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Philosophical Foundation for Cultural Identity in Chinese National Cinema Research


Introduction
My potential research topic is based on national cinema from film culture studies. The reason why the topic of national cinema exists lies in the world history and ideological trends that have accompanied the development of the film. Its primary research question is the relationship between cinema and culture. In other words, the research focuses on why films are made and how they are interpreted. The origins of national cinema research have led scholars in this field to pay more attention to the essence behind cultural representations and to explore the diverse encoding and decoding of films rather than understanding film merely as an industrial assembly-line product. Two factors should be highlighted: Hollywood and racism. Early American cinema was influenced by racism, which constructed numerous stereotypes and images, known as the Other, of Black people and other people of colour (Francis,2012). Abide with the revival of the European film industry in the post-war era, a type of against Hollywood film, regarded as Auteur Film, emerged in Europe and swept across non-Hollywood regions with the New Wave movement in the 1960s. After World War 2, with the collapse of the colonial system and the rise of postcolonial thought, newly independent nations began reflecting and redefining their national identities. With the radical politics of the 1960s expanding the scope to include areas involved in post-colonial struggles, the concepts of National Cinema became more complex (Crofts, 1998). All those are reasons why national cinema obtains research value and becomes a classical research field in film studies.
This research, Cultural Identity in Contemporary Chinese Commercial National Cinema Research on 2012-2022, will focus on Chinese contemporary national cinema and explore its national or cultural identities. The primary research question of this research focuses on the key cultural identity features recognised and embraced in contemporary Chinese commercial cinema. Because Chinese cinema has been influenced by Hollywood and other global films over the past few decades, it has nonetheless persisted in exploring its national characteristics through both official and non-official creations, achieving notable success in recent years. Meanwhile, it is a typical research topic in film culture studies. Additionally, the research keywords will be cultural identity and Chinese national cinema.
Cultural identity and national cinema have a mutually influential two-way relationship. As a mass medium, the film obtains the function of transmission of social heritage, which includes transmitting cultural values, social norms, and ethical traditions to members of society (Lasswell, 1948). On the other hand, as a part of cultural production, films have been influenced by specific cultural identities within a particular society (Hall, 1989). Butler, in her study of gender identity, argued that identity is not fixed but dynamic and fluid, shaped by social norms while also holding the potential to subvert them (1990). Beyond gender boundaries, cultural identity in national cinema at any given time is a topic of contemporary relevance. Thus, the research will try to answer the following questions:
1. How does Chinese National Cinema construct or reflect Chinese cultural identity?
2. Which cultural identities are emphasised by Chinese National Cinema?
3. How do Chinese national audiences think about those cultural identities?
Furthermore, based on sociology and anthropology scopes, the research will explore the relationship between Chinese cultural identities and National Cinema to examine the representation of this dynamic relationship from 2012 to 2022. Additionally, it is a part of social research.
This research embodies a strong sense of continuity, building upon traditional research on the Chinese National Cinema while also addressing the research gap during the 2012-2022 period. It is crucial to highlight that the research will pay more attention to the common and typical characteristics of Chinese cinema and provide a systematic summary of the primary research samples. The research belongs to film culture studies of social science that incorporate previous scholars' research experiences and methodologies. From the perspective of cultural studies, in which the researchers hardly adopt an utterly objective stance, coupled with the subjective expressiveness and interpretability of film study texts, the research will inevitably carry a degree of subjectivity and will not approach issues from a completely fixed or unchanging perspective. Therefore, this study consistently adopts a constructivist perspective in understanding the world. Furthermore, it takes interpretivism as the primary stance for knowledge acquisition, while drawing on the epistemologies of critical realism and postmodernism to develop a mixed-methods research approach. This framework aims to uncover the complexity of cultural identity construction as well as the diversity and fluidity inherent in film studies.
The following parts will elaborate on the philosophical foundation of the research through five main sections. The first will objectively analyse key research paradigms and representative achievements in film studies and practices based on the philosophical positions of realism and constructivism, highlighting the differences between these two stances in the context of film studies and practice. Secondly, it will clarify the ontological stance of the research and demonstrate the feasibility of adopting a constructivist ontology, considering the characteristics of film cultural studies and the primary focus of the research. The third section will further explain the epistemological position of this study under the constructivist ontological stance, arguing for the viability of interpretivism while acknowledging the supplementary significance of critical realism and postmodernism. The next part will demonstrate a brief methodological framework to validate the specific manifestation of ontology and epistemology in this research. Finally, the study will substantiate the importance of adhering to the philosophical foundations in film cultural studies by discussing the research's value and ethical considerations. 

Film Studies under Different Ontology
Film studies are divided into two main parts: theory and practice. Both parts have achieved significant research outcomes under different ontological considerations, collectively contributing to the comprehensiveness of film studies. Among the ontologies influencing the concepts of film studies, realism and constructivism are the most common. Additionally, pragmatism advocates drawing on the strengths of both, combining the understandings of these two ontologies to conduct film studies.
Realism and formalism are two core tendencies in the study of film practice, which define the essence and purpose of cinema from different perspectives. Those two perspectives are influenced by realism and constructivism, directing various forms of production. Realism and formalism represent the two endpoints of a spectrum, with documentary films and avant-garde films as their respective representatives. Positioned in the middle of this spectrum is classicism, which characterises the tendency of most fiction films, as illustrated in diagram 1 (Giannetti, 2001, p4). 
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Diagram 1: Classification Chart of Styles and Types of Film, Source: Giannetti, 2001, p4.
The Lumière brothers, considered the fathers of world cinema, shot many documentary-style images that are regarded as pioneers of realist cinema. Researchers on realism believe that cinema is closer to the reality perceived by the human eye than other art forms because it is an art form that captures human audiovisual experience (Giannetti, 2001). Thus, realist theorists and filmmakers explore how to make cinema more closely resemble objective reality. Bazin's long-take theory focuses on how cinema can objectively construct filmic time and space akin to reality (2004). Kracauer believed that films should resemble the boundlessness of real life and that subjects beyond reality, such as myths and history, are unsuitable for cinema (1998). On the other hand, Vertov argued that the camera could replace the human eye to reveal a real world that ordinary people find difficult to perceive (1987). Realist film movements such as poetic realism, Italian neorealism, and the French New Wave emphasise using de-dramatized performances, real-world locations, and natural lighting to construct cinematic realism (Thompson and Bordwell, 2019). More extreme documentary movements, such as direct cinema, advocate minimal intervention with the subjects being filmed, focusing on principles of non-arrangement, non-direction, and non-questioning (Nichols, 2010). This approach results in observational documentaries that feature minimal staging and editing. 
Influenced by constructivism, formalist film theory and practice emphasise the contributions of pioneer Georges Méliès. Unlike realist filmmakers, formalist researchers and creators do not simply pursue the reproduction of the objective world. Instead, they focus on leveraging the unique features of cinema to guide audiences toward a reimagined understanding of the world. Formalist researchers argue that the meaning of cinema is constructed rather than a cloned real world. Arnheim believed that film should break away from simply imitating reality and instead use more formal elements for creative expression (2006). Eisenstein proposed that combining two unrelated shots in a logical sequence can produce new meanings (2023). Formalist cinema is exemplified by the Soviet montage school, whose core creative philosophy involves recombining materials to construct new concepts, elevating cinematic audiovisual perception to the level of rational interpretation (Bordwell, Thompson and Smith, 2020). Similar ideas are found in German Expressionism, Italian Futurism, and Surrealism. These creators often use audiovisual language to guide the audience's thoughts, even engaging their subconscious and sensory experiences, enabling them to grasp the film's meaning from a rational perspective.
Classicism, closer to pragmatism, is best exemplified by Hollywood fiction films. These films and their studies do not deliberately emphasise the issue of realism versus fictionality. Instead, they often integrate elements of objective reality into artistic creation, allowing audiences to neither perceive the film as detached from reality nor regard it as a mere reproduction of reality. Such films combine the strengths of realism and formalism, with the latter complementing the former to enhance the narrative (Bordwell, 1987). Research on classicist films can adopt a formalist approach to analyse the meaning and interpretation of cinematic expression or explore the relationship between the film and reality. This pragmatic approach is not only found in fiction films but also extends to documentary film theory. For instance, John Grierson, the father of British documentaries, defined documentaries as the creative treatment of actuality (1966).
In film theory research, there are significant differences between realism and constructivism depending on the research questions being addressed. Realist researchers typically analyse film as an objectively existing entity. Such studies rely on observation, experimentation, and concrete data as their primary basis. In film history research, this field often involves a comprehensive analysis of films from a specific time and place, using quantitative data to validate representative themes and forms of expression. This method aims to identify the most prominent cinematic characteristics of a particular era. For example, during World War II, major film-producing regions focused heavily on creating films that promoted the justification of war (Barnouw, 1993). In the field of film genres, researchers often identify conventions through observation, looking for recurring techniques across different films. By analysing similarities in elements such as costumes or settings, they can determine the genre of a film (Sikov, 2020). As early as the beginning of the 20th century, tools such as stopwatches and counters were used to calculate the average shot length (ASL) of 25 film samples (Baxter, Khitrova and Tsivia, 2016). Barry Salt, a leading figure in the field of film metrics, advocated the use of statistical methods to study film style (1974) and later employed computational methods to measure shot lengths in European and American films (2009). In film studies based on the realist ontology, one of the most distinctive areas is the field of cinemetrics. This field quantifies and analyses cinematic information, statistically examining audiovisual expressions such as colour schemes, shot durations, and patterns of scene movement. The results are then visualised as data, ultimately enabling the prediction of trends in film development (e Silva, 2021).
Based on the subjectivity inherent in film creation and interpretation, film theory research under constructivism is more common. This type of research typically focuses on the construction and interpretation of film content, analysing the creative background of filmmakers and comparing audience understanding and reactions to explore the reasons behind a film’s creation and its communicative impact. The studies emphasise the subjective interpretation of films rather than objective aspects, such as shot lengths or the number of shots. For instance, while realist research might quantify the proportion of colours used in a film, constructivist research would interpret why those specific colours were chosen. This approach to film studies often centres on themes like film culture, ideology, psychoanalysis, feminism, or race. Hall once conducted an in-depth study of cultural identity and racial diaspora psychology in Latin American cinema through an approach akin to autoethnography. From a subjective perspective, he analysed and explained the reasons behind the formation of such identities (2015). Analysing the feminist stance in Chantal Akerman's film Jeanne Dielman, focusing on elements such as shot composition, mise-en-scène, and action design, to explore the director's interpretation of the confinement of women's identity under a patriarchal society, as well as examining the audience's intuitive responses after viewing, represents a classic example of constructivist film research (Kinsman,2007). The study of racial stances and concerns in Spike Lee's films is another noteworthy example (Flory, 2006).

Ontology of Chinese National Cinema Research
Constructivism holds that social reality varies across cultural groups, manifesting in diverse forms, meaning the world consists of multiple realities rather than a singular objective reality. Constructivism sees society as a dynamic process that is continually produced, constructed through people's perceptions, and reinforced through interactions. Consequently, constructivism rejects the idea of ultimate explanations for phenomena, focusing instead on how different groups construct social realities and their meanings (Denscombe, 2010).
In film criticism research, understanding films is an interpretive reasoning process, with the meaning of a film being constructed by critics as an original interpretation guided by a specific theoretical framework (Bordwell, 1991). As a branch of film criticism, film culture studies depend on the meanings understood by the researcher. Combined with an understanding of existing research, personal experiences and characteristics of the topic, the research on cultural identity in contemporary Chinese commercial national cinema will be guided by constructivism because it is a subfield of cultural studies and film content construction research. This research focuses on how film content is constructed and interpreted within a cultural context. Driven by this research emphasis, both the filmmakers who construct the films and the audiences who interpret them are inevitably influenced by their cultural circles due to their individual social experiences, making their perspectives inherently subjective. Therefore, understanding this research from a realist standpoint is untenable, as the creation and interpretation of film culture are not static, objective realities but rather subjective facts that vary from person to person. Here, film is not a pre-existing objective product nor a simple dataset that can be quantified; instead, it is a process that makes meanings during construction and interpretation. The two key terms of this research, "Cultural Identity" and "National Cinema," are also inherently subjective. From the perspective of cultural studies, identity is a product constructed by culture, formed as individuals adapt to the social and cultural environments to which they belong (Braker, 2004). From the perspective of film studies, national cinema is a topic that requires attention to both the production and the consumption (Higson, 1989). In this context, constructivism is the only reasonable framework to explain the research samples and process. This research acknowledges that both researchers and subjects possess cultural standpoints while simultaneously adopting a fluid and pluralistic perspective to evaluate research findings.
The research involves several critical steps in its specific research process. First, it is necessary to identify a set of characteristics suitable for understanding the form of Chinese national and cultural identity from the perspective of cultural studies. This step is feasible because it is based on the recognition of group diversity, aligning with the constructivist perspective. If the form of cultural identity worldwide were to be defined as a single standard answer, such as stereotypes, this study would lose its foundation in cultural diversity. Simply put, if Chinese national cinema shares the same characteristics as other cinemas, this research would lose its significance. Second, this research focuses on Chinese national cinema during the ten years from 2012 to 2022. The reason for selecting this specific decade lies in the view of Chinese national cinema as a dynamic and evolving process. This approach assumes that cultural identity within Chinese national cinema exhibits distinct characteristics in each stage rather than adhering to a fixed stereotype. Therefore, studying Chinese national cinema during a particular period not only enriches the overall research framework but also reflects the constructivist perspective that sees the world as a constantly changing process. Finally, this study analyses the cultural identity representations in films by examining various elements, including themes, character desires, character arcs, narrative structures, and audiovisual language. The goal is to identify significant and common cultural identity markers in Chinese national cinema. This is a process of subjective interpretation and analysis, in which the researcher approaches and analyses a cultural form from a specific cultural standpoint. It is also a process where an audience member deconstructs the constructed nature of films with their own subjective stance. For the world at large, this represents the reality of a particular group, not a universal standard. In this process, the researcher’s method of decoding films, their cultural and educational background, and their resonance with different filmmakers are inherently subjective. Thus, only a constructivist perspective can ultimately justify the rationale behind this research.
Of course, this research can also be conducted under a realism framework, but its focus and direction would undergo significant changes. If the study remains more oriented toward the construction and understanding of cultural identity, many questions will inevitably arise. Primarily, films are human-created products, and their construction processes are inherently subjective. In other words, if films are viewed as objective realities that already exist, research can focus on the visual preferences, duration, editing rhythms, or colour schemes of these real-world samples. Such studies could yield relatively objective and data-visualized findings, as seen in the field of cinemetrics. However, if the goal is to explore the root causes behind why these cinematic elements exhibit specific characteristics, the focus shifts to examining the reasons behind subjective choices. These studies cannot be achieved through objective observation alone. Further, realism can objectively observe and confirm the existence of specific cinematic features, but only constructivism can explain the meanings behind these features.
By observing objective realities, such as film samples, it can be determined that Yimou Zhang uses a specific colour more frequently than others in his films. However, it is hard to explore the reasons behind his preference for this colour deeply. Moreover, the conclusions drawn may not be applicable to Kaige Chen’s films, as Chen might favour entirely different colours. The reason why a particular colour is applied in a film scene has no universal standard or formula; it is solely tied to the creator’s understanding and perception of the colour and the film. It may even simply reflect the creator’s sense of colour and aesthetic preferences. Beyond colour, all elements that constitute a film are subject to the same principle. These phenomena are diverse and rooted in subjective factors, making them difficult to explain through realist research alone. The fundamental reason why applying realism to film research is challenging lies in one basic fact: filmmaking is inherently subjective. Using natural science methods to study social sciences is impossible. Social reality cannot be accurately captured or depicted because people have diverse perceptions and understandings (Al-Saadi, 2014). Thus, a film study rooted in subjective creation and subjective interpretation and aimed at exploring a cultural group’s self-perception is more suited to constructivism.
Last but not least, it is essential to emphasise that different audiences decode films in diverse ways, and this interpretive ability is inherently subjective. For researchers, factors such as their social background, cultural circles, and ethnic group can significantly influence their understanding of films. For example, Chinese audiences watching The Wandering Earth 2 may interpret the construction of the space elevator in Gabon as an act of unity and friendship, while viewers from other cultural backgrounds might perceive it as an expression of "great power chauvinism" (Li, 2023). Additionally, researchers' educational backgrounds and cultural literacy affect their ability to understand films, shaping the evaluation criteria and the professionalism of their interpretations. Factors such as the timing of the study and the researchers' personal perspectives also play a role. These variables contribute to the existence of a diverse, multifaceted objective reality, which in turn influences the formation of research conclusions.

Epistemology of Chinese National Cinema Research
This research does not adhere to monism in its epistemological stance but rather adopts a pragmatic approach to knowledge acquisition. It primarily employs interpretivism as the main perspective for obtaining knowledge while also incorporating elements of critical realism and postmodernism to address the specific nature of the research questions. This approach enhances the scientific rigour and precision of the study. 
Interpretivism holds that our understanding of social reality stems from individuals’ differing capacities to comprehend it (Denscombe, 2010). In other words, our knowledge of reality is produced rather than discovered. This epistemology, which aligns with the ontological stance of constructivism, inevitably establishes an inseparable connection with this research. The interpretive approach aims to describe individuals' life experiences from their own perspectives and to understand how people "interpret" their experiences (Kalof, Dan & Dietz, 2008). During the viewing process, the audience is not a passive receiver of information but instead identifies valid clues through the film text, thereby reasoning out the deeper interpretive meaning of the film (Bordwell, 1991). Under this interpretive understanding, the meaning of films must be constructed and interpreted. This is because the process of researchers and audiences perceiving a film is essentially one of producing meaning for the film. If the audience cannot understand a particular film, it becomes devoid of meaning. At the same time, researchers and audiences, shaped by their own experiences, develop diverse ways and capacities for understanding films. As a result, films can take on entirely different meanings during the process of interpretation. 
In this research, the cultural identity embedded in Chinese national cinema is based on the researcher's subjective interpretive ability and capacity to apply a film knowledge system to content analysis. If the researcher fails to perceive cultural identity or understand the creator’s intended expression during the viewing process, these representations of cultural identity lose their significance. Similarly, as co-constructors of films (Higson, 1989), if audiences cannot recognise or comprehend the meaning of cultural identity while interpreting a film, the film loses its value as national cinema for them. Therefore, this research relies on the interpretation of film meanings by researchers and audiences. The understanding and research findings are similarly derived from these interpretations.
Moreover, due to the cognitive diversity constructed by different groups in various contexts, such as identity and region, interpretivism is better suited to respecting this objectively existing complexity. In other words, this research values the understanding of national cinema by both researchers and national audiences, thereby constructing a diverse set of cultural identity recognitions. Such diversity in outcomes can only be achieved through an interpretive approach.
For social science research, studies guided under interpretivism inevitably involve subjectivity, especially when it comes to film culture research, which relies on the information obtained through the researcher’s understanding. Thus, emerged as a popular alternative to positivism and interpretivism, critical realism can satisfy deficiencies in many interpretivism film research. Critical realism requires more caution about claims to avoid absolute explanations (Denscombe, 2010). In film research, constructing the meaning of a film is not an unlimited creative process but requires viewers to use conceptual schemes to select the content cautiously from the film and explain the meaning, which is consistent with the proposition of critical realism (Bordwell, 1991). For the reasons above, this research will combine with critical realism or post-positivism to clarify the conceptual schemes in national cinema interpretation to maximise the rigour of the research.
From the dialectics perspective, critical realism is better equipped to address the complexity and dynamism of the social sciences, enabling the construction of a deeper framework for understanding the world (Bhaskar and Norrie, 1998). For this research, the important stance brought by critical realism is this open and inclusive attitude, which is a dialectical approach to understanding the relationship between film, culture, and society. While the creation and interpretation of films is a subjective process, the social and cultural realities that influence both creation and interpretation are objective existences. Therefore, the causal relationship between film and social culture is an unavoidable premise in this study, and the representation of real social and cultural elements within films is a key phenomenon of focus, aligning once again with the practical research of critical realism. Most importantly, the expected outcome of this study does not wish to fall into an extreme interpretivist mindset. Therefore, it aims to adopt a dialectical perspective on the relationship between film and culture, acknowledging subjectivity while striving to approach objective reality as much as possible in the process of knowledge acquisition. Hence, while this study is based on qualitative research, it does not exclude the use of research methods more closely aligned with the natural sciences to gather information.
In this research, in addition to constructing the conceptual scheme emphasised by Bordwell, the most prominent feature of critical realism epistemology is the emphasis on the influence of objective social realities on national cinema throughout the entire research. Higson has pointed out that research on the production side of national cinema must pay attention to the influence of macro social factors (1989). This study will follow Higson's viewpoint and dialectically examine the impact of various factors, such as social structure, ideology, national policy, market environment, and globalisation, on film and cultural identity from a macro-social perspective. At the same time, it will also dialectically consider the role of the government as a regulating force over film content, given that cinema is a mass medium. In other words, the research will not avoid the relationship between film texts and the social context as objective realities and will approach this issue from a critical realist standpoint.
In addition to interpretivism and critical realism (or post-positivism), this research is also influenced by postmodernism due to the particularity of cultural studies, approaching cultural identity and national cinema as complex, specific entities that require careful examination. Postmodernism emphasises diversity, fluidity, and the historical complexity of art evaluation and understanding (Punter, 1988). In film studies, the most common approach is to apply Michel Foucault's postmodernist perspective on discourse and power structures to examine how films are constructed and their impact. For example, in Shapiro's study of political thought in film, Foucault's theory of discourse power is used to conduct a comprehensive political discourse analysis of films such as Hoop Dream (1999). The depiction of gender, race, history, class, and the treatment of social issues in films all reflect specific cultural and political power structures. This inevitably means that the cultural representations in films will exhibit diversity, fluidity, and historical complexity, as they evolve with the shifting ownership and change in power discourse. These characteristics of discourse power construct films, which necessitate viewing the cultural characteristics of films in a particular time and place through a perspective of fluidity and complexity when studying national cinema. This is why the study of Chinese national cinema, due to the social structure, historical context, and discourse power in modern and contemporary China, must be divided into multiple periods and regions for independent study (Zhang, 2004).
Furthermore, postmodernism's influence on this study is also evident in its approach to the commonalities and typicalities of cultural identity. Since individual audiences and filmmaking teams are micro-level existences compared to the broader cultural research groups, there are inevitably differences in individual cognition during the process of creation and interpretation. Therefore, to avoid a single narrative, this research will deeply explore and consider the presence of opposing Chinese cultural identities in one film and multiple Chinese identities coexisting in several films.

Philosophical Foundation in Methodology
This section is not an exposition or explanation of methodology but rather aims to further elaborate on the ontological and epistemological stance of this research through the current potential research design. For this research, a pragmatic methodology is better suited to the expectational objective and rigorous approach, so a mixed-method approach is the most appropriate. The study will primarily use qualitative research, but for sections involving audience analysis and the analysis of common features in films, quantitative research through cinemetrics will be used to gather data. Additionally, based on the researcher’s personal cultural and ethnic group, an ethnocentric reading (Crofts, 1998) of Chinese national cinema will be employed for self-reflective interpretation and comparative identification, which can also be understood as a form of autoethnographic methodology.
The constructivist and interpretive stances are primarily reflected in the reading and identification of cultural identity in Chinese national cinema, where methods such as textual analysis and literature review are mainly used. Of course, this process is not a completely free-form interpretation and analysis of films. As mentioned earlier, the interpretation of film texts will follow a guiding conceptual framework. This conceptual framework is constructed based on the fields of cultural studies and film criticism, summarising and innovating existing research outcomes and models, thereby creating a conceptual scheme that fits the needs of this study. At the same time, the selection of research samples will follow objective film consumption data, such as audience ratings and box office figures, determining the value of the research sample from the perspective of the national audience. These processes reflect the influence of critical realism and post-positivism on this study. Throughout the research, the analysis of literature on national cinema from different countries and the ethnocentric reading with autoethnographic characteristics is a result of the influence of postmodernist thought. This is because, through the study of other national cinemas and self-reflective film analysis, the complexity and fluidity of cultural identity can be more clearly identified, thus leading to more objective conclusions from the diverse research data. Additionally, this study plans to use surveys and interviews to validate the data obtained through textual analysis and explore the national audience's recognition of cultural identity in contemporary Chinese national cinema. This research design is also influenced by postmodernism, emphasising that different audiences should have diverse understandings and identifications with the cultural identity represented in films.

Ethics and Morality of Chinese National Cinema Research
There are five reasons why researchers need to pay attention to ethics: protecting others, assuring trust so research can continue, enhancing research integrity, complying with professional expectations, and providing researchers with a way to respond to new ethical challenges. Furthermore, the other four reasons all serve the core objective of enhancing research integrity (Israel, 2015). In social science research, especially in cultural studies, many aspects need to be addressed to ensure research integrity, such as the issue of others and participants' vulnerability. Lahman (2018) proposed the Culturally Responsive Relational Reflexive Ethics (CRRRE) ethical stance in the context of cultural studies to strengthen research integrity. This culture-focused ethical stance is highly applicable to the development of the ethical framework for this study.
In the CRRRE ethical stance, researchers must first acknowledge the gap between themselves and the culture they are studying and strive to examine ethical issues from the participants’ perspectives, treating cultural holders with respect and morality (Lahman, 2018). Thus, culturally responsive researchers must first be aware of their own cultural background and then attempt to understand others’ cultures, recognising that culture exists within the dynamic contexts of historical, social, economic, and political practices (Johnson et al., 2004). Within this ethical stance, researchers must acknowledge cultural differences, affirm the worldview of the studied culture and groups, explicitly discuss power differentials, and recognise the applicability of non-traditional research methods for participants from different cultural backgrounds (Farmer, Hauk, and Newmann, 2005). Therefore, in terms of culturally responsive ethics, this study will first acknowledge and explicitly recognise the researcher’s personal values and cultural background. The adoption of a constructivist stance and the planned introduction of autoethnography aim to ensure the functioning of this ethical stance. Secondly, with participants and the film samples studied, the research will respect and acknowledge the diversity within Chinese culture, avoiding stereotypes or conclusions solely based on personal experience. To prevent singular narratives or research perspectives, the study will adhere to postmodernist and critical realist positions, further safeguarding this ethical framework.
CRRRE researchers also emphasise relational ethics, valuing relationships and goodwill with participants (Lahman, 2018). This ethical stance advocates building trust and care in research, fostering deeper connections between researchers and participants through listening and respect, and striving for the "good" to achieve higher ethical standards. In this study, these principles will be embodied during the data collection process, primarily involving questionnaires and interviews with participants. The research will prioritise addressing participant vulnerabilities, safeguarding their informed consent and privacy rights, and paying special attention to the rights of marginalised groups such as children, ethnic minorities, and transgender individuals. By focusing on the social identities of participants and the potential risks associated with their involvement, the study seeks to establish relational ethics and enhance research integrity.
This study adheres to critical realism and postmodernism, introducing autoethnographic methods to ensure the credibility and validity of this qualitative research. This aligns closely with the function of reflexive ethics (Hertz, 1997). Reflexive ethics emphasises maintaining continuous self-awareness and critical analysis throughout the research process, focusing on power dynamics with participants and enhancing credibility and ethicality through transparency (Lahman, 2018). This study will comprehensively present the interpretation and analysis process of Chinese national cinema samples, recording reflections and insights throughout, thereby demonstrating a complete reflexive process. Beyond respecting participants during data collection, the study will conduct in-depth research on creators to ensure respect for their expressive intentions. The films will be analysed from the perspectives of official nationalism and authorial intent, adopting constructivist and interpretivist subjectivities to enhance the credibility of research findings. Therefore, reflexive ethics is also the most critical ethical stance in this research.

Conclusion
This essay constructs a philosophical foundation applicable to the study of Chinese national cinema by comprehensively exploring philosophical positions such as constructivism, interpretivism, critical realism, and postmodernism. From the objective analysis of the divergence and application of realism and constructivism in film studies to the establishment of a constructivist ontology, and further to the argumentation of interpretivist epistemology, the paper gradually clarifies the theoretical logic and practical feasibility of this philosophical framework.
Through methodological elaboration, the essay emphasises the vital role of philosophical foundations in guiding specific analyses. Exploring the construction of cultural identity in films validates the applicability of constructivism and interpretivism. At the same time, it highlights the significance of critical realism and postmodernism as complementary positions, facilitating a more comprehensive understanding of how films reflect and shape complex social realities and cultural dynamics.
Finally, by examining the ethical and value dimensions, the essay reveals how the study of Chinese national cinema assumes social responsibility in knowledge production. By establishing this framework, the research not only provides philosophical and methodological references for subsequent studies but also offers insights for further reflection and understanding in film cultural studies.
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