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Asian American characters. What kind of com‐
plexity can this really offer?
Funnell has compiled an impressive filmogra‐
phy in her astute analysis of Chinese warrior
women, including many films that would other‐
wise not garner much critical attention; unfortu‐
nately, this almost encyclopedic treatment of ac‐
tion films is also the book's weakness, diluting in‐
sightful readings of key texts with readings of
films and stars that seem tangential to the genre.
Eugenia Yuan is perhaps a case in point. In de‐
tailed strokes, Warrior Women recaps the various
changes in industry, modes of production, and
genre that have transformed action cinema over
the course of the last few decades. Yet, more fo‐
cused comparative analysis of signature texts, be‐
yond the question of identity, might lead to a
deeper historical analysis that closer attention to
form allows for. Even so, Warrior Women drives
home a fundamental theoretical insight essential
for the critical race, gender, and film studies
scholar: at stake in examining the myriad repre‐
sentations of Chinese action women is not simply
a matter of diversifying our knowledges and
screens but rather a more profound understand‐
ing of the material conditions that constitute these
representations. In the case of Chinese action
women, the demands of global capitalism, dias‐
poric and Sinophone desires, post-Cold War and
post-1997 racial politics, and the rise of China
have propelled them onto the world screen.
Note
[1]. Stephen Teo, “Wuxia Redux: Crouching
Tiger, Hidden Dragon as a Model of Late Transna‐
tional Production,” in Hong Kong Connections:
Transnational Imagination in Action Cinema, ed.
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