film), meamg that the film is adapted from

|l iterature (He 2019) . | nwenyi@idns kndoven frabhbh i nes e gen
commercial films but overlaps with the genre offastise cinema in that it presents unique

aesthetics of audivisual products (He 2019 owever, since they both have ambiguous
characteristics, it is very hard to label a filmmanyi pianor as arhouse. For example, Chen

Ka i grellovsEarth(1984), a film representative of the Chinese New Wave, can be seen as

wenyi pian(He 2019), buttiis also used as an example in Chinese art film discussion (Zhou

and Chen 2018). Perhaps then, He Mei 60s (2019
wenyi pianrepresents a genre in the Chinese discourse system in order to distinguish it from

the westen system.

One of the most common typesveényipiann n St ephen Teobs (2005) s
film or a love story which runs throughout the whole narrative, as is the cA3dHih. In

Teobs discussion, Chinese adwordiging{mheaninges ar e a
sentimentality but not limited to it); arguing trgghgi s At he purest form of
and expression of emot i on agingdspmetineHsovs Accor di
senti mental desire, buwulidnba OGohbumesbdbycenthext
Teo, a female character is always the one being monitored in a love story. Teo calls the
femaleiwho is ideally characterised by fAgentili
weakness revealed under the deteadiorder of society thefiwenyima donnao (p. 20¢

Thewenyimadonna does not have any choice but to repress her emotions.

In ITMFL, Su can be seenasvanyimadonna who i s restricted by
landlady, Mrs Suen, has a conversation with her whereby she implicitly says that she should
behave like a selflisciplined woman and not go outside when her husband is not at home.

The camera work does not follow the traditional way of presenting a catei for

example, a shoulder shot focusing on the spe
the camera |ingers providi ng-upshotdolowedbyae w o f
pedestaup shot moving from her hand to her tight khéEhrough these two shots, we can

only hear Mrs Suenodés voice. As the focusing
second shot of this didactic scene is Dblurry
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language, is that her left thumb is nervousiyshing 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 protago
t he act orfilm@ndérpine thescues of regression subtly and nonprototypically.

Il n response to Mrs Suends statmeatngdnnerwithat her t
neighbours. Rather than reading maséigls novels by herself, she looks at neighbours
playingmajiangwith a cup of green tea. Consequently, Su starts to restrain her emotions,
something whicltontradictgrotagonist behavioun typical melodrama which aim to

present t he c¢har aChdwghowe\er, azerpassivie subjacts in eifilma n d

This sort of repressed emotion spreads in the film via costume, voice and space which

incessantly surround the characters.

Figure3.3.1 n t he Mood f or L oevare shiaped Dythgr tight8hedngsaniso dy pos

Figure 3.4. In the Mood for Love (2000). Chow and Su decide to break up.
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In thefilm, Su Lizhen wears over twentheongsamgipaoin Mandarin, which is a close
fitting dress). B r u cheohgsaan s( 2f0h0i50) h layr gsueexsu a lh aan
repressedo (p. Hiting tightelesignmieh diotdtes the veay sthrdingn

sitting, walking, and lying, indicating that a won@amody in acheongsanms bound (figure

3.3). Consequently, Subs elegant but stiff b
That is, the emotional resonance is confined by the represdgdrbaking theeheongsam

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 closaups clearly show the intimate behaviours of Su and Chow such as hugs,

strokes, and ging. 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. Lowkey 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 expréssianis quietly

sobbing instead of revealing a more extreme response. The volumengfisryepressed.

When we review the whole film, the character
that a change in volume is not used to indicate mood swings. Mary Corliss (2000) criticises

the use of the voice MTMFL,s ay i ng A itpasdios exprasged battpassion
concealedo (p. 70, <cited in Bettinson 2015,

formed purposely.

Within a broader visual perception, the feeling of repression is also depicted by the inclusion

ofnalrowpace in the film. Small flats, narrow s
the fAoppressive feeling of | acking spaceo on
thecheongsammand voice, the narrow spacthattbeyer ces tF
cannot I|live freely in the fl ats. For exampl e

one must pass by the game room. To avoid letting the neighbours see Su coming out of
Chowés room, Su must hide i n pafsolwsshesmalom al |
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 mfilraically 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 theirtdesires

|l earn how their spousesd affairs began. As B
theldet ecti ve narrationo makes t1R0p Oreofdhey 6 s ev e
key reasons is that the spectators of a detective story are not asientras when they are
watching mel odr ama. I n the film, the spectat
sometimes even less than the fdhmaractes. For example, spectators never get a chance to

see the faces of Su aadrdmatchdesigri SuasdfChow sam be. I n t
seen as victims, while their spouses as offe
spectators; we can only see their backs and hear their voices, but are never given the chance

to see their faces. This means thalf 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 the are rehearsing for an inquiry, therefore should not fall into a serious relationship.

Unlike traditional suspense stories or detective fillfiS|FL is not about the truth of a
6criminal eventd but t he -enadindthérdth.lhtbere wi t hi n
research into tension and suspense, Moritz L
component underlying tension and suspense experiences is thedidated process of
expectation, predicti only,ta@anmmirdrtmetimelineoffhat i ono (
affairs, Su and Ch-ocandpeesentiecbterlalTheyeehactthesr bot h pas
spousesb6 past while simultaneously experienc
consequence, Su and Chow retrace therafiiatheir own bodies. The stalled 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 asthe pitchb | ac k s cene i nThé SilanaetohTaelLarbe mme 6 s
(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 havacecha

to be triggered inTMFL as the future is already writtefhus,in a way, it is like watching

The Silence of The Lamfmg the second timevhereby the feeling would not be as terrifying

as the first time because we already know that the protagdtgghk killer. INITMFL, the

rehearsal softens such strong intensity and thereby represses the cognition of suspense.

75



For telling a detective story, the flashback is a common technique to expose some significant
moments such as murder, something comckddey clues and preparation instants. For

example, innfernal AffairdMou gaan doAndrew Lau and Alan Mak 2002) two flashbacks
(memories) of the crucial clues make Chan (Tony Leung-@iai)i realise that Lau (Andy

Lau Takwah) is a mole. While, ilTMFL, 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 reheansg process, a suspense story is somehow softened by the mood of

l ove. The mood cues ofdecadclhat@egare wind besIWomean tK ¢

original way of telling a love story and repression is situated at the heart of the film.
3.3.3. Therepressed tea scene

The tea scene iITMFL happens after the conversation between Su and Mrs Suen. As
mentioned earlier, Su is watching the neighbours playiagangwith a cup of tea. | argue

that the tea scene maintains nonprototypical emotions viztisstent narration of the film

and its obstacles to prototypical emotional appeal. Engaging with the neighbours and
drinking a cup of tea is Sub6s repressed act
choice. Because of 8bcid coSamaty, $he appearsin frodt efthe a b o u t
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 alga 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 1991Shweder 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 emoti@ahions

(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 adecuthe tea scene, there is no clear
information released by | anguage and/ or faci
sheltered from the narrow miggscéne by means of fans, the curtain, and the frame of the

window.
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Novelty or newness ofteniggers emotional expression$MFL circulates around the idea

of repetition. The film does not tell a stor
depicts an unchangeable and repeated life. For example, the scene shajangbeing

playedisrepe at ed several ti mes i majngfeomtlaytomghtt Suds n
and from night to day. When Su watches her neighbours playajigng, her character

development is dissolved through the repeated activities in that small gaming roorseln the
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 Su obnswledgementehatdhere bor e d

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

& EIll sworth, 2015). However, it i1s uncertain
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 dbgreas no code of

morality or loyalty in the film. Extramarital love in the film is framed as just an utadde

event that happens to evanyddle-agedcharacter. Roger Dawkins (2002) gives a similar
opinion, stating thaat fisfoo rmumeh abhoowtg hwh enti hse rf
succeed. ltés about the path traced by the |
though?0 section, para. 15). Thus, the key p
but the process of beinggether 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 adigpresence and absence of yijing,

we have so far presented auglisual scenes and their emotional appektereforeto

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 yijilgMFL, we need to understand
who the narrator is since the actual act of telling a story directly affects our perception.
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ThomsordJmes (2008) notes, fAwhen we pick up on t
we naturally want to assign these attitudes to someone. And if we want to assign them to

someone inside the ficti on Hereythe adticiderefgrio t hem t
ithe tone of filmd, meaning the way in which

for example, the style of lighting, editing, mise-scéne and soundtrack.

Normally, narrators function as film characters, voiceover narrators, and cinematic narrators.

For ThomsorJones (2008), the cinematic narrator is different from film characters and voice

over as it is external to the visual and vérbat r acks. The cinematic nal
whose presence is not explicitly signalled in the film but rather implied by the way that story
events ar e slIAMRLwWD protagonistd, as) narratbrs, tell spectators a love

story. Alongside thishere 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 th
Chow go oubf the roomJoseptKi ckasol a (2016) notes that fAw
spoken, the narrative dynamic of the film ha
movement is capable of telling a story. Keep this in mind with the tea scene; ttaague

through the existence of the cinematic narrator, a spdeetineen spectator and film is

drawn. This irRbetween space deterritorialisestheandio s ual f i cti on and t h

cognition (presence and absence of the film), thereby triggeringetheption of yijing.

Figure 3.5. In theMood for Love (2000).

In the film, the angle of the camera sometimes imitates the viewpoint ofgefareld child
(Brunette, 2005). A childés view does- not on
like movement of the camera. | suggest th& cinematography operates as a type of

narrator that provides a spatial mismatch between spectators and protagonists. The tea scene
begins with a lonangle medium shot outside the door of the game room; the camera then

dollies into the roomand follosv Su 6 s mo v e me Rup and/nakds a laalt witkal e st a |
medi um shot focusing on Suébés profile (figure

we can see that Su is drinkitep. The diegetic sound in the game room is decrescendo. The
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nondiegeticbackground music isolates Su from her environment. In reference to the
coordination of i mages and sound, iIitiseems |

we are now in the same room with Su. At this point, the transcendental process begins.

Thesgct atorsd gaze and the characters may be
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 opgithsitiéh another
pedestalip 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 hidingibdha windowsill, peeping at the

neighbour. From this voyeuristic gaze, we see a woman in a gorgeous flateened
cheongsamShe holds a cup of tea. The colours of the pattern on the glass whichgontain

green tea harmonise with hereongsamas wellas 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, Iwanttoargueatt Sud6s gl ance expels us out of
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 audievisual elements in the film, nanyethe 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 splistic viewpoint, harmony unites all the cinematic elements so

that a O60smooth scened6 is created. I use Osmo
which does not highlight either the foreground or the background elements as a way of

hinting at any bjects 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 cinematior riere

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 i s that ytdptareddbypteesudffaringpof sé cog
the protagonist as an empathetic resonance. This situation would change when the third layer
sets up a transparent wall bet ween the spect

the spectator 6s ok ieisshard te divide te sbbjective aieneof tlre w
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spectator and the objective cinematic narrator and as a result, the cinematic narrator is easily
ignored under the spect at-bkedaseramiork, the spéctatero, b e
may feel tlat they have gotten involved in the story by imitating a eltiel view. Thus, it

seems like the spectator, the cinematic narrator, and the cinematic scenes are intertwined.
However, in fact, the spectator Otsanspagentcept i on
cinematic narrator. Brunette (2005) notes on the sexual desire of thdilaiew in

ITMFL, stating that Awhat is being stimulated
his or her desire to see, always to see more, an impossildeidr e | i nked t o t he

i mpossible desire for each othero (p. 90). I
desire or the gaze, but instead stress that
cognition and p e arksehe transparent ciSematis nagaltoa Ihdragvs m
attention to the fact that a spectator is no
should be seen not as a simple recorded moving image but as something which is reprocessed

by anthropomorphicamera 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 naimtor and how does it affect the perception of yijing? To answer this question, or

to unravel the perception of the cinematic n
hands. | argue that the perception of yijing in the tea scene (figure 3.3pid ta the

principle of triggering yijing’ the corvergence opresence and absericevhich 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 perceptioa gbacethat was ignored and represented

by the cinematic narrator. | 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 combimesg sce

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
convergencef presence and absence. In short, we cannot separatutadity 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
Wayds obser vat ireality. JayfGariel(1095¢ axglain®tinisaak the extent that
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anything exists conventionally, that is Ato
independent existenceo (p. 90). The transcen
film cognition. This transcendentalqress needs a mediumdeterritorialiseboth subjects

(the sense of the spectators) and objects (the -aiglial scenes) of cognition. The cinematic

narrator is precisely the medium of this deterritorialisation.

The cinematic narrator and thransparent spaa® 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 nariaembedded in the repressed feelings.
However, mce 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 highlightieggin. The feeling of repression is
one of the crucial conditions for the deterritorialisation of the tea scémMiFL, as it
maintains a line which escapes the territorialised prototypical emotionsotemted
prototypical emotions are deliberatelyed by a sort of evaluation of thien, meaning that

the emotional reaction to the film is constantly territorialidad (2008) stresses thggjie
(state, alternative expression of yijing) is determined by the transformatiorefnational
experiene to the state of mind, moving from reactions to reality (p. 42). Reconsidering the
tworealitesi n t he Mi ddl e Way, Liuds r ealraltyy means
The sensation of yijing claims that the perceiver can leaveditentonalreality.
Nonprototypical cognition precisely reduces the appealing force of conventaiig}.
Meanwhile, how the transcendental sensation is triggerddMFRL relies on the transparent
space, whereby the line of leaving is drawn cinematically. Botiprototypicalemotionand

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 ses? Arguably, the sensation of yijing is on the opposite side of
film cognition. | suggest considering this question from two perspedtities ontology of

yijing and the methodological thinking of conducting a transcendental analysis.

Going back to thgijing 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 conventiomahlity and ultimateeality, | want to highight no

matterhow yijing and film cognition may seem against each other, they carisb

Most importantly, the thoughts of yijing depart from the admissidhetiwo realities

Perceiving yijing is about the transcendental process between the ultivehizne the
conventional level, a process which transcends from the instability of film cognition to the
state of emptines$he emptiness of conventional essence, which the sensation of yijing
highlights, does not mean to make emotions disappear ata cohvi o n a | l evel. I n
argument, there are six sense faculties: seeing, hearing, smelling, tasting, touching and mind,;
yet none are inherently existent (Garfield 1995, pp-1486). Regarding film cognition, it

does not mean that yijing denies emos$ 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) highlighssatb@oes not

need to beegative 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 magsto

two elements, nonprototypical emotion and transcendental space, are not negative or
oppositional to emotions. Thus, | suggest that the feeling of repression reveals the lack of
cognitive essence. There is no inherent cognition of the film geforeexample) TMFL is

neither melodrama nor suspense. Further, the nonprototypical emotion is cued by diverse
cinematic elements, something which shows the interdependence of each element within
conventionafeality. Meanwhile, the transparent cinematic ator exposes the lack of visual
essence of a spectator. The seeing action is based on the cinematic narratioer words,

the spectatoroés vision is not the spectatord
cinematic narrator is the process of rausmg the emptiness of conventional visual essence

or, as we have illustrated, it is the process of deterritorialising film cognition.

Based on the above, | want to clarify that the transcendental analysis or the charting of yijing

is the analyticalransformation between twealities Play theory is relevant here. Wang and

Wang (2000) have argued that oOplay theoryo i
Chinese and western cultures, and that fdart
The idea of yijing follows this aesthetic concept, which does not aim to reference reality but

produce it through play.

82



The term play in this aesthetic discussion refers to the play of different senses and sensations.

For the play of sensation, Kanfi(B 70] 2000) expl ained that fAthe
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
degreesofthediposi ti on (tension) of the sense to w
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 isensatio

such as yijing. This sort of aof sensatiomprivileges a nosrepresentational perception of the

film (1 will engagewith this concept further in chapter five). In other words, rather than being
negative towards film cognition, the act perceives afiilom 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 frothetwo 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 cauenprototypical emotion and film genre, as well as
emphasising a transcendental process, | highlight the difference between the perception of
yijing and the cognitive reaction to a scene, focusing specifically on the creative cinematic

narrator that undenps the visual fiction.

Within the discussion of the repressed feelinthithe Mood for Lovethere is a lack of the
inherent essence of gedrased cognition. Genre can be seen as the representation of
emotions, and emotions are representations of maoesl. Thenixed genreepresents the

idea that the conventional emotional reaction to visual fictions is not inherent. However, this
is not a negative statement which argues forghadétiesof film cognition, rathemixed

genre gives the film an infinite ape 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 thn the lack of essence, while yijing is nothing more than the transcendental
experience. Yijing is not the one thing or being thatgsts in a film. This chapter has

presented the idea that yijing is a production produced during avalithing experiece. 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 spectatords aboaoldgyofy to r
this thesis, affect is seen as a crucial condition for perceiving yijing, alongside the
affectability of the human body. In addition
sensations (which is not grounded in any intention) gratées[ mer el y t he chang
sensations, each of which has its relation to affect, but not the degree of an affect, and arouses
aesthetic ideaso (p. 208). When paraphrased
which is the inner motivation of arang sensatioa To do this, the next chapter will largely

focus on the interdependent relatibipsbetweeraffed and the perception gfjing.
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Chapter 4: Yijing and Affect: Becoming-teaswoman in
John WedGifs

Emptiness is noseparate from fon,

form is not separate from emptiness;
whatever is form is emptiness,
whatever is emptiness is form.

--- The Heart Sutra

Plot

J o hn WReac&ldkhibiseries (part one and part two) is based on real historical events
known as o6t he Bmthefinme akeyhar&teis Xi@dido {Lin €hling)

who is famous for her tea adhayj.2 Xiaogiao is the wife of Zhou Yu (Tony Leung Chiu

wai) who is the military general in the region\dfu The basic plot focuses on the political
ambition of Cao Cao (Zhang Fengyi), who desires Xiaogiao and decides to attack the military
unit of Zhou and Zhuge Liang (Takeshi Kaneshiro) at the Red Cliffs. Zhtulge isilitary
counsellor in the region &hu 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 fAthere is no victor hereo.

Although theRed diff 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
East Asia. The reason for this is that this version has significantly more development and

complexity than the international version.

85



4.1. Introduction

Figure4.1. Red CIiff Il (2009). Zhou Yu practices with his swattile Xiaogiao prepares tea.

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 th&uddhist idea of the twrealities, a transcendental perception takes place in
between the conventionadality and the ultimateeality. Across the twaealities, 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 mitoleddising 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 sel ected &RedCliffInBeorethdhfiaght er i1 s f
battle, Zhou practices his sword technique while Xiactpaepares 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 int&fations; however, as Lai (2014) has argued, they

al | return to the notion of Ahaving tea in d
tea aChan(or Zen) practice in Buddhism, as keeping health in Daoism, and as following the
etiquette othe 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
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metaphysical idea but also one which directly relates to bodily and mental gsantaaily

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 unearthitieenatic aesthetics of tea art and its
connection to the spectatorés perception. Su
audiovisual images of the tea art trigger the perception of yijing. In other words, | will look

at how cinematic techniquesie the sensation of tea drinking and howstrese of the tea

drinkingscenemai nt ains the charactersoé conceptual d

To explore the tea sceneRed CIiff 1|, Xiaogiao is the crucial figure who demonstrates the
intricaciesoftadi ti onal tea art and subtly directs t
film, the cognition of Xiaogiao and her tea art are depicted in a nonprototypical way. The role

of Xiaoqi ao oper atwasr 6i nwotreanthémes ane caeninan dant i
war films from around t hdpogalymdNoflo79)uStanleyas Fr a
Ku b r iFalkéta Jacke(1987), and Kang Jdg y uTaesGuk Gi: The Brotherhood of
War/Taegukgi(2004). Interestingly the reflection of the war in Bed CIff series and

Xi aogiaobs actions ar e fr RedeCiiffserigs,Caon ambi val e
dramatically represents a warmonger, while Zhou Yu and Zhuge Liang have to participate in

the war to stop Caods probl @nmagt itch ea mbairt iwa n sh.
certainly complicates the attitude towards t
in order to prevent war, the goal in the film is still based around the victory of the battle. In

this victory-oriented narrative, thecogni on of Xi aoqi aods peaceful
path to joining the war. That i1is, Xiaoqiaods
which should be triggered by the victory of the war. On the contrary, the images of Xiaogiao

maintain nonprottypical emotions in the film.

This chapter does not stop at an exploration into the multiple representations of Xiaogiao, but
rather utilises the images of Xiaogiao to examine the connection betweeraatfebe

sensation of yijing. This chapter aligns with a feminist approach in that it looks at how the
spectator can be affected by Xiaogiao, her tea art and the resultant perception of yijing. To do
this, the next section explores how to conduct a filntyareacross the sensation of yijing

and feminist aesthetics. | then analyse how Xiaogiao 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 waesides that, this chapter also analyses the nonprototypical
mood cues of the tea art. Departing from nonprototypical appraisal, | discuss the affect of
Xiaogiao and her tea art. Finally, | conclude this chapter by highlighting the interconnection

betweerthe 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 Xiaogiao
because in thRed Cliffseries, she is depicted as a woman who is famous fortteesach a
way that it clearly intersects with Xiaogiao herself. Consequently, this chapter frames the
emotional reaction to the tea scene as the cognition, and the perception of Xiaogiao as one
and the same as the tea art. To explore the aesthetiesfefale figure in a war film, |
directly align with a feminist approach (which | will explain later) using a concept called
becomingteawomanto conduct the film analysi&ecomingteawomanis a derivative
aesthetic concept of the Deleuzla@comingwoman interweaved with the yijing of tea.
Importantly,becomingteawomanis a textbased concept. It does not show adovn
approach by presenting an analysis under purely abstract philosophical concepts. Rather,
becomingteawomanis forged by the femist representations in the film and aims to explore

the sensory affect of the female figure.

To elucidatdbecomingteawoman a position which contains two conceptual roots, there are
two central questions that should be examined in advance. Firstlhainvways can feminist
critigues of aesthetics have a dialogue with yijing? Secondly, for acuitssal view and

since feminist representations are crucial in forging the concégiooimingteawoman how

does a western understanding of feminism joitm\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 cointsge section 4.2.2). That

being said | do not deny that the criticism of dualistic thinkiaug loe seen as the common

ground of feminism which traverses across national borders. This common ground is also the
territory that unites the idea becomingteawomanwith the aesthetics of yijing. Broadly

speaking, on a fundamental level, both femingnd yijing deal with a dilemma of dualism;
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both Deleuzian feminism and the doctrine of
beyond an oppositional approach to dualism. Regarding the justification of woman rights in
feminist discourse, Simone de&uvoir ([1949] 1997) marked the Second Séexh at fAone i
not born, but rather becomes a womano (p. 30
the man is not, meaning that woman is oppressed by man. To trouble this binary oppositional
formation, femnist scholars have promoted creative works with Deleuzian ideas such as Rosi
Braidottids (1994) nomadic thinking which #dc
figurations for this kind of decentred subje
phdlogocentric 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
realities in the Midde Way philosophy which mirrors the yijing of tea in Buddhism. To

review the discussion of the twealities in section 3.2.1, the conventiomaality and the
ultimatereality maintain an interdependent relationship. Chinese Buddhist scholar Fang

Litian (1986) las noted that the emptiness in the ultinmeddity is not nihilism but an

unspeakable inherent existence; while the existence in the convengialitsilis the

production othetupratyaydyinyuan cause and effect) which is consideredithpermanent

and demed 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 existeaadmvéntional

reality. Further, because of the impermanent existence as a characteristic of the conventional
reality, the ultimatereality takes it as a warning to retain the emptiness of anything (the so
called inherent existence). To explain further, empsriself is not a permanent existence so
the process of showing emptiness is a process of revealing ultiatitgin itself. So,

instead of siding with oneeality in order to oppose the other, the tvealities are a unit in

that they interact with the othemd this interaction is termed the Middle Way.

Importantly, antioppositional 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 (Bum@anan & Colebrook 2000; Rizzo 2012; Gilson 2011; Trites 2017).

Initially, it is worth looking at how the idea of becoming engages with perceiving yijing.
ABecomingo is different from fibecomeo as t he

toarsul t. @A Becomisnuhoj ecetfiewes afof encotn;, whi |l e fAbec
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signification. Braidott.i (1994) notes that b
oppositeso; rather fAbecoming is thasaaf fir mat
mul tiple and constant process of transfor mat
|l evel, the idea of becoming wild!/l possibly he
and perception. It directly maps out a charting direci®io how the body of the spectator is

affectedi a becoming process, which | 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 yijindias never been a static sensation in a sieglgy. The target

of charting yijing is not to engage the opposition of opposites between theadlities but

more mirroring a passenger unintentionally passing through something called the two
realities Besidesdifferent 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 wayafibgc
onetruth, but rather about conducting an analytical approach towards tracing the very sense
and idea of &ébecomingd. This charting proces
dualism. In the case &fed CIiff Il inspired by the thoughts oébomingwoman, | utilise the
termbecomingteawomanto analyse the sensations of Xiaogiao and the tea art we see

presented in this action film.

In addition, it is worth noting that | utiliggecomingteawomanas a feminist aesthetic

concept to critiqueilin 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;
Korsmeyer2 0 O 4 ; Hanson 2013). This chapter follow
has used the teriiieminist critiques of aesthetic perceptido examine the diversity of

flookingp She states that fibecoming awaratzesof how
the act that active viewers come in many varieties and interpret art and its values from a

mul tiplicity of perspectiveso (p. 56). Foll o
whether aesthetics can be feminist or is there anything thasdeavinist aesthetics. Instead,

we can stand on a feminist perspective to critique film perception. In this chapter, I chart the
yijing of Xiaogiaobs tea art through a femin

perception of a woman triggers temendental sensations.
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Becomingteawoman

In this chapter, | situate the concepbetomingteawomanwi t hi n t he spectat o
perception of a power relationship (also see section 4.2.2), a move that positions it slightly
differently from the original concept of becomimgpman. In film studies, the idea of

becomingwoman has been applied to exaethe affect of audiwisual cognition and

perception (see Pisters 2003; Redner 2011; Kornhaber 2017). In this chapter, the idea of

becomingteawomani s heavily i nfluenced by Patricia P
60Conceptual Per s o rsaf@ecammngw oAneasnt 6h, e thiuct HFHitgsu rues a g
Pistersodés film critiques. Thus, there is a n

woman by means of the essence of becoming, the position of woman, and finally, the usage

of becomingteawomanin this chapter.

The idea of becoming is variously mentioned
becomingwo man and ot-thelbodiblex oemd mfgi g u r-animalands s uc h
becomingc hi | d. We <can under st and b eclamoaristigof as a ¢
the very production of ev e-wenarorefdrsSdtwogasicl 2005
ideas. First, Deleuze and Guattari used concepts of molar and molecular to point out that
becoming is a deciphering process instead of one ofrcanstt i on. They st at e,

a molar entity is, for example, the woman as defined by her form endowed with organs and
functions and assigned as a subjecto (ATP, p
something that has been firmly formed. Rieklly, molecular at a microscopic level describes

the movement and the process of things, which marks how a mole is formed. Importantly,

fall becomings are molecularo (ATP, p. 321).
how things enter a process state, for example, hoawoman becomethewoman 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, becomingioman is based around Deleuze@d at t ari 6 s t houghts o
relationship between the minority and the ma
not to a greater relative quantity but to the determination of a state or standard in relation to

which larger quantities, aselV as the smallest can be said to be minoritarian: whég,

adultmale,eto ( ATP, p. 339). Conversely, for examg
and animals are minoritarian in both historical and current socethomicand political

strucures. 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, inthismagr nor r el ati onisdi p, #Aall f
becomingmi nor i tariano (p. 339) . I n Hannah Star k¢
Guattari 6s thoughts, she articulates that nt
to become mol ecular: to find mavabomeneto, escap
become minoritariano (p. 26). Foll owing the
investigate how a molar is formed; the traje

consequently help us to deconstruct the power relations between thenthjbe minor. In
particular, becomingvoman is one of the embodiments which all becomings construct
themselves within, as women are the essential minoritarians of global gender politics and

becomingminoritarian is the only overarching category of becanin

Pisters explores the idea of becomimgman by investigatinglice in Wonderland

examining the changing persona of the little girl (also in many other figures such as Aurélia

Steiner and Orlandbvithin the process of becoming. This utilisation akoler to look at

the i mmanence of f emi n-wananisbAsgallsaqgeestiomoftees , A b e
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 thgirl (Alice is seven years and six months old) that is stolen, it is

also through her body that it has to be rega
investigation, the concept of becomimgman helps us to clearly see a process of losing an

eternal identity (Aliceshows 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, Pistersds surve

minoritarian wthin a molar political system.

My conceptualisation diecomingteawoman however, presents a different analytical

strategy from becomingroman in two key ways. Firstlpecomingteawomanis utilised to
examine the spect at oofépecificocngmaticfiguresnin thisicdse,p er c e p
becomingteawomanrefers to the visual images, sounds and emotions of Xiaogiao and her

tea art. Connecting the concept-6tasmg met hod
schizophrenic procedsinvites spectatr s t o tr avel within the 61 i
away from the representation of a i eamarmnahy
to pry into the perception of yijing during the visual and aural experience of the tea scene. In

the case ofheRed Cliffseriesrather than merely investigating the representations of
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Xiaogiao as a woman and as a minoritarian, | also wish to focus on the way Xiaogiao and her

tea art could affect spectators.

Alongside this, the images of tea art in particyl@n 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 gescene (section 4.8ecomingteawomanis tailored for

analysing Xiaogiao ifRed Cliff Conceptually, it gives nuance to the original idea of
becomingwoman adecomingteawomanreinforces the becoming that simultaneously

shows a forming and an escapiprocess. In the film, Xiaogiao 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 onebleand)ingtea
womaninvestigates how the cognition of a minoritarian is formed inside a war film; it seeks
to show in what ways the formed minoritarian can beafned, thereby affecting the

spectatorbdés perception of the film narrative

From a schizophrenic viewmt, becomingteawomantraces a complete affective process of
territorialisation, deterritorialisation and
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 Xiaogiao in

the tea scene, which is able to articulate and reveal the force of deterritorialisation. To apply
becomingteawomanin film analysis, we should not restrict oursed with the comfort of
faffectsarebecomingd  aveay 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, | will go on to look at hd#eet is formed by images of

Xiaogiao and the tea scene. Finally, | will also question what is reterritorialised during the

process obecomingteawoman
4.2.2. Feminist aesthetics, Chinese cinema and Red Cliff

The different degrees of the significanddeaminism in different sociahistorical contexts
can result in different aesthetic performances. In the case of analysing the cinematic images
of Xiaogiao, | demonstrate thecomingteawomanis forged by both filmic text and the

consideration of femiem in the Chinese context. Firstly, | will briefly introduce the
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development of feminism in China and in what ways it is represented in film aesthetics; then

| will illustrate the feminist representations found within Bed Cliffseries.

Feminism and Qiinese film aesthetics

Womends movements in China have their own pa
aesthetics in varying ways in different eras
divided into three periods which interweave with specific psrafdnodern Chinese history.
During these three periods, the relationship
international feminisms have been vividly te
engagement 0 by Loui se Edwastpdried(at@1®thandearlyThe st
20th centuries) wa®rmed by both internal and external attacks that China faced from feudal

and i mperialist forces. It was also a time o

the one hand, Chinese feminists engagih the international firstvave feminist movement

to fishame their male political | eader 0 as Ch
(Edwards 2010, p. 62). On the other hand, di
locationtospreadt he word on womends rightso (p. 62).

the idea of the New Womarig nixing fAper meated al most every st
across social, cultural and ideol ogical boun
envisiored to be equal political participants and given public roles as enfranchised citizens in

a new Chinado (Zhang 2018, p. 401). In this p
woman on the screen, an example being the cinematic figure Wei Mingléitttwng film

TheNew Womeliperformed by Ruan Lingyu, and directed by Cai Shusheng, 1935). In the

spirit of liberation, Wei Ming is depicted as an independent-aghlicated woman who

tragically commits suicide due to the oppression of patriarchal sogigtiristine Harris

(1995) notest h e fAvisual comfpasition managed to insinuate a subversive challenge to

the social order that had69dWeacansaythdideminidh ng t o
in China was closely connected with feminism arotimedglobe, which demanded that

womenods rights and | iberation be documented
Chinese civil war, the engagement with international feminism was temporarily paused in

mainland China.

During the Maoist era (1948976) gender differences and gender issues were situated under
t he banner of c¢class struggle and because of

movements in China were isolated from wider global feminist engagements (see Evans
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2007). Mainland China waargely absent in what has become known as sewond

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. Gendardaquality was not seen as a necessary topic because women

were considered already equal to men (Edwards 2010, p. 65). For a prominent example, Xie

J i e Ked Detachment of Wortdongse niangzi juil960) tells a story about

communist heroines in the Agrarian Revolutionary War (18237). The film uses two

different styles of makeup to divide the two sides of the class cointhet landlord class and

the proletariats (figure 4.2). The landlordad s peopl edbs faces are daul
audiences can easily identify who is &édgoodd
one who is inhumanely oppressed, her miserable suffering is not initially situated alongside
gender issues but cassues. To create the icon of femininity, Jessica Ka Yee Chan (2019)
states that fAjuvenated femininityo and Al i bi

matriarchy through the death of the male martyr (p. 144). In short, a powerful femai icon

forged by class warfare.

Figure4.2. The Red Detachment of Women (1960). The woman leftfrandimage and the man in the suit in the righ
hand image represent the proletariatheir makeup is not excessively coloynetlile the men with very white foundatiot
in the righthand image are a landlord and his attendant

With the establ i s hmeafinreferdncetotioecigrbagreoh Do or Pol
international trade) at the end of the 19708, thChi nese womends mevement
connecedwith 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 @@nns 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 transnatigralect but was rather clearly articulated aroand

Sino-centered approach (Edwards 2010), which to a certain extent continued to persist in
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circulating the belief that the positions of men and women are equal, thus deeming Chinese

womenos e x peparate &romcthe sest af she world. However, from a different

perspective, there are considerable contradi
that women would be | iberated by proletarian
continungso@al and economic subordination to meno

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-eSts#im; noticig

sex differences was the crucial consciousness which needs to be evoked. The gap between

|l egiti mate equality and its opposite was rep
as Wang Jun z hRrst@dnan idtBed6reshanlinzhong tou yige nireand

Wang Wei haoOhSwed Snow/Quixiangyuerhich reflected the paradox

bet ween the expression of Chinese womends en
manifested as a compromise with mdtaminated morality. AsDaiJn hua (2019) not
joint existence of a consciousness of sexual equality and an essentialist division of gender,
together with women auteurso6 r ej«antradigion or mi
and structural coeBDbi ¢p.i 23Wd)meRAYy CLhowai( 201
1990s Chinese media representations of women
patriarchal abuse, poverty, disease, or othe
the trend of globaligeon, more open attitudes towards feminism gathered in universities,

although transnational feminist activism was limited by the Paidye; 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 andigsmeler

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 concéyetcoimingteawomanis not

just situated in the cognition of gendeuality 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

Del euze andc@ati toar iods maij ori tarian and minor

access to powero (Stark 2017, p. 27). That i
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sex, class, and other issuBscomingteawoman therefore, conceptually accesses an

intersectim that embodies gender and class issues in a Chinese context.

Feminism and Red Cliff

How does the crossultural feminist concept diecomingteawomanwor kK i n John Wo c
mascul i ne ci nBed&l#fsedes dhows Meohgbdidity of the nationadlan
international, which affects the depiction o

not very Chinese. My techniques, my themes, my film languages are not traditionally
Chineseo (cited in Szeto 2011,fims,.inséev&dl . Howev
key areas, preseuery Chinese ideology. As Kenneth Hall (2012) mentions, Woo is deeply
influenced by Confucianism and the spirit of the Chinese ksegfaint; his action films are
romantic and encouragingaadr e tri ggered by wvirtuous heroe:
aesthetics of chivalry is presented as rtedaded historical romances in terms of the virtues

of Aaltruism, justice, individual freedom, p
fath,honor and fame and generosity and contempt
1967) . For &\Bettar@dmerrowiphang bun sik1986),The Killer/Dip

huet seung hun@.989), and-ace/Off(1997) all frame themes of brotherhood, loyalhd

betrayal. They traditionally engage stories of men, alongside portraying very typical

masculine images including gun fighting, blood flying, fight sequences and so forth. Again,
theRedCliffs er i es i s fAinspired by hsasdmartial er pr et ati
attributes of masculinity/femininity in a Ch
like Zhou and Zhuge emulate very typical manifestations of chivalry in that they show their

loyalty to the monarch and their friends. Their actiand their way of making decisions are

both motivated by a sense of universal justi

defeat evil.

Femininity, in theRed Cliffseries however, becomes a complex representation due to the fact

that female figurear e | argely absent in Woobds early fi
motivation for the male characters. Hall (20
Amal e bondingo which in turn relegates femal
Aemotionalism and florid gestureo (p. 15) . O

female figures, both performed by famous stars from mainland China and Taiwan, they
immediately attracted my attention. For the consideration of the role argbtiagy, | agree

with Ruby Cheungbés (2016) political argument
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call for Chinese national unification and unityRed Cliffcan also be found on a non
diegetic level via its cast, whose members come from differe t er ri t ori es i n Ez¢
149). For a textual debate, | would like to question how the female figure is presented in a

maledominated film.

Kin-Yan Szeto (2011d r gues t hat filust and obsession wit
tradeo afgxamplé fooBRed Cliffbo ei ng Caobdés |l ust for Xiaoqi
female representations in tRed Cliffseries are situated within a mddéamale 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 sdiarhibiological 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 Chinesedrary traditions, is rather marginal, given the cultural supposition of

the Confucian concept of person as a practical
relations.

Familial, kinship roles are the focus point in the discussion of gender. Theegadgentation of
women found in the Five Classics is strictly fa
terms of the roles that she occupi es, not i n te

being or as a transcendent agent outsidedh&ext of familial relations. (Rosenlee 2006, p. 47)

With the above discussion in mind, when we talk about {iesle 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 considereaasfp

social relations. In thRed Cliffseries the figure of Xiaogiao, in some ways, is materialised

as the spoils of the war (also see section4.88.06s | ust for Xiaoqi ao i

for his militant ego. Xiaogiao for Zhou is almostlige di vi ne oO0fl agd that n
defended. Accordingly, we can restore Xiaoqi

whereby she operates as sometliorgnen instead of having her own independent identity

as a human being. It is precisely this, Xiaogias mar gi n all position, th

a)

becomingteawomanis concerned with.
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However, the complexity of Xiaoqiaobs identi
but an aesthetic figure presented in a contempavaxyafilm. According to Deleug and
Guattari, aesthetic figures consist of fithe
on Ana plane of composition as 1 mage of a Uni
aesthetic figures are created for affection, which is different &omrdinary 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 contett&Red

Cliff films, I consider Xiaogiao as the composition of Confucian ideas and aesthetics of the

woman warrior invuxiafilms.

Women warriors have always been integral tothgiapian, where they are judged not for the
mi sogyni st Afemini ne Ahbountotuerrof |oyfdo tbhuet ,c hraastthee ro,r fc
battlefield, their love of justice, and their courage in the face of evil; in these primary poetics of

the genre, the woménas often as nét lead the men. (Young 2006, p. 220)

In the film, although Xiaogiac in a marginal position and does not fight in the battles, she
gently participates in the war in a reiolent way and shows independent thoughts of the

war. For instance, before the final battle, Xiaogiao secretly goes to visit Cao to delay his
attackand buy time for Zhouds preparation. Her

in a mandés worl d, but rat her she stands for

Moreover, perhaps it is difficult to match the images of Xiaogiao and Confucianism; yet |
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 Xiaogiao in
the films presents the liberal desire as she stands against the hegégooaioffCao. This
nuanced representation cues the idea of justice in Confucianism but becomes embodied

within an aesthetic female figure.

The cognition of Xiaogiao, therefore, is triggered by a paradox of personas that interweave
with an oppressed idehtiand a liberal representation. To analyse the cognition and
perception of a paradox figure, we need a-tvay approachi becomingteawoman 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 nonpuatbtypi

emotion refers to the rest of the lateral narrative, theme and target in the film. For example,
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when Xiaogiao takes the risk to negotiate with Cao, her actions influence the result of the

battle, therefore potentially triggering prototypical emotidde | at i vel vy, Xi aoqi a
can be seen as an unintentional scenario because it indirectly orients towards the victory of

the battle. The noewmictor-oriented daily life scenes thus may trigger nonprototypical

emotion.

Yijing of the tea scene (figure 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 alseustbréal
reaction tahe liberal identity of a formed woman, but also refers to the sensation of life.
Therefore, charting the perception of the tea scene, poéisitiyywaysto generate lines of

flight.

To sum uppbecomingteawomanas a crossultural concept functions asfeminist approach

to tracing the female f i guibbasédanalyticalooncepi, on and
becomingteawomandoes not only follow the idea of becomimgman in regard to the role

of Xiaogiao, but also takes it a step further by iiyejpointing out the line of escape which

becomes visible through perceiving the yijing of tea.
4.3. Cognition of the teawoman

As mentioned before, the emotional reaction to Xiaogiao and tea art can be divided into
prototypical and nonprototypical emotiongpeénding on the goal &ed Cliff lli.e. the

victory of the battle. To distinguish the two types of cognition, we should first acknowledge
the characteristics of Xiaogiao, something which will help us to understand her decision to
join the battle and tonderstand the different embodied feelings found within her tea art

when displayed in front of Cao and Zhou.
4.3.1. Xiaogiao: a formed teawoman

The manner of teart

In Red CIiff Xiaogiao is depicted in a very traditional feminine way by the linking ofder t

tea art. The manner of tea art represents the idedrivfials)in traditional Chinese culture

especially in Confucianism (Lai, 2014). HorChinese philosopher Li Zehou (2010) notes

that nAnif we consult the woitdesomesfcleamtbatladlr n cul t

primitive peoples at some point displayed a pattern of strictly regulated ceremonial practice
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thatfoundinthgili[] t he ceremonies and rituals]o (p. 1
practice ofli used to form primitve pgep| es 6 manner s and principle:
the ritual of marriage heavily relies tengchal ser vi ng tea) which shows
virginity and esteem to her-61lhHverbiranmdeins f ami |y
Chinese marriages, the wedgliceremony retains the action of serving tea. Also, as Rebecca
Corbett (2018) states, NAtea wasandmeshdwthi st or i
comport themselves in the manner of their social superiors, and to teach women how to be
feminine and refinedo (p. 15). Although Corb
(16031868) and Meiji (1868.912) eras, the figure of Xiaoqgiao imetfilm is presented in a

similar fashion.

Figure 4.3. Red CIiff Il (2009). Xiaogiao serves tea for Zhuge Liang.

I n the film, Xiaoqiao prepares tea fewr her h
of tea serving, Xiaogiao 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 Xiaogiao prepares tea for men via hstvet tea art process which

repeatedly defines her femininity.

Erotic Gaze

In another situation, the representation of Xiaogiao and her tea art is more than thdi idea of
Il n front of Cao, Xiaogiao Iis a degaerabl e won

Mulvey (1975) pointed out three levels of the male gazamera, character, and spectator. |
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argue that, in the film, the erotic gaze is drawriloy characteCao, the camera work, and

the spectator. | claim that the figure of Xiaogiao is an adistbonception that functions in

order to satisfy the Omale gazed. Here, an a
i magined body in Caod6s mind, which is differ
screen. In order to examine how a wongastrictly formed as a conceptuaure, wecan

|l ook to another female character in the filnn
Xiaogiao. Li is a dancer. In the film, the name, Li Ji, is never spoken, so the audience can

only have access tovia the cast list. Cao picks Li out because she takes after Xiaogiao. Cao

tells her how to prepare tea for him so that all her positions and way of speaking must match

his memory of Xiaogiao. That is, the image of Xiaogiao becomes an ideal concepieal def

by Cao, and Cao uses another material woman to supply theetyegeen his ideal and the

real figure.

Figure 4.4. Red CIiff Il (2009). The dissolved image of Xiaogiao and her portrait.

Visually, the conceptual Xiaoqgiao is embodi e
a portrayal of Xiaogiao and puts it in his military camp. When Xiaogiao finally comes to visit

him, there are two dissolving transmission scenes which overlapXiaa o 6 s pr of i | e
painterly portrayal (figure 4.4). This is th
shots explicitly present how Xiaogiao fuses with @amagination, showing how Xiaogiao

fills into a form defined by Cao.
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Xiaogiaoas a desirable figure is also projected
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

auwlience, producing for them a sense of separation and playing on their voyphiastiasg

(Mulvey 1975, p. 9). The i mages of Xiaogi ao

is in Caobdbs eyes as the specntbcybetwees omni sci
Xi aoqgiao and Zhou, a desire invisible in Cao
some points, the film switches from Caods <co

which in turn forms a conventional image of feminyrtirough an image of a woman who is

beautiful, alluring, and desirable.
4.3.2. Prototypical emotion of tea art

The prototypical emotion of Xiaoqiaobs tea a
for the decisive battle, Zhou and Zhuge find the windalion 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 sydml of the desire for victory, and Xiaogiao decides for

herself to help Zhou to achievadigoal. We can see that prototypical emotion relates to

whether Xiaogiao can achieve her goal. | want to argue that the prototypical emotion of the

tea art is triggered by the form@&do manés revenge on Caods eroti

A formed teawoman does nanhean 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
practiceofican shape peoplebs morality, which to e
Xi aoqi aaddigicscsich as her sense of peace and modesty. Further, to carry out the
representation of héirduring the entirety of the film, Xiaogiao presents her love of justice;

for example, she is against Cao because he controls the emperor and commautalsshe

somet hing which breaks the ancient order. Xi
or followsw 0 me hodasir inwuxiafilms (Young 2006; see section 4.2.2) in that she is not a

simple woman who only knows how to prepare tea and listdretmstruction of men, but

rather she has the power to avenge.

Emotionally, the tea art performed in front of Cao is very intense. | claim that the essence of
the tea art in this scenario is structured as a trap, shown througlintiteel narration. For

theRedCliffs er i es, Szeto (2011) notes that women
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|l oss of controlo (p. 106). Xiaogiao knows th
meeting with her, so she tries to cajole Cao into conversation andrtkimglriresulting in

him unconsciously |l osing control of time. Xi
and secretly proceeds with her plan. In this scenario, we can hear deep and mysterious string
sounds that discl os e nmMngheotgaiad. dhe feelingefate souralr g e t

therefore, strugglet® maintain a calm and peaceful energy.

In film narrative, there are various ways of showing how time limitation can trigger intense

feelings. For example, iMission: Impossiblé Rogue Mtion (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 breathhfesss s . Xi aoqgi aods tea art uses
her expectation is to delay Caods attack. Th
candle flame and flags (which measures the wind), the military, and the tea art are edited

together at a & pace, which unremittingly speeds up the expectation of the wind change.
Simultaneously, Xiaoqgiao is applying her tea
satirise his ignorance of tea art, admove wh
gives him an intense headache. Thus, the prototypical emotion of this sequence is directly

cued by a clear narrative gdavictory. It also, in a potentially vengeful way, punishes Cao

for his erotic gaze.

However, successful revenge and the protatygil provocation of a woma
unrelated to becominguinoritarian in that it does not rationally escape the rdalainant

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 ment of attack. The tea art becomes part of the battle or

becomes assimilated by the war. Xiaogiao as a formeddesan is accessing the power of

the war, a war which is a process of becommmajoritarian and thus sits in opposition to the

rationale behid becomingwoman. Xiaogiao 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. Inst
aconcessionofmaldef i ned justi ce, honour, or chivalr
response i s required for any f-domes20d7i power t

p.152), my curiosity lies with another possibility, that is appealing thegengshat escapes
the waroriented affective response. Thus, tea art, when it is practiced with a utilitarian style
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i.e. opposite to the idea of tea for life, its emotional appeal is prototypically territorialised.
Then conversely the question arisesyhat ways do Xiaogiao and her tea art mark the
escaping line obecomingteawomanand trigger the sensation of yijing in the war film. In
the next section, | examine the tea art performed in front of Zhou as a way of charting the

possibility of a nonprotiypical 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, | am first
going to examine the narrative structure of this tea scene. The sequence of the tea scene
consists otwo parts. One is swordplay and the preparation of tea; the other is centred around

tea drinking. Building on from this examination, | make the claim that the perception of the

first part of the tea scene starts to enter a becoming process. In paitiaodyse the

content of Xiaoqiaobs |l ine, whiThehArtofS8art aken f

to consider its affective effect during the tea art.

Narrative structure

Scenario A (cause) Scenario B (evaluation) Scenario A’ (result/take actions)

Figure 4.5. A Better Tomorrow (1986).

| 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 asrgoded as

that found in prototymial emotions. For script writing, Robert Mckee (1997) suggests that

fan event is caused by or affects people [ é]
indi fferentlyo (p. 33) . I n other words, an e

reasonabl@lm narrative presents motivating causality. We can use a formula to show that A

chall enges B and results in A6. A could be a
mor al and bel i ef .ABeterTonoxa(igpré 45), MiSang Wo o 6 s
betrayed and goes to jail (A), which is agai

moral dilemma through the construction of the filmic images: Mark is so down in his spirit
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that he throws away the newspaper and continues smoking and walkingheloogd (B),

an action which is followed by a gunplay plo

Scenario A
(cause)

Scenario B
(evaluation)

Scenario C
(tea-scenes)

Scenario A’
(result/take
actions)

Figure 4.6. Red CIiff Il (2009).

However, for the narrative position of this tea scerRad Cliff the logic of squences is not

AT BT AbutAiBiCiAd (figure 4.6). Scenario A is Ca
hisplaguer i dden sol diers to Zhoudés military camp:
panning shot, we can see a frightening site that is litterddoarpses. This pan shot is

followed by aclosaip of Xi aogiaods falling tears. Dur i
t he main protagonists6é tragic facial express
Hall (2012) has pointed out that JohVd 6 s f i | ms are Afill ed with

integrity, service, moral men resisting corruption or complacency and other virtues associated

with Confucianismo (p. 16). As such, when Ca
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even though thy were his soldiers, his behaviour breaks the virtues associated with

Confucianism and challeng@¢uandShto s ar my 6s bel i ef system. Or
foll owed by A6, a scene which shows that Sun
C a o onyp armd Zhou and Zhuge start preparing for the decisive battle. However, the film

does not follow the typical structure because scenarioCisaddeda o qi aod6s t ea ar t

Zhouos swordpl ay.

In scenario C, according to the dialogue between XiaogiaZlhod, 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
structure with the tea scene is a mistak@aappropriate, conversely, it is worth exploring

what type of emotion is triggered with the s
into strategic sequence to arouse specific e
(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 vicioented goal. Rather, it

triggers onprototypical feelings that subtly maintain the complex debate of life and war.

The art of war

In Red CIiff I, when Xiaogiao is preparing tea for Zhou, she uses military strategy to explain
Zhoubdés swordpl ay, deemi ngasiaforedi assfiereasd fifetas as t h
firm as a mo ufastcattingsoe.q uTehnecree oifs Zahoubés sword d:
closeup shots of him extinguishing a candle by swinging the sword, both medium and long
shots of Zhouds bodho tmo viermegriggeng(n tedhdquesad O w
Chinese kung fu seen wuxiafilms). However, the shots of Xiaogiao are consistent in that

they are only closeps of her face. Through these cloges, we can see that Xiaogiao is
looking at Zhou peacefully. t er m t he sh-mbsemEnZbouadri xbd :
Xi aoqgi apt eadpgmevement 0. Il n summary, this te

motionlessness.

| 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 affecofiimtion 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. €hessof Xiaogiao and the tea art use a
singlest eady movement, therefore maintaining a
with fast mixedmovement and military drumming, on the other hand, can provoke high

intense feelings. Hence, audisually gpeaking 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 transytpeacefulness that can be present during wartime.

Through the two types of cognition, the-t®@ament 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 badt. 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 monopaieote.

| would like to reemphasise that the perceptiorbeComingteawomanhas two conditions:
becomingminoritarian and nonprototypical emotion. To prepare tea for Zhou, Xiaogiao is
naturally a teavoman and a virtuous wife, that as a minoritariapresented via typical

images of the maleormed good woman. The prototypical emotions of the war film at the

same momerdredeterritorialised by the nevictory-or i ent ed scenari o and
true perception of the tea art (perhaps swordplayedi.\Win the next section, | 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 tdanking within the process dfecomingteawoman

4.4. Affect of becomingteawoman
4.4.1. The force of becoming

The introduction of this thesis briefly mentioned Deleuze@nda t tstatemeritfsa f f e ct s
are becomingso. To have a better understandi
has been stated. The testifying relationship betweestaihd becoming is based on

Spinozads question of Awhat can a body do?o0

suggest a status of the body. For affect, #fi
the self i nto upherk \pa80). bonaxampie Whessayita rbeced yo ( A
can affect and be affectedd, we mean that th

metaphor, it is like sinking into watéraffect is the way in which the water simultaneously

pushes and carrieselbody. Previous discussions of becoming have shown a changing
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process or movementecurringo ver t i me, whi ch i s embodied in
are becomingso therefore indicates that bodi
force shavs the bodily changing. That is, affect and becoming are the very production of

each other.

In thelight of becoming and affedhecomingteawomanat the level of film perception can

be presented as affect that is charted through its force. By doing this, perceiving yijing within

the process dfiecomingteawomanis triggered by the line of affectthe force of cinematic

teaart. Inthenextseciop, t wo types of forces are anal yse

ups of tea art.
4.4.2. The lines of deterritorialisation

The voice of woman

As section two introduced, readiiipe Art of Waiis a distinct element iRed ClIiff IL. When

Xiaogiao speaks of theilitary strategy, the volume of the background score is turned down,

creating anore quiet and peaceful space for Xiaogiao. When the camera focuses on Zhou,

the volume of the scoreisturnedupwithafast ced dr umbeat . Thus, Xi a
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-mar-related images. This raises the quest®ina

wh at the force of a womanods voice is, and ho

Pisters (2003) has pointed out that the reco
system, giving the example Bhe Shawshank Redempti{d@®94)’ She argues that it reveals

Ai ntpeonwseer t o deterritorialized through its e
freedomdo and can be seen fias a | i b62).Bari ng fo
Pisters, a womanodés voi ce haschardtegswipareer t o fr
i mprisoned (extreme territorialisation). | n
the Aintense power to deterritorialiseo. Whe

swordplay, the perception of the voice is followihg tine ofbecomingteawomanin that it
deterritorialises from the theme of violence. The voice of Xiaogiao does not belong to the war

but rather shows the force lbécomingteawoman Her e, according to Pi:
it is hard to follow a psyhoanalytical thought such as stating that the perception of the

A

womanodos voice may evoke the memory of oneos
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regression back into the uterine worldo (p.
voice Aneachfédse] futureo (p. 201). This futu
The Shawshank Redemptiomen are physically contained in the prison, but their audio
perception escapes through t WRedClffd althoughe d wo ma
the perception of a war film has not dissipat
presents the force of I|iberation from a terr
voice liberates the intense cognition which is territorialisggiblence and the desire of

victory.

At this point, one may question how to untangle and distinguish the complicated cognition of
Xiaogiaobs military utterance and the percep
undeniable that the cognition ¥faogiao has already been territorialised within the war as

her citing ofThe Art of Warfunctions as the embodiment of her territorialisation. However, |

suggest that the territorialised cognition of the theme of war does not impede her
deterritorialisedsoice. 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 matrixdeterritorialisatio. Becomingtea
womandepends on Xiaoqiaobs paradoxi cal rol e in
a minoritarian territorialised in a power system, | would not forge the ideacoimingtea

womanas a position which stems from becomimgoritarian. However, within this

minoritarian territorialisation, the perception of Xiaogiao and the tea art, indeed, complete a
deterritorialising pr ocess -visubllydetetrioralisesthe an d
cognition of the warelated symblic 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, Xiaogiao discloses the forteodmingteawoman In a

nut s hel | teartaadder voice Hawe the force to deterritorialise the cognition of the
war, even though this 6éescapingd perception
the war.

Closeups of tea art

Let us now move to the editing of the tea scdime tea scene iRed CIiff llbreaks the
classical film narration, which consequently deterritorialises the sensmiyr schema. For
Deleuze, the sensemotor schema, put simply, is a continuous and structured movement

image [montage] which rationallynlks 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 structu@Af@, whi ch i s
discussed in section 4.3.3, follows the sengoogor schema that the perceived A is affected
byBthent akes an action of AG6. Thi Gpratotypidales s o meh
affective reactions as it creates a goaénted cognition, such as revenge.

: j

Figure 4.7. Red CIiff Il (2009)Xiaogiao is talking with Zhou. Shoulder shots of the protagonists and extremeipkeé
making teaare 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 sensaptor schema on two levels. Rlys as explored earlier, the
tea scene has already broken the classical narration in the seroryschema since it
functions as an inserted sabenario that moves us out of the centralised vieboignted
narrative. Secondly, the disordered editimghe second part of the tea scene, disrupts the
link between perception and action. Two different sptioporal coordinates are edited
together within a disordered montage sequence (figure 4.7). One-tgmagioral coordinate

that can be identifiedisn Zhouds residence, but the other
temporal coordinate which is filmed in extreme clogs. It is reasonable that Xiaogiao and
Zhou drinking tea and having a chat together (figure 4.7, shots a, d, g and j) would de filme
through medium closaps. However, some extreme clageshots, 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 disorderedngditi closeups? Following a

Gestalt approach (ssection2.5.3), the affective energy maintained within film perception

to a certain degree is configured by the perception of space and hiereforethe force of

the disordered editing of the tea scena 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
movemeri mage t hat space refers to; the positio
changeo ttdsétheé whol®(6Z p. B5). lis necessary to examine how the images

affect when the spati@émporal coordinate is out of sync. Regarding spatiality, alpse as

Deleuzian affectionmages, wouldh | | u @rerspacew hiia t e espace @uelconghe

wheren space is no | onger a particular deter min
does not yet appear as a -spemwhaseverongoweCe2an
identify the coordinates of thertosawvwupuand X
experience at that moment is no longer led by a cognitive sc&ediliff 1|, but rather the

pure optical -spacpnehraiteenvceer 00.f Aany

Then the question remains as to why these disordered aftatiages break the sensery

motor schera? The answer lies in the fact that the timeline of the tea scene is out of sync

with space. For sensepot or s c hemas, Ati me i s necessari.|l
because it flows from the montage which links one moveimemta ge [ s] t o anot her
35). Time is marked indirectly through the continuous shots from one position to another; for
example, a very common dialogue can show the-tiave through the use of alternate
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reverse shots of two characters. On the contrary, once the coordinatsmdtbes put into a

state of disorder, fAit is no |l onger time tha
that depends on timeo (C2, p. 41). F-igure 4.
image. When the image of movement is a pure opticahaadstic 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,
theextremeclosea p of Xi a omeadwhedshe i$ paepaging tea (figured),is

inserted into the film sequence of a conversation (figure 4.7 d, g). The extremalose

erases the spatial information and makes the perception of the cinematic space disordered. In
this disordered sequemcthe 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
perceve 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 mawy Iz $ke 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 thetator is switched from the affective

reaction of tea drinking to the perception of time, or in other words, the cognition of the tea

scene igleterritorialised.

Sensory-motor situation

{

Indirect image of time is replaced by a non-localizable
relation, pure optical and sound situation

J

Direct time-image

Figure 4.8. The schema of timienage (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, | argue that reterritosation, as the production of the
deterritori al iep@dentatiams, manifestsi asthegperaeptionof the entity of
life which underpins theensoriaviewing experience dRed CIiff IL. To understand the

entity of life present within the watching experiencé&efl Cliff 1|, it is necessary to explore
the pereption 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 Spatiattemporal comprehension of life

The aim of this section is not to exmowvhat life is, but in what ways the perception of life is
merged withbecomingteawomanin the viewing ofRed ClIiff IL Thus, rather than offering a
standardised definition of life, this section attempts to configure a perceptible schema that

allows theperception 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

i sal i f ed (or i gk stadt heaftifpe ilevarywkeje, in aHlthe 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

o0 b j e(bedeszé, [1995] 2002, PI, p. 29). For Delewzkfe is not anything that can be

defined by the consciousness of a subj&dtife eludes both subject and object, meaning it
transcends consciousness. Keeping this in mind, we can consider the eifétasd 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 thexsmall case is representative of an

individual life, and the big box ialife. To perceivea 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 subjedbject 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:

114



The pathwaytevudaoi s an ongoing negotiation of oneds | i°
passage of timpassed, 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 Fanthe pathway tavudaoor enlightenrefers to a relation between andife and

duration which mirrors a becoming processThe MiddleWay NUgUr juna st at ed
has been moved is not moving. What has not been moved is not moving. Apart from what has
been moved and whathashhoe en moved, movement cannot be c
Garfield 1995, p. 125). NUgOUr | urmassed sisetiere mo t i
is no movement which existed in the past or in the future but there is movement in the

present. Movemernn 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 inhetisieiyt

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 | regard an empty notebook asttity ef life, when | 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 turnirigetpages 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 deterrrialisation of the moment of time so that it turns into tipassed.

To integrate Deleuzebs i mmanence and the Bud
pathway which comprehends the entity of life as mapped through the transcendental spatial

and tempaal empiricism. This transcendental empiricisntedi@orialises 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 processentain

way deterritorialises the spatimmporal coordinate of individuality.

Returning taRed CIiff 1l, it is not difficult to locate a similar comprehension of the entity of
life processes within the deterritorialisationbefcomingteawomanduring the perception of
the tea scene. Both are about the deterritorialisation of two crucial elements that form an
individual i the perception of space and time. Simply stated, deterritorialisation,

transcendental empiricism, and yijing of tea, releaseeheeption ofa life, which is also a
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process of reterritorialisation. This reterritorialisation is joildzomingteawomanand the

process of perceivinglife.

In my analysis oRed CIiff I, the comprehension aflife is about thdilm perception
affected by the force dfecomingteawoman 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 pwensoriakxperience of becoming life.
4.5. Conclusim

Foll owing the | ast chapterés discussion of
this chapter takes the argument further and investigates the force within the perception of
cinematic affect. By doing this, the transcendental perceptioniongyan be charted with

the line of affect which escapes the territory of prototypical emotion. With the intention of
analysing the affect of the tea scen®ed CIiff II, this chapter aligns with a feminist

approach through the adoptiont@comingteawoman which manifests as a

representational analysis of a complex wartime female figure (Xiao@aodmingtea

womanis used to expound the cognitions triggered by her nuanced use of tea art in different
situations. Also, charting yijing with the line bécomingteawomantraces 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. Tatcthee nonprototypical emotion, the
goal of the story and the use of rgoaloriented 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 camaoaement, use of editing and sound etc., which

aims to look into how the audidsual 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 goematic 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 textuddased situation of the female figure in Bed Cliffseries and the
conixtuatbased cognition of the mamoman 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 rathguuhep

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 approachingthematic 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 transcemtal experience, perceiving yijing requires the
deterritorialisation of the formed territory, regardless of how powerful it is. Therefore, at the
level oftranscendental sensatjdhe condition of perceiving yijing decides that the process

in and of itelf is the critique of a majoritarian dominated cognition. ParticularRad 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 pgstem,

this chapter has argued that the reterritorialisatidseobmingteawomanis the perception

of life-in-itself.
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Part Il: Assemblage

There are no individual statements, only staterpeodiucing 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 analifgigever, there has been no

single discussion which focuses only on film perception.

In Part II, I will utilise Still Life andIf YouArethe Oneto present a systematic analysis that

will detail an analytical approach to charting yijing angexaminingthe 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 exqohg the perception of yijing.

Still Life aligns with norrepresentational theory in elaborating the analytical approach of
charting yijing. |l nstead of analysing the
the whole film. | argue that theagant form of tea precisely configures the emptiness of film

cognition, therefore triggering the perception of yijing.

As a comedylf YouAre the Onetriggers a very different cognition from the other cases,

which allows it to highlight the differencestween 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 differendeetween 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 RuStlhlifee n Ji a

Mountains are mountains, and waters are waters;
mountains are nohountains, waters are not waters;

mountains are once more mountains and waters are Waters.

---Ching-yuan Weihsin

Plot

Still Life consists of two protagonists each following their own pathway. Han Sanming (Han
Sanming) comes to Fejig (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 cmgli
disused buildings. Finally, on the waterfront of the Yangtze River, Han mee&ts\uite,

and they decide to remarry. In another narrative Shen Hong (Zhao Tao) comegi®tbeng
find her husband who has not been back home for two years. In fitvet dam, they decide

to get divorced.
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5.1. Introduction

In the last two chapters, | 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 pirpose of the last two chapters was about examining the relationship between vyijing,
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 methodpkrgyes

as theoretical guidance, not a practical approach. Although the-coeoabproach and the
Gestaltbased approach have been practiced in chapters three and four, they have been hidden
behind the conceptual clarification of yijing and affect. Sghsetly, through analysing Jia

Z h a n gSklld ifesthis 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 transcaindent
perception, this chapter directly confronts the idea ofnepnesentational perception. To do

this, | am going to align with nerepresentational theory to look at the opposite side of

meanings, understandings, and representationsrépyasentationaheory was brought

forward by human geographer Nigel Thrift (see Thrift 2008 and Vannini 2015). Hayden

Lorimer (2005) articulates thatnane pr es ent at i o ntlahr d fhreeog ggnt atsi din
aims to r ecodfifgioor & ttHhea mght isaode haticad such as

i mo-thaath u ma n 0 -thafitneoxrteual 6, and fAmore than strucl
Alongside the discussion of n@apresentational 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 hediimt Since yijing

of tea is close to the idea of emptiness that cannot be traced through its representations, the
guestion remains whether we can directly explore the affect of the limited representations of
tea in a film so that it discloses the affeta nonrepresentational mattefor the idea of
emptiness, Xu Dashou wrote a poem which st at
is chatting with my sorrow. Even the oblations for the Master are piling up like a mountain,

they are justthebubbls i n t he empt i ne s’%ben writingthetgoemn,n L a i
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 andgwual film-watching experience. | 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 isids to articulate how the

representations of tea vanish in the film, thereby achieving the configuration of emptiness.
Moreover, this chapter attempts to synchronisesémeeo f t eads yi jing and t
ruin in the film. Ruination is a distingtnishing sign irstill Life. | argue that the sensation of

the vacancy of tea is the production of perceiving the ruined city in the film.

| begin by elucidating this way of thinking within the analytical approach of charting yijing.
ThenlalignwithCoey Schultzdoés writi nhpfmasawayofa Zhangl
investigating the difference between an analysis of cognition and an analysis of affect. The
reason for aligning with Schultzds cognitive
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 thagpter 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 p
difference between the perception ofygj affect studies, and cognitive reactions in film

analysis, and in consequence, | 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, |
discuss the perpéion 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 highlightsonrepresentational is the key concept in this chapter.
Why is nonrepresentational thinking important? Initially, | argue that there are two types of
thinking. One is convergent, and the other is divergémthis thesis, these two types of

thinking ae 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 chap&il infe i cigarette
liquor, tea and toffeeshave 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. Bia n d C h e a hfécassanrthelinkage between film

representations and social context, which can be seen as divergent thinking. C&tilinly,

Life is seen as a reflection of social realism in the PRC in a developing era (see Bordeleau
2013; and Benlin 20 1s8sgentredthinkisg isfooned outsidethe o ns ci o
human body. This kind of thinking is related to modernity, society, and ecology, which
investigates how the film reflects changing

affect. In this regard, representasaof a film are the products of various social ideologies.

In contrast, convergent thinking considers the experience inside the body, asking questions
sucha swhiy was | angry about this plot?0. 't in
within the baly. 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 ofStill Life, At hese things (demolition) really
dimension is part and parcel of that reality. | did not invent anything. | simply am there,
capturi ng %A Jatputsitptimeenorheat,in which one is captured by the camera,

is already significant without thinking from the outside. For Jia, thésstf demolition in

Still Life can be seen as the crystallisation of that moment and of that place. He did not seek

to overcomplicate or embellish what was happening but rather he sought to take the camera

with him to experience the things surroundinghi

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 mbtill Life. In short,
Schultzbéds discussion places affective body e
we can see another side of film analysis which escapes consoiotusl and goes back to

the initial sensation of images. Asaffece finot hi ng but the actual e
(Spinoseet 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 socialdeology existing outside the film (the nogpresentational).

5.2.2. Free Jia Zhangke

Within convergent thinking, we can analyse J
complicates the consienmu@li m elmids ntgesr lod. vahira o
filmmakers of the s@alled 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 Lovhgestudied in

the Beijing Film Academy during the late 1980s and started their flmmaking in the 1990s.
Their early films are variously labelled as independent films, underground films, productions
of Chinese New Wave and the New Documentary Movememeta€kthetics of the Six
Generationds f il ms «p@ostsodiabst andusmfortn (seed@aD10aXs r e a |
2007; Berry 2007). Each filmmaker in the Sixth Generation presents a very strong personal
style and original individualised thinking. Thentradiction is that the Six Generation is

defined and even admired because of the liberation e€seficiousness, but simultaneously
they are often generalised as a group of people who share a critical attitude towards Chinese
society in their films. Tis generalisation applies to the lens of solidified social ideology to
interpret their films, in terms of peMaoism, possocialism 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 whildalling into another, the desperate performance of breaking out.

| am not going to fall into the debate of how to treat Chinese filmmakers but rather focus my
interest on the claim that viewirgfill Life from an individuakensoriaperspective without
representational consideration would provide another way of tlgnkiavid Fleming (2016)

has argued that Jiads films require more tha
representational images, and can be understood as active artworks that attempt to ignite
becoming or invoke novel bamvaittfraitiul torreconfigure on s o (
Ji ads wor k v-epresentatonal apalysis. This chaptenaims to decode the

Anovel mental relationso by a®tdlLifeesi ng the sp

5.2.3. Tea and Ruins

This chapteassimilates the sensation of tea and the sensation of ruins to look at the yijing of
loss. | regard the four consumabietga, cigarettes, liquor and candy in the film as a

particular presence that indicate@esappearingera of therevolutionary socialismThis era
represents the paradox @&iill Life T construction and destruction. During the period of the
planned economy in mainland China (1958993), there was a shortage of supplies

resulting in customers having to use both money and food coupons to buy commddits.

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 ¢ o0ns urmeadirclegpbsbadrg, sacialitysor st of
community in everyday | ifedo (p. 200). Dai su
luxuries anymore but rather function as a space for interpersonal relatichghigs.the

representation of tea is concurrentlg tiesult 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 tleanstruction 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 considerit®ehanges influence
peoplebs |ives and provoke emotions because
spectatords sensation. | suggest that the yi
perception of space and time experience. In the filsahées 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 destructioho space and time. Eri BtllBordel e
Life presents itself as a practice of theqpoh ace o as Ait i s a way to f
time, which is to say a way of withstanding

26).” For BordeleauStill 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 proeesfore, 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.

Fornorr epresentational t houg mosseffectivdhappgroaach ( 2 00 8)
valuesthepre o0gni ti ve as something more than an ad
According to Thrift, we could say that the perception of the affect of ruin is more than

cognitive inference; there is something more than theeseptation of ruins. | suggest that

charting the yijing of ruins needs to align with A@presentational thoughts and needs to

cast off spectat or s 0 -indiddua meiceptios. mehors byt o expl or
analysing yijing in a nomepresentatioal 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 sdie®rsing) on an affective

dialogue inbetween cinema and spectators, we still need a stable cognitive springboard to
depart from. I claim that Schultzds studies
consider how film triggers emotions and creatésafc t s . Based on Schult z¢
take one more step to illustrate how affect is configured differently when we are charting

yijing.

5.3.1. Emotional representations of ruins

I n Schultzés chapter (2018), r umthesMagist e s een
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 congiryaiprocess which indicates

the destruction of the previous industrial period. This transition emotionally connects to the
decay of a specific age and worker cl ass ( Ma
feeling of losso (Schultz 2018, p. 30).

Connecting with Guy Debordés (2008) <concept
effect of the geographic environment on individual behaviour and emotions, Schultz (2018)
explains how the feeling of loss is evoked in a representational way. Hetstatast fit he r ui
produces a structure of feeling of spiritual desolation, which emotionally rejects its former

and current inhabitantso (p. 33). The inhabi
Schultzdéds statement ndangsiatalsotcdirierg ofaspecificn ot | us

history, a unique period in China. To this end, Schultz draws on two coiicetalgia and

memory. Through the readings o0 nadseussiodaf nhua (
nostalgia, Schultz notesthatrmdt gi a i s not just a Afearful re
stated associated with the past; it Aforges
the soci al collectiveo (p. 44). 't i s hard t

perhapghe 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 nationalisnoltlibed ¢

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 politicabparm terms of the

Ai ndividual i st dream of wealtho (Dai 1997, p
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Aform of dissidencedo produced by a fAsubtl e c
(Schultz 2018, p. 44).

Through usi ngi sSc hiutl tlzedcso mensal cylsear t hat Ji ads
the past but to show the production of the transition of development thaévoikes,a subtle

emotional state Hbetween memory and present reality. Teyloo nes 6 s (2017)
methodologicalconsd er ati on of cul tural memory suggest
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,

experi enceo (p. 181). With this in mind, the |
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.

Shultzds cognitive analysis contains an anal
and a psychoanalytical framing of the ruins. In consequence, Schultz identifies the emotional
reactions to the ruins. There are three elements that we needdoictiag a representational
cognitive study of fiembextt woddrknowlédge a®lahul t z6s | en
psychoanalytical framework Thi s tri angul ation in the case
the i mportance of Vvkorolwd ekdmgeevdl ed pev.i diesWar lc nt
background assumptions used for comprehensio
113). This alludes to the question of how we can make sure that our world knowledge is

sufficient to interpret the filmic tex@hrough this question, | do not question the reliability of

our cognition, but | am curious about the orientation of our interpretation.

Il n Edward Branigandéds (2006) discussion of ho
details framewmwirtk sr dtiikenalhet Afampltihe Ar hetor
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 PosMaoiststates; 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 Chinesd,contex
whereby the i mages of ruins move across the
(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 moderneShihistory Keeping

this in mind, the cognition of ruins @till Life can be seen as a metaphor of the Ristist
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state and a metaphor of the legacy of modern Chinese history. Whikpthsentation of

ruins in the film is not constant, my questiapires within what triggers the evaluation of the

ruins in the film. | argue that whatever the cognitions of ruins are, they are the embodiment of

the affectofruinsFor t he next secti on, I wi || i ntrodu

create affect

5.3.2. From representations to affective acts

Schultz (2016) addresses that fAthe ruin is [
its meaning and affects, thus considering no
(p. 451). Forthisnomepe s ent ati onal consideration, Schul i
ruins rather than its representation. In adopting this position, the research orientation needs to
switch from atnourbto adverb fromdvhatttodbhowd Schul t z6s wdinga 1 S no
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 ahahnactes in Still Life to
identify how the emotional state of ruins is

concept ©O°sol dsetacgi destrangemento between th

charactetb s memory (i .e. a youngimgntpoHanhs fieeth
ferryds moored? Thatés where my home was. | t
Afestrangement from space is not only an estr

but is also an emotional estrangement and a sensecofiat i on from homeo (p
say, the spectatorodés emotion is no | onger th
production of the interplay between | oss and
cinema. This emotion is thembodied 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 themrahstate 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 asiafpenerality, and the other,

individuality.
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5.3.3. Analytical approach of charting yijing

It is worth noting the difference between th
In terms of finding past and feelings of loss, which trigger the-gaahtation cognitive

reactions t&still Life, Schul t z6s two studies focus on prc
have clarified, yijing aligns with nonprototypical emotions. Therefore, although the sensation

of yijing and SSstihLliféarearitad indheisrelation soiaftect, the f

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 tems of the relations between affect, prototypical, and nonprototypical emotions, affect is

the Afundamental, atomized component of the
associative network and not an dfentasttheon per s
foundation of both prototypical and ngnototypical 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 identifladnonprototypical emotions. Firstly, nonprototypical
emotions do not Afit our soci al prototypeso
more associated with naronscious experiences and emotional expression (Smith 2003, p.

23). This requires thanalysis to actively deterritorialise the representations of a film and

directly discuss the affection in it. As | have statedstifi Life, the representations of the

feelings of ruins can be considered nostalgic for the-gmstlist era, which ceiitay fits our

social prototypesWhile 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, evethough nonprototypical emotion is one type of cognition, it does not achieve a
representational result. Instead, tracking nonprototypical emotion turns the feelings back to

the nonrepresentational affective process itself. For example, Schultz (20k8)ddww

i mages affect the feeling of | oss-saciaistt ead of
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 ctoree.
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For charting yijing,itsnom e pr esent ati onal <characteristics
constructivismo require a radical approach t
constructed emotional representations (Thrift 2008, pCharting yijing, therefore, is a

process of standing on the emotional point whilst facing the opposite side, away from

cognitive representations.

Affect and emotions

Itisclearf r 0 m S arualysis bf aftec that he has already aligned with actsm.ru

However, there is still one thing that should be questioned, how the affect of ruins is formed?

| argue that to some certain extent, the reg
of film charactersinhabitants, and viewers, but higpaoach 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-ojzséngeron discarded tools
and the metal structures that drip rusty water [ é]
is now imaged as an animal being butchered, bleeding pools of rust as it is slowly being slaughtered, and

the viewer is positioed as witness to this visceral act.

Looking at the abovehe affective emotiosubtlyappears to be empathetically delivered

from the screen. From a cognitive ampeaisal 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 thatatokes empathy and emotionally bridges the gap between spectator
and film charactersin other words, the intangible affect in Schédtanalysis is formed

through the psychological state of human beings. The psychological state, in this way,
becomes theubstitute 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.

| mportantl y, carcshaodssfultydransfer affact tg lumas 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
nonprototypichone, how dave investigatehe conversion process-between the film and

the spectator? If the social convention is not akathbwn and the empathising processes

become blocked, how does the feeling of ruin form and transform in thesisosin
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relation?These questions are different from how the ruin is presemedow it produces

affect. l nstead, I engage the human bodyds p
is formed when someone does not have emotional connections with the citywaythrsiin

IS not just a cognitive sign of physical deconstruction to be felt, but it is alse a non

representational sensation which pervades in the cinematic scenes.

Thrift (2008) notes that daffect utstisa di ffer
intelligence nonethelesso and fAaffect is und
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 nateadte 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 #reymesentationally draws the

affective propensity. Then, the way of diiag becomes the core issue at this moment, which

is also the final step of charting yijing.

Affect and perception

Returning taStill Life, éhow t o chart the sensation of ru
that may help us to disclose the naturaftéct. Wu (1999) notes that the images of

demol ition firespond to a dramatic change in
of destruction/construction. During demol it]i
and di sor i e ntthelightofrthis, te pognititelrepresentatiam of ruins reflects

the feeling of disorientation. However, $till 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 whicitilesed to mark the

process of vanishing. Affectively, the appearance of tea and ruins, forms the sensation of

disappearance.

| want to argue that the sensation of ruin refers to the decay of the perception of space and
time. As discussed in the methdalgy chapter, in aligning with Gestalt thinking, charting
yijing is never about touching yijing in a literal way but looking at the form of theifiits

space and time. If empathy is the emotional connection between spectdibmand

charactes, then tle 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, | 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 inStill Lifeis both easy to find and easy toigndkes one of the fil m
(figure 5.1a), tea seems like it has an administrative role in the film ratdrestimething that

is interwoven in the narrative. The other tea shot shows Shen drinking the tea that she finds in
her husbanddés | ocker (figure 5.1b). The | ock
already left for several years. In additogad gsi de Shen and her husbalil
relationship, tea presents the multiple presences in thé pgaspresence of a factory, the

presence of affinity, and the presence of a

reaction to the disappearing past

Figure5.1. Still Life (2006).Figure ais the first shot of the tea chapter; the female figure imShen Hong.

That being said, | do not want only to articulate the sensation of tea as the crystal of all loss
and vacancy in the film. | suggest that the limited images of tea synchronising with the ruined
city, function as a process of lost meaning. Compareckettethart irRed Cliff tea inStill

Life is not at the centre of the stageRed Cliff becomingteawomandraws the line of

escape, while istill Life, tea uses its vacancy to deterritorialise the representation of itself.

The limited image ofteacdne s een as the teabs vacancy. Th
city reflect each other in that both of them present a vanishing process. Simply put, tea is
vanishing within a macro vanishing procédfie 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 Sll Life, we need to look at the form of affect from two perspecilive®vement and
stillness because they form the spatgmhporal perception of ruins.
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5.4.1. Movement

The idea of flowing

In this section, the movement stateSadl Life will be charted intwo steps. Firstly, | claim

that Still Life presents a traditional Chinese aesthetic concept found in painting,yaalled
(flowing). This aesthetic intertextuality visualises a different spatial relation in the cinema
canon that breaks the conventionaigeption of space as a markable aesthetic characteristic
in Chinese art (see Zheng 1979; Lin 1991;
has been utilised in Paul Schraderds worKk
flowing to articuhte the Zen idea of life, which indicates nature and acceptance without
affront (p. 35). However, | am using flowing as a technical term to reference a vision of an
extensive movement and to refer to the disoriented perspectives that are emb8diked in

Life. The reason for connecti®jill Life and Chinese painting is that Jia imitates the
perspective of Chinese painting, notabhanshui hudpaintings about mountain and water)

in a cinematic way (see Mello 2014). Through developing the literatureméwiehis 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 Francois Cheng observes (1991, p, bited in Mello 2014, p. 2§2flowing shows a

remarkable perspective in mountain and water paintings:

Different from a linear perspective which gepposes a privileged point of view and a

vanishing point, the Chiise 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 differaeinés 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 fdifferent 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). Moreowefilm 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 | use those panning shots, recalling the gesture of unrolling a classical
scroll painting, opening it out in space.

Mel |l o argues that accor di ngx ger t&&tlitdiféicean a Br un
form of experientialparsgpedtatvachp atviea!l ao mgna
mirrors Chinese painting. Chinese painting somehow intimates theevayagb s per spect i
consequence, a viewerodos attention is formed
panning shot imitates the viewpoints of a voyageur in that it physically moves with eye

rolling, headturning, and body movements. As a redii, panning shot on the screen

provides discursive perspectives to spectators. For exaBtpld,ife 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 tradiinal 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 Ping6ssStif 2011)
LifeT the foreground liman, 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 peeptive movements that flow-imetween each layer discursively through the use

of the characterés movements and background

in the filmic scene is ruined.

From depth to thenorizontal

. Z
b w4
< = y //"
> £ So
&
L 0.3
7.5 S

Figure 5.2. Inception (2010) and schematic diagrahe lefthand image is the mirror scene in Inception. The rigdnd
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 ef three
dimensional space. For example, in the mirror sceiaception(Christopher Nolan, 2010),
numerous opposite reflectismestablish 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 deptlSiil 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 deptl&inl Life is shown by the movemenf 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.

Figure5.3. Still Life (2006) and camera movemenite diagram charts the film shots from a to d. The black arrow indi
Samings movement. The blue arrow indicates the tracking shot from @uorti. Thered arrow shows the panning
movement of the camera.

134



When Han visits hisewi f eds br ot her , he passesdverbankk ough
(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 Iggsses 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 thirgklain the distance (we can see the mountains). There is
no spatial relationship between the shots. Simply put, there are no conceg@tsriand

dherd) but onlyheréd The camera is retained in the middle layer (the debris and ruins), and
shoots tle 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 dépth,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 camtzd movement motivatesftirent layers to flow into the
spectator sd vi édetheadandidolch the naultiptedayeésin otmeswords,

it allows for a haptic feeling with motion.

Waves flow, waves pound

C

Figure 5.4. Still Life (2006).Image a and b are shown with a diegetic ringtone. The words on the images are the lyri
song. The same song continuously played with images ¢ and d, but the voice output is switchedligatimbackgroun
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 caédnghai Beach/Shanghai tésung by female singer

Frances Yip in Cantonese). Br othHesongablliss k ( Zho

mobil e phone ringtone. Brother Mark thinks H

his own ringtone. While the diegetic song is played, the scenddto a television. The
television shows a woman crying bitterly and a fernhimtiiver. Following then with two
tracking shots of the mountain and the river, the diegetic song becomdgegetic

background music. Finally, it cuts back to Han and shows him standing on an old building,
which is not related to the scene where hestalikh 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 haneutseallow

the scenes that produce movemerftdw; on the other hand,thec ut s fr ee t he
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
o6 f | y 6éew diffecent scenes. This difference is caused by cutting the timeline-taheg

keep the timeline consistent as we experience it in real life, butth ib this scene

eliminates the transitional time (travelling time) between the different layeoshér 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. Thisleterritorialisation as De | e npg odies of the isertia, bfs t

Sp e

the materiality of their presence: it disemb

it does not matter which perspective we stand on or which layer is shown in front of our eyes.

This sensation no longer soleyt at es t o vi sual i mages, but

a l

perception. Similar to the force &lhanghai womano

Beachalso produces a sort of force that draws the line of flight for our body. Therefore, the

sound of avoman 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 spatemporal coordinate.

Thus,Still Life as an example dfow 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 spectatr s i s not just the i mages of the scen
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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 isrepresentational @nonly
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 Z08). o wo i n
cinema is hard to be measured quantitatively because the identifiethkasgand fastut

editing are both dialectical concepts. Alongside time, Song Hwee Lim (2014) regards

sl owness as fda matter of per celplheiaroobjecavad ex p e
tempor al (or rhythmic) measuremento (p. 15).
Athe subjectivity of the idea and experience

the rate of editing, but what the effect or exgece of slowness is.

Similarly, Tiago de Luca and Nuno Barradas J
cutting rate, then, does not in itself explain why a film can be considered slow but needs to be
analysed qualitatively in relation to otherelemes of fi Il m styledo (p. 6)
stylistic parameters for slow cinema. The purpose of this section is not to examine what kinds

of stillnessarepresented in the film but rather it seeks to directly focus on the two

protagonists who oftestare at the scenery in silence. | 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 bedeparate
(Zimmerman 2011). However, the new question which emerges is what do we have when the

timeline is not just broken but also vanished?

Thetermgazeut i | i sed here refers to the protagoni s
voyeurobé6s opotircevdheale amhet s to show the prot
cannot know what they are looking at. For example, figure 5.5 and figure 5.&$lemand

Hamb s d¢Shen 8 on a sightseeing boat visiting the Three Gorges, and she is looking

outside tle 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 | i ke the

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

protagonist is looking at or thinking about, but more directly about the action itgating.

Figure 5.6. Still Life (2006). Han Sanming.

Figure 5.5. Still Life (2006). Shen Hong.

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 spectatordés eyes, tvhhei cplr oitsa gtohna ss
eyes. The protagonistsd gaze becomes stillne
becoming stiliness as well. This connection and becoming are not based on objects contained

within viewpoints, but on the act of looking. Viewan contain any form of stillness, but the
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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 ghgtiish between empathy and sympathy here. Sympathy

refers to the basic intellectual connection that allom®wsderstand n ot her per sonods
situation, while empathy highlights the iden
personal experience asd on (see Grodal 1997; Carroll 2007; Coplan 2011). Empathising

relates to the capability to be affected; sympathising relates to knowbedgd 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.rbtloegter 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. Becomingtillness as the negotiation of botlswal experience and

affective bodily experience is the experience of the essence of a missing city. The essence of
stillness is time, to use Deleuzeb6s words, 0
say, although the experience is basethervisual and aural ruin, its essence is time. This

experience can be seen as the transformation from the-sgraporal coordinate to beyond.

Then, what is the difference between the time in a spatporal coordinate and the essence

of time? Accordng 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, | call the changing or passing of time adtidifé. Diff-time, for example, is

presented by the ruin till Life, which coordinges with space. As Luo (2015) mentions,

Aruins [é] belongs neither to the past nor t
changes of a place; ruin is the legacy of the past city, whileifutbre, it will be submerged

and replaced by the Three Gorges Dam. Thus,do@s 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 shortffdtime is a relative concept that can be completed as

an expression throughatdn 6 s such as #fAearl i er Ttheyan nowo a

function as scales of time.

However, the time which we perceive from stillness is nothing related to the scalmole
like a fluid line, it has no beginning and no e There is no changing space to mark the
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ti me, but it does not i mpede us to perceive
2015, p. 207). For the idea of the tvaalities, as mentioned in epter 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 spatporal coordinates. Different

from cutting and editing, which breskhe scaled timeline of a real journey, perceiving

stillness dissolves the concept of time.

Mar k Wolf (2006) states that fthere are two
that is embodied in the images, and the time during which the image®aed by the
audienceo (p. 169). The ways of editing cont
visual experience, for example, the use of fast cutting in an action film. Stillness, however,
deterritorialises the time out of the film, whichturn extends the force of stillness out of the

screen. For the situation of the perception of stillne&iihLife, the two temporalities

involved in the filmwatching experience are coincident. Due to the gaze, the same actions

are performed inside armlitside the screen. The stiliness 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 stiliness itself which transcends the pattern of stiliness

T 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 whees the line of affect extend to?

Perhaps beforehand, we should ask what happens to individuals when time does not have
scales?2.ooking at the gaze iStill Life, t he view in the protagonis
spectatorso6, though they engage the same act
temporal coordinate is deterritorialised, there is no spatigporal distinction between

protagonists and spectatof$at 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 tewitory

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 spatgmmporal coordinates are producedduld 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 spatigemporal coordinate such as a screentbeatre (if we apply a term from

physics, it can be called highimensional space). While, for the perception of yijing, | do not
want to offer a spiritual statement that perceivers are going to the same space. Rather, each
individual, in their coordinatevia the force of affect, repeats the deterritorialisation and
reterritorialisation of the spati@mporal perception. For example, | will never say | 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 wexplore the sensation inside a filnatching experience, the charting
process moves closer to emptiness. | suggest that the more we investigate inside, the more
cognitive and representational boundaries are deterritorialised. It is precisely the c@ntinuou
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, | have presented the form
ofpercée ving yijing as ruins. Both ruins of the
vani shingo (Zhang 2011, 148). Thiepeatha | yt i c al
dolls one by one and layer by layer: space and time are the essences of manement

stillness, and movement and stiliness 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 tireemptiness is perceived by the

ruined spatieiemporal coordinate. Not only is the feeling of the ruined city perceived in this

way, but also the nerepresentational tea.

The vacancy of tea sounds like the image of tea is disappearing, but in faeahey 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, siecs need to watch the whole film to
experience the vacancy or the | ow rate of te
the spectatords perception is filled with ru

tea is deterritorialised througts 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 noepresentational theory to digrthe analytical approach of
charting the perception of yijing. Although | 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 wisicould 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 nonprototigal cognition for charting yijing, | suggest that we need to
consider a film as a whole, including the
film genres, film texts and other cinematic elements. To track the force of affect, because of
the paticular 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, tineearizbgond.

Space and time are not the index of the elements that must be analysed; instead, they form
nonrepresentational thinking. Space and time are not the objects to be analysed, but they are
the tools used to form and to track the transcendental.

Fdlowing nonrepresentational thinking, convergent thinking decides that charting yijing is
always inside the individual experience. In terms of stillness, movement, and affections,
whatever the nomnepresentational thinking follows, it is inside the indival body.

Moreover, to form a nenepresentational analysis (as | cannot define what yijing is or what
the emptiness of tea is), | have regar8ét Life as a particular example that directly

presents the vacancy of tea. The vacancy of tea can bessaeneghanical design that aims

to show a pathway of acting emptiness. Acting emptiness in my design uses a series of
guestions as a cycle to form a certain way of charting emptiness or yijing. The cycle means
following a series of relative questions; thst 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 analys8till Life, t he first question is: what <can
meaning? This queg tmeoann ifnogcdu sienss toena dd | cofs iont e a 6
things lose their meaning in the ruined city and ruined era, | 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 withiitself. In other words, how does the fmegnition of ruin happen? To

answer this question means to touch on the affect of ruins or thepa@sentational

perception of ruined space and time. My next question then, is what are the products

produced byduching the affect of ruinghe answer is that thmeanings of objects are

ruined This answer has in fact been shown in the first questimat can we find when tea

loses its meaning? Rather than saying that the whole questioning process is usieless, wh
proves 0o0ne tegwaidneofaskingthe first quéstion and the last question has

changed.

The series of questions have already for med
that tea | oses i ts nograsathengeéning oflosdthrbubher ent f r o
chartingo. The former is a representational
tea. While the latter is a production of a recognising process whereby tea loses its meaning as
there is no inherent meawgjithat 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 &pproac

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 perceptisrabout turning to the front

stage and performing a noepresentational experience. In this light, | 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 ratlagr action of doing (see also chapter eight).
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Chapter 6: Re-examining yijing:
Chartingnon-pl aces i n Feng Xiaogan
If You Are the One

Bodhi doesndét have
This mirror doesnot
Our Buddha nature is forever pure

Where do you gdhis dust?

----The Platform Sutra

Plot

Qin Fen (Ge You) is a middieged man on his journey of matataking across different

Chinese cities. Qin encounters various unexpected people such as a gay man in unrequited

love with him; a cemetery saleswomahmjust wanted to sell graveyards to him; an asexual

widow; and astock marketrader who regards weddings as the same as investing in stocks.

Qin ends his matemaking when he decides to go to Hokkaido, Japan, with Xiaoxiao (Shu

Qi), awoman he knows frofms matchmaking 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

Xi aoxiao meet Wu Sang (Wu Yicong), Qi nds chi
Hokkaido. At theend 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, | have clarified the approach of charting yijing. In this chapter, deexplo
how the analytical approach helps us t@xamine the idea of yijing in a pure cinematic

way. That is, | look beyond the original idea of yijing in painting and literature and consider
how we understand the yijing of tea through an aw@aal discouse and how a film forges

an idea that can be named vyijing.

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, | have repeatedly been asked
whethelyijing can be perceived in different genres or whether different genres can trigger the
perception of yijing. In the beginning, | examined different film genres to find the answer. |
did not realise that the reason for asking these kinds of questionshaightised by the

general distinction between the sensation of yijing and the prototypical emotions ef 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 whaig) 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 prodiien 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 appeal

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 micrd adivromeans

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 | have shown that we can

chart the sensation of yijing (as dependent on the p@oegf 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, | need to examine which perspective of yijing | can align with.
In terms of engagingith 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
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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, | 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. | have used #pgproach 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 dialdmpieeen filmcognition and perception.

If this is not done, it means thatstdifficult to engage with a transcendental feeling and

audiovisualmedium 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 analySéll 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 prevous 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 Arethe One(abbreviated hereafter R6ATO), which shows the moods presan

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 examiningrtbat®n of tea art in

the film. As | 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 interwovesubjects the tea house and the tganking, this chapter
associates itsel f wplacdsinbrderto explaregh® dognitiond ea of n
triggered by tea houses. To define using Aug
defined as relatioahistorical and concerned with identity, then a space which cannot be

defined as relational, or historical, or concerned with identity willbe gopnbna c e 6 ( p . 6 3)
Aug® apppliededmomo uncover the affecihh of mob

Aug®ds explanation, the distinction between
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exists between place andrprl a c e . I n Aug®ds reading of Mich
the intersection of moving bodies. In lan Buchanan and Gregg Lambert( 2005) r eadi
de Certeau, place is fArestrictive and unhome
freedomii n space one has the | iberty to experi me
unrestrictive characteristic of space is freed by putting tthieidual 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 huslated movement.

't i s wort h-phati g opblbgmahidea. Wbdm we apply this idea in film
analysis, it is necessary to ensur-gel avh®d i s t
refers to the space in the film and what we are looking at is our perception of the film. In its
originalmeanig, Pha@amed i s about the intersection b
modern society. This meaning allows us to directly explain the representationspéaoes

in regard to their social, cultural and political significance in the film. The key poihis

chapter is how the spectat or 6 s-placeinafiempRoi on an
example, if we pinpointanem|l ace in a film; consequently,
characters would be freed from their identity. However, we dssaothat the identity of the

spectator will be freed by just watching a frdace as spectator, ngtace, and film

characters are not in the same dimension. Simply put, we need to transfer the representations

inside the screen to the perception and tagnoccurring across the screen.

Since norplace refers to an individudlased space, there has been some criticism ef non
place in relation to sites which are key in identity construction, such as those used by
teenagers and tourists (Aub&amet & Coa 1999; Bean & Moni 2003; McCabe & Stokoe
2004). 1 utilise the idea of ngplaces to deterritorialise the representations of tea houses in
the film. From a microscopic view, | argue that the tea houbéAmOdoes not offer an
identified place for a spédic mood, but a space for triggering different cognition and
perception. In this way, the tea house becomes a transcendental space anteallwsice

film characters anthe outsiddilm spectators to engage it. The perception of yijing,
therefore, wold be the perception of an individulahsed space.

SincelYATOis a film about tourism and nostalgia (see Mostafanezhad, Coates & Coates
2018), the idea of neplace is applied using its original consideration of transport. Firstly, |
apply the idea of noeplace to deterritorialise the general cognition of tea houses which is that
they offer no stable emotional appeal during the process of travelling. Secondly, | align with
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Henry Bergsonés idea of duration, talgaiexpl or e
the film. | argue thatY ATOprovides a particular example that triggers the yijing of fime
passed via the length of the entire film.

Charting yijing will encounter spatiality and temporality. However, different from the last
chapter, which hasxplored 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 tempugabkdin

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, | want to highlight how the film acts aspatid¢emporal 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 Kawai, John Woo, and Jia Zhangke, Feng Xiaogang is

not a wellknown name on the international stage but operates as a key player in the local
film market. Fhe yéas Fatory/diadahg yidangwes telgased 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 flxesemblidijie hag the 2010 disastairamaAfter

ShocKTangshan da dizheand tle 2000 melodram8igh'Yishengtanxi However , Feng
style of humour is seen as his trademark in

opened the period of commercial films in China and initiated a special film season in

mainland Chinahe suipiafNew Year 6s cel ebration film) (se
Gong 2016).
Fengbs comedy style is firmly based on the h

comedies, his characters are based on everyday people and his aesthetic is based on play.
Fenghas said, fAmy idea of making a film is to
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 aueutlibyp

his imagination. But if you make him laugh over the same thing, you will achieve a surprise
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resulto (cited in Li 2009) . Fengds playfulne

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 mooetue approach (Smith 2003), to evaluate a cognitive reactiomamve c
examine whether the goal of the character is achieved. For examipileding

Nemo(Andrew Stanton & Lee Unkrich 2003), when the father finally finds his son, we feel
happy because it is a hapgyding,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 saypgeated identification

can directly cue basic emotions like anger and fear. Ideadlyust 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 othetienal states such as

pleasure, relaxation and playfulness. To achieve these embodied states and to acquire

| aughter, Grodal (1997) asserts t-dampathegoe i
(p. 197). Empathy, in previous chapters, has beem ag the affective power building the
connectionirbo et ween spectator and film. In contras
reactions are mechanisms to stop empathising
as playo. For Mdhatiwe assuine sonfiethingafun,candrfoe this purpose
Acognitive and practical di sengagement o i s n
stopping of empathy al/l present disassociat.
process of identificatio of a mood cue in comedy is marking the process of rejection

empathy.
However , Gr oaempdthy doesrnet meac weiremain cut off. Conversely, this
rejectione mpat hy i s s eean toosnoanwhiiecshcapg ects fAa ser

problens i nvol vedo (Grodal 1997, p. 191). Our e
or a characterés unexpect edbentfcationfbot rathhexibh c e . It
switches the identification to another channel. For example, in the operimg &itYATQ

the voiceover directly asks a serious quest:.
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cutting of visual documents of human disasters in the 20th century, we see riots and wars.

Then following the cliprefmohdyf Maouws nsphaddhl
then realise all we see iIis advertisiimg for a
tool for the famous game, rock, paper, scissors. This opening initially cuts lots of serious

worldly events of humanity incontgmor ary hi st ory, simulating ¢t
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 wordsthe joke allows for an escape from dayday 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, comeyglcan help us argue that theoretically, the genre of film does not influence the
perception of yijing during a filmwatching experience. Although the cognition of comedy
seems counter to the sensation of yijing, they are in fact at different levels himd wit

different moments of embodied feelings. In the next section, from the perspective of a
microscopic view, | indicate the different cognitions in tea houses, and then compare them to
the sensation of teaism, as a way of demonstrating the transcentiataf perceiving

yijing. Then | 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 ttierdiit cognitions

and sensations within the teahouse. To do this, | first present the representation of the

teahouse in modern Chinese society, and | discuss the cognitive responses within tea houses

in IYATQ Second, | analyse the sequence of the tearaitby doing this, show how the
spectatordés perception which imitates the pr
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 teahousén 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 2010yYang 2008, 2018). However, | 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 bectoweéray spacdor modern

customers. To demonstegthis, | shall highlight the unstable cognitive representations of the

teahouse scenesIViATO

Tracking the history of the teahouse in the last century, we can see that the teahouse is not
merely representative of the simple heritageaditional folk culture for public life, but also

a product of the complicated political and economic system in China. According to Wang

Di 6s (2018) study, because of the need for p
original entertainment fuion 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. IFATOwe can see that the Yue opera played in the teahouse
scenariowhich imitates real life activities in the traditional teahouse. While, due to political
propaganda, all entertainment forms were adapted during the-1960s, which resulted in

the content of the opera being labelled socialist propaganda.

Wang (2018) o addresses the fact that teahouses declined from the 1950s to the 1970s
because fievery existence of | eisure pursuits
conflicted withaitimedsageeda modeoms stl)ct a n
As a class struggle set among the bourgeoisie and proletarians, leisure pursuits were seen as
representations of the bourgeoisie, which wa
proletariat. During the wave of the Culture Revolution (:2686), peopld¢o 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

Al ogi stically and pol it ientekcésyively diffcudte. ®)he mar k
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 Ra@aomxletormisomall and t
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 resaggef tea houses, Tan Chee

Beng and Ding Yuling (201(®. 13§ note:
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The teahouse plays a part in reproducing tradition,-inwenting a culture of tea consumption,
such that the modern is built upon tradition or-aneated tradition. The symbols tietpast 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 len
Ang (1998, p. 225) defines

Chineseness is not a category with a figedtenti be it racial, cultural, or geographidgabut
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 signifif 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
enforcing equalityand har ed val ues among citizens in the
famous Chinese | i ttl®66ppta@eahouskhaguan(1956evwesan( 18 9 9
see diverse people and a complete stratum of Chinese society engaging in the teahouse. Some
modern tedoouses, as Zheng (2004) argues, are used to emphasising Chineseness in that

At hey are required to serve and act in a gen
enhance a civilised ancient Chinese at mosphe
the reconstructed teahouse (Zheng uses Beijing tea houses as an example), performances

such as folk artaren ot f or | oc al peopl e anymor e, but fs
the outside wor | dYYATQ we cankde len arkiag pldceeinva faney, 1 n

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 matetking endeavour in a teahouse.

Therefore, the teahouse consistently plays a role talgg; whilst at the same time, the

teahouse can be seen as a valuable commodity reflecting the global defrrandsrn

Chinese society.

Within the transformation of tea houses in China, what has changed is not just the function of
the teahouse,batl so t he representation of the teahou
idea of nonplace, | argue that in the modern city, the Chinese teahouse is not a place that

inherits historical memory, but rather a popupacethat serves the experience wiagined
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hi story and tradition for visitors. Due to t
argue that the teahouse is a historical place. Rather, it has becomplac&a

transformation that can be identified by visitors who form angetgional space within it by
themselves. However, this does not mean that the teahouse is not a real place anymore. Augé
(1995) notes that ©place ni splmecveeri sc ofinmpelveetre Ity
compl et edo meani ng dedtseoh whith theesgrambled gamke of Identityp a | | n
and relations is ceaselessly rewritteno (p.
completely erased, while the teahouse as apfece is never fully complete. On the one

hand, although tea houses/bdecome imagined spaces, they physically exist. On the other

hand, although the teahouse plays aplace role, it will never become a solid manifestation
ofnonpl ace. When customers come in and out, th
the ndividualised tea houses will be rewritten again and again.

I n the | ast chapter, when discussing the cog
studies to explain peopleds emotion of a pl a
of collective consciousness. Therefore, the emotional response to a ruined galté iiie,

such as nostalgia, is highly conjoined with
However, the teahouse in the modern urban place is hard to associateywiteraarable

0 s D gander 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 oltrsstome back and get emotional
connections). Thus, for the-o®nstructed 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 individualitya visitorbased space provokes diverse cognition. Although some

tea houses create a peaceful atmosphere when presenting the aesthetic of tea (Zheng 2004), |
argue that the cognition and perception of tea drinking are not merely affected by the
teahouse, athe one who is drinking the tea is the determinant of cognition and perception.

This does not mean that the teahouse is useless. However, as | 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 aboutat tegn, but also explore how

153



the spectator feels about film characters. We should look into how film characters-and tea

drinking caconstruct the affection in the teahouse.

In the next section, | examine the cognitionYbATOby analysing the scenestime teahouse.

There i s a humorous scenario that onmakingrs bef
meeting with a Taiwanese woman in a teahouse. Xiaoxiao pretends to be a customer sitting

near to them and observes their conversation. | use thigmatking 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). Humis a sort of individual cognitive ability.

The second scenario that | analyse is the one directly after the scene of the tea art, which

shows the pain of a love affair.

Emotions inteahouses
Humour responses

To begin this discussion, it is worth nagithat humour responses to one situation cannot be
generalised as a common global cognition. Humour is an intelldzagald cognitive reaction

that relies on the viewer's cultural, educational, and personal background (and sometimes

more than these). AscCr r ado Ner i (2013) comment s, Fengos
shift of cultural paradigms in contemporary
audi enc e sl23). inrpthe kdy argument is not about whatham Ois funny but

about an examirimn 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 Fengds comedy is funny in

response from the perspective of #pectatorérom 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 (trueyloloady

such as the éconflictd between the British a
superiority theory, humorous responses can be triggered by heightened devaluation, which
compares different characteristics of human beings such as richfmbtall/short (see

Scruton 1987; Lynch 2002). The Taiwanese woman is therefore mocked by both Qin and also

the spectator (or those who understand the a
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The woman: My grandfather went to Taiwan with theidwetlists after the Mainland had
falleneé

Qin Fen: Hold on there. We call it oOliberatedd.
The woman: Liberated? What does 6l iberated6 mea

The deviation in this part stems from the different understanding of anntifllieistorical

event in China. After the Chinese civil war (198%49),Kuomintang which was the ruling

party in mainland China, retreated to Taiwan. TherChimmunistParty became the ones in

power since the PRC was f rophasigestte victaryadf 9 4 9 . Fen
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 clogef her face, her confusion is highlighted

ithe womands innocentceéecser juat apgsedawec ¢ hofFep
sensitivity.

Further when the | ady snatches Qinés hand an
shows his excitement as well . h@dssowesees hi s o

four hands grasped togethércloseu p s hot shows Qinbébs serious f

lady announcesi| 6 m pregnant, you can be his father!
because for his moral evalwuation, he does no
womanshould, under normative values, equate to beingmone gnant . Al so, t he

announcement can be seen as incongruous, another crucial element which drives humour (see
Nielsen 2008; Morreall 200$)This incongruity announces a truth that diverts frbm t
expectations of Qin and spectators. At this moment | 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 momerts woul

result in them being funny rather than awkward moments. It appears that there should be a
cognitive appraisal franddo appraise the film, which will then lead to an emotional response.

For this question, JldeTadtlé Eyenighdlze releveant.@arke( 2 0 0 9)
aligns with MerleatPont yés concept of #fAfleshd and subsce
mean the perceptionimet ween film and spectator. She wr|
for exchange and traversal because it connecissite with the outside, the self with the

ot hero (p. 27) . Met aphorically, Barker il 1l us
The haptic experiencedme t ween, or what she deems the tac

my s ki n and pressagairisi of em@&lep ameak 0 tn p. 29). &eefping this in
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mi nd, the cinematic affectlIYATS® |ldsderethattoer ce of t
function of Xiaoxiao in the scenario is to g
to the conversation builds the connection between spectators and the film. Simultaneously,

she leads spectators to reject their empathy for Qin.

a b

Figure6.1. If YouAre the One (2008). The closg@s ofXiaoxiads facial expression during the conversation between |
and the lady.

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 thagpextr 6 s r eact i
After the woman repeats Qinds Bei j-upshpt accent
(figure 6.1a) where we can see Xiaoxiaobds ri
this moment, the spect qdtggeted by the texture ofbbaththee s p o n
Tai wanese womands accent and Xiaoxiaods exag
As emotion is a social behaviour, if Xiaoxi a
evaluation of the woman, thelnet 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

bet ween o001 i ber at ed 0 toXiaodiaodnfa amiddlessiobwherewe see s c e n e
that she spits out her tea in laughter. When Qin and the woman grasp their hands together, the
following shotisnotaclosep of their hands but rather a m

unnatural and embarrassing réact When the woman tells Qin that she is pregnant, the shot

is followed by Qinds puzzled anpgd embAraassed
smirk (figure 6.1b). I claim that in these t
affectsths pect at or6s identification. As Grodal (:
thenondi egeti ¢ sound in comedies iIis done to ficc
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198). Xiaoxiaobs reaction i s siiohitakeschargeo t he

in controlling the spectatords reception.

Because of the tactile nature between filmaractes and spectators, the role of Xiaoxiao

seems like @emote contra@lwhich allows for the pressing of the button in order to switch to

the comedt channel. For cognitive identification, the spectator rejects empathising with Qin
because Xiaoxiao does not empathise with hin
humour are, however, Oéperformativeodtonmcts by
of the reality of and the responsibility for the stated meanings, a kind of bracketing procedure

or a frame which provides social acceptabil:]
could build a sympathetic connection between spectatortharfidm 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 natdnto experience the feelings of Qin and the

wo man. I n other words, through rejecting emp

situation, a humorous response can be generated.

Melodramatic emotion

Figure6.2. If You AetheOne (2008). Xiaoxiao is arguing with her-kewer.

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.
Xi aoxiao cannot bear this depréssadpti gmooal

t hi s. |l 6m weak and ashamedo. After the tea a
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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 towhedman (figure 6.2).

In summary, we have already encountered two different types of emotion in thermise

sceéne of tea houses. For the functional representation, the teahouse plays a role of sociality,

while for the emotional image, we certainly do seé the peaceful atmosphere of teaism

t hrough Xiaoxi aods de pgihacbeisgsaid,nheaney teahbuseid ancy t
not just a place for Xiaoqiaobds emotional <ca
the tea art scenes. Instaafcexploring how the spectator would empathise with film
charactersd6 dramatic stories, |l want to show

drinking.
6.3.2. The teahouse and sensation of yijing

Teaism and purgerception

We ask that perception should beypsionally understood to mean not my concrete and

complex perception that which is enlarged by memaories and always offers a certain breadth of
durationi but a pure perception. By this | mean a perception which exists in theory rather than in
fact and wald be possessed by a being placed where | am, living as | 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 perceptien. T
perception of yijing is the most direct and most simple sensory reaction. | 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. AccordanBuddhist teaism, the
perception of tea drinking for teaism woul d

perception.

Lai (2014) applied the Buddhist ideasaftipd H U r{sanianchy the four foundations of
mindfulnes$ to explainChan(or Zen) intea.Satipd H U risa method foChan(or Zen)
practice and functions as a capacity to arouse mindfulness. It includes four
domainsk Uy a-ga#i(5hBn nianchumindfulness of the bodyy, e d @ati (8hou nianchy
mindfulness of feelingskitta-sati (xin nianchy mindfulness of mind), and h a msatfa
nianchy mindfulness of dhamma). This fepronged mindfulness contraposes the four
limitations of human beingsbody, emotions, mind, and mental objects. Through

mindfulness, human beingsdete i t or i al i se those four | imitat
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self. Further, these four aspects are the four progressive lev&étaopractice, and Lai

utilises them to explain the way of tea drinking.

I n Laids (2014) explanation which focuses on
tea leaves and boiling the water, the taste of tea refers to the first state oimesslfas

where the body is, the mind is (p. 196). For exampl&/ ATOwe can see the tea art of how

tea is made through closgs (figure 6.3). For the second level of mindfulness, i.e. keeping
mindfulness of the body by using the breath, is achiewethel smell of tea and observing

the feeling of tea drinking. During the second level, the tea drinker will start to experience
peaceful ness. I n the film, we -3umgsmelsascepofXi ao X i

tea.

e f
Figure 6.3. If You Arethe One (2008). The transitional scenes of tea art.

Through the first twdevels, 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 | am eating lunch and watching a
film at the same timé 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
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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 thinkswch 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 examp
feel peaceb6, but r ptetaere,t hihraki ng o46lIt , k mow |l eft
upset, and while | know that | feel upset, | accept that that is it and | let it go. As Lai (2014)

poi nt guanimwuchany ( mi ndf ul ness of | mper manence),
recognises the impermance 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 finaltgathlrinking can
deterritorialise the concept of 61 6. However
none xi stent, but instead it challenges the wa
sel fé and oO6not havi negchathersthely drédaxidting anddfdrm wor k a g
pure perception. To use a metaphdhnere 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 presendéwe see the empty cup as presence, it has filled the invisible
vacancy. Similar to 6éhaving a selfd and d6énot
because of their literal oppositional meanings, but how they both manifest is through the pure

percepion of the deterritorialised mind, evaluation, feeling and all other mental objects.

The state of tea art, therefore, is similar
words, deterritorialising fwhebserbfihglimthe, | i vi n
present o, is similar to the mindfulness of t

Agiving up every form of memoryo becomes sin
objects. AMemoryo in Bergeecrndédon( D988 nar gqgurde
13). In this thesis, the intersection of mind and matter is precisely the film cognition which

represents the cognitive interplay between spectatoaaaiidvisual objects.
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As | have stressed several times in this thésestheoretical 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 fi
deterritoralise the cognitive response. When | explain the four forms of mindfulness, | have
usedlYATOas an example for the first two domains. However, for the last two domains,

since they are about abstract mental activities and pure perception, we cannoideetiéyy

them from the representations of moving imagresteadwe need to take a further step to

deterritorialise the sensation of tea art.

Filmic perception ofteaism

Barkerdos concept of muscul ature proves relev
spectator and film is more despated than the tactility between the skin of spectators and
the skin of a film. Using empathy to comprehend the difference between muscular and tactile

connectiorBarker (2009, p. 75) notes:

Empathy between filmandviewers n 6t si mply a matter of the viev
physical location by means of poiot-view shots and firsperson narration, for example. It is

instead a kind of empathy between our own body
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 manifdas through the connection between spectator and film. However, for a
muscular connection, empathy does not mean empathising with characters but with the whole
audicvisual world in front of us. That is, our bodily perception will mimic particular
movementsn the film. INIYATQ 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. | argue that this

sequence reshapes the perceptiospettatorérom both aural and visual perspiges.

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. Unlikethesoumd t he tea house d
matchmaking, a place for social communication resulting in conversations between main
characters and the background noise operating in the saméd rdomggeoices of humans, the

sounds in the scene of the tea art operatdifterent 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 Hbetween space is produced inside the auditory perception. The
architectural thinking othe sound space is similar to the Japanese aesthetic conb&gpt of
(space) applied ttaiko (Japanese drums). There is an internal space of sileihetvieen

each beat, which can trigger different levels of significance (see Varian, 2018y AH®D,

thedeviation of the sound ranges also creates the perceptual s{isteaen.

As Fengbs humour is mostly based on | anguage
favouring shoulder shots, medium shots and elgze However, the cinematography for this

seqience is much more diverse than in the comic scenarios. Visually, the extreme long shot

of the nature scene cut with clesp shots of the tea art, sways our visual perception of a

single image. In the bodkcologies of Moving Imagddrian Ivakhiv (2013suggests 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

i mage in front of our ey démmed&ispudhdditoghe | v ah ki
extremes of its capacity to disorient conven
the miseenscene of inside and outside the tearoom stretches the limited visual perception

(figure 6.3).

Regarding the cinematagphy of the clos@p tea and extreme long shots of the garden,

rather than stating that connecting different extreme shots would create yijing, | 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, | 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 pasppen. This pure

perception is nomepresentational in that it transcends the normative cognition of a teahouse.

Simply put, the spectatorés pfdmeditng.ti on of t h
6.3.3. The transcendental teahouse

In previous chapters,ev have di scussed the perception of
perspective. By doing this, we have concluded that perceiving yijing is a becoming process,
even though vyijing for us is still an abstract space. For now, when we utilise the teahouse as a
spatid installation for cognition, we can attempt to examine the perception of yijing from the

angle of cinematic sensation.
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| have presented the humorous response, uninspired emotions, and the sensation of yijing
within tea houses. Accordingly, | wantstress that a teahouse is not a place that contains a
stable atmosphere. Whether it is a fancy tearoom imitating tbelsal Chinese tradition, or

if it is a public sphere where sociality plays a role, the moods in the teahouse or the

perception of tearthking, 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 nonplace and transcends all moods. We only perceive tea houses as changing and

bemming nonplaces when our film perception transcends cognition.

Aug® notes that fna pe-placoinrelievedothisusuad t he space
determinants. He becomes no more than what he does or experiences in the role of passenger,
customerordriger 0 (p. 83). Spectators, |ike passeng
emotional reaction to a teahouse because a teahouse aplacgenannot immediately build

connected emotional memory between the film and the spectator. Ideally, we can call this
norremotional 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 moodsIYATQ the matckmaking and Xiaox a 0 6 s weepi ng
portray a sort of memoriyt he i ntersection of mind and matt

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 deterritorialisatica mfce 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 ofdis®riented 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 becorspare.

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 norplace, this has manifested two other different emsfidmumour and sadness. That

is to say, microscopically, the sensation of yijing does naxst 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, macroscopicdhg, 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, | look for the answers by

analysing the duration of yijing.
6.4. The perception of pure duration

Via the lens of the teahouse, | have traced the possibility of perceiving yijing in a particular
sequence ilYATQ Since a film can appeal to various moods, it can be seen as a mood
assemblage. Whenwe askaquesson,c h as &écan the spectator pec¢
or a thriller?6, we in fact mistake the micr
the perception of yijing as a particular sensation of a scene (the micro view) is against the
prototypial mood of a genre (the macro view). However, this hypothesis is invalid. | argue
thatlYATOis a particular case which can make the spectator perceive yijing through the

whole film.

In IYATQ, one of the possibilities of perceiving yijing might be the gption of pure

duration. To argue this, | should firstly chart the nonprototypical emotion in the film as it is a

crucial part of charting yijingcri r st l 'y, as Aug® (1995) notes, T
be the archetype of ngm| a c e 0 (YBTO, QimGs)a travdller 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 withQin.Walang, Qi ndés friend, is a Chinese
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 -places. These three

c har act aeystletebyjcanstruchngriaces in the whole film. This space of Rolaces

consequently influences the perception of the film.

For the spatial relationship between spectator and cinema, Giuliana Bruno (2002, p. 171)

says,

The eye/l that was designiiigi f a s h iT the new gstons 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 se

challenging her ability to take in space and more sjpacenobilized 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 arplaoces and
nonrelational, not to be considered historical and not concerned with identity. Cognitively,
compared tdn the Mood for Loveas we have discussed, most parts of the story happen in a
narrow apartment, which easily depicts and also maintsamtanf repressed moodYATO
however,does not have a repeated place to maintain a coincident mood. THAT @

there is no stable cognition of a place and the perception and cognition of the film depend on
the story performed by characters and tbe af cinematic techniques. Thus, the emotions in
the film are complex and unstable, including happiness, sadnassur,and other forms of

cognition.

However, do complex and diverse cognition equate to nonprototypical cognition? Initially,
the answerd this question depends on the specific situation and thus there is no general
answer. That being said, we shouleeraphasise 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 goalented.

| state that the nonprototypical emotionYATOis 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, notugvhatwefeel s af fected by the characters?o
their nostalgia. However, through the affect
pure duration which transcends the screen, becoming pure perception (I will return to this

argumentater).

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, Amemory, i nBs,apatsthelpaseintoithe pr act i
presento (p. 73) . I n the film, there are | ot
cannot separate the continuity of past, pres

nostalgia (to a certain extent) dotrwoe the goal for the protagonisthich is,match
making. What can happen, however, is that the memmenyred scenarios might open up the
possibility for nonprototypical emotions, thus departing away from the prototypical

understanding of the film.
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In IYATQ there are three different ways of pres
functions like a narrator in that he always speaks out about his past. The flashback shows

Xi aoxiaobs memory, while Wu expreyses his me

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 minute but only consists of five-L
shots (figure &1). The soundtrack is the diegetic
sound of Wu singing a Japanese song called
Shiretoko Love Sogh i r et o KootheRy o] @
five long-take L-shots, the film shows this
sequence by using two types of shots, clgse

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 closaps and the diegetic

sound, we can identify Wubo
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 iohhard to

appeal to sad and nostalgic emotions

(Mostafanezhad, Coates and Coates 2018). As a

man who leaves his motherland and his friends,

Figure 6.4. If You Arethe One (2008). The five-Ehots o o
of Wu Sang arriving back home. He is singing the  the farewell for him is bound to be a difficult
Shiretoko Love Song.

situation. The camera here functions as an
i nvisi bl e ho paratyrsse rwd twhihd m. The o&épartneré j uc
resultinginthelong akes not interrupting Wuds emoti on:é

focusing on perceiving the flow of moods.
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Here, using Wu as an example does mean thgionsack to the microscopic view to analyse

the fil m. |l nstead, it is just an example of
feeling of nostalgia are presented. For the
can perceive them. As Deleainoted, what the memory maintains is the duration (see B, pp.
51-52). For the film perception itY ATQ, 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 perfoomance

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 serfse miimory of the past. The

sense of memory here is not about a fragment that has influenasalthmittaking notice of

the past that has already happened. This past can be called pure duration. Bergson (1988)
explained pure dur admiteus toageparaieroa psychicatsiatasgto wh i ¢ h
reduce them to a more and more i mpersonal fo
Apure duration offers us a succession that i
Keith AnsellPearsoand John Mull arkey (2002) notes on
representational o (p. 5). In this Ilight, wit
passing, the changing is the changing, but they are impersonal in that they are noteembodie

as an emotional reaction to a particular ext
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, whatsa$femttators 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 andtte 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 deteratwrat$ 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 perceptibn t he f i |l m char a
memories can be tracked from the beginning t
introduction at the very beginning, the story exchange between Qin and Xiaoxiao, and

Xi aoxiaobs memory f | as hb ateelpercepiitnefspere diratiorf. u s e d
Moreover, pure duration is not a specific ch

transcended the story in the film, and it equates to the substance of duration.

Therefore, from a macroscopic view, it is posstbl@erceive yijing from the whole story
of IYATQ 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 providebe 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 ngplaces. Instead of saying that the teahouse is a representation of
yijing, the teahouse as a npface transcends all cognition and perception generated by

it. Meanwhile, following Marc Augé, the attention to rplaces in this chapter indicates that
yijing does not exist independently as a prxisting space, it israintersection 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 r@presentational, 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 spatihinstallation of yijing does not mean that we can chart yijing without any cognitive
consideration. We still need to trace the nonprototypical emotional responses to thelfilm. In
YouAretheOnethe tea art sequence possibly cues the nonprototypitsdtsen through the
affect of muscular movement.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 drittkpractice 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 microscogithe 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, whiclmisre than the representational cognition

of a genre. Charting the perception of yijing is not decided by film genre but by pure
perceptiorbased nonprototypical emotions. Even though the response to humour is more
complicated than other cognitive statestsas sadness, the key point is that the perception of
yijing does not necessarily engage with any specific prototypical emotion-éropleasise a
critical point, yijing is not a nonprototypical emotion but rather it is a sensation, cognitively
represerdgd by nonprototypical emotioAs such, we cannot deny the possibility of

perceiving yijing through the whole filmlY ATOshows 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 na@pandently discuss the
nonrepresentation of tea, the next cagelyexamines a nehinese film, framing the

analysis much more towards cinematic techniques and spatial perception.
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Part Ill: Unlocking

Our first andmostspontaneouperceptions are often our most valuable one, because these
sharp, fresh, lively impressiomsvariably derive from the most widely various fie{#ésenstein
1986, p. 62).

Subijectivity is a lingering criticism of charting yijing, despite thetfthat 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 chartijiggyis easily haunted by the curse of
Ssubjectivity. However, this thesis is not
experiences of yijing. Neither is this thesis about whether yijing exists, what yijing is, or if
anyone perceives yijing when thare watching a specific clip. Rather, this thesis focuses on

t h ke o W éow yijing comes into film perception. Therefore, what | have been exploring is a

repeatable process as opposed to a universal perception.

The way of breaking the curse of subjeityi 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. Sincegrceiving 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 | present as my final argument. In ttti®sel begin

by investigating how the analytical approach of charting yijing deterritorialises the cultural
context. Then, | conclude with a discussion of the productiaoioig schizoanalysis.
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Chapter 7:

Yijing in a Hollywood Film: The Princess Diaes

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-yearold girl of a single parent, Mia Thermopolis (AnHathaway), lives

with her mother in San Francisco. Miads gran
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&liavierwhelmed, 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, theéass 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 nonplace that allows various emotions to reside. One of the key arguments made, is that

the perception of yijing is n@bout 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 yipradg®this, | clart yijing in

another cultural discourse, the Hollywood filthe Princess Diaried question how the idea

of 6tea for |lifed in another cultural contex
guestion clear, analytically speaking, when we do nofgrutard the symbolic reference of
Buddhism in tea art, such as the relationship between the rationale of cogniti@haar{dr

Zen) mediation within tea drinking, how should we chart the sensation of tea drinking, and

how can we trace the sensation ofdeaking in film analysis?

This chapter engages with the notion of atmosphere to chantaingibleaffect. The first

part of this chapter compares harmonious atmosphere and disharmonious atmosphere to look
at how the harmonious atmosphere engag#stive perception of yijing. The second part of

this chapter illuminates the rationale of perceiving yijing@ fiim. | want to argue that

perceiving yijing is about the perception of the motion that subtly underpins thevésiib

cognition of the mis@nscene, sounds, filtharactes 6 per f or mance and so
these things, | 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)hasstae d t hat nAaffect not only are maker:
configured as space: they are atmosphereso (
exists in a place, but also an atmosphere which travels into a body and emotionallytmoves i

from the inside. However, atmosphere is not an interchangeable term with affect. | suggest

that atmosphere is a sort of concepb@tween affect and emotion. Atmosphere is the more

tangible representation of affect but also is more discursive thapeh#ic emotions. Ben

Ander son and James Ash (2015) have noted tha
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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 be&ayato think about the diffuse, collective

nature of affective |Iifeodo (p. 34) . For examp
room is often used to explain what affect means (see Brennan 2004). Atmosphere, therefore,

as an example of a ngepresentational object, is applied to chart the affective sensation of

the tea scenes irhe Princess Diaries

With the theoretical framework founded in the methodology, this thesis has discussed lots of
prepersonal experiences in terms of affect, the paocept space and time. However, | am

not content just doing a transcendental film analysis and locating this thesis at the site of
dehumanisation. Reconsidering thkanstory of pointing out the moon | mentioned in the

literature review, we may considéretmoon 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
thisthesisj want to draw your si ght charactelkks tiod en thiet
In doing so, lillustrate how theharacted s changing identity affect:
drinking scenes.

7.3. Internal perception

The visual of tea appears on nipilé occasions and is the metaphoric centre of the filmic

narration inThe Princess DiariesThere 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 secondthe happens in Mia and her motherds hou:
third time takes pl ac echaacellorvhakedtea fostleelQueen. Fowh er e
the | ast time, the Queen comes to Mesaig.s hous
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, thisisecanalyses the affect

produced in these repeated tea scenes.

7.3.1. Reading Invisibility

Invisibility, as noted in the analysis if the Mood for Loverefers to an invisible presence, a
transparent existence, created with cinematic techniques such as mbaedsensory

atmosphere. Following this, if we want to explore the affect of tea drinkimgerPrincess
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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. Furthecpttsider 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 stu
understood as a matter of affects meeting another in ways that produce (or fail to

produce) new relations between the entities
The Princess Diarigany argument is that perceiving yijing in this film might be based on

the perception of the atmaisere produced via the final tea drinking scene. In this scene, the

(@}
wn

key emphasis is on the change of the Queen

shapes a different kind of intensity from the previous three tea scenes.

Previously, the affeatf yijing has been seen as the force of becoming. It is worth noting that
the perception of yijing has a preconditioharmony. 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 agpasdisharmony. By

doing this, we come to see how disharmony vanishes and switches to a harmonious state. |
want to argue that disharmonyThe Princess Diaries embodied in the appealing sense of
humour. Following the discussion of humour in chapberwhen there are deviations

between filmcharactes in regard to their social status for instance, the feeling of humour is
triggered. InThe Princess Diarieghe first three tea scenes appeal to humour since they

show the disharmonious factdystween film characters. In the next section, | discuss how

the filmic language in the first three tea scenes form disharmonious feelings.

7.3.2. Disharmony

A

The first tea scene shows deviations produced by theehbmactes 6 per f or mances,
as the imbalaced 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 showingaclogg of t he Queends f aci e
a medium shot of the butlerés worried face,
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. Whqruinbe 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 O0the royal b

Figure 7.1. The Princess Diaries (2001). The long shot of afternoon tea in the embassy of Genovia.

In thelight of this unbalancedomposition, | 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,wheh he Queen tells Mia that she is the pr
(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 showghss that

Queen is surprised by her unexpected use of
di ssatisfaction does not change Miads behavi
produced here is not merely caused by the gap in social status, but also in kballshges

royal manners. This deviation can be seen as a disharmonious element becé&ise Mia

behaviours operate beyond the Queenbés i magin

Similarly, this also occurs when the Queen

<

royal manner is challenged again. The stained tea mug and the unsavoury tea clearly makes
the Queen unhappy. Further, the vice princip
Queen. Although the vieprincipal wants to show her respect by preparing aotupa for

the Queen, her manner is performed by quite exaggerated actions (figure 7.2a). Even though

the viceprincipal makes the Queen embarrassed, the Queen has to retain her politeness and
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courtesy. The incongruous actions of the two characters a@eate of dramatic effect that

generates a humorous appeal.

b

Figure 7.2. The Princess Diaries (2001). In the Kfind scene, the vigaincipal is talking with the Queen rhetorically.
This is followed by the rightand scene where Mia laughing at them.

The school scenario is quite similar to the teahouse scéh¥don Arethe One(see section
6.3.1). Mi a 6 s nfiiurnrcotri so nK iYAR@ixt it thefy spelbatht

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 al samilel Therejore, we eocldinfer hatthd Mi a 6 s
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 byharactes 6 d i dodiakstateisa 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 aimieint social roles have dictated their

manners. Previous studiesTdie Princess Diariemostly regard Mia as a central subject to

discuss posteminism (Negra, 2009), the representations of teenage girls (Hylmd, 2006) and
selftransformation (Bodey &Wwd, 2009). The role of the Que
has been | argely ignored. I n accordance with
(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 Queesithaitaes of
dispatcheendt he donor . For Propp, the herods actio
donor normally has magical power and gives it to the hero. The dispatchéritigsabout

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 mak
princess. However, the Queen is the one who needs to bel lasipesll. The Queen must

find an heiress otherwise her country will cease to exist. However, Mia is not the helper (i.e.
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the solution for this difficult task) because, in the beginning, she refuses to be a princess.
Following this, the relationship betweéhe 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 Queends position, Mia is not
Fr om Mi a dbe heksélféeswuch 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
envelopghe film charactes.

7.3.3. Harmony

When the Queen and Mia gain 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 atdidfya. The diary is a gift prepared

by Miabés | ate father. Foll owing the title of
essenti al narrative el ement. Mi abs father fo
this letter encourages Mia be confident and be responsible for her réwyah 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 teaise, zooming in is a notable type of movement.

With conventional ovethe-shoulder shots for filming a conversation, the camera smoothly
zooms into the Queenb6és face then cuts to Mia
repeating these reverse shots, theararmovement 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 memined before, about reading invisibility. The crossing lines visualise the invisible

psychological motion kbetween the Queen and Mia.

Here, it is necessary to distinguish between the literary language and the filmic language. In
The Princess Diarieghe literary expression can be articulatedthsir relationship is

developing@ 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
simulatethe visual change of physically walking up to someone, which can be called the

Asi mul ated motion of the environmento (Sedgw
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optical perception i s nnootion butisa simuateconahssist he s p

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 mot i on. dpactovenalthobgh the mogingtinades aredssowrpoa r
a two-dimensional screen, the optical perception follows the experience ofdinneasional

real |l ife. Therefore, instead of only | ookin

perception, irthis case, are the results of perceiving simulated motion.

Figure 7.3. The Princess Diaries (2001). Zoomtiacking shotwith reverse shots show that Mia and her grandmother
getting to know each other in the last tea scenario in the film.

To go back to their first tea drinking scene, there is also a-nodracking shotand over

shoulder shot. However, it is just a esided movement (see figure 7.4). The camera zooms
into the Quen when she is talking about how to make Mia a princess. We then have a
reverse closep of Mia, followed by a very short zoeim on Mia, which is then interrupted

by a series of fagtutting reverse shots. Mia is shocked and feels quite uncomfortable abou
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 balesgking in

a disharmonious atmosphere. The affective intensity is clearly shown by the argument which

occurs between two characters.
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Figure 7.4. The Princess Diaries (2001). Zoemtracking shostops and move to fastutting closeups. Mia and her
grandmother cannot reach a point of understanding.

The question which arises however, is why the two chara@fetting closebengages

harmony as opposed to conflict. | argue thatglkrception of a harmonious atmosphere does

not only depend on apparatus contr ol but al s
relationship. The relationship between the Queen and Mia changes in the final tea scene. In

this scene, both camera movement #rgdr 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 thgaband the civilian. Furthermore, the camera movements end up
withcloseups of their faces. Amy Herzog (2008) n
body movement is truncated and turned into expression, a movement of the sensorial
capacities,and t empor al shift towards memory and th
Thus, the affect of the cloags of their facial expressions is the crystallisation of bodily

sensation. From this perspective, the dialogue between Mia and her grandmothgrsis no

an oral language but alssansoriakxpressionAlthough they are still talking about the

things which being a princess will entahis conversation happens in a family rather than

between the Queen and an heir. In other words, $beial 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
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scandal and become famolish e Queenés bodyguard had told h
mi ght have been too harsh on your granddaugh
just the Queen of Genovia but also Miabds gr a
atmosphere is produced rimt 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) inTramsmission of Affeexplains that the
transmission of affect as Athe o6at mosphered
individual 6, further noting that ntdndthee i s n
6environment 60 (pp. 6, 8). The key point whi
arerecorded via a transmitted movement. Our body can be affected by the atmosphere in the
film because the at mospher dnkingdattorinahisbodyy nt o us

screen transmission.
7.3.4. Affect of tea and affect of life

In this part, | 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 chasacter
identities. | argue that the representations of tea in the film show the different relationships
between tea and life. Rexamining the aesthetics of tea, the representation of tea in Chinese
art takes responsibility to a spiritual state, but as Lai4P8tresses, 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 thelationship between life, tea and humaiiity | 6 :
a) | have teain my life / | have my life with tea.
b) Life is drinking a cup of tea.

Regarding (a), |l i fe, tea and I are 6the othe
relationships,thep r e separate. Tea iIis the other which
life. For example, iMhe Princess Diariesn the first tea scenario, tea is repeatedly framed in

relation to how much the Queen loves drinking tea in her life wherever she ise&ie
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good tea, good teacups, and good service. Visually, tea is a unique prop shown through close

ups.

For (b), I|ife, tea, and | are dissolved into
deterritorialised in a motioni.e. the drinking of tea. For arple, 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, | state that the affect of tea in life is generated
precisely because tea is not patacly shown. Again, this is a sort of simulated motion.
Visually it is hard to present o6life is drin
mobilise being édnot presentodé to present dete
the processf 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 figurebgseanddhenti ty, bu

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 instruct
i this is a very general statement about a sort of lifestyle. The past, therefore, would be

reflected in the present behaviour. For exampl@hi@ Princess Diariegea drinking reflects

the Queenbdés habit that she nmxonmastasentesce @her ev e
is not about the tea drinkerds past or futur
film, Mia and her grandmother are just sitting there and talking to each other, and there are no
shots of other things to interruptetir conversation. The yijing of tea drinking in the film,

thereforemanifests 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 cultwg, 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 presentferent ea dri nki
performances of tea drinking shows the changes in her identity. On the other hand, cinematic
techniques affect the spectatordés perception
affect of |ife. The tr an sbeseenmadneobthe of t he Qu
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 yijifigeiRrincess Diarie$
pure audievisual 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

| want to makevisible asa way of concluding thinal 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 refertheswitching of
spatietemporal 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 knowingtion, a country but is rather

generated through perceiving moving images themselesPrincess Diarieprovides a

typical example of showing what we perceive is not a national image on the screen but an

il lusion of othersoobtewethgpéi i€énoesadtons
P 1 a élewe oheck the English academic literaturéTbg Princess Diariefilm), Genovia

is always stressed as a fictional country (see Negra, 2009; Hylmd, 2006; and Hamer, 2015),

but it of course soundsextible as a European nation.

How do we then explain fictional culturBhsed customs that are located in an American
culturaktbased story? In the first tea scene, why would we think that Mia breaks the rule of tea
drinking in a fictional context? The paiis 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 angage 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 depemdntellectual 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 pérceivingyijing?

It is worth noting agin that perceiving yijing is not a general experience but a very personal
reaklife experience. Someone might perceive yijing from a cup of coffee or other mundane
objects. | do not deny that perceiving yijing is typically based on some stereotypictbaffe
for particular images such as the moon in Chinese péésgygest 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 techniqgues 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 resigiaath 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 teee 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 filmss 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 inThe Princess Diariedoes not in any way utilise Deleuzian cinematic
thought todisplace a transcendental approach. Even though analsiBrincess Diaries

returns to a Eurdmerican discourse, and yijing is revealed to have a very close relationship

to affectionimage and timemage, the schizoanalysis of yijing has a partictyatiargue

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, andactioni mages i n Del euzeds cinema tex
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 betweéhe EureAmerican 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, | remove the rationale of schizoanalysis from the original context
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and seit up in a new machine. In consequence, the mechanism of the new machine is
different from the original one. Therefore, | am very cautious about directly using Deleuzian

terms like affectioimage and timemage to analyse yijing.

Perceiving yijing doesot 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

experiencethe other is breaking the way, which is thewgett the beginning of a filnT.he

Princess Diariess precisely an example of the second situation. As | have discussed, the
comparison between the first tea scene and the final one indicates thatdhefdéa

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 s¢ENE-In it breaks

away from the expectations of gefirased prototypestiepter 3). Hence, schizoanalysis of
yijing is not dealing with any single camer a

perception formed by both cinema and the human body.

In consequence, the analytical approach of charting yijing should not bellimite

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 fognges on non

representational situations, which cannot be embodied by regsed texts.
7.5. Conclusion

This chapter has utiliséthe Princess Diaries 0 ma ke a Ocheck experi me
yijing can be charted in ne@hinese 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 pezceive 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.

| want to stress againdhthe fact that context can be deterritorialised, does not mean that
context is useless. Both film perception and-ngpresentational 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 chartingyij
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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 geomefdandation, 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 gpt 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 precognitive experiences in terms of affect and the perception of space and time. At
the sameime, a transcendental andilyal 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 experiendAny 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 tooatinue the transcendental journey.

For the conclusion of this thesis, | review the research questions and the main arguments
made in each chapter and then go back to the original intention of developirgudtoss
dialogue in a transcendental stioa. | make a final argument regarding the charting of

yijing; that crosscultural dialogue is the schizophrenic production of doing research in a
deterritorialised way. | suggest that charting yijing is not about standing on one cultural side
in order tocommunicate with the other side. Instead, charting yijing requires a flowing
position which allows for mediation between the two sides. At the end, | present my

consideration of relevant future research.
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8.2. Recapitulation

This thesis has focused on thethesc idea of yijing and affect theory in film perception.
Following the main question of this thesiiow can yijing be perceived in contemporary
Chinese cinemar?the perception of yijing has been charted by using a schizophrenic
approach. In the litature review and methodology chapters, | have located this thesis at the
intersection of four scopésfilm studies, Buddhist philosophy, affect studies and Deleuzian
philosophy. Rather than repetitively review the four disciplines one by one, | nowowvant t

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 experidretgveen conventional

film emotions and the percepti@f 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 thedeparture 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 jingerely

and it is hard for me to expresso. Il nstead,

highlight the marker of that unspeakable sensation through analysing the mood cue in the
film. Following this, we build off the cognitive departure to exploogtihe 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 oistin-between tactility. Affect is an actual thing, an
intensity, or a force to embody the invisible sensation. Therefore, affect allowshesto

sensationsind explain why we can still feel something without producing an emotion.

Del euze asideasGissehizdarmlysis @nd 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 vetyatap t
all ows us to O6deterritorialise6b. As such,
it in the way we chart yijing, the reterritorialization becomes cognition. Then to

deterritorialise again, the reterritorialization produced would Exaflhe final
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deterritorialisation in the analytical process is the perception of space aridthiméorm of
affect. Rather than merely looking at space in the #misgcéne or the timeline of narration,
the transcendental version of space and timbasitathe 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 suuestioni how does the Chinese idea of yijing cbalje 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 anecafunction in different ways.

Firstly, yijing as an invisible, nexerbal 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 aafect is the path which we are looking for.

To answer another stquestioni can a method of film analysis be developed that allows

these different ideas to be interrogatéde need to look at the five case studies in this

thesis as a whole. The reasondboosingJn the Mood for LoveRed CIiff Il Still Life, If
YouAretheOneg andThePrincess Diariesis because they represent a complicated synthesis
of different connections including geraesthetics, filrphilosophy, and textontext. For the
sequence of the five cases, instead of showing fiferdiit 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, | have
respectively discussed the state of yijitigg 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 atharting 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 ofstom
deterritorialisation, the final case study i
OWest 0.

Moreover, using a transcendental approach to chart yijing goes beyond mere philosophical
discussions of spiritual experience. It helps draw the line batsieematic material and the
spiritual world. Schizoanalysis is fia mater.]

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 ditalyapproach implies that we focus on
the spectatords sensation. I n a nutshell,

conducts a transcendental discussion.

Finally, the last sutguestioni how can ideas and constructs of yijing be brought into

productive dialogue with Deleuzian notions such as schizoanalysts?ding to the writing
experience of this thesis, there are two important phiasesiparison and application. The
comparison refers to the act of comparidgjeuzianconcepts 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 systEmesapplication, as

| mentioned before, is not about applying one to the other but bringing them together in order
to do something el se. Del euzian &édbecomingd
analyse the transcendental perception of ferfigures in a malelominated war film

(chapter 4). Before having established a clear relationship between the role of yijing and
Deleuzian concepts in this thesis, | ran into several difficulties when trying to instigate a
crosscultural study. The nexection shows some research notes of how the mode of the

crosscultural dialogue has been determined.
8.3. Some notes

This thesis has presented a croskural interdisciplinary project of aesthetic studies. The

very key but also difficult part of doing thissearch, is noticing the research objective all

along. Working on filmphilosophy 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 thyserate 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 losesight 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 whidh¢aald i n g 6 ,

6confused conflicté, and oédcompromi sed. |t
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, | want toesb some research notes that you can

engage with if you are interested in doing a similar eoodsiral study of film aesthetics.
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My ¢6écodingdé time corresponded to | earning a
schizoanalysis, they are all basedwsrd a philosophical system and each has its own
particular | anguage descriptions. As Deleuze
concepts. Every concept has components and i
already found that the term yip is always spoken alongside words like the transcendental,
sensation, presence, absence; atad 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 e
paradigms.

Del euze and Guattar.i have al so gthaated that i
comprehends ito (WP, pp. 216, 218). In this

sensoriahudiovisualexperiencé the perception of yijing. | utilise different philosophical
concepts such as expansion language, to explore the undpesd@dation. 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 explagach other but to develop a dialogue of-nepresentational

film analysis. However, the tacit teamwork of conceptual exploration in each discipline and
in different cultural contexts, sometimes easily generates incompatible discussions within a

0 c r-Gpmcess, which can be seen as a confused conflict.

| struggledwith 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 theand of Buddhist based yijing (especially the Madhyamaka school) and
Deleuzian based affect asdhizoanalysisYijing is often explained with the help of various
metaphors irChan(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 weth.tbtapply

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 matoheaplore the other would

easily break the balance of crasdtural 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, thereftaeked 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-ingréstic, their
intangi bl e characteristics somet irneeasd irneygu iorfe
film. When | failed to find the balance between theory and textual analysis, the whole

discussion appeared like two independent studies that shbatetiere were no strong

connections between the cinem@ing 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 w@gftatt, cognition, and cinematic text did not
fundamentally clarifya sensoriakxperience. That is, the rationality of the theoretical

framework did not align with the feasibility of analysing a fimatching experience.

The confusedliscussion 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 dfienexploration

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 valuablelates to a similar concept in another
scholarly context. Rather, the question is about the transcendental experience that makes a
compromise between two cultuiahsed theories. Yijing and affect are combined to explore
transcendental film perceptionstead of seeking to define each other. To do this
successfully, | needed to-denceptualise the terms, concepts, and notions as much as
possible.

In this thesis, deonceptualisation 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 compforehts situations

(such aecomingteawomar), | 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 ofdmusensation. Simply put, the

writing focus is to form an anthropocentric view of perceiving yijing in films, in place of a

pure conceptentreddiscussion. The deonceptualisation within the anthropocentric view in
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many ways weakens the boundaries betwaisciplines and different ways of expression. To

explain further, if wecomparehree ways of discussing the perception of yijing:

a) Perceiving vijing is like a desiringnachine that flows through bodies inside and outside
the screen, drawing the forcestlthe 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 atranscendental state (yijing).

c) Perceiving vijing refers to a sort of sensory experience. Fomidgitthing, once the
spectatoroés feeling is freed from the emoti «
experience transcends from sensbaged feelings tperceiving 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 Deian concepts to explain the process

of perceiving yijing. The following discussion will necessarily explain the meaning of the
desiringmachine, the Body without Organs, and how these concepts align with the idea of
yijing. The second example imitates thay 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 diffen¢ 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 bhthe fi
watching experience; as such, it becomes ingeyinstead of concejatriented.

A crosscultural interdisciplinary research of an aesthetic experience, therefore, is neither
excavated by singular culture/system dominated writing nor purely cefaepied

metaphysical discussion. Rather, what this thesis has practiced, is following the curiosity of a
sort of transcendental experience of fivatching. The selection of concept usage, the
construction of theoretical frameworks, and the style of thesimg 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 requiremegleofisg film samples and has

been applied in two ways. One way can be summarisedastkeo f t eads yi j i ng,
istheformof teads yijing. The sense of teabs yi]j
tea and historical contexts of tddne analysis ofn the Mood for LoveRed CIiff If YouAre

theOneg andThe Princess Diariebas presented how the sense of tea for life is shown in

films including how tea dri nki-higoridalchhangess dr i nk
influencehe cognition of teahouses. I n doing thi s
through the fact that the perception of teado

vividly combined.

Il n comparison, the f or m osfapplicgiendsslosgritojthneng i s

sensation of yijing. This might appear complicated; toaefigure an intangible feeling of

yijing, we can utilise the form of teads yi|j
The f or m of Stil ldeasGexconfygurgdibyntige forrmof vacanét he | oss of t
i mages. Di ssecting the form of teads disappe

of ruins within a disappearing city. In this way, the concrete images of tea are automatically

deteritorialised, 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 reintegrate the cognition and perception of yijing, such as in the examination of
teahaises inf YouAretheOne Thi s case study combines the
yijing which subsequently draws an analogy between the ruined cognition of the tea house in
contemporary society and the a@presentational yijing on a sensory levele Tognition of

the tea house is similar to various definitions of yijing, which are based around a reasonable
explanation of nothingnesdowevey t oday6és tea house and teabs

not maintain a concrete or specific meaning.

Whatey er t he sense or the form of teabs yijing
subject that needs to be deterritorialised. Lai (2014) utilises the Tiantai Buddhist concept of
zhiguan(insight, to contemplate and mentally enter ithi® reality to explan 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. Aata ngl y, t he expl orat
yijing does not only focus on the meaning of tea in Chinese culture or Chinese films, which
aims for a cognitive understanding, but al so
experience is very conceptual. Idgalbnly 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 te 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. Crosscultural dialogue: schizophrenic production

Generating @rosscultural dialogue was considered to be the main target when writing this
thesis. However, for charting yijing, cressltural dialogue is not a requirement that we must
achieve. Rather, a crossltural dialogue is a production that automaticallgages 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

crosscultural dialogue has three particularities.

Firstly, this cre@scultural dialogue positively engages with subjective experience. For
schizoanalysis, Athe production of productio
Charting yijing includes different deterritorialisations, and each deterritorialisation c

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 schizisanalys

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 chartiigng 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 fAwhoo
Awho was e x p eindomgaschizaamalysis Dftyijing, the most direct experience

of film perception is selexperience. In turn, writing this thesis means that | have charted my

own experiences.
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Affect studies, in many ways, meets a similar situation in terms of mixength ol es of Ow
affectdéd and o6who is writing about affectd. E
Ahaf fect 1 s taken as al ways being, in the end
assumption is an approach to writing theory that emphathizggersonal experience of the

theoristo (p. 31). She has also warned that
experience Iis a process of | osing the Atheor
Afcomes a | oss of uneesw iroenasd ionrg sptheambticabhred®idp.q n a |

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 thaecessity of the personal experience of the theorist.

Secondly, thecrossu |l t ur al di al ogue in this thesis | oo
instead of a humands external connections wi
studies, thexperience of perceiving yijing in some ways is becoming other, such as
becomingteawoman( c hapt er 4). Rather than | ooking at
woman, the process of becomiather is a process in which our bodies are deterritorialised.

In other words, looking at the original position, becomatiger moves towards the

recognition of our own body. Doing schizoanalysis therefore does not end with charting the
process of becomingt her but radically ebegprhirgbanses t he
(2018), noting a bel i ef -becbming e notdmeththdhi s m, st a
external; rather, it has been there all alon
(p. 178). The reason f or hi-bgpdoinng s toddapartgront he i n
the idea that our body is not free but is inevitably bound, organised, and formed. As Deleuze

and Guattar{ATP, p. 185)poetically pointed out

You will be organised, you will be an organism, you will articulate your boatherwise,
youdre just depraved. You wil/ be isxhgwsef i er and
youbdbre just a deviant. You wil/l be a subject, n

recoiled into a subject of the statemémtt her wi uugatsamp 6 r e |

Rebecca Coleman (2011) notes Athe o6becomingéb
(self) t ransformationdo since Abodies are becomin
relations between bodies, images and culture outside of amodel &f eeprd at i ono ( p.
Positioning ourselves from the specté&qgrerspective, becomirmgher is the process of

shedding the representation placed on the bo
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sense of being. Fan (2018) explains that-tm@oomng in the realm of film studies functions

as a Aspectator gradually put[ting] into que
perception, memory, and linguistic boundaries until realising that cinematographicireality

and, in fact, reality itselfar i ses out of a pure potentiality
I n perceiving yijing, the spectatonothimg tr ansc
through a process of owrecoming, because the perception of yijing refers to the raamgni

of emptiness. According to affect studies, t
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, therebyesdrom 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 ogees back to the original self.

Thirdly, because of the pestructuralist characteristics of schizoanalysis, its engagement

with crosscultural dialogue shows a deterritorialised angydeeralised process. When

applying schizoanalysis to chart yijirgthough 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 $jmatemporal coordinate that forms our cognition. We need to
choose a point in the spatiemporal coordinate to dissect things, such as dissecting the
cognition of the image of tea. However, this dissecting process does not give a confirmative
answer asa 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 degeneralised. Studies of yijing are based around embodieddegtind 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 ongjheatable analytical process instead of

seeking a stable result.

Since charting yijing means working with sensation instead of representation, the essential

mi ssion is to protect an individual 6s percep
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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 sensationadoes n
engage with these modes.

To be clear, a crossultural 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 whethdturecAmerican 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 c® 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 vieesa, thistudy directly

interconnects with ying 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 schizommic charting process is a new connection. The new connection

in the crosscultural 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-pnddeeced films,

which have not been discussed. The field of audience studies is albaating here. This

thesis conducts a philosophical debate of yijing and affect, but it does not mean audience
studies is redundant. Despite having been ou
audience study could help us directly gain thesation 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 vigably (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 dRDVR 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
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enhances the sensory experience for spestatwrefore, influencing the fikwatching

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 perceptiof yijing. Hence, research projects investigating the
perception of 3D films would be valid cases

perception.

Compared to 3D films, VR does not only affect visual perception but also influences the
relation$ip between spectator and the visual image. Personally speaking, | 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 experiendeeimat

said,int he | ight of the devel opment of VR techni
intrinsic sensori al rewiringo (Thomas & GI| ow
films, the spectator is an outsidand perception and afféoh are seen as the connection in

between the body and film. While VIRr e up sisudily imposed boundaries and gerefsht

the capacity to experience felt bettybody and bodyo-e nvi r onment connecti o
The spectator becomes one factor in aali€nvironment 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 shadi 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, | kept updating the
literature review and paid attention to yijing studies in Engliskeméc 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 $%eRather | 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.
FollowingBenjaminB | o o0 m6 s axonbmy®fdenrning 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 yijindtheunspeakable 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 whichrmnwill allow yijing

to depart away from its associations as a purely Chinese aesthetic term that only has
representations in Chinese culture. | do not think this means cultural absence, but | do think it
is a pathway towards transcultural discussion geed by crossultural dialogue. As |

mentioned in the literature review, there are some similar concepts like yijing in different
cultural contexts, but they have different terminology suainas Japanese arfthnin

Korean. Therefore, following the fhavay 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 Anthropocenieetproblems concerning the relation between

humannature evoke critiques of environment and development. These critiques are not just

for the discipline of science. Kavita Philip
understood via its historita context o (p. 984). Precisely, t
humannature is the crucial state of yijirigunity. 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.

2.

The senses hereferto the six sensory facultiesyno g U ¢vBishipconsciousness

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).

Zhiwu luis a representative essay of Ming Jia (Schodlafes). Ming Jia is one of

the Schools in classical Chinese philosophy, mainly focusing on logic studies.

Chapter 2

1.

2.

In psychoanalysis, spectatorship is applied to analyse the meaning of the film through
ideology, intellectual, and psychoanalytical intetptions (see Mulvey 1975; Metz
1982; Friedlander 2008; Rodowick 2014; Comanducci 2018).

Xici is a commentary book abolihe Book of Chang&he 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 b&ita dian:sku quanshu cha shu bazhong
(Collections of books of tea, Lu et al. 2017, pp-1B4 and it is just one part of the
painting. The poem is not shown, but readers can find it on thieded 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 (22@80). The three forces in this battle, Sun Quan, Liu Bei and
Cao Cao, later became leading powers of the three independent Ks§uostate,
Shustate, andVeistate. 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 YangtzeBita

which was in the state &%u

Tea art is different from the performance of a tea ceremony. A tea ceremony normally
refers to the Japaneseh a. @ed art highlights tea culture in the Chinese context (see
Zhang 2016).

Xiaogiao is a nickname; astythere is no official document which reveals her real
name.Qiaois the surname angiao means little. Thus, Xiaogiao means she is the

little daughter in her family. In Chinese history, Xiaogiao and her elder sister Dagiao

were weltknown sisters in theAree Kingdoms era.
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4. SeeshortfimMar g uer i Awélialstenafiend (8979)andSal | 'y Pott er 0s
cinematic version o¥irginia Wo o | (1982snovelOrlanda.

5. See Disney animatioklulan (Barry Cook and Tony Bancroft 1998), Chinese-ive
action filmMulan: Rise of a Warrior/Hua Mula@ingle Ma 2009) and American
live-action dramaviulan (Niki Caro 2020).

6. |1do not deny that this sequence meets market demands in that it gives more space to
Lin and Leung to show theirallur®lar k Gal | agher (2018) not e:
just for Leungbés gracef ul movements but a
the depiction of most principals exclusiwv
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 Redemptielis a story about Andy Dufresne (Tim Robbins) who is
wrongly convictedand in the endescapes 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 |istening to a womands voice

Chapter 5

1. This question i®riginally from aChan(or Zen) story talking about the three levels of
understanding i€han This is written in the Buddhist boaku deng hui yuafA
compendium of the fire lamps).

2. The poem is calledou shigiao zhi tatou I(iravelling from the Stone lalge 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, seence,
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. Eri k Bor dell axcweds memmrs a pl ace that i s der
which is differentplfarcem ocMarsc t Aleg &Gy ffCrowr e

The latter refers to a space without a stptace, 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. Solest al gia i1 s used to describe Athe pain or
solace and the sense of isolation connected ®®t pr esent state of on
territoryo (Al brecht 2005, p. 48 cited in

100.Haptic experience refers to the ability o
spaceo (Bruno 2002, p. 6). | M mfoit i mndHt uai e
fenot i ono, seeing spectators as fAvoyageur ¢

Chapter 6

1. Incongruity theory itself is not limited to the territory of humour. As John Morreall
(2009) notes, Athe core meaning of &dincon
something or an event we perceive or think about, violated our normal mentaigpatte
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 movingtowards 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 wamay 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
call ed 61 s Gen o whriacessDidRiegangdoiR Soarded@o Gbdde
To Be hips:/aww.bustle.com/articles/1748idbgenoviaarealplacethe

princessdiarieskingdomsoundé-too-goodto-be-real

2. In a Chinese context, the moon is always applied to create atmospheres and feelings
of homesi ckness -%&2)dngyeasiQuidt nightBhaugtiss and SU0 1
Shi 0 s-1101)Shd diao ge to@Water melody).
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Glossaryof Chinses Express
Chan

Chayi

Chi bi

Dao de jing
Dao fa zi ran
Dao

Fa nianchu
Fengcha

Guanxin Wuchang

Hesui pi an
Jingjie
Kongaqi

Kongxing

Li

Maj i ang

Qi

Qinggamng
Qingjing

Qi pao
Shanshui hua

Shen nianchu

Shi miHhg tu

Shou niianchu

Shu

Si nain chu

We |

Wenxue yishu pian

Wenyi pi an

Wu( The Three Kingdom)

Wu w o

Wu dendchui yuary; v "H

Xi aoqi aol/abaagi ao
Xi ci

Xiju beati | un
Xin nianchu

X i mixing

Xing er shang zhe weizhi dao, xing er xia

(V)

zhe weizhiqgi ;% H n
Y H

Yijing

Yi ngxiang Ebenti | un

Yi nyuan

Yi xiang yisew WwWufei zhor
T

You shigiao zhi tatou

You

Zhi guan

Zhiwulun

Zhongldao
Zhongguo diafying yi]j

Zhongguo diahyi nlg vyu
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