the Future

R. Krupar

Excavating

Shilo

The reader is invited to trall Shanghai's past

in gravhic and ethnographiec [ragments that

Once Upon a Time explore the contemporary global city's
Memory Lane Odds-n-Ends infrastructure of imperial nostalgia.
0ld Town Bric-a-Brac Mimicking the serapbook and guided tourbook,
Sweet Ready-Mades the article alternates a collage of tourlst

Coffee-Colored Daydreams informaltion with textwal snapshots and

extended soctions of social commentary that
dig up further analytic depth on Shanghail's

Ethnographic Joint culture of acstalgla. 1t performatively detours
~_Venture the recent past to meander through collective
Fieldwork Camouflage memories of the [uture, such as the dream-wish

O0ld Shanghai Village I of international brand distinction and the

0ld Shanghai Village II
Colonial Mock-Up

Museum of Lifestyle

Retrofitting
Pressed Flowers

Living History Diorama E
Classic Brand i

' 0id Shanghai Misceliany

colonial bones of a wintage natlive modernity.
Click an the menu bar Lo the left fto excavate
notes, reflections, and collective memories of
Shanghai futures.

The Bone Room Liminalities:
Preserved Specimens A Journal of
Storage Closet Performance
Unsorted Drawers/ Studies

New Excavations Sy
(July 2009)
Reflections
Endnotes

By sifting through the cultural meanings and political-sconomic
contexts of 0ld Shanghai sites throughout the city, the
"mesterh-ethnographer" figure documents nostalgia's socio-spatial
arrangemaents and wisval-display conventlons: living-history haritage
districts, coasmepolitan boutigue enclaves, technologically
reproducible ruins, and an 014 Shanghal cinematic thems park where
behind-the-acenes documentation lays the groundwork for a feminized
nativized spectacle of Chinese history. At times, she [inds herself
uhcannily inacrib=d in the collective memory of 0ld Shanghal,
thereby ro-collecting the visual dimensicns of her awn practice

as part of the heritage indusktry. Academic storyteller Svetlana
Boym (2007: ®xviii and AD) sugeests, "To unearth the fragmenls of

. H
nostalygia, one needs a dua archaeology of memory and place;
"memery resides in moving, traversing, cutting through

place, taking detours.”




~M emory Lane OQdds-n-Ends ~

 Where?

. Renmin Square
subway interchange
Grand Gateway Mall,
upper floor

. SUPEH mezzanine

. Maoming St. gipaos
and home decor

. Jdinjiang historic
hotel complex

. Every nook and

cranny! ‘////
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WALEING TOUR: - Start at the
Yuyuan Bazaar, sXit soubh on
Fanghang Ehonglu, follow 014
Shanghai Street east toward
3ld Town and loock for the
remnants. of the city's pre-
colonial wall.
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~ Sweet Ready-Mades ~
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Once Upon a Time

Shanghai's histeorical geocgraphy 1s not easilv narrated. The

three [rames of a triptyeh bhest represent the city's wicissitudes:
troaty port and guasi-coleony; communiet sesdbed of revolution and
radicalism: contemporarvy global city and hub pt China's socialist
market economy,. Critic Ackbar Abbae describes this triple hlstori-
cal framewerk as being "made up ol disparale slements producing a
digscontinupous, spcmetimes incohercnt, narrative akbout a cilty
haunted by the past and obesessed by the future, and often confused
about which is which.™f Bhanghai, initially passed passed ocver du—
ring China's "oppen-door" efforts of the 1980s, emerged 1n the
19902 as the economic engine of the ¥angzi Biver delta region as
woll as a natlonal indliecator of China's part in a global process.
The citv also surfaced as the gentral figure of a popular nostalg=
ia that embellishes remembrancs to assuzge present anxiety over
the specd of medernization through auch notions as "destiny” and

"dizcovery.

The anticipated return of Shanghai skips over the

recent gocialist past to the city's pre-revolutlon era, legitimiz—
ing the present turmpil of society and synchronizing China with
the growth of global capitalism. The city's pre-revolulion past 14
taken to be convincing proof that modernization has alvays been

an integral part of China's history and future,? A straltegically-
essentialized imperlal past serves as a collective memory ol Lhe
future, naturalizing the dramalic changes of the city's contempor=
ary landscape ol developmenk. Whereasz the represcentational
violence and imperialist nostalgia of Western dliscourses of
displecament lament vanished precoclonial ratives and spaces,;
Shanghai imperial acstalgia longs for the modern consumer and

i s
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fantasizes an histor=
ical-gecgraphy of

the future global
city unblemished by
empire, former

jclwilizing missions,
or the contradiclions

of capitalism.?

shanghal's history
iz what nBarhara
Kirshenblatt-Gimblets
would call a space of
"eultural editing.™%
out of the heap of
cultural trash China
haz accumulated
Lhroughcout the
twentieth century,
particularly after

the destructiwve whirlwind of the Cultural Revolution, bits of

the past are re=collected in form2 of urban heritage. An
antigquarian sensibility oversces the process: a rupture in histor=
ical consclousness crcatces a sense of the past as distant and
discontinuous, availakle to confiscate, imagine, and vonsume as

cne's own cultural other in the prasent.f

From thoe dusthin of

history, 0ld Shenghai conpjures apparalions of an ¢olegant bhvgone




cra of modernity and consumption® The "once-upon-a-Lime" spell

it casts upon the contemporary city summons the story of a
tashionablyg-made-up Classic, a spoctacle of commodity pleasure.”
Multiple 0Qld Shanghais, a panoply of scenes and cinematic project—
ions, invoke the city's "return" to the global stage, settling
cver urban surfaces a thin patina of taste, cosmopolitan flavor,
and material abundance readvy for the {(picture} Laking. Shanghai's
image iz no longer one of an uncertain boom-or-bust treaby porct

teetering on the edge of a "dark continent" but vne of a "lost-

now-found" cconomic i :

engine and commercizl . w~ Tnferiers ™ 2
display cabinet, which | A frnearmeria Ofg SATRIAT welenes
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; revide dRiblanee aiy
Lrom every nook and o pechaps an emekonal antriode o the anxety of Mo presont
cranny and invite ! Frnperiad postalgie £z e Araidein aibeam ik o FETRbda] Oy,
people to entar secret F,ﬂ,.-ﬁqu & pEclenfonial n-."-_-_hfr»jr gff .:::a-mp.,ﬂ.},.uﬁm,r Y
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ivat hant ical o e #f Ataierral ddunoitie.
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0ld Ehanghai =scenss,
relentlessly enploved
by city wanues, attempt i - e
to stimulate and satiate the longing of res;dents Lo detour the

busy, often chaotic realilty of Lhe cilty [or the sidewavs glances

of noestalgla and the meandering daydeeans of Lhe shopping bagB

Praops and neostalgic kackdrops lure on-lockersz to step inside the
commodity display, reflect their Image as consuners (nol
producers—class relations are sequeslered on the looking glass's

other side), and experience a timeless, virtual freedom to

congume an endlesslyv-fantastice compodity odyssey.? 01ld Shanghais

entice, with reproducible, portable, pleasurable, and photo-

inducing history scenes. They are "history as spectacle"-—the

comnedity form——inhabitable as heritage attractiocn, old taown,

noslalgic interiocr, theatrical photeo op., or snack ahop.* Cld

Shanghais are mass—-produced artifactsa; they take the commodity

for a walk " "Take a trip through history;" wvigit the past . as a

forelgn country or sentimental village,* But be warned, most of

the makeshift props do not last! Old Shanghai dioramas and aesthe=

Lig scepery decay and expire, Much like Walter Benjamin's
characterization of fashion and the human-turned-manneguin corpse 5*
0ld Shanghais are usually sheddily constructed and populated with
hollow, easilv-putdated retroc objects,

"Grand 014 Shanghal” =till lifes do not hold still; consumer
nostalgia has a shert attention span.™ 0ld $hanghais pop up and
dizappear into the citvy's bascements and subterrancan subwaysa,
back allevs and nelghborheod cutskirts, in addition teo the usual
gshowpiecez for inktermaticnal |=_-1,.r!:-.5.*r 01d Shanghai decadent
backdrops seep in and spread cver, rilsing up in the cracks to
supplement the homogenizing spaces and canstruction sites of the




global city with cheap and showy odds and ands.™ The thematiec
posslbilities of 0ld Shanghali play an increasingly important role
in the city's property development and placemarketing, aorganizing
and commodiifying urban space and insinuating cosmopolitan
urbanism and digtinction into public perceptionz of Shanghai
locally and intermationally.'? Tsung-vi Michelle Huang finds 01d
Ehanghai representations inextricebly linked to contemporary
effecrts to promcte a glohal city:

The glervy of 0ld Shanghal, a leitmotif in

the urban discourse of Shanghai's global
spatialization, is a powerful and convenient
mirage produced by the new global space of
Ehe city., . . . The image of a phantasmagoric
0ld 2hanghai . . . re-enchants the forelign
invastors and the leocal residents with a
cospopoaliltan past as nol only a culbural
heritage but alse a foundation for a glabal
aity. i

313 Shanghal adds value, aligning historic preserwvation with
real estate development to sell Shanghai as a unigue destination
to a burgecning <lass of consumers and travelers.

ann Anagnost offers a simllar account of local efforts to expand
Lhe commcdity economy through developing -0ld 3tresets and Cld Towns,
entire neighborhoods that emulate and commodify the antigue, or
agpects of an "earlier time." She states, "01d Towns have prolife-
rated with bewlldering speed ino the lagst balf-dozen years. They
arc somcthing of a marketing phenomencn, one that cannot be fully
a¥xplained in terms of zatlisfving the demands In international
tourism for an authentic China rendered up for consumption.™fThe
past is packaged in "antiguity gquarters" scattered about modern
urban space that offer experlences of local flavor and time trawvel,
Blthough jarring reminders of Che modern city constantly intrude
on the dream landscape, 0ld Towns provide a sense of a local urban
life in commodified form, paralleling the expansion of a market
economy.® Old Towns apnd 01ld Shanghais do the same Kind of work:
thevy are markebtplaces that sedipent local diversily, ocolor, flavor
and "modern tradition," exciting the dezire for z presocialist
alternative modernity., According to Tim ODakes, "Thess spectacles
of commodity consumption are at once a rejection of the sccialisl
ARchitectural legacy, an invention of traditional Chinese urbanity
and zn atfirmation of 'wmarket Sgeialism' in which coommodily
pxchange has seemingly replaced industrial production as the
driver of history."* Soeialiem appears to be a brief rupture in a
timeless urban herilage.

0ld Shanghal heritage productiecns lecate the cultural identity of
the contempaorary city in a timeless local urban cosmopolitanism,
one that has Lransnational and/or transregional appeal. Rey Chow
warns, "If nostalgla may be considered an alternative way of
conjuring up a 'vomounity' amld the ruthless fragmentation of
posteoloniality, the econtinulty beilng econijured up is a mythic ons.”
Shanghai's neostalgia industry relies heavily on the legacy of the

i




transboundary past and present of gouthern Chins; the images,
memprias, trade routes, and networks of power and capital of a
- R, oo "trangnational" urban

O ‘modernity iniLiated
~ Gift Kiesk ».3 'over & century ago
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; vhen Shanghai was the
Bustling "Port to the
East." 0ld Shangh=zi, imn
all its wvarious forms, shaws the global city, its prelensions of
glabal grandecur, Lo be, in part, the trace and dream wish of
imperial nostalgla. 0ld Shanghais sugoest an emergent upwardly-
mobile desire for glebal synchronicity and resanance with an
"eleewhere ™ . . . a wish to transcend the nation-state and any
trace of the cold, inhuman spectacle of China's history . . . an
rapiraticon to set up a middle-class as the city's postecolonial
colonigers . . . an identificalion with the internatienal brand .
- the calming decorative certainty of kack-lane local life minus
the clutter of living reminders of struggls or poverkty2*, | _ &
vearning for regional flavor and cultural pluralizatlien . . . des-
ire for 0ld Ehanghai cosmopolitan stvle as the foundulion EFor a
"Made in China" medernity.
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THE WHITE COUNTESS
Merchant Ivory
Productions (2005)

c/o Shanghai Film Studio
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Room 222 (shot in 2004)
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SHANGHAI FILM STUDIO
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~ Old  Shanghai Village ~

t The sefs wese BHSIE ititd ouet ik elming. ."'nmll,-.rmsaar e Mun".sar}u
. a“fﬁﬂﬁ*#ﬁw créhial- ere. 5‘-5-!-'-"'&"*"-?5 and wernEcudtr :'i.::'m-:ﬂj .n.rﬂpa.- |'_'|':-".|":"Id'_|j‘-f|5||r :

Her i o movie el fRemle park, Some were pird” o cades, bud
FRAE Y G Jmhn’:fr 5 with- Secoradd jaferiots ar ,—*r’fw ’
.,.nma-im&m wirdrebes, m ,t.,,.jﬂ RS, founge. aras FEr a6feeS, exhibitron .
. Spares G SiTTagf .ﬁr‘n":- ok -"'M‘f rhe rmll,a:.?‘r"mr-"'ﬁf o ﬁ:ur aal
‘,:?.i'i'gs.r"a:lfr b e )fjc"a»r; —~hemed SPeeas y“l?‘.{-g SHANPHE Thed as THe
" Eurepean Gardens” a A a’-"m:l,rm Koad m e 19364, " Several Hher
yﬁrf pitdea’ oat Vaaens Fheatriral ﬁfﬁ'-& n Hhe qrant .l.!-mfé.& Pf
ArchiRcure! mpdels ﬁ:.-'ﬁ-é'.*ﬂ-'r’ﬁ'ﬂj' Adgl z"ﬂfﬂﬂ;fﬂtf' A P-'ﬁ-'-;j f‘mﬂl‘ﬂllm 3
©Metreattone of O ShangAai. Ast T wandered” areand” deam U T ;
* o wenel o -ﬁﬁ.-: e w.-".-"wﬂ- fpere ﬂll,a far loral adiwcfen, A .
* m.:.mh:r",m spe -:.:.mf ﬁ’e‘r'ﬂr:m.':: Ao .r.t,.ﬁ

L] £ ] L] L] r . & - - -




b g
~ 0ld Shanjhai Vc'lla:,e."'

wardrebe rocn.

4 414
of smmp ﬁ/m
O e X

. ,:w

I nside one ofv’ﬁez Aw/af, s on Wﬁaz“jj
+hink was the *Downfown Ssz hai s O/[d Tines"
.:e{—J Sem male exiras were wen /9305*2:’@
costumes., While var'ﬁj surn at the
makeup (he @'ﬁg’m Z web gven a blonde
Marilyn Monoe and Jreen brows on Hhe
fort oy 1) T had 4o Franslate for. Merchant -
Lvoz wa,rg/rcéea stail, who maé/ not _s‘fedk j
C/;mZv:e, and needed % hin cerfain

-ﬂzm s 4o 7he local z‘ul hmed by TAe
ém Frim 7/!!?5 4 ense.
en exfras

sevenal -Sﬁdj/l / nese
en [rska/ “he kel e fallns fo alfr

their costumes omd sew 7‘#1’-& ey s'cho/
/10/6’5 @fffe roblem M;’z:}é mruy
’ﬁfﬁp m(’h‘m’b m c{uc/ea"
1ans unible + Fnd a Jh
&xrp/of m e segneqatcd Chite, meﬂ AM 3
he. c*mﬁ(s/m caunled by a Ma(e Chenede -

Amencam extra whe fméwo(
over it The “Chinese Mm( nd" and p
e ; and lehund- +he -seenes «mmo.r%
WFW&S&’J towarvd several youn /QRJSM
wo men who were troafed as c?o/aar
class® of The orew of 9447‘7225

“Nece 3527 authenst % )’Dr//c/pc/ ‘/ﬁ&
ﬁ/m, wh:ch centers around Russian

5 oepulateen m pre WU Shanpha)



Can you tell which of
these buildings was found
on the 0ld Shanghai movie ]

set and which was dug up
in its original location
in the city?

(above)
Arts & Crafts Museum
Found at:

Fenyang Street

1ght)
Moller House
Found at:
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Ethnographic Joint Venture

Wostalgia was once considered to be an ailment in philescophical
and medical discourse; later, a yearning for childhood or the
contemplation of human life's cphemerality. More recenkly, as

Chow atates, "Noatalgia now appecars differently, working by a
manipulation of temporality rather than by a simple projection of
lack/lass onto space. If and when the past iz to be {relcollected,
it ia (rejoollected In compressed forms, forms that arce fantaslces
of time,"¥ These compressed forms are appealing because of their
palpability, their concreteness. Their physicality materializes
details of a different time that "become natlve witnesses and
aboriginal evidences that fascinate and persuade the contenperary
viewer."® The colors, archilecture, déuu:, and decorum of “another
time" archestrate an ethnographlc voyage facilitated by a romantie
gaze that, in the procezs of =zoclially detalling the past, turns
the world into pictorial memories and curios.3T The nostalgic trav=
gler sets sail on a Jjourney to an alternative time zone,
allegorically zhoring up memorles of times past, viewing the ruins
af D14 Shanghal as shipwrecked souvenircrs on a secrel Lreasure map,

According bo KHirshenblatt-Gimblett, "Increasingly, we ftrawvel to
avtual destinations Lo eXxperisnce virtual places.,"™ Yet dichotomi-
zing the real and the virtual is too simplistic;, azs 1 experienced
firsthand in my encounter with an 0Old Ehanghai ethnographic
village: the Shanghzi Film and TV EBhocting Bazse [(hereafter referrad
to as the Shanghai Film Park). During that wigit; [ expsrisnced
and enacted the neocolonial relations inwvelved in the global city’s
paliticel ecanomy, T slipped hetween the paositionz of
anthropoleogist-tourist, digging up Old Shanghasi scenea; and the
gtreet walker, a prostitute flgure 1n a glokal production of
China's history as feminized [ilmic speclacle.

In the fall of 2004, I took a bus fieldtrip to the Shanghai Film
Park's sprawling campus of six film studics that produce an
hallucinogenic viszion of Shanghal's Buropcan architecture, 0ld
Shanghal street scenes, and disappearing local housing stvles.
Located 1n Chedun Town in Songjliang County, Lhe Shanghai Film

Park is =zituated to the southwest of Shanghal along with the
gingdun Industrial Development zone, municipal-lewvel Scongjiang
Induztrial Zone [which featuwres preferential corporate tax policliss
similar to those offercd in the nearby national-lewel Pudong Deve~
lopment Zone), and the historic village attraction Songjiang Town
[the northern part bullt in a British/Eurvpean style; the gouthern
part constructed in MIng/Qing-era designs), In an interesting
histeorical rewversal, BScnogjliang county cnce included Shanchai as
part of Buzhou cikty; since 1949E, howewver, it bhss been incorporated
into Shanghai's fold as a district.®¥ One of Shanghai's Efast-
developing "countrvside" autskirts, thiz area is an amalzam aof
agriculture and small-acale industry, cenatant highwey and Toad
construction, universities and residencea, - shaort-lived thems
parks and water worlds, sclence and technology parks, and industr-=
i1al development zZones that host internaticonal cerporaticns (from
Japan, V.5., Singapore, Taiwan, Malavsia, Soulh Korea) involved

in textiles, pharmaceuticals, btocls, chemicals, plasbtics, steel




tubing, and other industrial products.3®° The approximately 20,000
square-meter Shanghai Film Studio is surrounded by this hodge-
podge of scenic spots, infrastructural projects, and joint-
venture environments.

The Shanghai Film Group Corporation built the theme park for "01ld
Shanghai sightseeing" and offers film/TV shooting amd services,
lease of equipment, costumes, and props as well as scene installa-
tion, actor recruitment, and joint management of the nearby Film
and TV Apartments.3! A myriad of studio scenery on different scales
ranging from 1,800 to 576 square meter8, resides on the site. There
are exhibitions of historical costumes, from a collection of over
200,000 pieces, and displays of props, such as the automobiles of
the first half of the 20th |~

century.32 The park also ~ Frekd THp ~

hosts weddings, banquets, 4

and "Dream of 0l1ld Shanghai" On the outskirks of fowh,
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An extensive number of where a rick shaw puller

films and TV shows have
utilized the Shanghai
Film Studio to produce
stories and nostalgic
images of 0ld Shanghai, including the Merchant Ivory production

THE WHITE COUNTESS (2005) and the shooting of Hong Kong director
Stanley Kwan's EVERLASTING SORROW (chang hen ge, 2005), an adapta-
tion of a novel by well-known contemporary Shanghai author Wang
Anyi, who textures her stories with the back lanes of Shanghai's
famed rowhouses. Kwan has produced two previous nostalgia movies,
CENTER STAGE (1992) and RED ROSE, WHITE ROSE (HONG MEIGUI, BAI
MEIGUI, ¥994), depicting an antique Shanghai in the 1920s and
1930s. Chow expands, "If cinema is an index to our contemporary
culture at large, then the nostalgia we see in Chinese cinema may
well be the episteme of Chinese cultural production in the 1980s
and 1990s. Nostalgia links the otherwise diverse intellectual

and artistic undertakings of the mainland, Taiwan, and Hong Kong,'"3?

The transboundary dynamic most visibly at work at the Shanghai
Film Park is that of "nativizing" Shanghai and by extension

. and
a four bus,




mainland China.® The park solidifies dizplays of the past as a
theme village inhabited by present-day Chinese people for the
purposes ol Lransnational jolnt-wventure nostalgic filmmaking.

The Shanghai Film Park 1z akin to the ethnographic willages
exhibited at world falrs of the past. Eirshenblatt-Gimblett
elaborates, "Cultural precincts have a long history. Model
villages, vpen-air museums, and theme parks are the legacy of
foreign villages at international expogitions in the nineteenth
century."%5 The relaticns that produce the films are neccolonisl,
The Ehanghai Film Croup werks with other international filmmakers
-to produce mythic images Lhal rely on Shanghal and mainland
Chinese people as backdrop natives on display that glwve the film
authenticity and a reduced budget, since "natives" don't need
pavment to be themselves or, at most, are given aonly a fraction
of what foreign acters are pald. Chow makes gimilar remarks with
regard to the production of the f£ilm THE LAST EMPERDE (1287),
"I'he repeated emphases on the "international' nature of the Film's
production can haRDLY disguise the fact that what appear on
gecreen are mostly what would be identilfied as 'Chinese' faces
enacting a 'Chinese' story/history. My point is not that
Hollywood's neglect of the Chinese actors and actresses is a

sign of raecial discrimination tout cowrt; rather, that in this
failure to glwe equal recognition te the film's acting lies
perhaps a confusicn of the players with what they play."#¢ By
Hollywood's acoount, “the Chinese" are not actors making the movie
and plaving fictional reles; rather, they are natives Lo be
captured on £film.

I observed this repeatedly while working as an oxtra for THE WHTTE
COUMTESE, lauded a= the first "Western"™ film to be entirely shot
in China. The [ilm, a juint production of the Shanghai Film Group
Corperation and Merchanl Ivory Producticons, 1s setf in 1937
Shanghai and focuses on the lives of a disillusioned, blind Ameri-
can diplomat and a [ormer Russian countess and her family, whe
ware forced to emigrate [rom Russia Lo Shanghal after the Gotober
revalution. As an extra, I played the part of a Russian émigré
prastitute and dance hall girl, My experience ocn seob bore witness
to a relentless display of xenophubic "natlional character," labor
exploitation, and racialized segregaticon. The extras were divided
intoe two camps: "Chinese" and "Western/white ex-patriots" (a
Chineso-American extra conztantly confused Lhese raclalized,
residually colonial categories, as did anyone else of non-mainland
Cchinecse descent). We had separate rest areas and breakfast/lunch/
dinner lines. Meals attempted to provide for Lhe different "taste"
of their recipients and were highly segregated: chopsticks and
Chinese cuisine for Chinese naticonals, and forks, bread, and pasta
for the Westerners. Such displays of East/West sterectypes even
extended to beverages: coffee for foreigners, tea for local Chinese.
I created quite a stir by attempting to procure an crange [rom the
Chinese line, as did the Westerner vegetarians who preferred Lthe
generous non-meat portions of the Chinese meals. The segregation
of the film's shaooting worked as an extensicn of the colanial
ggenes depicted on set, establishing a raclalized "fault line"



that attempted to maintain order by collapsing filmic image with
the film's productien and naturalizing these sociasl relaticns as
part of the maszsive anthropoldgical-touristic outdoor willage. In
my allempts to “cress the line" and talk with Shanghainese extras
during the long hours of waiting hetween scenes, I was [reguently
told to "stay in character™ and get back to "my group."$7 Ironically,
on-szebl [ilm scenes provided better cpportunities to £find out

about the political economy fueling the entire enlerprise. Accord-
ing to one man from Jiangsu province with whom I spoke during the
filming of an extended bar gcene, he was paid less than one-tenth
of what I received, putting him at arcund $8 U.S. per day (15-1H
 hours},. He sald it was worth it in order to be on aet for a major
film. I also discovered while working on set that peasants from
the countryside were enlisted to "play themselves" in scenes
depicting the chaotic evacuation of the city during the bombings
by Japan. The film's 0ld Shanghai preoduction created a wirtually
portable cthhographic theme wvillage.

By the end of my participation in the film's shooting, T even felt
like my own labor had been exploited, though by no means to the
level experlienced by local extras., On manv occasions 1L had to
provide inopromplu translation services not remapsrateod or
incorporated into the film's formal budget. In the costume depark-
ment, =so renowned and admired in the pericod films of Merchant
Ivory I'roducticna, I intervened on saveral occasions to clear up
confused and hostile exchanges betwean Merchant-lwvory staff and
Shanghainese ftemale extras. After these experiences and more, it
wae obvicus that the "joint wventure" only worked out in practice
through unacripted translation performances, particularly Lhal of
the invaluable fluent Chinese af Australian camcraman Chris Doyle
and the hbilingual skills af several local Chinese actors, film hands
from Homg Kong, and a few foreign extras.

At first I entertained the idea that I eould remain distant from
the neccolonial relations I saw at work, positicning myself as the
academic-archacalogist behind the camesra lens producing social
documentary (the costumne ssrving as camouflase), Howewver, I
gquickly became aware of my presence as complicit in the joint
venture apparatus and complementary bto Lhe spectacle of the ethno-
graphlc theme willagae. An impromptu behind-the-scenes Eranslator,
I performed as “mouthpiece" for the nostalgia film industry and
perpetuated the historical colonizl relations of the political
econamy of the global media. My participation as an extra onset
embrailed me in even more confusing wawvs. As a slrecl walker
figure, I eerved ae part of the exofic, hyper-sexualized backdrop
for the film's story, ironically about an American diplomat-turned
entreprenseur who "saves" a former UCountess from Lhe misery ol
prostitution in a citvy where historically, by 1934, one person in
130 was a prastitute #® T became a part of the feminized spectacle
of 0ld Shanghai and the cinematic grounds for the nestalgia industrey.
My off-get antics as a disgruntled, belocagucred extra wore an
attempt to reject this orientalism, whereas my observer-
archaeological figure facllitated the racialized, gwmsdered labor
relations and stercotypes undergirding my tourism ™ of the film
production.,



THE WHITE COUMTEESS would not have been possible without the
aszistance of the Shanghal Pillm Group which, as co-producer,
ocbtained visas for foreign acters on short notice, provided full
use of the movie sets in Songjiang, and found locagls to inhabit
the set as "natiwves" of the past. The partnerszhip significantly
raduced the cost of the picture Ffrom 530 million fto 316 millionm
by utilizing Chinese crews and local extras for a fracticn of the
pay., This ie an increasingly common strategy in a number of glabal
industrie=s, In this caee, foreign fillm ztudios set up jolnt ventu—
res with local film companies, hire skilled Chinese crews, and
enlist local actors and ecager ex-pats for an owverall production
cost of half to one-fourth of what it would cos=t to make in the
U.5.¥ The critical-cultural "watchdog" web site on the Chinese
media, called DANWEI, traces Lhis trend te Quentin Tarantino's
KILL BILL movies, which saved enough money filming around Belling
to extend the project into a two-part series.? An ever-expanding
list of filmns [ollows suik.

Mot only do these filmic joint wentures save the monsy of foreign
studios, they alsc ensure exempticon from China's guotz syatem,
which limits the screening and distributicn of foreign films to
twenty per vear.¥ However, this loocphole in distributiocn does nct
necessarily ensure that China's domestic market will avidlv consuma
thesse films, Moviesa that uvuse Ehanghai sets to attempt to evoke a
"nostalglic feeling” or to serve merely as a backdrop for any

movio typically exhlbit little awareness of Lhe contemporary clly
and the lives of local audiences.® Such films fetishize aunthentlicity
and confuse the signifilcantly-reduced cosgt of filming in China

with the artistic clout and craft of low-budget "indie" filmmaking43
The Shanghal Film Studic encourages such partnerships and conside-
rs them a shortcut for China's film industry to attain a more
professional standard, not to mentlion a profit. It docs so,
however, by sponsoring and maintaining a "native Chinese" class of
laborers and an ©ld Shanghai cultural enclosure that extends beyond
Lhe campus of the [ilm parck.

Joint-venture film production is a bukgeoning field in China, due
L the loosening of state regulations and growing domestCic markel.
The Songjiang-based Ehanghai Film Park will continue te heost such
projects inereasingly, year-reound and arcund-the-clock.™ while a
fow scenes ol THE WHITE COUNTESS were [ilmed at the Bund, shanghaa®
historic waterfront, and in city neighborheoods, James Ivory
utilized the Shanghai Film Park for much of the movie's setting,
although there is no mention of this nor the partnership with the
dhanghai Film Group in the VD's commentary "Making of THE WHITE
COUNTESE" (one is led to bhelieve that Merchant [vorvy Productions
built all of the sets). Ivory describes why an "impressionistic"
approach to 01d Shanchal was necessary, "It is nothing like
shoobting in Paris, or even in places like India, where you could
exactly evaoke the past. The physlcal world you need to evoke the
old Shanghai just isn't available to us anymors, Whensver wvou

pick up the Bamera, vou iomediately see things looming up that
didn't exist befaore,"# Az film productions retrest to the cultural
enclosure of the Shanghai Film Park, awvgiding the dyvnamicallwy-
ahifting horizon of present-day Shanghai, the contemporary cilby
wrestles with a novel kind of special economic zone, where forsign

capital works by way of the nativizing performance and comprestad
gpace-time of an 0ld Shanghai theme villags,
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Xintiandi ("New Heaven and Earth"
Near the Huangpi Nanlu subway
station and Huaihai Zhonglu

There are also replicas in other
cities: try Hangzhou's Xihu Tiandi
("West Lake Heaven Earth")

> PP B OPSYEE RN RPN 2ES

> >

»

Prime depmtown Land was am Lj
Luwen dolistnct o A‘/VZ Shiu On
reup Ma/we/l ent, WJ&J

steful seive old
@‘ f: %{4—7 %t First Cuimunts £
~An maﬁ £ ran - —dswn
mu que, o Sha f? lal pﬂ:oa(,
s nbw “refrofs ed'an& the.
msiafu{s moved aff-scte . Nea
AUl is neplaced but some of 7
decnative shikumen store chLS,
which provide a uam'é

tibmen i néw arcade ] me dedn hu[dm erected M/)/aa/
former Nesrdenees.,

€ 4 '€ @< €N g 8 € ¢ g ot gt v g & €€t Lt e g L L g L g

A € % X xRN € KT X € € kL & L €€ KL € "€ < s < LY

AT ERE 3D 532D W R O N




~ Pressed Flowers ~




o Efnh@ #ln‘vg .Brm»"‘

:;41‘ ;r;,f:’:;,«;; d replica. a;f"a. £ /gjffﬂnj rewhouse. s fucked mside ope of the éocf-/-.rgagl .. i
: alleys 075 _)(fﬂ?"’?}ma/r' /-br /mé/?c _"-5/3/ . Laid out on 7‘4’?’9 7//05’»"5, “lite m the o/d o’ 5

. ahféZa’s. Desplayed offécts’ romantically’segest- a typical Chinese famyl, Cgrard mother mared
:cpaf/e,', and cHi a’nm)/: lus a boarder whose roem. Aas the awa 47‘ a Am wri'ter:

4 080 00,

| T

. [ ]

"'[The_antlicl;uarian] searc.:h The ﬂ”ﬁ,‘%“& Vewneer 9}[ e ZﬂZ?ﬂﬂ M/’/fm, M A
{ ;ie?r;rga;étgrﬂg? ?gsézggéc outside Xmtrandi's borders, makin the Swﬂ‘;hd“’j’ .
\ the actual past in order to frhm.é/f:ﬂt; m’“]ébﬂ'?ﬁ”“/ a ’,{1”10/}" Liyn }{(’.M [7 s N
! create an imagined past museum, an “ @0l S/tmfjﬁm rwn, a Hucaf /)45 :
which is available for stuck in the /ongsezzzf'. X
consumption." S. Stewart (1199 .
——— . .'-.-.....-.-.-c--....-.-.noo.-.-0.0-.-'-.




33)
77777

sy T

A O rE A X

-
'f.-
et

Ximtiandr 15 an wpscale
market of ;'m’wmmvd le :
Tackie (hans Star fast Kishe
Starbucks, Vioal Sessoen,
a luxurcous wthletie c/mé: _ :
thondy reotaurants and Eoutiguos RIS
such’as Shanshat 72 whity
Jeatures retro fashions and
sChinede Clatdic "ty desuns
fom A’Tj 7here is
a model’ minratute of the

a’eue'f?ﬂwmf' ect. the
ult xé/oa-géz e brand,

n Xmtrands, T sverheard a
businesman oviticze severnld
Jeugn toursts : “Froigners

are as clueleqs as ants, "

5y ¢:¢cﬁ, cosmafo{:ﬁup (olentyfication
mirves the s_ﬁyﬂy st of<

N leniless a’f:/ ay 'fl‘"""’f-"

Shu; Ons logo s vearble ne
Surfate ; the shikumen
.52%?7& {anﬁ ar emz@ddr&um{
na tse. Y/h/r:z/i now boasts
i sw wime , bodtbo in
France and labeled with the
famens stovie arch.

o=

YT I s sl

JETTRT Y A T A

1202202020201

o v W




Museum of Lifestyle

The heritage district aestheticizes whole neighborhoods, turning
the pld and decrepit or backward and outdated into places of
"living history,"” purchasable commodities of cultural distincticn.
Recoding sepace as time, "where time stands still or the past liveg
on," the remains of the past are packaged as shopping contldiners,
museun walk-in dioramess, snd lucid specoes of ftourism and corporate
kranding.¥7 Given naw life as exhibhitions of Lthemselves, Lheir
complexitices of life washed out, the remains of the past become
"a nev marketplacae for architectural stvles and fashicnable lives.
- . Images becoms aestheticized commedities reproscenting livable
clties for sale, placing products in lifestyle stage sets, turning
mascum cxhibhitions and cultural entertainments into evenls for
corporate enhancement."# Whether in forms that improve on Lhe
original and "fake up" the 2ld to be more palatable in the present
or in gpoctacles of the everyday that axhibit ethnographic enthus-
lasm for the "authentiz" details of the rcommonplace, the living
history hawked by heritage projects "tells us as much about the
present as it does about the past. In the spirit of the age—the
here-and-now=—1it 1z contrally concerned not with politiecs or
economics, the subjects of yestervear's grand narratives . . . bhut
essenblially with that great preocccupation of the "Me' generation:
lifestyles, It privileges the priwvate ower the public sphere. "7

=

Hepresenting a shift away [rom Lhe gigantic and the monumental to
the local, regional, and domestic, Bhanghal's ¥intiandi {(meaning
"New Heaven and Earkth") district rediscovers the "guaint and
picturescue simple life™ of the back lanes of the city's former
housing in an upscale marketplacs, often compared ko New York's
South Street Seaport and Boeton's Quincy Market/Faneuil Hall
Karketplace.’ Located in the heart of the [ifty-two-hectare
nmixed-uze Taipinggiao redevelopment project in bthe Luwan Jdistrict
of downtown Shanghai {(near Huaibai Zhonglu and Huangpdi Wanlu metre
staticn), Xintiandi stages an idyllic past designed for cosmopolitan
and international ambiance using imitative reconstructions combined
wilh actual rulns of SHIKUMEN residences unigue to Shanchai's
history. These two-to-threc-stoary rowhouses, which date back to

the 1860s and at one point constituted nearly sixty percenl of
Bhanghai's housing, weore originally conatructed for the expanding
population taking refuge 1n Shanghai's foreign concessions. The
residences, bullt along narrow allevywava (hence the name

LONGTANG houses) with carved stone archways (SHIKUMEN in Chinese)
leading Lo interior courtyards, are famous for combining “"East"

and "West" design elements, gilving the Chinese homes "a Parismian
senaibility,."® They decayed dramatically due to neglect during tha
gocialist pericd, and the government took the opportunity toc move
people out of dense inner-city areas, relocating them to large
high-rieea in the outskirts of town to redevelop the land for
commercial use.’* In most cases thiz has destroyed what histaric
houzing was present, However, the SBhul On Group, in charge of
demolishing existing structures around Huaibai Ehonglu for new
ontertainment centers, corporate buildingsz, and Inxury high-rises
has added "Historlic Preservation District" and cultural tourism to
its list. According to Vincent H. 5. Lo, Chairman of the Bhui On
Group, "Today, manvy of Shanghai's old shikumen nsighborhoods have

been ploughed under, in the face of modernization, and we hops that




shanghai Xintiandi will allow visitors to pause and contemplate
Lhe city's history amidst ite rapid development."s3

The "cultural turn"
hingea on cultural “"flash"

ment and talent. Li Zhang statss:

ol urban planning and real estate development
as the kev to attracting mobile invest=

It has besn widely obscerved Lhal in places
like Shanghai and Beijing some cultural-
historical sites have bocome the prime
target for gentrification and the developers
are gquick to exploit the symbolic capital

of heritace.

Eather than destroviong the old

structures and neighborhoods, such renewal
efforts aim to remodel the old to =suit the
needs and tastes of a small frouvp of the
cash-rich upper-middle class that seeks

preatige and distinckion, 5%

This gentrification tale is a familiar story;

ariginzl residents

are displaced by the mnew rich at Xintiandi. The protection of her—

itage sitecs makes

"living higtory™ the preserve of the affluent.

"The selected aspect of history," according to geographer You-tien
Hsing, "1s a symbol of preastige and social status with a price
tag."s® Xintiandi alsc demonstrates the collusion of Shanghal's
Luwan district government with Hong EKEoung-bzsed Shui On 1n moderni—
zing old areas of the urban core considered to he "plagued" by high
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fand/or used

unaafe structures, and inadeguate facllibies5é
"Under the banner of improwving the

living environment for
residents and modernizing
the city, municipal
goveroments across China
launched massive
nrban redevelocpment
urban care
the early
have establ-
own land
conpaniss,
land as

1990s8. They
ished their
development

Pggulty shares to partner

'with commercial developers

in undertzking such
projects, "7 The =zone
demarcated for the
Xintiandi development,
in the process of

ingtalls the spatial and sociop-

olitical authority of districk- 1EVEL management g [ormulate land

use and development plans (poweors
government ), Hsing elaborates,

delegated by the municipal
"The district goverrments are

allowed to retain as much as 85% of the total revenue [rom land

hase zales,

A o result, district leaders have embarked onm amhiti-

ous projoects of turning old neighborhoods into new commercial

complexes."*¥ In the case of Xintiandi,

branding is central

ta the
d on site set up




Xintiandi as an icon among worldly others, like New York's Statue
of Liberty and Londan's westminster, and boast that the district
is Lhe richest in Shanghai. an English-language brochure adds
that Xintiandl 1is a "brand labaratorv"™ that has invented a
distinct district-based cosmopallitan =style.

ghuli on employed Benjamin ood of Wood and fapata Tne., a Boston-
based architectural firm specializing in adaptive re-use aof opld
buildings as festival marketplaces, to gversee the %7170 million
restoration of versions of shikumen houses that preserve the
character of the neighborhood in an overall balance of laocal-
flavor theme park and upscale shopping mall. The Singapore

office of Nikken Sekkei International Ltd. and Shanghai's

Tongli University Urban Planfing, Desigh and Research Institute
were also involved in the multinaticnal redevelopment projoct.
The heritage district is arranged along a Cwo-block pedestrian
street, incorporating constructions that imitate the grey-brick
houses the develeopment replaced. Existing rowvhouses were by and
large torn down and replaced with synthetic alleyways and
"ocleaner," more "orderly" buildings, reconstructed from old
design drawings. Driginal bricks and tiles, doorwavs, and lintels
were somotimes prescerved along with the shikumen stone archways,
which, like pressed flowers, can now be found sandwiched betwesn
newly-constructed modern buildings or behind glass storefronts

to insnire reminiscence and negalgia,

More than Lwo-thousand familics were relocated in order to renovate
Lhe area, lncluding thirty families housed in & large mansion
that has now been restcocred to a clubhouse, complets with a
conferenos coenter and exclusive private dining rooms .59 The whole
development has rapidly increased the wvalue of the surrounding
land, and the heritage district continues to expand. Shui On's
logo, a red-palnted arch shaped like that of the shikumen, is
vizible on every corgruction wall that cleoisters the soon-to-
disappecar grev rowhouses still standing across the street [rom
¥intiandi. The district has become a verb; "to xintiandi"™ means
Lo make moedern facilities appear antlgue with old decorative
elements or to make historic residential neighborhoods
aegtheticized, hyeienic living history muscumns.®®

¥intiaodi has gutted the existing neighborhood housing, tearing
down exterior walle and any interiors to "retrofit"™ the selected
remnants of local detail inko reconbructed stylish ftableaux
vivants and inhabitable dicramas, where on-lockers are invited to
walk-in, Lake a look, and shop around. Eaphael Samuel characterizes
this practice, "The ldea of the 'peried' shopping strest—the
inspiration of todav's market shopping precincts, =5 well as a
great visitor attraction at the open-air museums and Cheme pArkSe—
was harn in the museum world, "¢ Similarly, M., Chrisline Boyer states,
"Like statues and paintings torn from their originsl locastion in
palaces and churches and then placed within the guarded walls of

a miscum, these restored city streets and districts turoed parts

of the city inkto new visual spectacles and revitalized theatrical
decors."**Xintiandi monumentalizes the historically domestic

while going about slum clearance. An ethnographic bell jar seems

Ee have dropped over the neighborhood of Xintiandi. The terrain

ie undergging disscction as a "living museum in situ;"” "the




musewn ellect, rendering the guotidian spectacular, becomes
nhiguitous."** Residents are moved aut, bhot the traces of their
former lives become images of "loecal life"™ while model
recaongtructions are put back In plare in the tradition of the

period room and zoological display.

A completely-reconstructed three-story longtang home with

antigue objectz exhibiting infermatien in a layout of intimate
rooms 15 tucked inte a Xintiandi shopping lane., This "home museum"
functions as a showcase of the antigue, the kind of personalized/
humanized marketing mechanicem of commoditics one cun see on sale
in ¥Xintiandi's retrochic sbtores. Tis interlor narrative climaxes
in an attic archive about the making of Xintlandi and ite unique
architectural style. There are maps and photos of the reconstruct-
ionh effort and the brickwork involved in rocreating the shikumen
lanes. Samuel describes the role of brickwork in the heritage
industey as pracf of authenticity; it "gives an air of dignity to
rew developments, masks fasl-Lrack mathods of construction with a
patina of ruaticity."# When old bricks were not used in recreating
Zintiandi'zs shikumen lanes lined with bouticues and restanrants,
new gnes wore distressed to leook old or painted to give Lhe inpre-—
gsion., During one wvisit to Xintiandi, T ha ppened upon a man
painting tha edges of the bricks black for ar antigued lonk.
Froviding an imaginary pedigree and cultural distinclion, brickwork
iz "the nelber side of comprehensive clearance andslevelopment, "#

X¥intiandi is a trademarked style that is being replicated
throughout China. There is already a Xintilandi at Hangzhaou's
famous West Lake resort area, nemed "¥Xihu Tliandi" {"West Lake
Heaven s=nd Earth"). aAncther portable brand, a miniature model of
an historical longtang rowhouse may be purchazed at Xintiandi's
muscum slore. Suzan Stewart states that the "consumerism of Lhe
miniature is the consumerism of the classic."** Although

Xintiandi is already in danger of becoming a Disneyfied cliche,
architecture and urban planning audiences ahread reocognize the
development as a classic; [or example, the Horth Block of
Xintiandi was awarded the Urban Land Institute's award for
Excellence in 2003 for supericr design, econcnic success, and
progressive use of the past to highlight the citv's future, &

The [irst project located in mainland China ever to receive this
distincltion, ¥intiandl entrenches designer-led consumerism with
its own architectural gimulation wl the international brand.
Crowds of foreigners and loccal members of China's elite prafessional
class vigit Xintiandi's hub of sxclusive names {including Jackie
Chan's "planet Hong Kong" Star East, Christian Disor, Comme des
Garcona, and Vidal Sasscon) to consume and indulge the life of
the internmational brand. Xintiandi is a symbolic enclosure of
urban cosmopolitaniam and transhoundary nostalgia and a favorite
stop for visitors from the East and Scutheast Asia region,
particularly Hong Kong and Singapore. XHintiandi is imperial
nostalgia par excellence; it Inecites among the lacal middle- and
uppor-classes a fervent desire to eonsume name hrands that extend
beyond the nation-state, colonizing the city with their internati=
onal olite Laske.

211 of Lhis would not have been possible without the aesthetic
maragement. of the municipal government and the Chincse Conpunist




Farty (CCP). The Bhui On Group was granted the rights to develop
128-acres of downtown land contingent upon the preservation of the
birth place of the CCP, under state protection. At Ho, 76-78 Xingye
Fuad, in the middle of ¥Xintiandl, dividing it into North and south
Blocks, stand two gimple houses with stone-framed gates. It was
here on July 23, 1927 that the firsl weeting of the Party convened
in a sitting room on the ground [loor, The now-renovated bulldings
chroniecle the Partvy's geneslis (and Mac Eedang's attendance} in a
small museum of pericd furniture replicas, wax figures, and
displays of precious documents, The munlcipal govermpent stipulatad
that a tasteful restoration of the site had te be performed, one
that would avoid the garish commercialism of so¢ many of Bhanghai's
rew develaoprents.*® Xinliandi carries on the tradition of Lhe
vanguatrd: the ruins of the vanguard Party now it dead-center

in the middle of Shanghai's vanguard of taszste.
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Shanghai Municipal History
Museum
Honggiao Rd.

LEASE LOST = CLOSED UNTIL

FURTHER NOTICE
The museum's artifacts are
stored in a warehouse in
Pudong awaiting excavation.
A few are on display at the
Pudong Pearl TV Tower's
"Exhibition of Shanghai's
Urban Development History."
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The Bone Room

Shanghai's urban develcopment has caused massive upheaval in the
city's landscape. While the communist period preserved the shell
of the city's pre-revolutionary life (architecture, interiors,
even art deco swimming pools) by not expending resources on Lhe
demolition of degrading colonial reminders nor investing signific-
antly in the bullft environment, the city after reform bhad little
interest in kKewping these cclonial artifacts intact. Instead of
catching &2 past long gone, Shanoghai tried to "catch up," shed its
ald appearance, tear out the lavers of run-down buildings and
housing, and clean out its closets.4%
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authenticity. Shanghai o
now hosts a number of heritage-designated sites and cultural
preservation projects that combine the aestheticeftechnologies of
museum conservation and the economivs of “themed™ urban regencrat>-
len. Fellowing the rapid disappcarance of Shanghai's historical
buill environment, the "city museum" in particular has bscome cnc
of Shanghai's most desired instituticnal developments. The
museaclaogical process this entalls 1= city-wide in effect. Numercus
exhibitions depict the city's ﬂevelnpment history in photographic
collages contrasting the colonial city "then™ with the rnrtempgrarr
eity "now."™ Such collecticns display the evalution of Shanghai's
cantemparary urban development and the municipal state's policics.
RS the municipal government prepares to host the 2010 world oxpo,
surviving city rcmnants become fossils of a mythic urban origln,
gedimenting a cellective memory of the nation's future in Lthe
shells of the city's past. Extinction also ensures commeorcial
success, producing ouseum artifacts as scuvenirs that commemmoral e
what 1s gone but technelogically reproducible as nostalgia.
Conventional museum display atrategies, prescentational themes,
dioramas, andfor boutigue lighting can make objaets intc new




ariginals and suthentic bric-a-brac, Lransmibtbting value bto the
clty's 01d Shanghai =mimulations that aren't anywhere in particular
. but are potentially everywhers.

These anchors of "heritage™ can extend in scale from single ohject
arktifacks to Lhe institution of the museum itaelf, as demonstrated
by the Shanghai Municipal Heritage Munseum, whose future “discuver?“
and development rests on its excavation from the city's debris of
the present. The orlginal museum on Honggiac Road was unable to
renew its lease when its ten-year contract expired. Shanghai's
real estate industry refused to wait for the dead welight of a
museum.7! The attifacts of the museum were boxed up and buried in
a warehouse in Pudong, across the Huangpu RBiver [rom historic
Shanghai, where they await future eXcavation. Since the museun's
closure, the successful Shanghai Museum has demonstrated Chal
museums <can be profitable culture zones and modernizing tools
that cultivate expertise, urban development opportunities, and
moadel urban citizens,. The municipal government has thereflors
decided to support and rebuild a city history museum in the Yangpu
area, Morth of the Bund by Suzhou Creek, in order to edify the
unigue municipal heritage of Shanghai and add the patina of history
to the nostalgla industrv. The new museum is slated to participale
in the "nostalgle excavaticons™ of the many former factories
clustered around Suzhou Creek, which bave begun to host galleries,
artist studios, conference centers, and [ancy restourants. The
Shanghai Funicipal History Mussum is currently the second-highest=
priority municipal reviwval projecl, behind Lhe redavelopment of
the area where the world expo i3 to be held.’?
WhllF a new municipal history museum is bulilt, some remains of the
priginal ground the
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Reliecs (which oversces all academic-level museums) with the iniltial
project te develop the site, loaning several former museum obljects
and assisting display design and informaticn.™ Howewver, Lhe
comnercially-oriented Pudona exhibition of 014 Shanghai is privatel
managed by the Fearl TV Tower Company and considered a CHENLIT GUAh,
an exhibition rather than museum, geared toward entertalning
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touriste and presenting distilled models of buildings and former
ways of life rather than preserving strict chronological history
cr reguiring historical ressarch expertisze like the conventicnal
nuseum, Located in Pudonyg, SBheaghai's new financial and trade
area, the Pearl TV Tower was chosen aas the meost ideal site to
prosont a popular picture of 01d Shanghai in the midst of the
Wew Shanghal. As I was teld in an intecview with the Assistant
Ganeral Manager and Director of the Display Department, the
purpose of the exhibition is to evoke an experience of the citwy!
past in an entertaining archaeology "closer to the people."™

Graeme Gilloch remarka om the histarical connectians of the

museum and commodity display, "Like the arcade, and the deparlment
store that suceeeded it, the museum was a compartmentalized
setting, in Lhis case for the fantastical display of exotic
objects, a display case for artifacts dedicated to the cult of pr-
ograess. "™ The amassing of abjects in the museum approaches the
culture of the commodity and the museum itself becomes a

commodi fied spectacular space. In the case of the "Exhibilion of
Shanghai s Urban Development History,"™ ©ld Shanghai simulations,
holograns, and other forms of artifice combine seamlessly with
conventional museum display and lighting strategleszs Lo create an
overall nostalgic effect, an archaecloglcal "experience" commadif=
ied as one of the city's most expengive but popular entry ticket
prices. Kirshenblabtt-Gimblett suggests that this kind of public
culture installation adheres toc the "Expo Medel." She states, "Moo
recver, wWorld's fairs are more like what museums are increasingly
being asked te become: 'customer focused' and "commercially posit-
iwve, " with exhibitionz driving the agenda and exciting installatiens
a priority, "7

The cwxhibkblition is a vaverncus wirtual world that coaojures ruins
aleng a locosely-chronelogical trail through Lhe city's histary,
divided into four mailn seclions:z early wvillage life, the early
colonial period, the late-colonial turn-of-the-century, and a
colleckion of 1920s8/308 products and miniatures, In gencral,

the exhibition compensates for Lhe demise of so many of
Shanghai's historic buildings above ground by relentlessly

piling up miniaturized reproductions of the city's famous
architecture in its dark arcade hallways., An assewhlage of fabric-
ated ruins creates the atmosphere of a den of consumptlon: wax
figures demonstrating traditional Chinese life, dicramas with
eolonial-ara woman manneguins displaying old products or QITAO
dresses in prostituticon house sets {a VIP can step lnside the set
for a picture with a "hostess"}.77 Here, the female figure is the
ultimate storage unit of Cld Shanghai images—as the vrigioal
conzgumer, the cipher of the city's colonial history, the ethnogra=-
phic charm of Chinese culture, A chain of pancoramic models ot the
Bund in different eras and a menageric of twinkling miniatures
fill in the darkness ot the meandering trail, turrning the exhibit
into a romantic escapade.”™ Maps, hilstoric bricks, and original
boundary stones delineate the international and French settlement.
"Day in the Lane" dioramas combined with digital projections
produce historical re-enactments of ordinary 1ife in Shanghai's
LONGTANG housing. There is even a blus-screen room where one's




image 1s superimposed on a photocgraph of Shanghai's famous
Hanjing Road, which is actually a photograph of the

higtorical street's condensed form in the Shanghai Film

Park's "Nanjing in 0ld Days" szet. According ta Boym, "Cybhorspace
makes the bric-a-brac of nostalgia availlable in digital foarm. "7
There is no end to the exhibition's trail of 0ld Shanghai
citaticons.

The "cabinet of curiosity" theme park has an overall digorienting
effect of displaying the hallucinatory future through wivid
miscellany of the past and the technologies that make it

all possible (which go cut-ot-date as fasl as the idealized forms
they project). Displays create an experience of vayeurism of a
momenl in time and attempt to inspire consumer desire for ohjscts
shown in dioramas Lhat serve as commercial shop windews.® The
entire exhibition itself works as an mllegory of extinction, a
pelrified forest of imagined memcries of the future collected in
replicas of the pasi. Wew naturalia are constantly dug out of the
unsorted drawers of history's clesets, and the storehooka of clty
history i=s continually re-collected to illuminate powarful futures.
Im response to the rise of the privately-cwned automebile, the

car was recently excavaled and pald homage in the exhibition, using
models of gas atations, dicital documentation of historie anto
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describea the power of
the museum aeffect, "Hot
only do ordinary things i
become spocial when placed in museum settings, bub the museum
experience itself becomeos a model for expericneing life outzide

its walls."¥ Marcel Duchamp's "ready-mabDES" are instructive® he
demonstrated, in his critique aof the institutions of art, that
anything can be a mugeum ready-made. (Once placed inaide a LS L,

a bicycle wheesl, a urinal, anything can become an cbject of
curigsity. The exhibition incorporates, in its final hall, colorful
glass display cases of retro vontemporary commedities and commodity
replicas from the 1920s/30s8, many of which are purchasable in the
antique markets, old Lowns, and 014 5hanghai spaces in the city.

In many cases, only the exemplary packaging ot former luxury goodsg
{perfumes, halr products, furs, and fans) is exhibited behind

glass, not any visibly-material chiject or product. The instal lation:s
commemorate a mythic "Made in China" histery and invent native

brand authenticity, anticipating the exhibition's shopping climax

in the colorful candy store and gift shop 1it up at the end of the
hall, %




0ld Shanghais function as instant muzeum installation spaces and
multiply-reiterated commodity environments brimming with retro
ready-mades. The "museum effect™ ulLilized in theme-park installat-
ions of heritage can powerfully invake the aura of native authent—
igity and a community of cosmopoclitan nostalgia in the process of
scdimenting the brand as the most recent excavation of the city's
history. And wvet museum showmanship and social managemsnt are never
securely cemented. There is no telling when a museum-ygoer Will
satirically gum up a miniature model of "traditicnal life" with

a Pepsi battle or candy wrapper. Or when a migrant will unkowlngl
arrcst the spectacle of history by utilizing the wvirtual diorama
of "Shanghai in 0ld Days,"™ much like the alleyways of the past,

as a coal spot to rest, removed f[rom the well-1it hustle-hustle

of the subway.




Reflections

"Excavating the Future" is an experiment in writing a performance
ethnography. Della Pollock has said there is no easy absorption

of performance into textuality, and that the distinctions between
performance and text, performativity and print-textuality, are
problematic if not false.'* Performative writing moves away from
what words do or don't mean to explore how to mean, performing
writing as effect/affect, as a sedimentation in the form of a
specific social relation; it "reflects on its own forms, in its
own fulfillment of form, in what amounts to its performance of
itself."® What performative writing can do is perform what it names,
perform its own socio-spatial relations, using the particular
material-geographic forms under study as analytic and aesthetic
guides. Academic discourse is not medium-specific and could reson-
ate with a variety of technologies and forms; meaning would not

be read off of form but rather form itself —its social life—would
direct and shape the research. Such a project is part of a longer
trajectory of experimenting with writing as a visual and
performance-oriented enterprise, combining print conventions with
other technologies. Gregory Ulmer recalls a rich legacy of avant-
garde experimentations and esteems Roland Barthes's allegorical
writing as "an essayistic or pedagogical equivalent of filmic
writing, demonstrating one version of academic discourse drawing
on the features of film/video.'"#® Angela McRobbie similarly
characterizes Walter Benjamin as "an experimentalist writer endless~
ly trying to adjust in language to the irreversible advances

which have taken place in the visual mass media."®? Benjamin
favored the essay form, in which he could juxtapose concrete
images and fragments, cultural close-ups and details that function=
ed allegorically.®® Disregarding the borders of literature and
criticism, this form of writing sought the material foundations of
ideas, "shifting away from commentary and explanation, which rely
on concepts, to work instead by means of examples," to write
history as photography using a kind of "pictogrammar."®l

Benjamin's work is a kind of geographical performance art that
telescopes complex world-historical processes through specific
places, situations, and objects. Benjamin's montages made
philosophy with the most mundane objects, piling quotations in a
manner visually similar to the layering of neon and architecture
in the city. His dialectical images graphically figured his
reflections, simultaneously representing and critiquing.?® Benjamin
let objects lead; he became a conduit for the theoretical sparks
set off by even the most banal. Benjamin's was a philosophy attent~
ive to form—the form of analysis in relation to the materials at
hand—which "requires the writer to drop down to a place where
words and the world intersect in active interpretation, where
each pushes, cajoles, entrances the other into alternative format-
ions, where words press into and are deeply impressed by the
seriousness of their referents."¥ He experimented with writing
characterized by a sense of uncertainty and even enjoyment, and
his experimentations with affect "intensified rather than

blunted his critical faculties."% Benjamin's work operates

"with an epistemology of performance—knowing as making,



producing, doing, acting."9® His oeuvre embodies a drama of objects
and citations, wrapping themselves around each other in affective
alliances "no more and no less formally intelligible than a road
sign or a landmark. . . It takes.its value from the context map
in which it is located and whichpsimultaneously marks, determines
transforms. "%

Benjamin's allegorical method inspired cultural geographer Allan
Pred, who developed a practice —"historical geographies of the
present"— that sought to unpack the city as a constellation

of multiply-scaled relations and explored the irruptions and
transformative potential of multiple pasts condensed in the
present. Pred crafted intimate snapshots of cityspaces, including
plaees, touches, myths, voices, and lost puns, shot through with
urban political economy and world-historical, structural force.
Using a Benjaminian "condensed mode of envisioning," Pred
summoned the phenomenological materiality of the everyday by
synthesizing fragmented close-ups, not to render things more
precise or visible, but to reveal new formations of objects and
subjects, past and pmsent. Pred's scholarship attempted to show
rather than say, perform what it named using modes of expression
that resonated with the materials used. Recalling Benjamin's use
of figures, such as the ragpicker, the flaneur, the prostitute,
and the sandwichboardman, to emblematize urban modernity, Pred's
montages spliced together various voices that called attention to
the aesthetic constitution of himself as author, partly identifiaple
in multiple figures ranging from a 19th-century Swedish dockworker
to Josephine Baker. Pred's "figuring" contributed to an ongoing
tradition of experimenting with scholarly production as cultural
praxis, including the inventive ethnographies of Michael Taussig,
Kathleen Stewart's work on affect, Donna Haraway's figural science
studies, and the performative theoretical writings of Andrea
Fraser, Jon McKenzie, Anna Tsing, Amitava Kumar, and Gregory Ulmer.%

Taking important cues from this body of work, "Excavating the
Future: A Shanghai Miscellany" assembles an experimental ethnographic
microcosm of the city of Shanghai using two performative writing
strategies: "ethno-figures" and "tours." Ethno-figures organize

and inhabit visual-textual terrains that allegorize the relations
and objects of research. The ethno-figure is a composite image

that shows different modes of visuality, narrative positions, aes=
thetic possibilities, conventions of observation, documentation,
and consumption. Ethno-figures speak to the phenomena they engage
and the different relations that come into conjunction at the
research object or site, performing the complexity of the site of
inquiry and its lack of closure spatially and temporally. The

tour emblematizes the epistemological practices, world-historical
forces, and transformative possibilities of the city's institutions,
objects, and people, and the author's enmeshment in them. The tour
complicates the inside/outside relationship of the ethnographer and
her microcosm or model; the ethnographer is frequently on the

other side of the lens, implicated in the ethno-figure's allegorical
constructions of the city. This kind of ethnographic practice is

a theatrical process that channels culpability in the sites/sights
of research and blurs self and world, body and image, spectator

and performer. The tour acknowledges the cultural mixing and
proximity between observer and observed, and creates a terrain that
is social and relational; it is a form of criticism that works by




way of "close distance," focusing on complicit engagements with
found or potential critical dimensions already in play within the
field. Attentive to its own spatial, aesthetic form, the tour is

an exhibition that utilizes particular conventions of touristic-
ethnographic documentation to arrive at unique insights through

the formal expressive possibilities of its critical organization,
even incorporating irony and satirical play to expose power
relations and implicate the critic-artist in her own stories and
observations. Ethno—figures and tours bring form and medium into
view by performing them, in the process instigating reflection

upon how the formal properties of those performances "locate" the
contemporary subject along a network of identifications, objects,
institutions, and stereotypes that disallow complete access to in-
tentionality and agency. The researcher is fragmented and de-centered,
the effect of contingent corporeal, shifting, situated relations
rather than the foundational identity of an experience narrative.
The tours, guided by ethno-figures, attend to non-transcendent,
non-neutral, historical-material sociality, simultaneously critiquh@
the academic account itself and the conditions and frameworks

that make knowledge visible.

Shanghai's exhibitionary modernity requires the researcher-visitor-
tourist to account for herself as part of the modernity in the mahkg.
This is particularly important for a non-national, non-Chinese
subject, who inevitably finds herself inscribed in the field in
particular ways, often complicit with state models and displays of
expertise and spectacle, whether intentional or not. The featured
figure of the Western archaeclogigt-ethnographer sifts through the
cultural meanings and political-economic contexts of 0ld Shanghai
throughout the city, visually digging through old streets and unearth-
ing various collections of 0ld Shanghai curios. The ethnographer
documents nostalgia's socio-spatial arrangements and visual

display conventions: living history heritage districts, cosmopolitan
boutique enclaves, technologically-reproducible city ruins, and an
0l1d Shanghai cinematic theme park where behind-the-scenes
documentation lays the groundwork for a neocolonial spectacle of
Chinese history. She uncannily finds herself at moments inscribed
in the collective memory of 0ld Shanghai, thereby recollecting

the visual dimensions of her own practice as part of the political
economy of the heritage industry. The "ethnographer as film extra”
in particular critically illustrates how ethnographers are

enmeshed in scenes beyond the control of a reflective sovereign
subject. The film extra ethnographer graphically figures how
ethnographic activities are implicated in neocolonial productions
of racial oppression and privilege. The Western/white female
researcher not only becomes part of the nostalgia industry's
exoticized displays, as a '"street walker" in an 0ld Shanghai movie
set regaling a feminized spectacle of Chinese history, but also
enables the re-enactment of historical colonial-era racisms, and
their suturing to the pmsent-day racialized political economy of
the joint-venture film production. Her translation services and
recuperation of a purportedly "insider- outsider" ethnographic
position are instrumental to the production of neocolonial spectacle.

"Excavating the Future" attempts to capture ethnography's touristic
performativity and desire for "the classic." The manuscript stages




photographs and uses the convention of writing on photos to

evoke the affect of heritage and nostalgia in Shanghai's tourism
business. The tourist's nostalgia for style and enclosure blends
with fieldwork souvenirs of "the having been there," demonstrating
the yearning for firsthand experience. The use of tourist photos=-—
obvious touristic framings—attempts to make this more transparent,
showing the investments in particular research scenes. Ethnographie
romance with realism is put on display; ethnographic realism
enshrines the classic by attempting to rein in the rough edges,
nostalgically fashioning the imaginary coherence of a solitary
bourgeois author. The hand-made scrapbook aesthetic gives the
semblance of organic form and the "interior" of autobiography.

The hand-drawn and crafted collages, an allegory of handwriting
against reification, show the ethnographer's desire for contact
with sensuous, lived experience and the utopian longing for
auratic objects, rescued from circulation to privacy. The contrast
of handwriting and typerwriter-produced text, and the use of old
paper and stapled or paper-clipped notecards, illustrates the
layered mediation and bricolage of the "realist" account. In this
context, the digital scanning of the hand-crafted pages is a
delicious irony, demonstrating that the mediation of the phenomenal
world can intensify the pursuit of origins. The nostalgic mood/mode
of the collages—its "long-distance romance" with its own
historical-geographical production=—is amplified by its technological
reproduction. The showcase of nostalgic objects and exotica stage
the author in a series of still lives, attempting to fix author-
personae and place, in the process collapsing sexuality and
aesthetics into the dominant political economy. The exhibition value
of this hand-made but "second-hand" ensemble of 0l1d Shanghai
suggests that the sexual pursuit of "art for art's sake"=—an oriental
ornamental aestheticism— animates the ethnographic enterprise.

"Excavating the Future" dialectically assembles and disassembles
diverse working materials while displaying many of its methodological
traces. The terrain is constructed so that the relative weight of
research is based in several modes at once, including ethnography
mass media analysis, exhibition design, curatorial practices,
academic texts, guidebook or travelogue, storytelling, interviewing,
historical analysis, literary reading, self-reflection, and satire.
The staging of the text captures the marginalia of the urban
setting—the fragmentation, interiorization, and commodification

of experience—aNd the various elements and "places" stitched
together in the imaginative geographies of 0ld Shanghai. Concepts
are imagistically contructed. Organized as a miscellany, "Excavating
the Future" is a constellation, not a narrative. It combines the
style of the scrapbook with the kitschy travel guidebook, including
a collage of tourist information (boxes of facts and tidbits),
visual-ethnographic notes, visual curiosities, and extended
sections of social commentary in conventional narrative form that
dig up further analytic depth on Shanghai's culture of nostalgia.
The format suggests an "academic zine" or "ethnographic zine" com-
piled from the rubble of recognition following fieldwork and
China's postsocialist modernization more generally.

A proliferation of junkspaces, historical fragments, and postsocialist
debris~—the dust of China's modernity-trail the productivist dis~
courses and spectacular spaces cultivated in contemporary Shanghai.%

The zine explores three particular "sites" or dust particles that



provide the raw materials for an imaginative geography of 0ld
Shanghai nostalgia: the ruin, the brand, and the souvenir. The
ruin involves the figure of the archaeologist digging up the
colonial bones of a vintage "alternative modernity" in order to
create a collective memory of the future by way of the past.
Imperial nostalgia searches for "difference" and "synchronicity"
simultaneously. "Lost-now-found" 0ld Shanghai ruins resuscitate a
sense of authenticity, (re)inventing cosmopolitan tradition by
"finding" and marketing an old cosmopolitanism as if it were always
there. Nostalgia's resistance to a homogenous narrative of
globalization not only involves the (re)writing of Shanghai into
the imperial world system and solidifying a picture of synchronic
globalization but also a spatially colonizing and self-orientalizing
commercial process, whereby urban modernity winds up as kitsch,

as souvenirs, and as nostalgic "living history museums. "7 The ruins
of former lifeworlds are suddenly nailed to a board like
butterflies; the everyday lives of people in poor areas of

Shanghai become ethnographic display to attract the tourist eye.

The brand continues the work of memory that arose with the advent
of consumer society and globalization in China, using memory to
design and promote historical disourses. Evoking the fashionista,
film star, and enclaves of international brand distinction, the
brand displays the desire to transcend flattened social existence
and re-enchant quotidian life and human relations dominated by
exchange and money with unique and fashionable objects and
lifestyles. Ban Wang astutely observes that the acceleration of
modernity is haunted by constant returns to the mythical.® From
epic narrative to structures of feeling and affect, 0ld Shanghai
nostalgia exhibits a downward turn to the immediate and everyday,
from crafting images and perceiving everyday objects, to
experimenting with sexuality and consumptive practices of pleasure.
The brand provides "foretaste" of a local international identity
and serves as a vehicle for identification with transnational
consumption and distinction. The brand becomes a kind of "natural
history" of residual middle-class habits of consumption and an

aura of communal living and aesthetic experience. Simultaneous$ly,
the brand signals the advent of homogenizing spatial gentrification
in the city.

Working alongside the city's global city makeover, an 01d Shanghai
nostalgia industry busily remediates the contruction dust to mark
the city as a place brimming with historical value. The souvenir
remembers the city as a destination with enchanted heritage. The
archaeological remains of former interiors are put on display within
the phantasmagoric web of the commodity. Tourist nostalgia for
style and enclosure refashions historical events and memories as
mass-produced articles and quaint spectacles of - costume drama:
petrified dioramas of "life in the old days," old town shopping
streets and oriental bazaars, 0ld Shanghai snack shops, tea shops,
and alleyway food courts. Where there are no remains, cheap and
showy ornaments fill the vacuum of memory and transform transition
spaces of the global city into storage closets of museum ready-mades
and props for symbolic 0ld Shanghai enclosures. The souvenir comm=
emorates an imaginative geography of nostalgia that saturates the
city with "once-upon-a-time" fairy-tale charm and "take a walk down
memory lane" clichés. The souvenir remembers history as kitsch.

"Excavating the Future" has foregrounded the affinities between




certain relations and postsocialist debris in Shanghai, among
them nostalgia, consumerism, and the touristic performativity of
ethnographic productions. The recent past—the socialist era-—
hangs in the backdrop, where it provides the grounds for
practices of reordering and remembering, remediating and
reterritorializing. Postsocialist spectacle and nostalgia attempt
to engineer new subjectivities and urban spaces by retooling

the residues of socialist modernity and inputting technology

and cultural transfers of neoliberal capitalism to paradoxically
assemble an alternative to the "end of history" and cultivate

a "well-off society." Such futures have entailed the emergence

of a postsocialist state that has relinquished responsibility

for many services and public management, while forwarding a
program of market capitalism that has led to massive dislocation,
the fusion of private profits and bureaucracy, and new forms of
primitive accumulation without the constraints of former socialist
restrictions on the placement of people and the chaos of
economic growth. The state has attempted to congeal the past

in such a way as to coexist with China's jarring present,
appropriating fragments of pasts to render certain futures and
generate collective memories of those futures as inevitable and
natural. "Excavating the Future" shows a performative way of
doing ethnography that retains the possibility that the "as is"
can be something "other," and the present's postsocialist pasts
are as frangible and uncertain as its futures. The "postsocialist
ethnographic zine" is an allegorical constellation of the ruin,
the brand, and the souvenir, combined with reflections, fragments,
litter, retrospective and prospective residues, substrata, and relics
of Shanghai's postsocialist development. The "ruins" of academic
experience do not remain to prescribe or merely describe
Shanghai; they stick around, glued or stapled to the page, to
suggest the possibilities of actively (re)collecting memories

to make different arrangements of the future.
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