An Introduction to Cantonese Pops (Updated version) Dr Helan Yang
(Learning and teaching materials for teachers’ reference)

Teachers may make reference to the book “Reading Cantonese Songs: The Voice of Hong
Kong Through Vicissitudes” { BB i fEsE « fR s iy &3 8E% ) written by Yu Siu Wah
and Helan Yang

Historical Overview
The Origin of Cantonese Pops

It is commonly held that Cantonese Pops (known as Cantopopl) emerged in the 50’s, but
it is more likely that Cantonese songs with newly composed tunes and lyrics had already
come into existence in Hong Kong as early as the 30’s. For example, the song { E{FE44
Hf ) with Cantonese lyrics intercalated with English words featured in an album released
by New Moon Records Ltd (Hr HIEF ) in 1930 was already emblematic of Hong Kong
culture. The strophic structure of the lyrics and its reflection on life’s reality are similar to
that of the ‘Humorous Songs’ (& &) of the 50’s and 60’s. According to Lu Kam (&£.4),
an expert on Hong Kong folk heritage, the two songs “Sleep Well My Baby” { 5 ZAi ) and
“The Miss Who Couldn’t Care Less” {JEiii/|\NH ) featured in the singer Li Qi Nian’s (2245
4F) album released by New Moon Records in 1935 have new tunes and new lyrics, and

can be regarded as the predecessor of Cantonese Pops.

The early Cantonese Pops did not have a uniformed nomenclature. The Cantonese

albums of the 50’s were released under the various names of ‘Dancing Songs’ (BkEE ),
‘Dancing Cantonese Operatic Songs’ (BkZEELHf), ‘Cantonese Modern Songs’ (EZERF(L,
ff), ‘Cantonese Ditties’ (EZE/[\gfj) and ‘Modern Cantonese Operatic Songs’ (HF{CELHf).
The genre name ‘Cantonese Pops’ (E:E)fii{THH) was first adopted in the 60’s, for
instance, an alboum named “Too Young to Love” { —/)\{£ A.) released by Tien Shing
Records (KEENE ) in 1967 (singers were Hui Yim Chau 7%tk and Zhou Cong FEHHA)

used ‘Cantonese Pops’ (BEZE R {TH) as its title.

! The nomenclature “Cantopop” was coined by Hans Ebert who wrote about popular music in Hong Kong in
a magazine called Billboard in 1979.



The Record Industry and Popular Music

The emergence of Cantonese songs was inextricably linked to the development of the
record industry in China. In the early 20" century, a Frenchman Labansat brought a
gramophone to Shanghai and started a Ting Sheng (¥£7%%) business on Xizang Road (P&
%). Subsequently, Pathé Records (FH{tHE )5 ) — the first multinational record company
was established in Shanghai. In 1914, Labansat established the first studio and record
factory in Shanghai. In the 30’s, the merge of Pathé and Electronic Music Industry (EMI)
allowed them to dominate the market in China, and Shanghai then became the hub of
the record industry in Southeast Asia. Besides Pathé/ EMI, the other key player entailed
Nippon Victor/ Radio Corporation of America (Victor/ RCA). While multinational
companies flourished, some local companies such as TNA (A H#£) and Cheung Shing (&
%) entered the market. These companies were mainly engaged in the recording of local

music such as Beijing Opera and ditties sung around Shanghai.

In the 30’s, the record industry in Hong Kong was very robust. Based on the statistics in
The Collector’s Guide for Hong Kong Cantonese Records { &5 &EEZEIE R UGS ) , a
large number of record companies released songs for local singers: and they included
Pathé/ EMI, Columbia, Victor/ RCA, Beka, New Moon, Fei Lung (FRFE) and Brunswick (£&
HE). Renowned Cantonese opera performer Bak Kui Wing (5 &), for instance, released
more than 60 albums for different record companies in 1935. Although each album could

only record a single song, the total number was still enormous.

Cantonese Pops in the 50’s and 60’s

As Wong Chi Wah (& 7ZE) noted, in the 50’s, Cantopop was neither held in high regard
nor being the mainstream mass culture. It was not as popular as Mandarin and Western
popular songs. This phenomenon was closely related to the social environment at that
time. When the People’s Republic of China was established in 1949, a large number of
Shanghai merchants migrated to Hong Kong. The influx of these new immigrants had
impact on Hong Kong society to a certain extent. They brought in money and business
skills, and became an important group in local society. All kinds of mass entertainment

catered to the lifestyle and aesthetic sense of this group of people. As Wong Chi Wah



pointed out, people who were in political and economic power spoke English, while those
who were in control of the remainder of economic power and who dominated the
Chinese public opinions spoke Mandarin and Shanghainese. Their cultural standard and
living habits were different from those of the mass and it is therefore not difficult to
imagine that Cantopop, though popular among the public, was not being recognised and
promoted by the cultural elite and was regarded as ‘unsophisticated’ instead. The lyricist
and singer Zhou Cong also pointed out that albums released in those years targeted
mainly at the Singaporean and Malaysian markets, for audiences of grassroots. Even pop
song radio programmes in Hong Kong, such as “Dance Hall In The Sky” (2Zh$EEE ) were

produced by Rediffusion (BEEHYTFEE) upon request from Singapore and Malaysia

sponsors.

The number of Cantopop albums released in the early 50’s was considerable. Lui Hung
(E=4L), the daughter of the famed Cantonese music player Lui Man Sing (= 3Z%),
released 16 albums (each containing two songs only) for Wo Shing Records (F1EEIE )
between just the period of 1952 and 1953. Her songs were mostly composed by her
father while the lyrics were written by Zhou Cong. Due to the Cantonese operatic
background of the songwriter and the singer, the melodies and the vocal style of
Cantonese Pops from this period bore much resemblance to that of Cantonese opera.
The accompaniment which adopted a combination of Chinese and Western instruments

was characteristic of Cantonese opera as well.

According to the account of Chan Sau Yan ([~F{—), “Western dance music such as tango,
fox-trot, waltz and samba were very popular in dance halls and nightclubs at the time.
Such music was gradually adapted to become ‘Dancing Cantonese Operatic Songs’
through Cantonese music arrangements. Songs of Cantonese operas and ditties of
Cantonese songs, after being adapted to dance music, actually became the forerunner of
Cantonese Pops2”. Back then, singing artists were mostly trained in Cantonese opera.
While Lui Hung was one of the examples, most of the singers from other record

companies (Mee Shing Z£&%, Nam Sing Fg2F and Lucky 3£7#) also originated from the

’ The Learning and Singing of Cantonese Operatic Songs ( ERHJEEFINE ) by Chan Sau Yan.
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Cantonese opera circle.

The impact of the southern migration of Shanghainese Pops on Cantonese Pops in Hong
Kong cannot be overlooked. The accompaniment of the ‘dancing Cantonese operatic
songs’ adopted the same format as that of Shanghainese Pops, and tunes of
Shanghainese Pops were sometimes fitted with Cantonese lyrics. According to Wong Chi
Wah, more than half of the songs in the “Cantonese Pops Songbook of Zhou Cong and
Lam Fung” (fEH& - PREEZEIFCHFEE) published in 1961 were cover-versions of
Shanghainese Pops (also known as Mandarin Pops) and Western Pops. For example,
“Can’t Forget You” (’=K T /K) sang by Connie Chan ([5E5 %) and Lui Kei (= 3F) was a

cover of “The Eternal Smile” {FkiBHYFIEE ) , a song originally sung by Zhou Xuan (&)

In the late 50’s, there were two more modes of transmission for Cantonese Pops, one
being the radio dramas and the other movies. In the late 50’s, the theme songs written by
Zhou Cong for numerous radio dramas of Commercial Radio (P58 %), such as “Sturdy
Grasses, Pretty Flowers” (&hE4& L) and “Tears of the Devoted Lover” (kg5 /R) were
very popular. Likewise, the theme songs of numerous movies, such as “The Fragrance of
Lotus” {fa{CZ ) , “Belle in Penang” (&%) , “A Peaceful Family Will Prosper” { ZZFl
HEEEL) and “Teddy Boy in the Gutter” (TREFELEITZE) were also well-known.

Back then, movies also lent their support to the development of Cantonese Pops. For
example, “When Durians Bloom” {fZ##Z6 % ) , the theme song of a movie of the same
name released in 1959 became a big hit right away. The movie, too, was a pioneer of
Cantonese youth musicals (& %% ). In the mid-60’s, Cantonese youth musicals were
extremely popular. Besides singing in their films, film stars such as Connie Chan and

e N gty

Josephine Siao (g 75 77) released records. Albums featuring theme songs of movies, such
as “Girls are Flower” (#hiR+/\—Z%(5) , “I Love A-GO-GO” (FE[u[Ef&f) and “Lady
Bond” (Z#%F) were all ‘sold-outs’. However, the number of Cantonese popular songs
bearing no relation to movie production was relatively small, and this was not unrelated
to Hong Kong’s westernised culture in the 60’s. The emergence of rock music in the West
and the visit of the Beatles to Hong Kong in 1964 invoked fervour for bands. Many

teenagers formed their own bands. Although Hong Kong society was influenced by



foreign culture back then, the development of Cantonese Pops was very much along the
same old route, songs still sung in ‘Cantonese ditty’ style. In the early 60’s, Lui Hung, Hui
Yim Chau, Cheng Kuan Min (EE%%) and Zhou Cong remained to be the mainstream
singers. By the mid-60’s, Cheng Kuan Min recorded some coquettish love songs with Chui
Miu Chi (E2#)=) and Lui Hung respectively. This type of songs did not disappear till after

the mid-70’s.

Singapore and Malaysia also provided Cantonese Pops room for development. Some
Singaporean and Malaysian productions were shifted back to Hong Kong. For example,
“Cantonese Ditties” ( EzE/|\fH1 ), an EP released by Horse Brand Records (F5EIE H /Y E])
in 1965, was very well-received in Hong Kong. In the EP, two of the songs by Shang Guan
Liu Yun (_(E'EJREE), “Can’t Buy Me Love” {{T[HMJHy) and “l Saw Her Standing There”

(—MEE AN ) were adapted from the Beatles’ songs and received overwhelming
responses. They were re-sung by numerous singers subsequently. In the early 70’s, the
songs of Singaporean and Malaysian singers Lisa Wong (&%) and Cheng Kum Cheung ([

## &) were very popular in Hong Kong. The former’s “Tears of Lovesickness” {(fHEJR)

and “Beyond the Great Wall” {( =07 ) and the latter’s “Ringing Bells Of The Temple”

(fH[7255EEE ) and “Many Enchanting Nights” (£&f& 4 [54] ) appealed to many.

Cantonese Pops in the 70’s

Hong Kong was hard hit by a number of social crises in the 60’s, such as the bank run in
1964 and 1965, the commotions breaking out over a price rise on the Star Ferry in 1966,
and the riots in 1967. Those events prompted the government to increase its channels of
communication with the public and implement various measures to stabilise the society.
In the 70’s, with the rapid economic development in Hong Kong and the establishment of
local culture, Cantonese Pops gradually became a mainstream. The year 1974 marked the
turning point in the development of Cantonese Pops and Cantonese Pops were widely
accepted by audiences. Besides, “Games Gamblers Play” ( B EEEE ) , a rock-style
Cantonese Pops album sold like hot cakes. All these wrote a new page in the history of

Cantonese Pops in Hong Kong.

In the 70’s, television gradually became a necessity for every family. TV drama series were

5



guarantee of high audience rating. Back then, ‘watching TV while having dinner’ (Z2 17 3%
#R) was common for families. TV theme songs were broadcast every night, and therefore
became very popular. The influence of TV spoke for itself. Of course, the changes in the
musical style of Cantonese Pops could not be ignored. For example, although the melody
of “The Fatal lrony” (FZE[R%4% ) still adopted the style of Cantonese ditty, its
accompaniment and the vocal style of the singer were very much revolutionised. The
singer Sandra Lang ({[#1:$1) originally sang English songs and her vocal style is different

from singers with Cantonese operatic background in the 50’s and 60’s.

The contribution of composers and lyricists cannot be overlooked for the success of TV
theme songs in the 70’s. Joseph Koo (EHZZ[H), the guru of TV theme songs, is an
important figure. He is the brother of Koo Mei (EE#H), a singer of Mandarin songs. He
started his career as a band leader and is familiar with the style of Mandapop. He even
had the opportunity to study music in the USA. His compositions are melodious, cordial
and with genuine emotion, effective accompaniment while exhibiting characteristics of
both Chinese and Western Pops. Numerous songs written by him and the lyricist James
Wong (&£3E), such as “The Bund” { /&%) , “A House Is Not A Home” (52588 ) , “Forget
Us In The Water” { fFi /& /K#E ) , “The Dragon Chronicles” (& /KT LLi#tt% ) and “Under
The Lion Rock” {(Jii-LLI' ) have become the classics of Cantopop. In 1998, Joseph Koo
and James Wong held a series of concerts that refreshed Hong Kong audiences’
memories of the 70’s and the 80’s. The “Under the Lion Rock Concert” (i L1 | JEE &)
held in 2000 was equally successful. From then on, “Joseph and James” ({# &) becomes

the icon in the Hong Kong pop song circle as well as the model of best partnership.

Another musician Michael Lai (32/]\H) has also written numerous beautiful songs for TV
series, such as “Reincarnated” (KE%%) , and “Weeping On One’s Journey” { ALENiRiR
JEJRAE ) . Besides James Wong, other lyricists such as Cheng Kok Kong (E[[&];T) and Jim

Lo (E[&)k5) wrote many outstanding works.

Sam Hui (5 £¢) can be said to have re-written the history of Hong Kong popular music.
He westernised Cantopop and elevated it to beyond the sub-cultural level of being

‘unfashionable’ and ‘unsophisticated’. “Games Gamblers Play”, his first Cantonese album
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released in 1974, brought a big shock to the Cantonese pop song circle. “Games Gamblers
Play”, the theme song of the album, adopted the style of rock music and brought

Cantonese pop songs into the new realm of ‘rock n roll’.

The idol culture in Hong Kong also started with Sam Hui. He comes from an impoverished
family and got admitted to the University of Hong Kong through his own dedicated efforts.
While at the University he took a keen interest in Western pop music. He formed the
band “Lotus” and became very popular after appearing in “Hui Brothers’ Show” (%2 #
=) , aTV programme hosted by his brother. He likes to imitate Western singers such as
the Beatles and Elvis Presley and is renowned for his unconventional stage performances.
He twisted his body and ran on the stage, and his performances touched the hearts of a

large crowd of audience. His success embodied the realisation of the ‘Hong Kong dream’

(EHEZ).

The songs composed by Sam Hui can be categorised into two types. The first type
features songs with fast tempo and in rock style, while the second type being slow songs
in folk style. The former type mainly reflects the aspirations of the grassroots, so the
lyrics are mostly written in unrefined colloquial slang, such as “Games Gamblers Play”,
“The Private Eyes” {7 /(i) , “The Last Message” ( KA Hi[H%E) and “Buddha Jumps
Over the Wall” {{#BkfZ ) . The latter type is the so-called “love songs,” which are written
in graceful languages and talk about the philosophy of life. The melodies of these songs
have a touch of Chinese flavour, and are very tuneful. Guitar or one to two Chinese
instruments are usually used as accompaniment. Sometimes, other instruments are also

added. “Love of Tower”{ #2225 ), “Love of Genius Anoia”{ X4 H &S ), “Love of Two

Stars” (EEZEEHK) and "Miss You Every Night" (K& & 4E ) are examples.

Cantonese Pops in the 80’s

The 80’s were considered the heyday of Hong Kong’s popular music scene. Not only did
the sales of records reach new highs, there were also a large number of lyricists, singers
and songs which still brought back fond memories nowadays. Richard Lam ($£¥z5%),
Calvin Poon (EJEE), - Lin Xi (#£47) and Chow Yiu Fai (/E#2f#E) were all renowned
lyricists from the 80’s. Popular singers at that time included Michael Kwan (f81F{£E),
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Susanna Kwan ([8453%), Frances Yip (E£RE{#), Johnny Yip (ZEHREL), Paula Tsui (£8/)VEL),
Roman Tam (4 ), Alan Tam (Ezkj#) and George Lam (#£T-%F) who all started their
musical careers in the late 70’s.  Others such as Anita Mui (Fg%f7) , Leslie Cheung (5&
[£92%), Danny Chan ([ E58), Sally Yeh (3% 37), Sandy Lam (#R[&3#), Jacky Cheung (5&
E77), Andy Lau (¥]{=%£) and Hacken Lee (ZETEEf)) became household names in the 80’s.

All these singers possess outstanding vocal skills, distinctive styles and intriguing charisma.

Today, even after two decades, their voices have not been forgotten by the audience.

In the mid-80’s, Hong Kong pop music circle experienced a change in musical style. This
revolution did not originate from Europe or the US but Japan. After 1983, adaptations of
Japanese songs were extremely popular in the music circle. Back then, practically all the

renowned singers performed Cantonese Pops that were cover-versions of Japanese Pops.

Adaptations of Japanese Pops originated from TV theme songs. In the late 70’s, due to
the penetration of Japanese culture, Japanese TV series were very popular in Hong Kong.
“Splash To Victory” {4%:/KZEME) and “Tennis Sisters” (4EEKEEE)  were all well-known
at that time. “The Sunrise” { Hiif£$#%# ) , sung by Roman Tam, was the theme song of the
series with the same title. The song was sung by Nakamura Masatoshi (FFfJF#{%£) and
composed by Kei Ogura (/MF{E). “Love’s Uncertainty” { FREYEEEX) , sung by Anita Mui,
was also the theme song of a Japanese TV series with the same title. It was composed by
Tokura Shunichi (&S&1&—) and the original singer is Momoe Yamaguchi (L[| £). Due
to the TV series, these songs became very popular. As Japanese TV series became popular,
Japanese singers attracted a large number of fans in Hong Kong. The songs of Japanese
singer Tamaki Koji (&% ) were also popular in Hong Kong, and many of which were
adapted into Cantonese versions. Alan Tam’s “Wine Red No Kokoro” (B4 iV.(s) ,
Hacken Lee’s “Blue Moon” (&5 H=%Y | Jacky Cheung’s “Silent Eyes” (JJ[EAAVERRE) and
“Lee Heung Lan” (ZEEH) , Leon Lai’s (32HH) “Love At First Night” (—7&{E[&) and
Priscilla Chan’s ([RZE4) “Accidental Infatuation” (HEifEE4M) were some examples.
However, due to the language barrier, the original Japanese Pops were much less popular

in Hong Kong.

Numerous Cantonese cover-versions of Japanese Pops turned out to be ‘hit’ songs



through the interpretation of Hong Kong singers. Some even became classics or
masterpieces of certain singers and are still very popular until now. Anita Mui was
perhaps the first singer to sing Cantonese cover-versions Japanese Pops. In “Debts of the
Heart” {,(»M& ) , her first album released in 1982, four out of six songs were adapted from

Japanese songs, and these included works of Haruomi Hosono (4H%7&E), Umakai Syuno

(R58 (& #F) and Uzaki Ryudo (FIRHETE).

1984 was the year when Cantonese cover versions of Japanese Pops became really hot in
Hong Kong. Leslie Cheung’s “Monica” was a cover of Kikkawa Koji’s (&5 [5&=]). This song
is imbued with vitality and brought much success to Leslie Cheung. In the same year, Alan
Tam released the song “Foggy Love” (527 %%) composed by Suzuki Kisaburo ($57/K==
E[5). In the following year, Alan Tam’s “Love Trap” { & [&[#FH )and “Goddess of Storm” { &%
JEZ#H) , both composed by Serizawa Hiroaki (F%/&HH), were also popular. The former

song won numerous awards on the pop charts.

Looking back at the history of the singers in the 80’s, it is evident that many of their songs
were adapted from Japanese Pops. Some of the hit songs of Anita Mui were also adapted
from Japanese songs. “Manzusawa” ( E¥k75FE ) , one of the Top Ten Gold Songs in 1985,
was composed by Uzaki Ryudo. The song’s title refers to a kind of Japanese flower. After
1985, Cantonese cover-version of Japanese Pops accounted for half of the numbers in the
album released by Anita Mui every year. Such phenomenon only came to an end in the
mid-90’s. For example, in “Bad Girl” (}%Z§%) , the album released by Anita Mui in 1985,
five songs were adapted from Japanese Pops and three adapted from English songs while
only two were original works from Hong Kong. In the album “Coquettish Woman” {#k%)
released in 1986, six songs were adapted from Japanese songs, and in the album “Tango
of Fire” {({LLKFEXK) released in 1987, there were also six songs adapted from Japanese
sources. Many of the classics of Anita Mui, including “Sunset Melody” { %[5 &t ), one
of the Top Ten Gold Songs in 1989, were the original works of Kondo Masahiko (3Tf%E
=). Mui’s masterpiece “The Years Flow By” {{LI7K i 7 ) was also written by the Japanese

composer Kitaro (E24H[), evidencing the influence of Japanese pop music on Hong

Kong’s pop music scene.
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Undoubtedly, Joseph Koo and Sam Hui created a new musical scene for Cantonese Pops
in the 70’s, but after almost a tenth of a century, audiences demanded something fresh.
Looking back at the early 80’s, there were not enough creative talents in Hong Kong pop
music circle to take over from the older generation. Besides Sam Hui and Joseph Koo,
there were only a few creative talents who were representative. Although the creative
works of Michael Lai were outstanding, the creative style of the 70’s could no longer
satisfy the audiences’ tastes. On the contrary, the style of Japanese Pops differed
prominently from the Cantonese Pops of the 70’s and even the popular music of Europe
and the USA. Newly introduced accompaniment by synthesizer and the distinctive
melody had an impact on Cantonese Pops, which showed some resemblances to Chinese
folk tunes. These adaptations from Japanese Pops were like clear springs and brought a

brand-new scene to Hong Kong’s pop music scene.

Although Cantonese cover-version of Japanese pops became the trend of Hong Kong's
pop music in the 80’s, the spirit of originality was also promoted in the mid-80’s.
Commercial Radio could be regarded as a crucial force in the promotion of originality. In
1988, it launched the program ‘Hundred Percent Creation Day’ (HTHEIEH) to
create a lively environment for the development of local bands. In the mid-80’s,
numerous local bands emerged. The identity of these bands was apparently different
from the bands singing Western pop songs in the 60’s. Although they presented
themselves no differently from any Western band, most of their songs were sung in

Cantonese, thus delivering a strong local touch.

1985 was regarded as the year when bands began to flourish. The first band that entered
the musical scene was ‘Lady Dianna’ (%), followed by the folk-song band ‘Little Island’
(/INE5) and there were also ‘Tat Ming Pair’ (7#ZHH—k) and ‘Beyond’, and subsequently
‘Raidas’ and ‘Tai Chi’ (). The styles of these bands enriched the pop music scene,

bred a group of new lyricists and created a new style of lyrics.

On the other hand, under the influence of Taiwan campus folk songs in the early 80’s,
some of the Mandarin and Cantonese pop songs which centred on nationalism also
became popular in Hong Kong. The most well-known was “The Descendants of the
Dragon” (FEAYfH A.) composed by Hou De Jian ({Zf&7%) in 1978 and sung by Li Jian Fu
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(Z271E). From 1980 to 1985, Wing Hang Record Trading Co., Ltd. (kK [EIE /) released a
series of albums with a patriotic tone. Among such patriotic songs which are still popular
today included “Brave Chinese” ( BBEYAVHEI A ) , “My Chinese Heart” (FkAYTEL)
and “Love Is All Over The Mountains and Rivers” (& /KT 14EZE) .

Cheung Mei Kwun (5£3E73) pointed out that the emergence of such patriotic songs was
inextricably linked to the political climate in the early 80’s. Back then, political uncertainty
began to loom over Hong Kong with the approach of 1997. The general public expressed
very complex emotions. Before the problem of the handover of sovereignty was resolved,
Hong Kong people fantasise about China as an ideal motherland and a country with a
long history. In addition, the controversy over the distortion of history in Japanese
textbooks in 1982 also helped promote this type of songs. The event sparked a wave of
protests against Japan’s Ministry of Education, Science, Sports and Culture (H A SEE).
These nationalistic songs helped to evoke the public’s collective memory and were used

as a means to vent one’s grievances and criticism on Japan.

Meanwhile, Hong Kong people’s reluctance to change their prevailing lifestyle and their
identification with local culture were also reflected in the popular songs of the 80’s. In
1982, Sound Sound Music (7KEEIE F /2 5]) released an album named “Hong Kong City
Compilation” (& &EimT4HHH) , which was a collection of songs based on the theme of

Hong Kong.

Cantonese Pops in the 90’s

The June 4" Incident in 1989 dealt a heavy blow to Hong Kong society and more than one
million Hong Kong people took to the street in an unprecedented mass demonstration.
Songs naturally became an effective means for the public and the participants of the
pro-democracy movement to vent their grievances, and became an indispensable part in
all kinds of gatherings. Songs were used as a means of sharing emotions and achieving
cohesion. Many of the old songs became hits in the pro-democracy activities, for example,
the mandarin song “The Blood-Stained Spirit” { [flF4AY/E K ) was being sung by students
at the Tiananmen Square during the pro-democracy movement. In Hong Kong, this song,

first sung at the event ‘Democratic Songs for China’ (B F K& Bl 4 F£), drew
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overwhelming responses and has since been regarded by Hong Kong people as a symbol
of the pro-democracy movement. It has since been broadcast during the June 4"
Candlelight Vigil every year. Songs which became popular during the controversy over the
distortion of history in Japanese textbooks, such as “I Am Chinese” (FEHE] A ) and
“The Descendants of the Dragon” were also borrowed as songs of the June 4™ Incident.
In addition, new lyrics were written for numerous old songs in order to express the
public’s concern over the June 4™ Incident, their support for the participants of the
pro-democracy movement and their longing for democracy and freedom. For example,
the song “Mourn For The Heroes” (Z5#F)% ) was based on the tune of the
widely-recognised song “A Man Should Stand Strong” (5B F5i & Hi7% ) which were both

originated from the traditional Chinese tune "On the General's Orders" (J&EH<) .

The June 4" Incident brought much disturbance, indignation and disappointment to Hong
Kong people. Their grievances and banter were reflected in some of the pop songs in 90’s.
The album “The Great Wall” (&) of Beyond criticised the Beijing government for
deceiving oneself and others in the event. “Crazy” (4% ) , a collection released by Tat
Ming Pair in 1990, was also a response to the June 4™ Incident. Among all the songs
centring on the theme of 1997, “Queen’s Road East” { EEf5 KIEE) composed by Lo Da
Yu (28 A45) with lyrics by Lin Xi was the most representative. In a playful manner, the

song’s lyrics mocks at and criticises all kinds of weird phenomena in this colonial city, for

example (2[5 /HE R Aol £ =),

In the early 90’s, Cantonese cover-version of Japanese Pops were still prevalent. The
music followed the style and characteristics developed in the 80’s, but there were more
varieties in the melodic lines and the songs were not so easy to sing. The use of
synthesizer became the norm for accompaniment, its timbres, sound qualities and audio
effects added a fresh touch to the pop songs in the 90’s. For example, in the song “Loving
You More Everyday” (&SRB —1E) , the acoustics effect created by the synthesizer

surprisingly matches with the melody.

Quite interesting to note, the introduction of songs from that period was always ‘beyond

one’s expectation’. The arrangers like to create introductions which are not exactly
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related to the verse and chorus of the songs. For example, “Loving You Forever” (¥{R%&
R5E) is a fast song, but its introduction is slow and lyrical. “Loving You Secretly” (%5
{k) also features two bars of bell-like sounds to precede a vocalised introduction, which
brings out an innovative effect. In the early 90’s, the accompaniment of fast songs utilised
band sound featuring strong rhythm and was very suitable for dancing. What is worth
mentioning is that Koma Wong (&%:%4), the lead singer of the band “Beyond”, was
himself a proficient composer and lyricist, and had written many outstanding songs for
his band. For example, the song “Boundless Oceans Vast Skies” (J&F&KZZ) is still an

unforgettable work.

Cantonese cover-version of Japanese Pops were in their heyday in the early 90’s when a

group of new creative talents such as Zam Tit Cheung (§f#=%), Conrad Wong (& [&{&),

Tony Arevalo (EH /&), Comfort Chan ([§¢2%&) and Mahmood Rumjahn (FRZ1{E)

emerged. In the mid-90’s, Dennie Wong (& F}%), Eddie Ng (= Ef#4%) and Keith Chan Fai
Yeung ([H%#E[%) also joined the scene. Comfort Chan, Keith Chan Fai Yeung and Dennie
Wong became important musicians in the pop music circle in 2000. For lyricists, there
were Calvin Poon, Lin Xi and Richard Lam who entered the musical scene in the 80’s,
followed by Wyman Wong (&{&3Z), Keith Chan Siu Kei ([#/DZH)and Gene Lau (2| E2f).
As regards singers, idol singers dominated the scene in the 90’s, including ‘Four Celestial
Kings’ (Jacky Cheung, Andy Lau, Leon Lai and Aaron Kwok(ZE¥k)) Meanwhile, female
singers such as Vivian Chow (& Z£]), who was dubbed by the media as ‘Jade Girl’ (E7%
P9 N), was also extremely popular. Ever since the 90’s, most of the singers have to be
both TV and movie stars at the same time. Besides singing, they appear in TV series,

movies, commercials and even take on the role of product endorsers. That is why Hong

Kong singers always claim themselves as ‘artists’.

In the mid-90’s, Hong Kong’s pop music scene experienced another change in musical
style. The trend of cover-versions gradually diminished and local creative talents
reclaimed the scene again. This group of new talents eschewed the existing style. Their
compositions were characterised by a narrower vocal range, stronger melodic sense and
higher singability. This might be due to the popularity of ‘karaoke songs’ among fans and

audiences. However, to a certain extent, songs released after the mid-90’s were quite

13



formulaic. For example, nearly all the introductions began with piano, with the
accompaniment of the first section of the verse also played by piano before other

instruments joined in, while other attempts were rare.

Cantonese Pops in the Early 21 Century

Similar to the local economy, Hong Kong’s pop music industry was hard hit in the 21
century. Unfavourable factors included the declining vocal skills of singers and the drop of
the records sales. As in other parts of the world, the emergence of MP3 and wide
circulation of songs on the internet drastically reduced sales. With the economic take-off
in China, the role of Cantonese Pops (songs sung in dialect) in the Chinese community
was gradually replaced by the popularity of Mandarin Pops. Cantonese Pops was once
very popular in the Mainland and was the model of imitation by Mainland singers.
However, the Mainland has its own breed of singers nowadays, and countries such as
Singapore and Malaysia no longer regarded Cantonese Pops from Hong Kong as their
form of entertainment, leaving Cantonese Pops even less room for survival. Cantonese
Pops may eventually be relegated to the rank of regional music in the near future.
Although it would be sad to witness such fate, it is inevitable for Cantonese Pops as time

goes by. However, it is lucky that Cantonese Pops had once enjoyed its golden age.
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Music Analysis

There is a common saying that different water and soil breed different people. There are
songs wherever there are people. Songs popular in the past become folk songs of the
present. Pop songs are the products of metropolitan life in industrial society. In the
following, three of the major musical elements of pop songs: melody, accompaniment/

arrangement, and form will be discussed.

Melody

Melodic contour

Melody is sometimes called the tune, and is the soul of a song. Melody is crucial to the
success of a song. Melody involves pitch, interval and rhythm. Notes of different pitches
form melodies of different contours, including ascending, descending, and horizontal as
well as melodies in stepwise/ conjunct motion and leap/ disjunct motion. A good melody
usually exhibits a balance between the above characteristics. For example, it may begin

with stepwise/ conjunct motion and then concludes with a leap/ disjunct motion.

Taking “Red Sun” (4[.[H) as an example, the melody begins horizontally with repeated
notes and then ascends in stepwise motion, but there is a leap down a sixth at the end of

the musical phrase.

#E!‘PPPP IIII
> 4 Fr":":’ = ¢, 8%

mEH HEMW A v ERERITEYT o EREDHER A RER
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But the melody of “Love Trap” {Z[&E[FFH) has little variation and the notes of nearly
every phrase are immediate neighbours to each other. However, an octave leap between

two of the musical phrases brings surprises to this rather uneventful melody. The melodic

line in “House of Flying Daggers” { EH (k) varies alot, and the range3 is very wide.

* The intervalic relationship between the lowest and the highest notes of the melody
15



“Love In Autumn” {(EA{F%Fk) begins with a leap interval and then proceeds to a more

stable stepwise motion.
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Rhythm and Beat

The melody of each song has its distinctive rhythmic pattern. For example, the rhythmic
pattern of “Red Sun” is very simple and consists of many repetitive eighth notes ﬂ ﬂ .
On the other hand, the rhythmic pattern of “Love In Autumn” is relatively more complex.

The melody begins on the fourth beat, punctuated by a rest in the middle which breaks

the musical phrase, and the triplets that follow add colour to the stable rhythm.

Systematic combination and repetition of different rhythmic patterns form the beat or
‘groove’. For example, “Red Sun” and “Love In Autumn” the most popular 2 while
“Triangular Round Dance” ( =f4[E|#%) uses % metre. The handling of metres in the
verse and chorus in “Dark Night No Longer Comes” (EEI¥A~FE K ) creates apparent

contrast. The metre of the verse is % and that of the chorus is & .

The rhythmic characteristics of certain dance music are sometimes found in pop songs.

The song “Splendid and Colourful Life” (;Et47) uses the tango rhythm

Ml HlJ.

Phrase

The melody of each song is made up of numerous phrases. A phrase is like a sentence
and there is room for a break between phrases. Most of the phrases in pop songs are
matched with lyrics. The melody of some songs is made up of numerous phrases while

the melody of certain songs consists of only a few phrases. For example, “A Laugh In Blue
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Sea” (JBVE—EEZE) is made up of five repeated phrases. The melodies of the first three
phrases are identical while the melodies of the last two phrases are largely the same,

with just one note being altered at the end of the phrase.

“A Laugh in Blue Sea” (JEJ/F—EE5E)

Phrasel BB —E% BEMERH FIERERZLSH

Phrase2 |75 K5 &y th LWl 3 & 5 By K B

Phrase3 |JT L% fERE EBRASCAEACHESE

Phrase4 |FEK FTHERE %’F*?fﬂﬁT % It 18

Phrase5 |BE4%E AHEME ZBIHERRESR

Musical Forms

Musical form refers to the structure of a music composition. Musical form, just like the
framework of a building in architecture, is crucial to the overall presentation of a music
composition. Musical form helps us understand the overall layout of a music composition
and allows us to appreciate the relationship between different segments of the tune and
lyrics. Most pop songs adopt binary form, but some of them also use the rounded binary
form or other forms such as strophic form, through-composed form and ternary form. Of
all musical forms, strophic form is most simple and this may be due to its folk song origin.
Although binary form is most common in pop songs, numerous variations on the form

can also be adopted.

Strophic Form

The song “Why” { B8 ) is an example of strophic form. The song has four verses that

use the same melody, and can be represented by A1-A2-A3-A4. The letter ‘A’ represents
the melody of the song, and the numbers represent the lyrics of different verses. Some

early Shanghainese Pops with folk song flavour, such as “Four Seasons Song” { VUZ=EK )

and “The Vagrant Songstress” ( KJEIKZ) also adopted the strophic form.
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“Why” ( Fy&LEE)

Al Versel |R{t/EAMRE E L2 RBH{E
RTEREFARE BRAKE
i By o] A7 PR BH A i E A
R R k58 HEPNEILH
A2 Verse2 |R{TTEEEIH SYRIFHAEEL
BITEEEZEYE —REERE
i By o] (EE B e Wi E &
MR F—R REVEEEE
A3 Verse3 |R(tERE &AW WEKHER L
WA — R B ok EE
M EFEME REETR
= ENE U R A
A4 Verse 4 | Ry P TEZE S INAL B T T 5 4 )
RATEARRYER W&
£ B A gl B e 52 e 2
OEFEE—IRG PEFREE B
Binary Form

Most of the pop songs adopt the binary form, which means that besides the verse, the
song has a chorus part. The melodies of the verse and the chorus can be represented by
‘A’ and ‘B’ respectively. The verse usually keeps the characteristics of the strophic form,
which means all the verses are written for the same melody. The chorus is characterised
by the repetition of lyrics and melody. It is common for the melody and lyrics of the

chorus to be conspicuously different from those of the verse so as to achieve contrast.

“Waiting For My Lady” {(Z % A) makes use of a binary form, the verse and the chorus
interweaving. Its structure is A1-B-A2-B-A3-B. There are three verses in section ‘A’, all with
different lyrics, while the three chorus features the same set of lyrics. The structure of the

entire song is based on the interwoven verse and chorus (i.e. ‘A’ and ‘B’ sections).

“Waiting For My Lady” (ZEE A)

Al |Versel |IERE MEE BWEA KREKX
SLERE RRE RAal BYHY

B |Chorus |EHBEE FHEHEY
HEMEENELRIRER
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A2 |Verse2 |ECE WA FHE [EE
RRAE BoHay RRHM B

B Chorus |E BB & 8 0%
BRI EIETREE IR A S

A3 |Verse3 |BIEE EEHE ®HEE REw
FHE E&E=E EHEE 2oz

B |Chorus |BE/BEE —FHE LY
BRI EE TR BRI E R

“Need You Every Minute” (/75782352 /K) also adopts the binary form but the
treatment is slightly different. Its structure is A1-A2-B-A3-A4-B. There are four different
verses in section that fit to the same melodies. The first and second verses appear back to
back, followed by the chorus and the third and fourth verses, and the song ends with the

chorus.

“Need You Every Minute” (434355 5R )

Al |Versel |FAIREGHE KF WHIRFIRZEE
ERZEFRWAFE

EE TR RO
HARTE B 18 2 4% il

A2 |Verse2 |HREEYEY FGHIFEE
it R K A E 2
g SR RN R B R R
PRE T HE

B |Chorus |H T IRBILH) ALK LR
R f B S 4 4 iR
BRI oy oy s AR
IR P 0 22 R

A3 |Verse3 |fy il MY B DRUR O E B DX OK
RiRHE LIEEE
MITEIEN BEE
BIRE S & % 4l

A4 |Versed [FHEHFAKUEIR TEFH A E
FE R B EEE
HE B IR R K& AH B
35 AR BE AT 150UE%

B |Chorus |H T IRBHLH)  ZEHE LORE
R f B S 4 4 iR
BRI oy o s AR
IR ALE 0 22 R




“Time Is Like A Song” (EEAAIFK) is also a song in binary form. Its structure is
A1-A2-B-A3-A4-B’. What is special about this song is that the key of the melody in the
second chorus is transposed from the original E flat major up to E major. Coupled with
new accompaniment, this brings about a more coherent and spirited feeling. Since the
music of the second chorus is slightly different from the previous one, it is represented by

B’

“Time Is Like A Song” (j5% H 418Kk )

Al |Versel B LT FHEAR WA {EHE
LEOTHEHE FSE0R
WMUMESREE FREEBRKEH

A2 |Verse2 [HHEIR KERX [EHEKRZIDEES
EF—4 KE BER
BRAETE MRV EFGREHE

B |Chorus | KA MATHIY [H B E R EIR

BRI AHEFER AERLZARK
GEEMAM ERF W HEE R
FEAR AT LU BN Y Ay
EEHZER BB A WP AR

A3 |Verse3 |[HR T FEHEIR [EIEZ/DEIE
WHFALHE A EH
BRI E S A BEAE R

A4 |Versed [HE(IR KRB W — kL& IR
BRAEERE ZBEIK
WERFEHEHST EBHgTEE T ES

B" |Chorus | RAANTCTHE (HZFEEFER
BRI AT HEMR NEFLAHWE
GICHEAE AL ERF W H(FEEEE
FAOR AT DL B T 3w RV IR A0
EMHERGTE B EH O FEAR

Rounded Binary Form

Besides the treatment described above, another more common method of handling
binary form is to repeat the material (music and lyrics) of section ‘A’ to arrive at a more
symmetrical structure, which is known as ‘rounded binary form’. The most common

treatment is A-A-B-A, which is even referred to as ‘pop song form’.

20




The structure of the song “The Bund” {_EJ&#) can be represented by A1-A2-B-A3. The
verse is first repeated (verses 1 & 2), then followed by the chorus and then the third verse.
Most of the compositions from the 70’s and the 80’s adopt this song form. “Love Of Two

Stars”, “Miss You Every Night” and “Gently Smiling” (FLjE358) are typical examples.

“The Bund” {_L7&#E)

Al Versel DEFF R & HIEE LKA A IR
a7 WHHEE RMEM®EME—RER

A2 Verse2 |22 R BN EEEEE
I K REEBEAHEXRA

B Chorus |BE{RIBIR MEME LRI —FARNU
s T8 R EE A

A3 |Verse3 [N EFE XNEAR MEITABFEEEE
THEEEN B TR RO TR

B | Chorus |EfRIRIR MAEME MHIAKIL—% AU
WTE ETH TNRPERTFMA

A3 |Verse3 [N EFE XNEAR MEITABFEEEE
THEEE] B TR fFEF&RO TR

Coda | Llast |{HFEE] H TR EHOTERS

sentence

Slight modification is made on the basis of AABA for “Hotel” {(JE&]) . Its structure is

A1-B1-A2-B2-A’. The verse and chorus interweave together, each having two sections of
lyrics. The song ends with the first sentence of the verse (i.e. ‘A’) suggesting a rounded

structure and serving the function of coda.

“Hotel” (A1)

Al |Versel |;EMfitl 2 IRA0Fk [FAH#AH 2 A 5
REBBENE  RIELS EHIR

Bl |[Chorusl |#%FF#iHiE ZX%/DERIR
AT FHFE L R X 4&E 4

A2 |Verse2 |[EEHWEEHE ANENEEEES
AKESHZHR RO FEH

B2 |Chorus2 |#§&FoCBLEE 2%/ REBIH
AR RS EMIR

X
Al |Coda |EfitLZIRAIFR [FEREZEE £
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The binary form of “Under The Lion Rock” {#ii LI ) represents another different
treatment whereby the verse and chorus interweave. The verse first repeats itself before

the chorus appears. Its structure is A1-A2-B-A3-B-A3.

“Under The Lion Rock” {(SiiFLLIT)

Al |Versel |(ANATFTEHEE HEE AR
T KR EZEMF L THZE L
HEE T B N W U

A2 |Verse2 | AR GipiE D4R M HE
B 2 (5 9 45 1 7 L T L 3 3
O S 4 ok S

B |Chorus |BHB IO HE HE—EEIE
F A A EHHEE R E

A3 |Verse3 |[HER/BAKE #FEFLIiFIE
KRS FEEETH
A E|ET 44

B [Chorus |MBHEIL.HFPE HE—-ELE
BN EMEE R EEE

A3 |Verse3 |[HER/BAKE #FEFLiEIE
KR HEFEENETH
A |44

Bridge and Coda

Besides the basic structural sections (verse and chorus), many songs include other
segments, such as bridge and coda. Bridge normally refers to a small section of lyrics and
music inserted between two verses of lyrics. The lyrics and music of the bridge are usually
different from those of the verse. Coda refers to a small section of lyrics and music
appearing after the verse and the chorus. Sometimes, the coda may repeat one section of

the verse while at other times, it is just made up of new materials.

“My Pride”{ FtHJEE{#) incorporates both the bridge and coda. The structure of the song
is A1-B1-A2-B1-x-B2-Coda. The verse and chorus interweave in the first half of the song.
However, a bridge ‘B A —K..... 2EZRAYE not belonging to the verse and the
chorus, i.e. segment ‘X, is added after the second chorus. The subsequent chorus has

slightly modified lyrics and is represented by ‘B2”. The segment at the end of the song ‘Fk
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BASSCZE R RIEEL is the coda, which adopts a new melody and lyrics that brings the

song to a more definite ending.

“My Pride” (FAVEEE)

Al Verse 1 |Pride in your eyes AR KE T F 4
EH#®E HFEFE KEHN HEL
FTHHE #HEH EEHEREBER
FERMEZT R E EIRKITKEE

Bl Chorus 1 |See me fly, I’'m proud to fly up high
FTHRBEER HHEAIRERK
Believe me | can fly, I'm singing in the sky

B Fe F i ah DA Al 5 fan PR

A2 Verse 2 |Pride in your eyes Ay ¢ P 18 &5 & ¥)
MERB IR RREFHR Bk EE
SEPEM FEIRE RE R IEMHES
Mmeam A s ER KA AT H

B1 Chorus 1|See me fly, I’'m proud to fly up high
THRARBER HHEA WK
Believe me | can fly, I'm singing in the sky

R E S R E bk

X Bridge |H iy A —R# il A
AL S T A S IR AT R

B2 Chorus 2 |Let me fly, I’'m proud to fly up high
FTHRBEER HREAIRERK
Believe me | can fly, I'm singing in the sky

B2 A w i BRI AN & i R

Coda |Last RGBSR RAMR B

sentence

Inversion of Verse and Chorus

For most songs, the chorus follows the verse, but the inversion of the verse and chorus is
also found in a number of songs, i.e. the chorus appears before the verse. In such case,
section ‘A’ becomes the chorus while section ‘B’ becomes the verse. “Queen’s Road East”

(BJGKIEHE) is an example. Its structure is A-B1-A-B2-x-A-B3-A-A. The chorus repeats
itself four times and is placed at both the beginning and the end of the song. This gives
rise to the rounded binary structure. The most special feature of this song is the spoken
segment ‘ZZH[I/& ... between the second verse and the chorus. This rather sarcastic

Buddhist saying serves as a bridge linking the verse and the chorus. The song ends with a
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repetition of the chorus and such repetition can be regarded as the coda.

“Queen’s Road East” ( &5 AKiEE)

A Chorus |EE REHNEEKHEHR
EERKEFEEGFKEF
BiEREHR & aEE =
Bl RKES AR H

Bl |Versel | EBFEHKTEHETRR
EEREASLTFTUMES

FREFGEEREEEFE
[ 0% F 2= 15 Al b 5 sk
MO —BFEFEEZEEST
FEREAEEEETER
HEREMELEE A B
B & HE A 0] g8 F R 44

A |Chorus |EFEKEEXEFKNER
EERERER G KEF
BEEAKERE A HEEE
Bl RKES AR H

B2 |Verse2 |ZEIEZEHALEZ N KE
PAT IFE #tE A B U — 28 B WY K
B E 2R i 45 B
HMAEARREESEH
He—EBRAFBREEN T
BEREAREEEREIER
ARERFEEREZEEE T
HEBREBEEFEANL

X Bridge |ZEHlEt @®HEIEZ
EilEEEilEZE..

A |Chorus |EFEKEEXEFKRKER
EERERER G KEF
EEANERLEBEMEEE
ElEKES AR E

B3 |Verse3 |iE {5 5z BH & 78 Rl IR & 52
HHREHREFREEELER
T8 H [E B E A 2 5
hif e | A A 8 g i B
He—EBRAFBREEN T
BEEAREEEREIER
gHEEKKEYEHFEN L
H /& % 4% 0] gE 22 i 9 {o] ==

A Chorus |EEKEH N EEFEKEHR
EEREHREEFKHEF
EEFKEH FEMMEE S
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EERET ANRMOHH

A |Chorus |EFEKEEXEFKRKER
%Eﬁﬁ%ﬁ%%fﬁﬁﬁ‘:{j
E’Fﬁi%iﬁbﬁf@%
ElEKES AR E

“Red Sun” (4[H) is also an example of rounded binary form characterised by the
inversion of the verse and chorus. Its structure is A-A-x-B-B’-C-A-x-B-B’-C-A-Coda. In
section ‘A, the chorus is repeated after its first appearance, and appears twice in the song
subsequently. The song also ends with the chorus. The verse comprises three sections:
the first is the verse (B), followed by repetition of the slightly modified verse (B’) and then
a completely new section (C). The melody and lyrics of this part are completely unrelated
to the verse and the chorus. The segment ‘x’ (‘oh...oh...oh...oh...") between the verse and
the chorus is the bridge which clearly defines the spots of the chorus and the verse.
Among all the pop songs, the musical form of “Red Sun” is quite complex, and the

repetition of the chorus serves as the coda.

“Red Sun” (4 H )

A |Chorus |fFZE gL EL AT M A an 2 B0 S T Bk S
A 2 0 B LU 2 R 2 Bk
AR LR BN S E

P FE BE — A K B AR

A |Chorus |7 4 w S5 AR O M 2 g Al o Bl
A L R 2 IR AR BB R
BIAUR OB A EREE

He g e — 2B K i B AR IR

X Bridge oh..oh..oh..oh..oh..oh..oh..

B Versel |—H£ g g E 5%

o 152 1R 3 7 &t g Ak — 5 5 2 V2 T B
fiiﬁﬁiﬂd\mﬁ
E%{iJﬂJAZ%J&y R fﬂjﬁo‘i/b

B” |Verse2 *?&Z‘:F‘mw@@ A R E

TE o] BF 5 IR A IR FF 746 TR ELZ 3 Fa A
B4 HZ K BAEEEIIIK

&5 PR 1T T L0t 08 BE B B

C SN, S ER XA

New R E BTG EMEMRE
Section |FEHpE EREET] B

P /R 5 (] A7 22 200R 6 B B0 VR 3K
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A [Chorus |7 4 gt S EEUM M EE o A w0 R o T B AT
CERE AR L E R OIS PR TS
BUAUR G BE B A eSS

e AE — A K B S AR

X Bridge |oh..oh..oh..oh..oh..oh..oh..

B Versel |—H g g FE 5

o 152 1R 3 2 &t g Ak — 5 5 2 V2 T B
EFEEAL L Iy

Bk 2% 25 46 5K RIE TR IR 5 B

B |Verse2 |—4£ZFEEdit HFEESB

TE 0] B A 0K A IR 18 3 4a 3R ZL 313 41 A
RELH 2k REEERK
GEETT Tt ERE RS B

C  |New ot I L S S AR

Section | F 1% ¥ I AL & & /& £ O 18 /1 3k
el 2 EEEPIA

PA L I f5 118 7y 32 400R A6 B B0h R

A |Chorus |7 4 w S5 AR O 2 g b o B
a2 L R 2 IR AR BB R
BIAUR OB A EREE

B e — 4B K i B AR IR

Coda CERERAC R COI - R SRR )
Coda | 4 gt AT Uk =& IR M5 A 2 BRIk

BIAUR OB A EREE

P AE — A2 7K B S AR

Other Musical Forms

There are also a small number of songs characterised by other structures. For example,
“Love of Tower “ (535232 ) has only one verse. Both the lyrics and the melody are not

repeated, so the song is in through-composed form.

“Love of Tower” ($#}& /55 )

HrrEE ZAREMAE
LB PR R ANEE
Bl E EEFLEEH
IR/KE RAHREN
oS MR BhELG O
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5 RE S AR D
(GREREACIR NS R OISR R Y F
EIR=g o S i S R e
A% RE %K
Hug—dh i i &
Boiy b pE AR AR R AR AR

Accompaniment

Accompaniment provides harmony to support the melody and adds colour and character
to a song. A well-written accompaniment not only effectively highlights the beauty and
character of a melody, but also brings out the content of the lyrics and accentuates the
individuality and inclination of both the song and the singer. Songs in different periods
feature different styles and formats of accompaniments, which are sometimes regarded
as arrangements and such different styles and formats in turn give different artistic
conceptions to a song. In the compositional/ arrangement process, a composer/ arranger
can choose from different ensemble formats, such as the Western orchestra, jazz band
and different combinations of bands or instruments. The latter include electric guitar,
drum and synthesizer as found in rock music, the combination of Chinese instruments
and synthesizer, as well as the pairing of various solo instruments and synthesizer. The
application of different types of accompaniments may create different musical effects,

and is conducive to bringing out the in-depth meaning of the songs.

Styles of Songs and the Accompaniment

Under the influence of Shanghainese Pops, song accompaniment in the 50’s and 60’s was
mostly in nightclub Big Band style. Taking “The Gamblers Repent” (F&{F[o|gE) as an
example, notwithstanding its vulgar lyrics, the song’s accompaniment is ‘modern’, and
the rhythm section played on the drums is particularly splendid, and that’s why it was
then dubbed ‘dancing Cantonese operatic song’. On the other hand, “When Durians
Bloom” not only uses a very rhythmic accompaniment, but also includes an erhu (—iH)

solo and a liugin (FjI=Z£) part (in the second half of the song), adding a touch of Chinese
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flavour to the song.

By the 70’s, accompaniment in dance music style gradually went out of favour and a
different style of accompaniment emerged. Besides retaining the basic timbres of bands,
accompaniment included piano, drum or some solo Chinese instruments. This evolved
into an accompaniment style imbued with Hong Kong characteristics. “The Fatal Irony” is
a typical example with accompaniment employing both Chinese and Western

instruments. The combination and interweaving of erhu, yueqgin (H%%) and string

instruments create surprising effects.

Accompaniment in rock style was also common in songs of the 70’s. The new timbre
created by the amplification of electric guitar and drum sets is typical of Sam Hui’s fast
songs. This kind of accompaniment characterised by its pulsating rhythm, loud volume
and captivating timbre, took pop music into a new realm. Taking “Games Gamblers Play”
as an example, the accompaniment is led by electric guitar, with a slightly twisted melody
and ultra-heavy percussion rhythm to support the melody. In the 80’s, numerous fast
songs, such as “Red Sun”, “Monica” and “Love Trap” also used this type of

accompaniment.

During and after the mid-80’s, the use of synthesizer became more popular. Pop songs
mostly employed synthesizer to play the accompaniment due to its ability to produce

wide-ranging musical effects.

In the 90’s, with the emergence of dance music and the technological advancement in
recording and mixing, many audio effects were incorporated in the song accompaniment.
For example, the timbre commonly known as ‘bright’ or ‘brightness’ in General MIDI, as
well as the ‘electric piano’ timbre, are used in the introduction of “Loving You More
Everyday”. Besides using timbres of the synthesizer, this song features some ‘audio
effects’, for example, before (& & &HY—1VJ41J&), a ‘wahwah’ sound is created using the
‘wahwah effect’. In the 21% century, the ‘back to the basic’ trend swept across the music

circle, so that piano and strings once again became popular accompaniment instruments.
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Harmony

“Beautiful For The Whole Life” {(4%E5ZEFE) , composed and arranged by Keith Chan Fai
Yeung, of which its harmonic progression is based on the chord progression of the 17t
century composer Pachelbel’s the famous “Canon in D”. While the chord progression in
“Canon in D” is | =V —vi—iii—IV—-1-1V =V, and this chord progression repeats itself
throughout the piece, the introduction and the rest of “Beautiful For The Whole Life”
uses the same chord progression, with the exception of one more tonic chord (l) added at

the end of the introduction. So the progression becomes | =V —=vi—ii—IV—=1-IV-=V-—1.

This chord progression is used many times in the verse section. Sometimes, a tonic chord
is added at the end of the chord progression while at other times, the second last chord
of the progression, i.e. the subdominant chord (IV) is converted into supertonic seventh
chord (ii;) or supertonic chord (ii). For example, in bar 8, the original IV is replaced by iiy,

but since the functions of ii or ii; and IV are similar, it sounds like subdominant chord.

Compared with “Beautiful For The Whole Life”, the guitar version of “The Best is Yet to
Come” composed and arranged by Chet Lam (ff—I&) has more harmonic interests.
Secondary dominants, especially that of the supertonic (ii/V) are used many times in the
song. Some special chords are also used. For example, lg and |, are used at the beginning
of the introduction, and the song also ends with |lg, so that the beginning and the end
echoes each other. In addition, altered chords, namely iii; (bar 18) and ii (bar 43), both do
not belong to the major scale, are used, presenting the audience with a novel aural

experience.

The song “Peaceful Separation” {277

F-) is quite exceptional in its use of modulation.
The song is composed and arranged by Mark Lui (Z52H{#). The introduction is in F# minor,
which modulates to F# Major in the verse section. One bar towards the end of the song,
the key touches briefly on D Major but returns immediately to F# Major. Some secondary

dominants and the mediant seventh (iii;, in bar 5) are also used in the harmony.

However, as most pop songs, the harmony used in “Diva - Ah Hey” { T —U5KJT) ,
composed and arranged by Ronald Ng, is relatively straightforward. Seventh chords and
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secondary dominants are seldom used. Bar 50 of the song witnesses a modulation from
the original B Major up a semitone to C Major. Such modulation is very common in

today’s Cantonese Pops and may arouse feelings of excitement.

Introduction, Interlude and Postlude

Nearly every song has an introduction (i.e. the accompaniment music preceding the
singer’s entry) which prepares the listeners for the vocal section that follows. A finely
written introduction can express the sentiment of a song and provides an appropriate
musical context. For example, the erhu solo in “The Fatal Irony” adds to the miserable
sentiment which the song expresses. On the other hand, “Half-moon Serenade” { A /N
&) has a very romantic introduction featuring violin solo with harp accompaniment,
and matches perfectly with the title “Serenade” and the lyrics ‘playing the violin alone’
(FEEGZ25Z23). “The Football Chronicles” (ER#EZ78EC) starts with recorded noise
from the football field which brings out the context of the song directly. In “Undercurrent”
(%5 ) , the introduction starts with a ‘hollow’ and ‘expansive’ sound, followed by some
intermittent drumming and piano accompaniment, with a crescendo to create a tidal
bore effect. The introduction of “Crazy City” {(JE¥¥ 73k ) is the most splendid one.
Although it lasts for only 20 seconds, numerous varieties of instrumental timbres are
incorporated. It starts with a primitive touch (begins with lower wind instruments,
followed by human voices and flute in high register and then mixed human voices
followed by all kinds of samplings and a five-bar introduction of basic beats. The imagery
of ‘wildness’ is fully embodied in this diversified and somewhat disorderly music of the

introduction.

Interlude is the accompaniment music between vocal sections of a song, which allows the
song to take a breath as it proceeds. Some interludes are played by the same instruments
found in the introduction, while others use fresh musical materials and new
instrumentation. In “My Pride”, the first interlude appears after the chorus, and sticks to
the melody of the introduction (the melody of the introduction itself is derived from the
verse). The interlude is played by piano and guitar, which contrasts sharply with the solo
piano introduction. The second interlude enters after the second chorus and uses new

materials, featuring violin solo with piano accompaniment. The new materials build up
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the subsequent vocal section which belongs to neither verse nor chorus. This also

becomes an outstanding aspect of the song.

“My Pride” (FAVEEE)

Introduction Piano
Al Verse 1 Pride in your eyes Piano
R E T £
JEH®E FHEER KEDH
EEEEN
THA WEH
AE V& 1518 B BB AN
o R 1 B8 B IR
T RAT KB E
B1 Chorus 1 See me fly, I’'m proud to fly up high Piano, strings
FHRARBERE HHEARER
Believe me | can fly, I'm singing in the
sky
REFRE S HIRAE Wtk
Interlude 1 Guitar, piano
A2 Verse 2 Pride in your eyes Piano
Ry T DA 15 i 1)
MER IR RRE I EI EHE
PR FE IR A
RE By T BE L 5E %
I o A o R 3 IR
N E N
B1 Chorus 1 See me fly, I’'m proud to fly up high Piano, strings
FHRARBERE HHEAIRER
Believe me | can fly, I'm singing in the
sky
REFRE S HIRAE Wk
Interlude 2 Violin, piano,
cymbal
X Bridge @iﬁﬁﬁ KR A= Piano, cymbal,
En 2R b R maracas, strings
IE{ 2R JE (short notes )
B2 Chorus 2 Let me fly, I'm proud to fly up high Piano, strings,
ATHRRBHE HEFBIRER cymbal,
Believe me | can fly, I'm singing in the |maracas
sky
BEEFHFE RIKAI&MH
Coda |Last KEGE HNAEMR HHE Piano
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sentence

Postlude

Piano

Taking “Time Is Like A Song” (% 3 #1#K) as another example, the first interlude enters

after the chorus. The melody of this interlude is not related to the verse, chorus and even

the introduction. In fact, it only features a repeating figure to separate two vocal sections,

and is played by piano and strings. The piano is the main instrument while the inclusion

of strings enriches the timbre. The second interlude appears after the fourth verse and is

longer than the first interlude. It also uses new music materials. The rock-style

accompaniment and the rather free electric guitar solo give the flair of a concerto’s

cadenza.

“Time Is Like A Song” (j5% H 408Kk )

B 7l A 1] B E AR
NEHILEH
LEREAE A {HIRF
B H {F 2 i

JFE iR B DA

B 3t ﬁ“%ﬁm%ﬁ
BEHEFLTEE

a] 38 1F pt A 208K AR

Introduction Piano, bass
guitar
Al Verse 1 LT FERAR Piano, bass
RGN guitar
LFHEELOTHE FAgER
WUE G R =R
A REECK =i
A2 Verse 2 BTN j‘di BF Piano, bass
Ep 2N guitar
EF—4& KM IR
BRAETE
15 2R 0 BB 57 B
B Chorus RKANUUTAR (HZE TR Piano, bass

guitar, electric
guitar

Interlude 1

Piano, strings,
bass guitar,
electric guitar,
cymbal,

A3 Verse 3 HBET FHMEAKR

Drum set,




ol 95 2% /0 15 35 electric guitar,

WAV EE A HEE piano, bass
B E2 3 H & guitar
A e (€ R
A4 |Verse4 IR Tk a8 Drum set,

W] — 15 IR electric guitar,
ERAEEE BEIK piano, bass
W EE R AE H #EF guitar, strings
HE &G T EE

Interlude 2 Electric guitar,

drum set, bass
guitar, piano

B’ Chorus RKANUUTAR (HZE TR Strings, electric

7B Al N B B E AR guitar, drum

REHFH LA set, piano, bass

GIEEM AT (EHiRF guitar

WHH H {5 22 2

JBE 1R 1T DL Chorus

BN 3 3 e DAy R EC

(RN R o

] 38 A 5% H 208K $ AR

Postlude Piano, bass

guitar, electric
guitar

Postlude is the accompaniment music following the end of vocal sections. It prevents the
song from ending abruptly and leaves the audience room for imaginative savour of the
song’s meaning. The postlude can be treated in various ways. In some songs, the
postludes are just the repetition of the verse or the chorus in music. For example, the
postlude of “A Laugh in Blue Sea” is lengthy and is primarily a repetition of the music of
the introduction and vocal sections but with different orchestration. The postlude of
“Time Is Like A Song” basically uses the melody of the introduction, but the postlude of
“My Pride” does not utilise the melody of the introduction, although the piano’s playing
ensures consistency between the introduction and the coda. “House of Flying Daggers”
has a very unique introduction and coda. The introduction is just a crescendo of
multi-channel monotone while the coda begins with vocalisation by a pop band. This is
followed by an andante string melody which bears some resemblance to movie music.
The main melody played by the violin is like a camera lens which gradually pushes the

images back. As the music gradually disappears, the feeling of helplessness embodied in
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the lyrics (2= —EEEERTA] A& Al ) was echoed in the postlude.

Conclusion

Undoubtedly, popular music is an important cultural development in the 20" century.
The songs, topics and research materials involved are broad and profound, and what we

have discussed here is just a drop in the ocean.
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