
Chapter two deals with the most conspicuous manifestation of “faked in China”:
shanzhai production. The term shanzhai refers to knock-off products, copycats and
local versions of international brands. Three instances are documented: shanzhai
cell phones, the online archive of shanzhai artefacts, and news coverage of shanzhai
by CCTV. Yang says that whereas the state actively constructs the national brand
image for the people, shanzhai, being a grassroots phenomenon, is actually more rep-
resentative of the “people.”

Chapter three examines film culture, specifically the low budget film Crazy Stone
(2006), directed by Ning Hao. The film is considered as “an enactment of China’s
counterfeit film culture,” not in the sense that the film is counterfeit, although
there are accusations that its narrative style was a copycat of the films of Guy
Ritchie, but because fans collectively urged others to buy a legitimate copy rather
than a pirated one.

Chapter four examines Beijing’s Silk Street Market in Beijing’s Chaoyang district,
a location known to many visitors and tourists to Beijing since the 1980s. Silk Street
Market has undergone a number of makeovers and takeovers, with its identity, brand
equity and merchant activity subject to closer supervision. The chapter describes con-
testations over Xiushui Street trademarks, somewhat ironic considering the street’s
original history as a place to find good “fakes.”

The final section, called “Cultural imperialism and the Chinese dream” ties Xi Jinping’s
“Chinese dream” to the “American dream” via journalist Thomas Friedman in the first
instance, and through the Peter Chan directed filmAmerican Dreams in China, about dis-
putes over copyright in a language testing business run by Chinese nationals.

While Faked in China provides a multi-textured account of counterfeit culture, I
feel the author has missed an opportunity to critique state power. As mentioned
above, there was no national policy mandate on “created in China.” From 2000
onwards the party-state promoted the term cultural industries (wenhua chanye),
which was directly associated with national cultural security (guojia wenhua anquan).
Creativity (chuangyi) was rarely sighted in national documents despite its regular
appearance in provincial, municipal and local district planning documents that
refer to “cultural creative industries.” The alternative national development dis-
course, innovation (chuangxin), promises economic dividends without social disrup-
tion. The fact that disruptive, or grassroots creativity exists, and continues to defy
political attempts to regulate its manifestations, illustrates its highly contested nature.

Despite some minor flaws Faked in China is an outstanding and highly original
work. I am sure it will become required reading in cultural studies disciplines as
well as in media and communications studies.

M I CHAEL KEANE
m.keane@curtin.edu.au
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As anyone who has been to China in recent years knows, images of, and imagery
from, the Communist Revolution remain ever-present in China’s visual environment.
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From Cultural Revolution-themed restaurants to advertisements that recall socialist
calls to action to the continued visibility of Mao Zedong, the enduring presence of
the Communist revolution, and particularly the Cultural Revolution, is an easily
observable and much commented on phenomenon. The topic of Jie Li and Enhua
Zhang’s important collection of essays is not, therefore, new, but its value comes
from the way it puts into dialogue analysis of these legacies that might otherwise
fall into separate disciplinary categories. By bringing together established figures
from a variety of disciplinary backgrounds, this volume, which features art, architec-
ture, film and media studies, literature and politics, reminds us that the multiple, over-
lapping and often contradictory legacies of the Communist Revolution continue to
matter in contemporary China precisely because they have become infused into con-
temporary political, cultural and social discourse in so many ways.

In her introduction, Jie Li makes the argument that we need to think about Maoist
legacies in the plural rather than the singular, and the book does an excellent job of
articulating the many different afterlives of Communist objects and ideas. Like all of
the best edited volumes, Red Legacies is better as a whole than the sum of its parts.
While those with specific interests will be drawn to one chapter or another – students
of politics, for example, will find Geremie R. Barmé’s investigation of the legacies of
Maoist thinking in contemporary China illuminating, while literary specialists will
enjoy Carlos Rojas’s engaging analysis of the impact of Communist and capitalist
ideologies on bodies in Yan Lianke’s fiction – the real value of the volume comes
less from the individual chapters, which are of mixed quality and relevance to the
overall theme, and more from its collective ability to show the way that the
Communist revolution continues to invade Chinese cultural life.

One of the reasons it does this so successfully is that it dispenses with the period-
ization that normally structures our understanding of 20th-century China. Essays
cover periods from the 1920s to the present, reminding us that Maoism did not
start in 1949, and nor did it disappear abruptly in 1976. Instead, the book is organized
into five thematic parts, with 12 chapters in total, plus an introduction.

The first, “Red foundations,” investigates architectural legacies, looking at how
changing political environments can alter the narratives surrounding historical
spaces, while at the same times perpetuating certain visions of spatialized power.
Denise Y. Ho’s essay details the impact of politics on the creation of the monument
or museum on the site of the First National Congress of the CCP, while Zhu Tao’s
essay argues that the architectural megaprojects that dot the urban landscapes of
so many Chinese cities can be understood as part of the legacy of the socialist vision
of urban construction, epitomized by the “Ten Great Buildings” projects of the 1950s.

The idea of a “socialist” way of viewing is expanded on in the second section, “Red
art,” where Xiaobing Tang interprets Wang Guangyi’s continued use of socialist
icons and images as part of his attempt to retrieve the socialist visual experience as
both a historical legacy and constituent part of contemporary Chinese cultural iden-
tity. Harriet Evans investigates the production of poster art, and she argues that
artists were able to subtly express desires and aspirations at odds with the ideological
dictates at the time. This ambiguity, inherent both in the posters and their reception
by poster viewers, goes some way to explain their continued relevance and popularity
today.

The ambiguity that Evans identifies is further drawn out in part three, “Red clas-
sics,” which features two essays on film – by Xiaomei Chen and Jason McGrath – and
one on fiction by David Der-wei Wang. Wang argues that fiction is the form best able
to capture the ambiguities inherent in memories of the period, as it can put forth
alternative narratives that explore experiences of the time in ways that belie easy
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categorization. Chen looks at continuities, but also radical deviations of official filmic
portrayals of Party history, while McGrath sees reuse and reaction in post-socialist
filmmakers’ approach to socialist realism.

The fourth section seems to fit into the book less naturally, as it is organized
around the theme of “Red bodies,” and covers Mao impersonators (Haiyan Lee),
and bodies in film and spectacle (Andy Rodeskohr) and fiction (Carlos Rojas). But
the section has value for its reminder that the Communist revolution was experienced
not just through cultural artefacts, but in a much more embodied way.

The final section features essays by Jie Li and Geremie R. Barmé. Jie Li looks at
museums and monuments of the Cultural Revolution, and while her survey of exist-
ing memory places has some surprising omissions (such as Yang Peiming’s Shanghai
Propaganda Poster Art Museum), her curatorial suggestions deserve deep consider-
ation. In particular, she is surely right to argue that we need numerous memory
sites (covering the totality of the revolutionary and Maoist eras) in order to account
for the multiple memories of the time, rather than the single Cultural Revolution
museum that Ba Jin so famously called for.

Overall, this volume argues convincingly that the cultural and political legacies of
the Mao era continue to impact on contemporary China in manifold ways. Red
Legacies does not pretend to capture all of these impacts, but can be seen as a starting
point for further investigation. Its easily digestible chapters means it is well suited to
undergraduate and postgraduate teaching, but its ability to make cross-disciplinary
and trans-historical connections means it is likely to be a useful resource both for cul-
tural historians and those interested in contemporary China for years to come.

EM I LY W I LL IAMS
emilyrwilliams@hotmail.com
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The 50th anniversary of China’s Cultural Revolution (1966–1976) has inspired sev-
eral publications that deepen our understanding of the “ten years of chaos.”
Listening to China’s Cultural Revolution is such a timely contribution, an edited vol-
ume that resulted from a symposium held in Hong Kong in 2013, dedicated to the
sonic experience of this period. It was a particular period, unimaginable today,
“when everyone listened to the same music and sang the same set of arias at political
gatherings, in schools, and in their public and private lives” (p. 2). Despite this uni-
formity – as this volume impressively shows – it was also a period of diversity and
creativity, individual and collective agency. The model operas (yangbanxi) feature
as the dominant and official soundscape in this volume, yet music propaganda, its
meaning and production, effects and penetration into the everyday are challenged
by looking at continuities and the variety of choices, at alternative and unofficial
soundscapes. More generally, the volume strives to “explain how the music was pol-
itical and how politics also became musical,” and, secondly, seeks to illustrate the
meanings of this musical culture “by exploring their interactions and mutual transla-
tions before, during, and after the Cultural Revolution” (p. 2).
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