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Stellingen

Mainstream Chinese popmuziek draait om Taiwanese sterren en de VRC markt.

In China is rock een verzamelnaam voor alle populaire muziek die doet alsof andere dingen
belangrijker zijn dan verkoopcijfers.

Folk- en volksmuziek zijn politiek beladen omdat ze claimen de volkswil weer te geven.
Singer-songwriters staan ambivalent tegenover die overlevering.

Chinese popsterren kunnen makkelijker in films acteren dan Amerikaanse, omdat het Chinese
publiek allang geaccepteerd heeft dat popmuziek niets te maken heeft met authenticiteit.

Tussen muziek en taal bestaat een nauwer verband dan tussen dans en taal, beeldende kunst en
taal, film en taal, en literatuur en taal.

Bestudering van Chinese populaire muziek leidt niet tot (meer) kennis van China. Muziek is
geen venster op cultuur, het is cultuur.

Popmuziek is het ideale verbindingselement tussen de massa’s van de sociale wetenschappen,
het alledaagse van antropologie en de kunst van de geesteswetenschappen.

De term etnomusicologie heeft een onprettige bijklank die vergelijkbaar is met die van niet-
westerse studies, en beide moeten verdwijnen uit het wetenschappelijk vertoog. In plaats van
etnomusicologie moeten we eenvoudig spreken van musicologie, en tegelijk zorgen dat de
lading onder die vlag niet Eurocentrisch is.

Veldwerk moet. Je vindt andere dingen dan je zoekt.
Mede door Internet ligt het veld niet alleen meer daar, maar ook allang hier.
Er komen heel veel interessante Chinezen naar Nederland voor alle mogelijke optredens:

wetenschappelijk, maatschappelijk, kunstzinnig. Nederlandse universiteiten doen daar veel te
weinig mee.

. Het schrijven van een proefschrift is niet als het bouwen van een huis maar als het

schoonmaken ervan. Arme promotor.
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Conventions

Song titles are marked by SMALL CAPS to distinguish them from book and film titles (which take
italics) and journal articles, book chapters and so on (which take “double quotation marks”). In general,
I have included the original-language title only when the work is first mentioned. However, 1 repeat
the original title if the work features centrally more than once at widely separated points in the
narrative. Throughout, I use full-form Chinese characters rather than simplified characters, because this
research includes not only the People’s Republic of China (where simplified characters are the norm),
but also Hong Kong, Taiwan and Singapore, where simplified characters are used much less frequently.

Chinese popular culture demonstrates its international aspirations by the abundant use of
English captions for books, albums and films adjacent to Chinese titles. However, the captions are
rarely faithful translations of the original. For instance, on a 2007 album by Jay Chou, the English
caption On the Run portrays the singer as an outlaw, whereas the Chinese title Wo Hen Mang FZAR T
(‘I'm very busy’) suggests a law-abiding white-collar employee! Despite these occasionally glaring
discrepancies, I have used the self-styled English captions throughout. Translations of Chinese titles
can be found in the bibliography, discography or filmography, depending on the kind of work to which
they relate.

The same principle has informed my use of self-styled or received English names for places,
persons, bands, venues, festivals and record companies. Chinese characters for the latter five groups are
not given in the text but can be found in the glossary, with transliteration added in parentheses
whenever the English name differs from the standard Chinese transliteration. In cases where people
have no English name, I have transliterated their Chinese names using Hanyu pinyin, the most common
transcription system. Additionally, I have not referred to people’s “real” or “original” names (e.g. He
Guofeng or Albert Leung), but to their stage or pen names (e.g. Xiao He and Lam Chik), since in the
present context it is the stage or pen name that is most real and original. In further references I use
surnames (e.g. [ use “Wong” instead of “Faye”), even though some academic publications have adopted
the popular press’s habit of referring to pop singers by their given names. In the case of identifying
these surnames, I can only ask the reader to be understanding of the cross-cultural complexities of this
study. In self-styled English names, family names usually come last (Faye Wong), while in
transliterated Chinese names, family names usually come first (Huang Liaoyuan). In a number of cases
where singers use Chinese nicknames or pseudonyms, I either repeat the whole name (Zuoxiao
Zuzhou) or refer to the second part of the name when it is clear that this is the family name, most
notably in the case of Xiao He, which means ‘little river’ but is also a homonym of ‘little He’, with He
being his ‘real’ family name.

In short, an English SONG TITLE may be followed by the Chinese title in full-form characters 74
H and the year of its first publication in any country (2007), corresponding to an album by the artist in
the discography. If an artist has released several albums in a year, the month of publication is indicated
in capitals after the publication year (2007DEC). All translations are mine, unless otherwise indicated.
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Introduction:
Framing the Self

Tell you what, you’ve got the wrong number.

I’m not your so-and-so,

the one you’re looking for.

So what if she and I have the same name?

I’m still telling you, you’ve got the wrong number.
Why would I lie to you?

How long have the two of you been apart?

You can’t even tell my voice from hers!

So how do you live,

what kind of life?

Are you unbearably lonely?
Who are you, anyway?

Ah, these fluke calls,

forever screeching in my ears ...

Wrong number, for the umpteenth time!

Is this fate or coincidence?

Who is Margaret?

She’d love it if she knew you were so worried.
Did something happen with you and her,

or do you owe her something?

What’s so hard about letting go?

She doesn’t live here, so why keep looking?

What would you talk about?

Would you make it all sound sweet?
You’re so nervous, you wanna cry.

Years from now, if you think about today,
Was it really worth it?

In the following pages, I will discuss a set of lyrics, a sound, and an image, each by one

of the three artists whose work has most centrally informed my research. The question
that lies at the heart of this study is how lyrics, sounds, and images perform identity in

Chinese popular music.
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§1 Identity

The above lyrics are of wronG NuMBER T] §H | (2001), from Faye Wong’s eponymous
album. It was her eighteenth album and her last for EMI. The song starts with an upbeat,
syncopated bass riff to which a brass section adds a big band feel. The melody in the
verses is energetic in the first three lines of each stanza, to drop in the fourth to lower
registers that suggest intimacy. However, besides suggesting tongue-in-cheek
playfulness, enhanced by Wong’s comfortable mid-range and warm delivery, the music
does not seem to have a strong connection with the lyrics. wRONG NUMBER 1S a cover, or
rather, an adaptation, with a new arrangement by producer Alvin Leong, of 11’s your
cHANCE (2001), an English-language rock song by Singaporean singer Tanya Chua.
Neither Chua’s original, nor THE EMPRESS’ NEW cLOTHES 2L & 1 7X, Wong’s Cantonese
version of this song, mention a telephone, which most likely comes from Lam Chik,
Wong’s regular lyricist. Can we distinguish Faye Wong’s signature from among those of
her co-producers?

Not if we go by the lyrics, which suggest that the caller, a persistent fan, cannot
recognize Wong’s voice. Wong’s true self remains elusive, which paradoxically reasserts
her public persona of a cool and somewhat distant ‘showbiz queen’ K3z K /5. Although
the final verse offers the listener the option of disassociating from the caller, as someone
who is overly anxious and will later feel regret, throughout the song, you still addresses
the listener. Just like the caller, the listener is on the other side of the line, receiving the
thoroughly mediated and disembodied sound without being heard in the recording.
However, wronG NUMBER makes the listener not a passive receiver but an accomplice. The
listener is the ultimate co-producer.

Identities aren’t exclusively or even primarily individual. They function within
collectives. Translating ‘identity’ into Chinese is tricky, but pragmatic equivalents such
as shenfen 517 “status’ and rentong #5[F] ‘recognition’ stress its social embeddedness.
Next to a personal name and unique number, IDs (shenfen zheng, 5 13 iE ‘evidence of
status’) usually also categorize individuals as members of larger groups, defined by
nationality, ethnicity, age, class, and gender. These solidly established criteria for identity
are important to this study, whose first three chapters touch respectively upon issues of
nationality and ethnicity; class and subculture; and gender.

However, rather than accepting these categories as natural and given, I follow
Stuart Hall and others who argue that they are the result of historically and culturally
contingent choices. Nationality, class and gender are not descriptions of anything that is
objectively ‘out there,” but socially accepted and functional concepts that embody a
certain world view and that prescribe specific kinds of behavior. As Wim van der Meer
writes:

There is no such thing as race. Of course, at any particular level we can
(arbitrarily) define races, so as to distinguish several, dozens, hundreds, or



Introduction: Framing the Self 3

thousands of races. ... [F]Jrom the single origin of mankind there has been a
differentiation of genetic constitutions, but there has always been an infinite chain
of rehybridization that maintained the genetic pool in a constant flux. ...
[T]dentities are similar to races; they do not really exist, but are constructed by
sets of definitions. The racial paradigm has become more or less obsolete, but is
by and large replaced by the concept of ethnicity. Music in the ontological sense
of ‘our’ music (versus ‘their’ music) can play a tremendously important role in
defining such identities.'

§2 Articulating Links

Now to sound. As soon as they recognize the guitar riff of Second Hand Rose’s THE
TRAIN’S TAKING oFf ‘K EEL PR B (2001), the Beijing audience starts clapping along
enthusiastically to the song’s compelling four-beat. Vocalist Liang Long intersperses the
lyrics with folksong-like, semantically empty fillers and mood particles, such as a P and
neige AP . Each verse ends with a soothing ascending scale on electric guitar, imitating
the sound of the accordion. Near the end of the song, the scale is suddenly replaced by a
percussion part reminiscent of Northeastern Chinese yangge FREK, ‘rice sprout songs.’
The audience now respond by jumping up and down and shouting along with the chorus,
sung by all band members in unison:

B ETEFLEBE  Our lives are about to take off!
1m0 52 B Where to?
1R 5 B Where to?

Then bass, acoustic and electric guitar join in for the finale. The electric guitar now plays
the two-chord pattern (G-F) with a heavy distortion sound for extra energy. When the
music abruptly stops, Liang Long, whose heavy drag make-up mixes with sweat, sings in
a teasing, nasal voice: “then just guess,” after which the band plays the guitar riff of the
opening one last time.

s, the national anthem, Faye Wong’s wronG NUMBER, Second Hand Rose’s THE
TRAIN’S TAKING OFF and other cultural products invite people into their worlds through
moments of interpellation, when “the subject is hailed, the subject turns around, and the
subject then accepts the terms by which he or she is hailed.”* In gender studies, Judith
Butler has related this process of identity formation to performance:

Because there is neither an “essence” that gender expresses or externalizes nor an
objective ideal to which gender aspires, and because gender is not a fact, the
various acts of gender create the idea of gender, and without those acts, there

' Van der Meer 2005:60, 65.
2 Butler 1995:6.
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would be no gender at all. ... the action of gender requires a performance that is
repeated. This repetition is at once a reenactment and reexperiencing of a set of
meanings already socially established; and it is the mundane and ritualized form
of their legitimation.’

These mundane, repeated performances help form identities. THE TRAIN’S TAKING OFF, for
instance, negotiates cultural identity by connecting rural Northeastern China, Beijing and
the West. I interpret Van der Meer’s “construction by sets of definitions” in terms of
actor-network theory as articulating and consolidating connections, which Stuart Hall
calls “non-necessary links:”

So it is the articulation, the non-necessary link, between a social force which is
making itself, and the ideology or conceptions of the world[,] which makes
intelligible the process [the Rastafarians] are going through, which begins to bring
onto the historical stage a new social position and political position, a new set of
social and political subjects.*

Identities are positions in a network, and hence are defined by their connections. This is
also how music connects to society and politics. Through the collective singing of “we”
by audience and performers, THE TRAIN’S TAKING OFF performs a generation of cheerful but
relatively powerless witnesses of sweeping change. This articulation can be used to
various political ends, and that is precisely the point. As is the case with all culture, music
reflects and influences sociopolitical realities. At the same time, interpreting homologies
between music and social reality is difficult to the point that passing judgment becomes a
political act.

This study is partly a reaction against an overemphasis on politics in accounts of
Chinese music that has insufficiently recognized popular music’s polysemy. In 1983
Arnold Perris argued that in the People's Republic of China (hereafter PRC) “there is
never a need to ask the question as the Western listener does in some context: What does
this music ‘mean’? Everyone knows what the music ‘means.””* In the 1990s, accounts of
Chinese popular music tended to focus on rock music’s rebelliousness, to the detriment of
other readings and musics. Andrew Jones, for example, argues that pop “is not a mere
adjunct to leisure” but a site of ideological struggle.® While pioneering studies by Jones,
Andreas Steen and others remain extremely valuable, a dichotomous opposition of the
People and the state is no longer tenable.” Therefore, I explore the issue of music’s socio-
political significance by tracing connections across the political spectrum, appreciating
intermediate positions. Moreover, these articulations and connections are relative to

3 Butler 2004:114.

4 Hall 1996:142.

3 Perris 1983:15.

¢ Jones 1992:3-4.

7 Baranovitch 2003:1-9, Fung 2008.
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specific issues. As such, I build on trends in the emerging field of Chinese popular music
studies, with major contributions by Jones, Steen, Nimrod Baranovitch, Jeroen de Kloet,
Marc L. Moskowitz and Anthony Fung, who have addressed cultural identity and gender.
¥ At the same time I hope to open up other themes for investigation, such as
classification, theatricality and creativity.

However, by itself this thematic approach does not solve the thorny issue of
music’s socio-political significance. Pierre Bourdieu has described the contingent
homologies between the semi-autonomous fields of cultural production and the fields of
economy and power, especially focusing on the articulation of class through distinction
and taste. In the realm of music, for instance, love songs offer culturally specific scripts
or technologies for dealing with real-life situations, while their deliberate polysemy and
ambiguity simultaneously invite people to reinterpret and appropriate these songs with
reference to their own experience.

§3 World Making

And then there’s image. In 2009 Xiao He published his second solo album, The
Performance of Identity B {77 J3218. It does not contain authentic, Dylanesque folksongs
of a lovelorn soul, as its predecessor Birds that Can Fly High Don’t Land on the Backs of
Oxen that Can’t Run Fast T
S AEEEARFNE L
(2002) did. Rather, The
Performance of Identity a collection
of improvised explorations of the

human voice and electronic
equipment, and of the connections
and disconnections between
acoustic guitar and vocal melody.
There are no paraphrasable lyrics
on the album, and similarly, the title
on the cover is written in highly
ornamental and Dbarely legible
handwriting. Xiao He’s name is
nowhere to be found, but his picture
is on the cover. With a construction
worker’s helmet on his head, the
towel of a member of the working
class around his neck, the armband

of a Red Guard around his arm, a |;jpstration 0.1: Xiao He on the cover of his 2009 album
girly stocking with embroidered |The Performance of Identity.

§ Baranovitch 2003, De Kloet 2010, Moskowitz 2010, Fung 2008.
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shoe on one leg, and the face-paint of a Peking Opera student-role /N4 on his face, and a
garishly red, wide-open mouth, the image suggests that identity can be changed and
pieced together like clothes.’

Popular music performances offer opportunities to people to articulate and piece
their identities together, argues Tia DeNora in Music in Everyday Life (2000):

The most interesting questions concerning the social implications of artifacts
(whether these are technologies, utterances or aesthetic materials such as music)
focus on the interactional level where articulations — links — between humans,
scenes and environments are actually produced, and where frames of order come
to be stabilized and destabilized in real time. With regard to the issue of musical
affect [sic], recognizing music as ... an affordance structure [meaning a structure
that favors certain usages over others] allows for music to be understood ... as a
place or space for ‘work’ or meaning and lifeworld making. Music can, in other
words, be invoked as an ally for a variety of world-making activities, it is a
workspace for semiotic activity, a resource for doing, being and naming the
aspects of social reality, including the realities of subjectivity and self."

In this study I retrace how Chinese popular music affords the piecemeal work of world
making. I do so by interpreting artworks and their producers rather than audience
reception. As such my methodology is based in the humanities and leans on semiotics
and hermeneutics. Inevitably this has led to choices and arguments that are informed by
my own ethical and political viewpoints. At the same time, extensive fieldwork has
inspired an ethnographic approach that links detailed observations to large-scale social,
political, economic and cultural trends and events."' I conducted formal and informal
interviews, attended concerts, studio recordings and band rehearsals, and collected
albums, magazines and biographies during visits in 2006 (2 months; Hong Kong and
Beijing), 2007 (6 months; Beijing, Shanghai, Hong Kong and Taiwan), 2008 (3 months;
Beijing) and shorter periods in 2009 and 2010. Additionally, I have found support for my
findings in surveys and reviews provided by others.

A first step towards tracing popular music’s links is to treat it as a sound-image-
text complex. Sounds are definitive of music, but pictures on album and magazine covers
and the discourses of lyrics and online forums are hardly peripheral to musical stardom.
Moreover, music is synesthetic, as we may feel that we recognize the signature of Faye
Wong’s public image through her unique sound. The above discussions of Wong’s text,
Second Hand Rose’s sound and Xiao He’s image illustrate that all these things sing, show
and speak. Additionally, the inseparability of the text, sound, and image echoes the
performance situation of Chinese traditional musics, many of which are translated into

°21CN 2009.
19 DeNora 2000:40.
1 ¢f Bal 2002:133-174.
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English as opera.

Not only in definitions of music, also in terms of time and space, the scope of this
study is wide. Including historical context, it stretches from 1910 to 2010 and from
Singapore to Xinjiang. Focus and cogency are provided by the five themes that have
informed the division into chapters — place; genre and classification; sex, gender and
desire; theatricality; and organizing music — and by in-depth study of the three lead
characters Faye Wong, Xiao He and Second Hand Rose. They make very different kinds
of music, which offers opportunities for the inclusion of contrasting viewpoints in ways
that would have been difficult had I only studied, say, mainstream pop stars. In terms of
time, I focus on the 1990s and early 2000s. In terms of space, I focus on the main centers
of production in this period: Hong Kong, Beijing and Taipei. Beijing is perhaps
overrepresented, as all three lead characters currently reside there. To mitigate this bias, |
have included case studies of predominantly Taiwan and Hong Kong pop stars.

The geographic bias of this study is the result of earlier connections in Beijing,
which emerged during fieldwork for my MA thesis, and expanded during my PhD
research.'” In 2005 1 was able to arrange for six bands from China, including Second
Hand Rose, to perform in Amsterdam. Xiao He performed in Belgium and the
Netherlands in 2007 and 2009. He named his second solo album after this study, which
was then still in the making. The album contains recordings I made at a show that I
organized in Beijing. In 2007 I worked as a volunteer in the company of Zhang Yadong,
who has produced a number of Faye Wong’s albums. Also through international festivals,
such as the International Film Festival Rotterdam and Europalia in Belgium, and through
the Internet, the boundaries between scholarship (Leiden) and the field (China) have
become blurred. I have become a participant, co-producing the world I claim to
investigate. I can only hope that, even if you’ve got the wrong number, what you’ll find
in this book will help you to engage and create worlds of your own.

12 Groenewegen 2005.



Chapter 1:
Place

§1 Chinese Popular Music

After introducing the singer and describing his migration from Malaysia to Singa-
pore and his recent popularity in Hong Kong, Taiwan, and all over the Chinese di-
aspora, the anchor [of the 1995 May 1* Concert] asked Wu [Qixian] how he de-
fined himself in the final analysis. The musician’s reply, “I am Chinese” (wo shi
Zhongguoren), which stirred a most enthusiastic and warm response from the au-
dience, encapsulated everything Wu’s participation stood for, at least from the
point of view from the state... By inviting ... gangtai singers to participate in
concerts and television programs, the Chinese state is not engaged so much in
competing with other Chinese politics and identities ... but rather in contesting
their independence and in co-opting them into a greater Chinese nationalism, of
which China is the core. In other words, the Chinese state is engaged in appropri-
ating the concept of Greater China (Da Zhonghua).'

Gangtai is a 1980s PRC term for highly successful cultural products from Hong Kong
(xiang gang) and Taiwan. In the above quotation, Nimrod Baranovitch rightly recognizes
Hong Kong and Taiwan as major areas of production of Chinese pop music. However,
like his major influences Andrew Jones and Jin Zhaojun, Baranovitch defines Chinese
popular music as the music of the PRC. Both his monograph China’s New Voices (2003)
and the 1995 May 1* Concert presented Beijing as the core of Greater China. The counter
discourse of many Hong Kong and Taiwanese anthologies of popular music is to focus on
their own local histories, presenting the PRC, Japan and South-East Asia as external mar-
kets.

Unfortunately, both of these approaches disregard the transnational identity of
megastars such as Teresa Teng, Andy Lau, Faye Wong and Jay Chou.” In the following
pages, I first argue that gangtai should be part of an account of Chinese popular music.* I
then explore further the ‘Chineseness’ of Chinese popular music by addressing the sinifi-
cation of rock and the globalization of folk.

These debates relate to issues of language. Gangtai does not refer to a geographi-
cal area in a strict sense, since Baranovitch includes the Malaysian singer Wu Qixian, aka
Eric Moo. I define gangtai, and by extension Chinese popular music as a whole, cultural-

! Baranovitch 2003:231-233.
? Chang 2003, Tzeng 1998, Huang 2007.
* Cf. Lee 2002, Gold 1993:918, Yang 1997.
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ly — or rather, linguistically. In this thesis, China denotes Da Zhonghua KX #, ‘Greater
China, Chinese nation’, rather than Zhongguo ‘China, the Chinese nation-state.’
Chinese popular music is popular music in any of the ethnically Chinese peoples’ (hua
#) oral languages (yu 7&)

The first question to be asked is: can spoken language be defining for Chinese pop
music? Are Teresa Teng’s Japanese ballads and Joyside’s English punk songs part of
Chinese pop? How about instrumental music? Secondly, can ethnicity be defining for
Chinese pop music? Are singers of Puyuma, Tibetan and Hmong descent excluded?
Thirdly, since “the Chinese state is engaged in appropriating the concept of Greater Chi-
na,” how can I write a study that respects both the difference and the interconnectedness
of the popular music of these areas? In other words, is it possible to maintain that “the
configuration of pop culture China is substantively and symbolically without centre,” as
the Singaporean scholar Chua Ben-Huat argues?*

Finally, questions as to spoken language inevitably raise the question of its alpha-
betic representation: Hanyu 3% Pinyin for the PRC and increasingly for the internation-
al media; Wade-Giles for Taiwanese Mandarin [B3#%; and various romanizations for Can-
tonese, Taiwanese and Hakka. These different writing systems continue the contestation
over China in the names of locations, songs and people. Does Baranovitch’s romanization
‘“Wu Qixian’ not already imply a kowtow (kefou, k’e-t’ou) to Beijing (Peking)?’ Through-
out this thesis, I follow idiosyncratic but widely accepted English names such as Eric
Moo, where these exist. In all other cases, I use Hanyu Pinyin.

§2 A Regional History of Pop

The following subsections investigate the successive shifts of the center of Chinese popu-
lar music from Shanghai, to Hong Kong, to Taipei in the course of the 20™ century. These

developments are partly overlapping,

demonstrating the transnational nature of

Chinese pop. I intend to analyze the consti- - Y w

tution and interaction of five levels of place: MONGOLA -

local (areas or cities within states, such as .

Shaanxi or Shanghai); state (such as the b R

PRC or Singapore); regional (such as Wil ‘:%_ﬂv gl

Greater China or East Asia); global; and fi- N 5 o f Eout china 5e0

nally, placeless or escapist. In this constella- | Nexgems M-y iy 3.{;':1:'*

tion, the state and regional levels are con- | . "Nm e :::;wwhoi_f' T g sea
. EA FLADESH | RHAILAND Y oy TIPINES  MARIANA Y

stantly under threat of collapsing into the na- Tbombay ¢ Seuth e i

tional. The ability of Chinese pop Stars to |sms. y ‘H"'” AL

balance these five levels and play them off Mo LANKA \,-s:;: ; e rj‘:D?_“f‘?'*
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against each other is part of the stars’ appeal.

* Chua 2000:116-117.
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Hllustration 1.1: Map of East and South Asia.

> Baranovitch makes an exception for PRC female singer Wayhwa (Baranovitch 2003:176-186).
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1930s-1940s Shanghai

The history of Chinese popular music starts with Li Jinhui (1891-1967) in the May
Fourth period (1919-1927). With a background in Confucian classics and ritual and the
folk music of Hunan, Li was also, according to the modernizing spirit of the times, taught
School Songs £ FH{ i : Japanese and European school songs and Protestant hymns with
optimistic and nationalistic lyrics in vernacular Chinese.® When Li started composing
music himself, he was persuaded by his brother Li Jinxi to promote Mandarin (based on
the Beijing dialect) as the national language. His first success was with educational song-
books that used Chinese folk tunes, rather than Japanese or European songs. Subsequent-
ly, in the early 1920s, he founded the Bright Moon B A song and dance troupe to per-
form these tunes. Li Jinhui moved to Shanghai in 1926, and it was in the jazz clubs, ball-
rooms and radio stations of this cosmopolis that his career really took off.’

In “The Incantation of Shanghai: Singing a City into Existence,” Isabel Wong
takes us back to 1930s and 1940s Shanghai, when the ‘golden voice’ of Zhou Xuan sang
NIGHT SHANGHAI X L J4F

The original Pathé recording of “Night Shanghai” begins with a brief instrumental
passage that imitates the sounds of car horns and city traffic. The song has a dia-
tonic melody ... in a simple a-a-b-a scheme typical of Tin Pan Alley ballads, and
is set to a foxtrot rhythm. The jazz-like accompaniment is provided by a small en-
semble that includes piano, saxophone, and drums. As was the case with many
popular songs of the period, the orchestra for the recording was provided by
White Russian musicians who were in the employ of the Pathé Company, giving
the song a Western veneer to increase its appeal to trendy, westernized Chinese
consumers.®

Zhou Xuan is one of the many well-known singers that Li Jinhui’s Bright Moon troupe
produced.’ This, and the budding film industry, contributed to a star system that eventual-
ly eclipsed Li himself; he took his troupe on a last tour through the major cities of China,
as well as Jakarta, Kuala Lumpur, Bangkok and Singapore, in 1935.' These first pop
stars used global sounds, the north Chinese dialect and Chinese folk tunes to attract audi-
ences locally in Shanghai and throughout China and Asia. Later, this sound signified nos-
talgia for the Shanghai of the 1930s, both among the large flows of émigrés that went to
Hong Kong and Taiwan in 1949, and among contemporary Shanghainese.

¢ Cf. Chen 2007

7 Jones 2001, Wong 2002, Sun 2007.

¥ Wong 2002:247.

° These also include Li’s daughter Li Minghui and Wang Renmei. On Zhou, cf. Zhou 1987, Stock 1995,
Shen 1999, Steen 2000.

1% Jones 2001:101. Cf. Li Xianglan (Yamaguchi Yoshiko) in Wang:2007.
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At the time, Zhou Xuan and Li Jinhui’s music presented a solution to the dilemma
of modernity'' — the dilemma, in the Chinese context, of becoming both modern and Chi-
nese. However, their solution was rejected by both conservatory and leftist composers.
The May Fourth composers who established the first Chinese conservatories found Li’s
musical borrowings vulgar and harmful to their ideal of a strong national music modeled
after nineteenth-century European classical music.'* Leftist composers found Li’s music
too imperialist, escapist and even pornographic — “yellow” or “soft,” in the words of the
former student of Li Jinhui and composer of the national anthem, Nie Er."* The Commu-
nists banned “yellow music” as early as 1934, and the founding of the PRC in Beijing in
1949 marked the end of the first chapter of Chinese popular music.

1960s-1970s Hong Kong

During the 1950s and 1960s, pop songs in the style of Shanghai were called “songs of the
times” IFfCHH in Hong Kong and Taiwan. At first, the film and music industries contin-
ued in Hong Kong as they had in Shanghai. Both Grace Chang and Rebecca Pan were
born in Shanghai and became famous by singing Mandarin songs in Hong Kong. Pan be-
came an ambassador for Chinese music, performing her Mandarin folk tunes and Shang-
hai-style mandapop all over Asia and the West. Chang is especially remembered for her
role in the musical Mambo Girl 2 H in 1957, which mixes a singing teen story with
traditional melodrama, as well as for her performance before the Nationalist generalissi-
mo Chiang Kai-shek in 1955.

However, in the 1960s the development of mandapop came to a standstill. This
was partly the result of the rising popularity of Anglo-American pop, fueled by a 1964
Beatles concert in Hong Kong and the presence of American troops for the war in Viet-
nam. Local youths formed their own bands, such as Lotus and later the Wynners. Initially
singing in English, these bands started singing in Cantonese when they were asked to cre-
ate theme songs for films. Sam Hui’s Games Gamblers Play Y2 55 B (1974) was the
first cantopop album. It was also the soundtrack of the Hong Kong blockbuster of the
same name, a comedy directed by Sam Hui’s brother Michael. The album addressed local
sociopolitical issues in simple and humorous language. Similarly, Sam’s albums The Last
Message KA BELH Y (1975) and The Private Eyes )7 /\ W (1976) rode along on the
promotional activity of the films of his brother, while adopting a working-class perspec-
tive. But in contrast to his approach in the debut album, which borrowed from Cantonese
opera tunes and English songs, Sam Hui now composed most of the music himself. "

Twenty-five years after the last large influx of refugees in 1949, these films, al-
bums and later televised soap series were seminal in articulating an emerging Hong Kong
identity vis-a-vis both British and Chinese culture.”” Compared to mandapop, cantopop

" Alitto 1986.

12 Jones 2001:103,104.

'3 Jones 2001:117.

4 Man 1998.

!5 McIntyre 2002:240. Chen 2007a. Especially in this early period, the Cantonese used is a pronunciation of
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distances itself from the Shanghai pops of the 1930s, drawing rather on Anglo-American
and Japanese musical developments. Furthermore, whereas most mandapop stars were fe-
male, cantopop was dominated by male singers such as Sam Hui, George Lam, Roman
Tam, and the Wynners’ frontman Alan Tam. Finally, the development of television and
the tabloid press enabled cantopop singers to engage in a host of (commercial) activities
and to become all-round stars and celebrities in the 1980s.

In the 1980s and 1990s, cantopop became a central form of entertainment
in the wider region, featuring prominently on radio (RTHK), on television (TVB), in cin-
emas and in karaoke parlors, as well as in the notorious Hong Kong tabloid press. Music
concerts offered movie stars an opportunity to cement fans’ loyalty. Singers such as Anita
Mui and Leslie Cheung set records for selling out the 12,500 seats of the Hong Kong
Coliseum (opened in 1983) for weeks on end, treating audiences to outrageously expen-
sive dresses, re-enactments of film scenes, guest performances by fellow artists and ex-
tensive hilarious or intimate anecdotes. Many of the songs were covers, or rather adapta-
tions M % Ml of Japanese or other foreign hits with Cantonese lyrics. This practice
reached its peak between 1984 and 1990, when hits often included words or phrases in
the original language, alongside the Cantonese.'®

1970s-1980s Taiwan

Not unlike Hong Kong, which developed an early music industry of dance songs and ex-
cerpts from Cantonese opera, Taiwan developed a music industry with songs in the local
Taiwanese language between 1932 and 1937."7 The Second World War and its aftermath
(1937-1949) thwarted this development, while the influx of mainland Chinese in 1949
brought different tastes as well as restrictions on (non-Mandarin) popular culture. Al-
though Taiwanese popular music continued, the mainstream of the 1960s, called remenqu
#WFI i at the time, mainly consisted of English hits and Mandarin covers of Japanese
tunes. During the 1970s, Taiwan became the center of mandapop, a status it confirmed by
producing East-Asian superstars like Au Yueng Fei-fei, Tracy Huang and especially
Teresa Teng.'®

Born in 1953 as a daughter of Mainlanders, Teresa Teng started her career at age
eleven by singing Hubei folk opera tunes and Shanghai-style mandapop. Her repertoire
expanded with adaptations of Taiwanese, Cantonese, Japanese and English songs, and
with songs written for her by a host of international songwriters in a host of languages. In
1973 she moved to Japan, where she was awarded ‘best upcoming artist’ in 1975. The al-
bum series Love Songs of an Island Nation 5 BIfEHK, published in Hong Kong between
1975 and 1981, contains most of Teng’s mandapop hits, many of them adaptations of her
Japanese songs. By the early 1980s, she was becoming popular in the PRC, which had

written Chinese, and not colloquial Cantonese. For an argument for the pivotal influence of the budding
television industry on the creation of a Hong Kong identity in the 1970s and 1980s, see Ma 1999:25-44.
' Ogawa 2001:121-130.

'7On Taiwan cf. Tsai 2002.

" Lockard 1998:244.
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opened up in 1978 after the devastating years of the
Cultural Revolution (1966-1976). The reintroduction
of Zhou Xuan’s songs by Teresa Teng, though
strongly desired by audiences, remained politically
sensitive. This resulted in heated debates and a short
ban during the ‘Eliminate Spiritual Pollution” cam-
paign of 1983-1984."” When Teresa Teng suddenly
died from an asthma attack in Thailand in 1995, gov-
ernments and audiences throughout East Asia offered

= ; their condolences. An editorial in the semi-official
lllustration 1.2: Sam Hui on the cover | Taiwanese magazine Sinorama’s special edition on
of his 1974 album Games Gamblers Teresa Teng reads:
Play. '

In Japan, a TV program also mourned her passing. ... It was very moving for Chi-
nese to see her made so happy by affirmation she won in a foreign land, but also
made it that much more saddening to think that she is really gone.*

Editor-in-chief Sunny Hsiao presented Teresa Teng’s “road of struggle and success in
Japan” as a victory for Chinese culture. On the other hand, since many of Teng’s Chinese
hits were covers of her Japanese songs, her success might also have suggested Japanese
cultural imperialism.*! But Teresa Teng’s career can also be seen as exemplifying an
Asian or East-Asian popular music scene in which the differences between Japanese, Tai-
wanese, Chinese and Korean popular music are increasingly irrelevant.

Contemporary with Teng’s regional and transnational successes, Taipei citizens
started to reconsider their position vis-a-vis the Mainland and local culture and lan-
guages. Debate fermented around Taiwan’s retreat from the United Nations in 1971 to
make way for the PRC, and the pro-democracy Kaohsiung incident of 1979, but also
around Campus Song 1% [ & # . During a musical performance at the Tamkang Univer-
sity in 1976, Li Shuang-tse climbed on stage and smashed a Coke bottle, shouting: “Why
do you all sing Western stuff? Where are our own songs?”

Campus Song’s position on Taiwan’s relations with China is not unequivocal.
Whereas Li’s rormosa 32 8 5 became an anthem for the pro-independence DDP (in the
version by the politically engaged singers Yang Tsu-Chuen and Kimbo), his YOUNG CHINA
/DAEHE] was banned for being too pro-China.? Similarly, the cry for regional solidarity
across various Asian states of Hou Te-chien’s major hit DESCENDANTS OF THE DRAGON HE F'J
&\ has both supported the governments in Taipei and Beijing and challenged them:

¥ Stock 1995, Steen 2000, Jones 2001.

» Hsiao 1995:1. Sinorama is a bilingual magazine. I quote the English text; the Chinese does not contain a
reference to the viewpoint of the author here, therefore I do not know which China is meant. Cf. Hsiau
2009.

' Gold 1993:913-914.

22 On Lo’s transnational pop stardom, cf. Barmé 1999:128, Ma 2009.
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In the faraway east is a stream.

Its name is the endless stream.

In the faraway east is a river.

Its name is the yellow river.

Although I never saw the beauty of that endless stream,
in dreams I often swim in its endless water.

Although I never heard the grandeur of that yellow river,
its surging tempests are in my dreams.

In the ancient east is a dragon.

Its name is china.

In the ancient east is a people,

all of them descendants of the dragon.

Under the claws of this great dragon I grew up,
growing up to be a descendant of the dragon...
Black eyes, black hair, yellow skin,
forever-ever a descendant of the dragon.

On a silent night a hundred years ago,

on the eve of great change, in the depth of night,
bomb blasts crushed the silence.

Besieged on all sides are those blessed swords.

How many years before the bomb blasts fade?

How long does a long time last ?

Great, great dragon, remove the scales from your eyes,
forever-ever remove the scales from your eyes!

DESCENDANTS OF THE DRAGON 1s sung to a four-beat with the last character of the two-mea-
sure phrases stretched over the last half of the second measure. This regular and repetitive
pace is somewhat slower than marching rhythms, but feels more persistent. The rhythm
renders the song suitable for singing at large gatherings, and to me these associations also
strengthen its sense of inevitability and urgency.

Geremie Barmé points out that Hou’s mighty dragon can be both empowering and
oppressive.” In his life, Hou seemed to have engaged with various ‘dragons.” Born in
Taiwan, Hou moved to Beijing in 1983. After Hou’s propaganda value for the Chinese
Communist Party (hereafter, CCP) was exhausted, he contributed to the development of
popular music in the PRC, introducing new equipment, recording techniques and knowl-
edge. Hong Kong pop singers performed as early as the the 1984 Chinese New Year Gala

3 Barmé 1999:227. Cf. Jaivin 2001.
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of Chinese Central Television (hereafter, CCTV), and in the course of the 1980s first Li
Guyi and later many other popular singers emerged out of the state-sponsored system, in-
cluding Hou’s girlfriend Cheng Lin.

In 1989 DESCENDANTS OF THE DRAGON resurfaced as a patriotic song for student pro-
testers. During those tumultuous weeks Hou performed in Tian’anmen square and partici-
pated in a hunger strike. Finally, after the massacre of June 4™ 1989, the PRC secretly de-
ported him to Taiwan. Hou Te-chien’s support for the 1989 protests, his Taiwanese back-
ground and his pan-Chinese patriotism all render his place in the history of Chinese popu-
lar music controversial.**

1989 in Beijing, Singapore and Hong Kong

1989 was a turbulent year for Chinese popular music, and there are varying interpreta-
tions of its events and the kind of China they represent. Next to DESCENDANTS OF THE
DRAGON, another song that might be the soundtrack of the Tian’anmen Square massacre is
Cui Jian’s NoTHING To My NaME —2E 1B . Together with the song LET THE WORLD BE FULL OF
Love FE H A ST B, Cui’s 1986 hit had marked an emancipatory move in PRC pop mu-
sic, acknowledged by the acceptance of the officially-sanctioned pop vocal style & {4 PE
% in official singing contests. The ensuing Northwest Wind P L& of 1988 and 1989
has been well documented, by Baranovitch, Jin Zhaojun and others, as a musical reaction
of rough, bold Northern China against the saccharine South. Hou Te-chien’s role as the
composer of another important Northwest Wind song, xiN Tianyou {5 K {f#, has been ig-
nored or explained as part of the root-seeking Z 1R spirit of the time. Baranovitch writes:

The fast tempo and strong beat of Northwest Wind songs, which were enhanced
by an aggressive bass line, were the opposite of the slow beat that was found in
most gangtai songs and their mainland counterparts. The difference, however,
was not only limited to rhythm and tempo. In contrast to the stepwise melodies
and the soft, sweet, restrained, and highly polished singing style of most
liuxing/tongsu [pop] songs of the time, xibeifeng [Northwest Wind] songs had
large leaps in their melodic line, and they were sung loudly and forcefully, almost
like yelling, in what many Chinese writings described as a bold, unconstrained,
rough, and primitive voice. The new style was a kind of musical reaction against
the style of songs from Taiwan and Hong Kong introduced on the mainland al-
most a decade earlier. ... The struggle for cultural hegemony between China on
the one hand and Taiwan and Hong Kong on the other has been, at least since the
early 1980s, an inseparable part of popular music culture and discourse on the
mainland. Northern Shaanxi Province, the geographical location associated with
the new style, was significant in the context of this power struggle, since it is con-

* Hou 1990.
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Hllustration 1.3: Cover of Dick Lee’s

sidered to be, by all Chinese, both in and out-
side China, the cradle of Chinese civiliza-
tion.”

The album The Mad Chinaman (1989) by the Singa-
porean artist Dick Lee presents a very different Chi-
na. Although Lee’s lyrics are predominantly in Eng-
lish, he uses Mandarin, Malay and Singlish to signi-
fy the complexity of modern Singapore and Asia.
Songs such as LET’S ALL spEAK MANDARIN ridicule the

language policy of the Singaporean government.
Christopher Wee mildly criticizes Dick Lee for the

A

Orientalism (1991). obscurity of the hybrids on Lee’s 1991 album Orien-

talism:

First, Lee sings, in Mandarin, a famous folksong, “Alishan” (A-lishan), that virtu-
ally every Chinese Singaporean of Lee’s age would know. Then ... an English re-
sponse follows. Alishan is a famous mountain in Taiwan, and the home of Tai-
wanese aboriginals, rather than the revered, truly Han Chinese. In his response,
Lee completely identifies with this landscape of the mind that is not even, purely
speaking, Chinese: “Mountain is calling to me. .../ Alishan is my own / I’ll never
leave home / Alishan is where my spirit will be free.” It seems to me that Lee’s
conception here of what it means for him as an English-educated, Southeast
Asian-born Chinese-Singaporean, to identify with (this mis-read version of) Chi-
na, is becoming incoherent.*®

By revealing its incoherence, Wee shows Lee’s China is a fantastic and incoherent con-
struction. Koichi Iwabuchi’s book chapter, “Is Asia still one? The Japanese appropriation
and appreciation of Dick Lee,” similarly foregrounds how Lee’s music both enables and
questions an imagined unified Asia (rather than China). In short, Dick Lee complicates
Baranovitch’s claim that Northern Shaanxi Province is considered to be the cradle of Chi-
nese civilization by all Chinese, both inside and outside China. Chineseness is performed,
and does not need to be incontestable to function. Then again, since Dick Lee’s main suc-
cess is with predominantly English songs performed outside the PRC, should he be men-
tioned at all in relation to Chinese pop? Although Lee relocated to Hong Kong where he
wrote music for Leslie Cheung, Jacky Cheung, Sandy Lam and other stars, is he even
Chinese?”’

 Baranovitch 2003:19-20.

2 Wee 2001:258.

*7 Lee contributed to Sandy Lam’s album Wildflower #74E (1991), Leslie Cheung’s cuase i& (1995, theme

song of the 1994 film He’s a Woman, She’s a Man #{ % ) and Jacky Cheung’s musical Snow Wolf
Lake ERI#(1997) (Ho 2003:151).
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On May 27" 1989, the entire Hong Kong pop scene participated in the fund-rais-
ing concert Democratic Songs for China [& = 8 gL+ %, organized by Anita Mui for
the protest movement in Beijing. The funds collected were ceremonially handed over to
Hou Te-chien. This event and the ‘Procession of Global Chinese’ 2 Ek#E A K17 the
following day stressed the ethnic and cultural connectedness between Hong Kong and
China.”® John Erni argues that 1989 also raised the political consciousness of Hong Kong
audiences and artists. It made them aware of Hong Kong’s fragile position in the world
and triggered ambiguous reactions towards the upcoming return of Hong Kong to the
PRC.” Wai-Chung Ho also sees 1989 as a turning point, but argues that it contributed to
the harmonious unity of (the popular music of) Hong Kong and the PRC:

The [prospect of the] handover motivated Hong Kong popular artists to embrace
the concept of ‘harmony’ and use music to spread the political message of joy
over reintegration with the PRC ... The centrality of Hong Kong popular song
sung in Putonghua [Mandarin] also acts as a construction of Chinese national

identity among the Hong Kong, mainland Chinese and Taiwanese popular artists.
30

The Handover of Hong Kong, 1997

The cantopop scene of the 1990s was dominated by the ‘Four Heavenly Kings’ I A K E,
namely Jacky Cheung, Leon Lai, Aaron Kwok and Andy Lau. All recorded Mandarin
songs, but Andy Lau’s camese [ A, which he performed at the of Hong Kong han-
dover ceremony on July 1* 1997, counts as one of the most salient gestures towards the
PRC government and market.

The clip, recorded on the Great Wall, shows Andy Lau wearing a white Mao suit
and flanked by flag-bearers who wave red banners with the song title in black characters.

It also shows him with a group of
Chinese children from the PRC
who are waving their hands to the
strong, march-like rhythm of the
song. During the handover cere-
mony, the red flags were ex-
changed for a number of dragon-
s-on-poles, ‘flying’ energetically
over the stage. This majestic per-

formance style resembles that of

PRC official folk singers, and Lee | jjjstration 1.4: Andy Lau rforming CHINESE at the
Hong Kong handover ceremony on July 1*' 1997.

* Witzleben 1999:249.
* Erni 2004:11,17,18.
* Ho 2000:350.
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Tai-dow and Huang Yingfen argue that this accounts for the song’s popularity in Hong

Kong:

It evoked a ‘feel good’ response to the 1997 hand-over of sovereignty. It evoked a

collective sense of Chinese nationalism, enunciated by a Hong Kong singer.*!
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Five thousand years of wind and rain, yeah,
have hidden how many dreams?

Yellow faces, black eyes,

unchanging are the smiles.

Eight thousand miles of mountains and rivers,
just like a song.

No matter where you come from,

or where you will go.

The same tears, the same pain.

The troubles we went through

we keep in our minds.

The same blood, the same race.

The future still holds dreams

that we’ll pioneer together!

Hand in hand, sharing everything,
raising our heads, striding forwards,
letting the world know:

M #E FEAN We are all Chinese!

This song seems to underscore Wai-Chung Ho’s contention that cantopop stars spread the
political message of joy over reintegration with the PRC. The single was cut out in the
shape of the PRC, including Hong Kong.

CHINESE 1s not the only popular song that merits discussion in relation to the han-
dover of Hong Kong. In 1995 Andy Lau covered the Cantonese YESTEREVE ON THE STAR
rerry FE B Y 5 B b, which, with its reference to Hong Kong’s familiar Star Ferry,
rekindled a sense of belonging to Hong Kong.* Beijing-based singer Ai Jing’s my 1997
F Y1997 takes the viewpoint of a struggling musician in the PRC, and positions the han-
dover in a pragmatic, opportunistic frame, rather than one of national or international pol-
itics.”® In QUEEN’s RoAD EasT & J5 KIEF (1991), the Taiwanese Lo Ta-yu sings the Can-
tonese lyrics of the Hong Kong lyricist Lam Chik, taking a position of cynical abandon-

3! Lee 2002:105, 106, cf. Fung 2003.
32 Erni 2004:19.
33 Baranovitch 2003:162-1609.
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ment that mocks the declining rule of the British crown. The satirical use of Mao suits
and military images in the clip strengthens the message.*

Finally, John Erni offers a view about the role of cantopop in the handover of
Hong Kong that contrasts sharply with Wai-Chung Ho’s argument:

The various genres [of cantopop] representing the sentimental, the banal and the
politically ambivalent, all seem to enter into the extended condition of a broken
record. What this does, I think, is to render a possibility of rejecting the idea of
depth ... There is a certain kind of so-whatness in the vernacular aesthetic of Can-
topop, an aesthetic that espouses an attitude of indifference toward the struggle
for love, roots, home, cultural inheritance, or boundaries. ... During the height of
the massive emigration in the mid-1990s, during the events of Tienanmen Square,
and now during times of postcolonial blues, many people in Hong Kong were and
are still in search of this sense of so-whatness and wish to use it as a cultural front
that would more or less help us ease our way into the possible future.*

This ‘so-whatness’ corresponds to the level of escapism or placelessness in my analytical
approach to place. Cantopop also negotiates the conflicting alliances with Hong Kong,
Britain and the PRC by offering dream worlds. Faye Wong’s music and stardom are a
prime example.

Faye Wong

The bow of a small fishing boat floats on a still lake surrounded by mountains, reenacting
a traditional Chinese landscape painting. Following an otherworldly introduction of fifths
in the string melodies — possibly inspired by Bjork — a slow, electronically generated
drumbeat, flutes, and high bel canto background vocals complete the dramatic setting.
Footsteps: a silhouette walks on the lake’s shore. Electronic bleeps echo like drops of
rain, forecasting the first verse. Out of focus, the camera glides over what seems a me-
dieval European dinner table — candles, big pieces of bread and tin mugs of milk — to-
wards Faye Wong, with curled hair, looking past the camera into the darkness.

R — YRR AW  The story starts with a pair of glass slippers.

KU IRIR IR A AR At first, Cinderella remembers nothing.
NMENEFHEZER She cannot fathom the dazzling beauty
of the Little Prince.
HEFHEENE M Only when Eden produces its first
ER M Eg I bodhi tree  do we master loneliness

FERIGHIFEESFE S5 in Swan Lake, going and seeking,  seeking.

** Erni 2004: 18, Barmé 1999:128, Ho 2000:346.
3% Erni 2004:20-21.
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Images of the lake with Wong sitting on the bow of the boat and the medieval-ish house
with dinner table, mirrors and an empty birdcage, are complemented by a third string of
images. During the first verse, the clip introduces two puppets with blond curls in a doll’s
house resembling those of seventeenth-century European aristocrats. Later we see them
dancing with masks in their string-controlled hands, as if at a masquerade ball. Finally
Wong, sitting at the dinner table, has one of the puppets in her hands, operating the
strings.

RN EEL S Hs2&  Atlast, everyone has an endgame. But,

P T BOREE 12 after the glass slippers are broken,
PRE/NE B 21 R AR where does your Little Prince run to?
AL P ESCER ] BEACOR BB The butterfly’s rose may still remain
TE BRI ZERAD in Cambrian Times, myriad years ago.
TaEEAEK A Perhaps — flowers in a mirror, the moon in the water —
KB in the end there won’t be enough time
FAEE to meet.

The clip ends with Wong looking out of the window of the house, presumably over the
lake. All the images — the lake, the house and the puppets — seem to spill into each other.

CAMBRIAN TIMEs & EGAC is the first of a series of five songs that trace a romance;
they were published together in Fable B & (20000CT).>® caMBRIAN TIMES sets the scene,
while New TENANT HT/E % recounts the meeting of the two lovers. cHANEL’S Z 2 5T, mysti-
fication of English neologisms mote 'er #4F 5. “model” and angili % (protection)
angel’ render the romance elusive, like a fragrance. The song doesn’t recount an actual
history, but provides a vague, widely applicable script. “So many glass slippers, they fit
lots of people,” sings Wong to the drum and bass beat, adding in a whisper: “there’s no
uniqueness.”

AsurRA A/ {ZZE and rLOWER ON THE OTHER SHORE i £ 4E recount the romance’s in-
evitable failure. The lover transforms from a Little Prince, as in Antoine de Saint-Ex-
upéry’s “romantic child story” (as the liner notes have it), to a glass-slipper-crushing
asura, a Sanskrit term for a power-hungry demon. Both songs employ Buddhist expres-
sions to illustrate that reality is an illusion, emotions temporal, and time cyclic. From
FLOWER ON THE OTHER SHORE:

R ST What I’ve seen  has passed.
HRE EET What has disappeared I remember.
FUGTE A KR I stand at  the end of the world,
B0 IR 2R hear the soil germinate,

3 Wong is credited for the music and Lam Chik for the lyrics. Zhang Yadong is the producer of these five
songs. The clip is by Wang Yuelun.
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ER 2T HEH wait for  the cloud-flower to bloom again,’’
5 BAEE leaving fragrance  for the years.

W RE RS On the other shore  are no lighthouses
MR SREE I wait  and watch,

PNl = the sky black, = my hair gone white,

ZiEE ot holding my torch high.

I e = ) He arrives. I tell myself,

FAE AR A ‘’m not afraid, 1 love him so.’

This sequence’s ambiguous amalgam of references to Eden, Cinderella, The Little
Prince, Ozu Yasujiro’s films and Buddhism creates a romance that feels timeless and
placeless, but also modern and Chinese. Lee Tain-Dow and Huang Yingfen write:

In the construction of ‘China-as-music,’ it is only harmful for the circulation of
goods to be too politically exact.*®

De-sinicizing

The otherworldly amalgam of Fable has traceable connections with our world, in which
Faye Wong was born on August 8" 1969 in Beijing. During the Cultural Revolution her
father was purged and she temporarily assumed the family name of her mother, who is a
soprano singer. In the early 1980s, she sang in CCTV’s Milky Way children’s choir and
later recorded Teresa Teng covers. Then, in 1987, the family moved to Hong Kong,
where she was introduced to the vocal trainer Dai Sicong. Dai Sicong eventually helped
her to secure a contract with Cinepoly, and together Dai Sicong and Cinepoly remodeled
Wong by improving her Cantonese, her singing techniques and her appearance. They also
changed her Chinese name to Wong Ching Man and her English name to Shirley Wong.
As Anthony Fung and Michael Curtin write in “De-sinicizing an aspiring Cantopop star”,
part of their joint article on Faye Wong:

During the late 1980s and early 1990s mainland Chinese singers were stigmatized
by Cantopop industry executives and music consumers as lacking the fashionable
and cosmopolitan qualities of their Hong Kong counterparts. Faye’s first album,
‘Wong Ching Man’ (1989), sold well, but the singer was nevertheless criticized
for coming across as too much of a bumpkin — that is, as a mainlander in need of
refinement. ... Faye’s cultural capital with Hong Kong audiences — the epicenter
of the Chinese pop music industry at that time — was crucially reliant on erasing
traces of a past that might, in the minds of listeners, evoke allusions to mainland
politics or to the social realities of that developing country.®

37 Broad-leaved epiphyllum (epiphylum oxypetalum), compare £1¢—I ‘last briefly.’
¥ Lee 2002:111.
3 Fung and Curtin 2002:267-268, compare also Huang 2005:57.
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In the accounts of Huang Xiaoyang and others, Wong’s stay in New York between late
1991 and Chinese New Year 1992 was a crucial transition point in her career.* When she
returned to Hong Kong, she recorded her breakthrough album and released the hit EasiLy
HURT WOMEN & 5 X B 2L N, a cover of the Japanese singer Nakajima Miyuki. The al-
bum had an English title, Coming Home (Faye 1992AUG), and made use of soul singing
techniques, r&s rhythms and English words.*'

Faye Wong’s trip to New York also marked a break with her previous manage-
ment. Upon her return to Hong Kong, she began working with Katie Chan, who helped
her to gain more control over her sound and image. It was at this point that Wong
changed her Chinese name back to Wang Fei and adopted ‘Faye Wong’ as her English
stage name. In addition, she no longer downplayed her PRC identity, but recorded more
and more songs in Mandarin. Her contacts with the Beijing rock scene, well covered by
the Hong Kong paparazzi, also influenced this development, which also includes intro-
ducing Chinese audiences to musical styles and vocal techniques inspired by American
rhythm and blues and soul, and later by Tori Amos and the Cranberries.

From Cantonese to Mandarin

If we leave aside a number of theme songs for TV series and films, live registrations and
songs related to charity or other events, Faye Wong recorded nineteen full-length albums
and six EPs or maxi-singles between 1989 and 2005. Of all the tracks on the studio al-
bums, a little over half are in Cantonese, a few are in English and Japanese, and the rest
are in Mandarin. The changes in Wong’s linguistic preferences can be divided into four
periods.

Between 1989 and 1994, Wong is an aspiring cantopop star of the Hong Kong
company Cinepoly. We rarely find Mandarin versions of Cantonese or English songs.*
However, fans and critics treat these sporadic Mandarin songs, rather than her Cantonese
songs, as reflecting Wong’s intentions.

The second period runs from 1994, when Cinepoly published Wong’s first Man-
darin album, to her last Cantonese EP in 1997. The Cantonese album Random Thinking
#H BLELAE (1994NOV) marks her musical emancipation, whereas her mandapop of the
same period is rather conservative. By contrast, Wong’s last Mandarin album of this peri-
od is very experimental. Impatience 7% B (1996JULY) contains no love songs, Wong of-

“ Huang 2005:60-70.

*! Fung and Curtin date EasiLy HURT womaN to 1991, prior to Wong’s ‘journey to the west’ (she allegedly
converted to Buddhism in New York). In their account, Wong’s stay in America still functions as a
transition, but a transition to her self-awareness and her musical experiments of 1994 (Fung and Curtin
2000:271-272).

“ No Regrets Tk (1993FEB) opens with a Cantonese version of the title song; the Mandarin version
seems to have been added as an afterthought. A Hundred Thousand Whys —+ E {E % 1 /4 (1993SEPT)
contains two Mandarin tracks of which Wong has not recorded Cantonese versions, Think B/ and sepuce

ME 35 IR
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Mandarin and Cantonese songs in Faye Wong'’s studio albums.

tain only a few original Can-
tonese tracks, next to Cantonese covers of Mandarin songs.*

Of the 237 songs included, 123 are in Cantonese, 109 are in Mandarin, 3 are in
English and 2 are in Japanese. Musically, there seems to be no systematic difference be-
tween Wong’s Cantonese and Mandarin songs, further suggesting the interconnectedness
of these markets. Fifteen songs have versions in multiple languages. Most of the time, the
lyrics of the different versions are only loosely related. The musical accompaniment of
thirteen of these songs is exactly the same. There are two Cantonese tracks on Scenic
Tour "&i% (19980CT) that are covers of Mandarin songs on the album but have original

orchestration. However, the differences between these versions are not consistent.* Com-

# Of the four Mandarin albums of this period, the first two (Faye 1994APR and Faye 1994JUNE), were
quite soft and conservative. Although most of the material was original, they also contained cover versions
of American and Irish songs that Wong had previously covered on Cantonese albums (but no covers of
other Cantonese songs). The three Cantonese CDs of this period all contain one original Mandarin track,
such as the autobiographical exir H ¥ on Ingratiate Yourself 5% H . (1994DEC:05) (Fung and Curtin
2002:282), and oatn EF F (1994NOV:02), the cantopop album that marks Faye Wong’s musical
emancipation. In 1995 Faye Wong recorded Decadent Sound FEEE 2 & , a Mandarin album with covers of
her childhood idol Teresa Teng.

* Wong’s first EMI album (19970CT) does not contain any Cantonese songs, but the albums of 1998,
1999 and 2000 each include two or three Cantonese versions of Mandarin songs as an appendix at the end
of the album or on a bonus CD (Faye 19980CT:11,12,13; 1999SEPT:11,12; 20000CT:11,12).

* Faye 20010CT:11,12,13; 2003NOV:11; Faye 20010CT:14,15; 2003NOV:12,13.

% The Cantonese ForGIVING MYSELF JR 5 H . (Faye 19980CT:11) with acoustic guitar picking, background
percussion and flute is by and large the acoustic or intimate version of the Mandarin ABANDONED HALFWAY >
I 1M B (Faye 19980CT:04), with its arrangement of electric guitars, drums and keyboard generated
violins. With the Cantonese cOMMANDMENT AGAINST ROMANCE TH # (Faye 19980CT:13) and the Mandarin
COMMANDMENT AGAINST sEx 4 3 (Faye 19980CT:03) the situation is reversed: despite the added sound
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paring entire albums, the differences reflect the changing sound of the times. Possibly re-
search that considers more singers will reveal something quite different, but in the case of
Faye Wong I cannot point out any difference between Mandarin and Cantonese songs
that relates to their languages per se. Nevertheless, Faye Wong has actively contributed to
the shift from Cantonese to Mandarin as the main language of Chinese popular music.
Finally, despite the ‘so-whatness’ of much of Wong’s sound, her participation in
the Hong Kong handover ceremony makes her allegiance to Beijing explicit. On the
evening of June 30™ 1997 three Mandarin songs sung by

Faye Wong and Sally Yeh were televised as a prelude to
the official ceremony.*’ First, Sally Yeh sang KEepING THE
roOT, then Wong sang LAKE HONGHU’S WATER, WAVE AFTER
wave HEI#7K, JR¥T VR . This was the theme song from the
Revolutionary opera The Red Guards of Lake Honghu 3t
T IRETEX (1959), with lines like “the loving kindness /&
1§ of the Communist Party is deeper than the Eastern

. A e Sea.” Finally they sang ToMorRROW WILL BE BETTER HH K &
Illustration 1.6: Faye Wong at | %4 with a children’s choir.” Wong also participated in
the Hong Kong handover the live concerts celebrating the handover, in both Hong
ceremony. The lyrics read Kong and Beijing, performing the EuLoGY OF RETURN [H] B
“The pearl of the Orient shines % together with Sally Yeh, George Lam and the ‘Four

on me.” .
Heavenly Kings.’*

Teresa Teng, Jay Chou and Neoclassicisms

Faye Wong signifies a shift towards Mandarin and the PRC market in Chinese popular
music . Simultaneously, her sound and lyrics are cosmopolitan, and perhaps even escapist
and placeless. This ambiguity is even more salient in the use of classical Chinese poetry
as lyrics for pop songs. On the one hand, references in classical Chinese to ancient dynas-
ties signify pride in a unified and shared Chinese tradition. Simultaneously, however,
these songs use archaic language, ancient tropes (lamenting the passing of time) and
timeless narratives (fairytales) to present the unattainable, mythical and otherworldly.

Since the advent of popular music, its sung language has been influenced by the
blend of written and spoken language in operatic traditions such as Peking and Canton
Opera. Mandapop, for instance, inherits the pronunciation of de " as di and le T as
liao. Besides these structural features and the continuous production of theme songs for
soap series set in Imperial China, there have been three moments when the influence of
classical poetry on contemporary lyrics became more pronounced: 1980s Taiwan nostal-
gic pop, early 1990s Beijing rock, and early 2000s Taiwan Chinese Wind.

effects (tremolo, most notably), it is the Mandarin version that sounds more acoustic and intimate.
“7Yu 2005:49, Yu 2001:5-7.

* Yu 2005:49.

* Witzleben 2002.
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The theme song of the 1980 soap series based on Chiong Yao’s On the Other
Side of the Water TE7K—77 (1975) foregrounds the inaccessibility and otherworldliness
of the past and connects it to impossible romance. “There is a beauty, on the other side of
the water” goes the chorus of this adaptation from the millennia-old Book of Songs FF4%.
Teresa Teng famously covered it. Moreover, in 1983 Teng recorded the album Faded
Feelings IRIRWATE, consisting entirely of Tang and Song dynasty poems set to pop mu-
Sic. SO LET Us FOR A LONG TIME... [HFE A% /X is a rendition of a poem written by Su Shi in
1076, of which Faye Wong also included a version on Decadent Sound EEEE 7 %, her
Teresa Teng cover album (Faye 1995JULY).” Teng’s renditions of classical poetry, and
later Delphine Tsai’s in Yang Guifei 1% & 4C (1986), develop a romantic and nostalgic
strand that is informed by both costume dramas and Campus Song’s renewed interest in
Chinese folk and traditional culture. so LET Us FOR A LONG TIME... was composed by Cam-
pus singer Liang Hong-chi.

Already in 1982 Lo Ta-yu famously parodied the archaic words and nostalgia of
Campus Song in Pedantry Z T3

BAEEH 2z HEMKIM T ye wind flowers snow and moon wa la la la yeah
BB AR =L UA&M  so-called folk singers isn’t that all they do

Displacing the folk sound of Campus Song with a more militant rock sound, Lo became
a successful regional and international pop star. He also influenced the Beijing rock
bands that emerged in the late 1980s and early 1990s. I will discuss their use of classical
poetry in the next section.

In Taiwan and Hong Kong, only
a few songs with classical Chinese %
lyrics were recorded in the 1990s. stiLL, | <,
THE SOUND OF WAVES 1% 2 1K & , which

quotes parts of the Tang dynasty poet 79&@

Zhang Xu’s NIGHTLY ANCHORING AT MAPLE
BripGE Ml 1 7% JH, became PRC singer 7
Mao Ning’s signature song after he per-
formed it in the 1993 CCTV New Year

Gala.”
In 2001 the Taiwanese pop star

o
N
N
»
[ee]

10 12
Jay Chou made it big with the Chinese
Wind H B{J&. Chou broke through in |fijystration 1.7: The historical development of the

14

2000 with a combination of romantic |production of songs that use (parts) of classical Chinese

r&p ballads and tough hip-hop tracks. |poems as lyrics.

>0 Liu 1990:350 cites a translation by Eugene Eoyang, and Xu 1982:90-93 offers the original next to an
English translation.
' Wang 2007:251.
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His second album, Fantasy JE5F75 (2001), consolidated his prominence, selling five mil-
lion legal units in Taiwan and Hong Kong alone. Their lyrics, music and video clips re-
ferred nostalgically to 1930s Shanghai and (more comic-book-like) to Japanese ninjas
and Chinese martial arts. Chou developed this further in Eight Dimensions J\ J& = [H]
(2002), and especially in the song pracon ristT HEZ (see Chapter 3). Chou’s subsequent
albums contained two or three songs in this style, but Chineseness featured disproportion-
ately in their visual imagery and album reviews. Other singers followed suit, most no-
tably S.H.E. with constant vEARNING = AH L (2003) and cumnese H BIEE (2007); Tank on
all his albums; and Wang Leehom with what he calls his “chinked-out” style on Shangri-
la OFEIH H (2004) and Heroes of Earth Z 3T (2005). 1 quote Chou and Wang’s
album titles because they already indicate an effort to provide access to a fantastic ‘other
world.” At the same time, the Chinese Wind asserted (PRC-centered) Greater China and
eased access to state-owned media and venues in the PRC.*

Both the music and the lyrics of the Chinese Wind are hybrids of China and the
West, and of the old and the new. Musically, the Chinese Wind employs instruments such
as the erhu (fiddle), the guzheng (zither), the yangqin (dulcimer), and various flutes.
Melodies from folksongs and opera sometimes appear in intros and a few tracks are pen-
tatonic, but on the whole, Western-introduced harmony and song structures prevail. In
terms of lyrics, Chou’s lyricist Vincent Fang explores ‘traditional’ themes such as martial
arts, antique furniture, calligraphy, porcelain, medicine, and historical events and persons.
The lyrics contain ancient sayings, archaic-sounding neologisms and sometimes quota-
tions from classical poetry. For instance, the lyrics of EasT winD Breaks HUJRMK (2003) ex-
plicitly refer to Su Shi’s poetry — although, in contrast to what some accounts suggest, the
lyrics are not actually from a Song dynasty poem.> Jay Chou has assertive, patriotic
songs such as pracoN rFisT and HERBALIST comPENDIUM % EL 4 H (2006), but he also has bal-
lads, such as EAST WIND BREAKS and BLUE WHITE PORCELAIN B 18 % (2007). Like oN THE OTHER
SIDE OF THE WATER, these ballads deliberately confuse the past with a distant lover.

A-mei between Taiwan and the PRC

The current domination of Chinese popular music by Taiwanese pop stars is a conse-
quence of their appeal to the PRC and Greater China markets. However, like Hong Kong
singers around 1989, Taiwanese artists may feel ambivalent towards both the PRC and
Chineseness. Since martial law was lifted in Taiwan in 1987, the automatic hegemony of
Mandarin, Taipei and the Nationalist Party (KMT) has gradually eased, and songs in Tai-
wanese and Hakka and in aboriginal languages have slowly gained recognition. Conse-
quently, musicians and researchers have protested against categorizing Taiwanese popu-
lar music as Chinese popular music, or even as a branch of Chinese popular music. They
cite Taiwan’s uniqueness, as well as comparably strong Japanese, Austronesian and

>2 Fung 2007.
The title of the song, Dong feng po, plays on Su Shi’s pen name, dong po I ‘[hermit of the] eastern
slope.’
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Asian connections.> This subsection looks at the tumultuous career of A-mei to explore
Taiwan’s renegotiation of its cultural ties with China.

The stage name ‘A-mei’ (written from the start in the Latin alphabet) is an inti-
mate abbreviation of the singer’s full Mandarin name Chang Hui-mei. In her Puyuma lan-
guage, A-mei is called Gulilai Amit and nicknamed Katsu.” A-mei’s debut Sisters H
(1996) and the subsequent Bad Boy (1997) contain musical references to this aboriginal
background, but don’t hinge on it. The albums bring ballads with difficult high melodies
and upbeat dance songs with spicy lyrics. Her eighth Mandarin album, Can I Hug You?
My Love TEEFEARIG? FATZ N (1999), was the high point of A-mei’s career, selling
eight million legal units across Asia.

On May 20™ 2000, the pro-Taiwanese independence politician Chen Shui-bian
was inaugurated as the first non-KMT Taiwanese president. At the ceremony, A-mei sang
the anthem of the Republic of China, as Taiwan is officially called. Subsequently, the
PRC banned A-mei from radio and television, and Coca-Cola dropped her from their
multi-million dollar advertising campaign.>®

A-mei refrained from making any direct comment. Six months later, she released
Regardless NJEE— 1] (2000), which reiterated her commitment to the happiness of all
peoples. However, this proved insufficient. In June 2004, on a promotional tour for
China’s leading brand of instant noodles, A-mei was able to give a performance in
Shanghai, but met with Internet-organised protests against Taiwanese independence in
Qingdao and had to cancel her show in Hangzhou.”’ In the Taiwanese press, Vice-Presi-
dent Annette Lu commented:

[the PRC and Taiwan] have entered a state of war ... when the two sides [of the
Taiwan strait] are shooting at each other, should Chang Hui-Mei go to Beijing, or
should she help defend the security of her 23 million compatriots?>®

This further fueled the debate. An article on the CCP-aligned People’s Web N R4E on
August 12" accused “Taiwanese independence elements” of disrespecting A-mei’s artis-
tic freedom, sabotaging the Chinese Communist Party’s good intentions and hurting the
love of many PRC fans for Taiwanese pop stars.”

A month later, A-mei performed in Beijing for the celebration of the third an-
niversary of the successful Chinese bid for the Olympic Games of 2008. The TV inter-
view she gave for CCTV’s program News Room #7H & % EE on the eve of her show
dealt mainly with her great happiness that “our bid for the Games succeeded.” The inci-
dent in Hangzhou was mentioned only briefly:

> Conversation, Ho Dun-hung, Liverpool, July 2009.
> Liu 2007:48-73.

> Ho 2003:145.

" Wang 2004. Cf. Liu 2007.

¥ Yang 2004.

> Xu 2004.
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Host: “Did you understand the emotional state & %% of the netizens?”

A-mei: “Yes, | had to. Because you have to understand why everybody got into
this emotional state. ... In fact, I really understood, so I made myself shut up, not
a word. Everyone has their own emotions to give vent to. Once relieved, people
might see things differently. I thought it would be better to try to make people un-
derstand later. ... I had to face it, and could not continue with that kind of mental -
ity. Anyway, it’s not my decision, it isn’t any of my business, it isn’t my concern,
I thought, I should face it.”®

This was widely interpreted as a sign of repentance, which did not go down well in Tai-
wan. Questions were asked in the Legislative Yuan:

Singers and businessmen should have national awareness. Furthermore, A-mei
said she’s incapable of entering the world of grown-ups. Well, is a person of thirty
still a child?®'

On her next album, Maybe Tomorrow HFFHAK (2004), A-mei avoided the issue. Only
at the very end of the three episodes of the prime-time CCTV interview program Lu Yi’s
Appointment B8 #J, which were devoted to A-mei in April 2006, did she refer indi-
rectly to the issue by singing cHINESE GIRL from [ Want Happiness? T Z 1442 (2006).
By using English, the chorus avoids specifying Chineseness:

1R f £ % H C.#YChinese Girl you are the Chinese girl that loves herself most
GOGOGO 5T E X EZE IR go go go jump over all those gloomy crossroads

Despite this deliberate naiveté, the question mark at the end of the album title suggests A-
mei’s development to a more mature sound-image-text. Amit i/ 4F (2009) starts with a
syncopated metal riff on distorted guitars supported by heavy drums and a double bass,
after which A-mei sings: “Moonlight’s just moonlight, not any frost on the ground” Af &
il A =5t A H = A2 #_EFE, an allusion to China’s most famous poem, Li Bai’s
THOUGHTS ON A QUIET NIGHT 1 7 & (726). The lyrics, by the Hong Kong heavyweight Lam
Chik, continue to ridicule the sentimentality of classical Chinese poetry. The line “who-
ever said ‘Don’t lean on the railing alone’ — moron” & i & H F/E MM, %<7 dismiss-
es classical poet Li Yu (937-978).

Contrary to what the opening song to THE poiNt BT 7, LI might suggest, the album
as a whole highlights the complicated and multifaceted identity of A-mei, and by exten-
sion that of contemporary Taiwan. The album design and the video clips juxtapose a
gothic A-mei in black leather with a version of her with red hair and clad in immaculate

% Sun 2004.
% Liu 2007:175.
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white. In addition, a song written in Tai-
wanese by Adia, the album’s producer, is
performed with double-reed shawms
(suonas) in the background, while Puyuma
folksongs are included in the title song and
the outro of WEIGHT oF THE souL A E &.
All of these are elements that connect Amit
to the recently emerged taike rock. Taike
rock & & #%13, appealing to Hakka, Tai-
wanese (Hoklo) and various aboriginal
groups,” promotes a Taiwanese music
scene outside Mandarin-dominated Taipei.
WEIGHT OF THE souL quotes the phrase and
melody Ho-Hai-Yan, which has come to
stand for aboriginal identity through the
Puyuma folk singer Pau-dull’s 1999 album
of that name and through the Hohaiyan
Rock Festival, which has been held yearly
since 2000. 43 Chang, one of the founders
of the festival, explains the term, which
originates from the Amis:

The aborigines of Taiwan have a
legend from the days before written

records. One day, the ancients dis-
covered the sea, but they weren’t |ijyspration 1.8: A-mei on a promotional
sure how to name it, and pointing |poster of Amit (2009).

their ears to the water, they listened

as the waves rolled onto shore. A melody emerged “Ho-Hai-Yan.” From that day

on, the word “Ho-Hai-Yan” has signified waves and the ocean to aboriginal peo-
ple.”

But the album’s sound is also reminiscent of the successful Japanese-inspired Taiwanese
band F.LR.. Finally, seuit / Lire 4/ 4 not only exemplifies A-mei’s shift away from
sunny happiness, but also makes her multiple identity explicit:

TS BT EFEOBME  Ican’tdecide how many me’s  live inside me.
YR N ==Y R VRS Sometimes enemies, sometimes sisters.
SPRETHIER 3R IR Hot tears before the split, cold looks afterwards.

2 Ho 20009.
% Hohaiyan 2010.
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BREFEE BT Intense love breeds caution,

15 & e 55 RO R like a hedgehog, twice-shy.

FEFPIOEE 3ERRIE Heartbreak during the split, masks afterwards.
NS N Not happy, not hurt.

TEAE TR T HhE Buried feelings become a landmine

FRERA waiting to explode.

§3 Nationalizing Rock

Where the previous section focused on the regional, and thus traced connections across
various Asian states, this section centers on the sinification of rock within the boundaries
of the state. The sinification of rock may be defined as a sustained attempt within the
PRC (with occasional reverberations beyond its borders) to create rock music that boosts
the prestige of China as a nation centered around Beijing.

Just as Li Jinhui’s music did in Shanghai in the 1930s, the sinification of rock in
the 1980s presents a solution to the dilemma of becoming both modern and Chinese. In
abstracto, this dilemma of modernity is a conflict between the universality of civilization,
suggesting the lossless translatability of nationhood and rock on the one hand, and the
particularity and uniqueness of languages, geographical locations, cultural habits, histori-
cal developments and so on, on the other. This dilemma is irresolvable and can also be
identified in other places, such as present-day Europe. It is most pressing when states are
modernizing and nations are being built or redefined, as Germany was in the nineteenth
century and the post-Mao PRC is today.

The sinification of rock started in the 1980s with the Northwest Wind and Cui
Jian, continued in the 1990s with Tang Dynasty and later the Master Says, and led up to
Second Hand Rose and a host of bands in the 2000s. In this section I outline this lineage
and consider how Chinese critics have highlighted the tension between Chinese culture
and this USA-defined type of music.

Neoclass