
A strength of the volume is that it gives due attention to forms that are rela-
tively understudied (at least in Anglophone academia), such as the bachata music
of the Dominican Republic, a genre that originates in rural areas but which travels
with the diaspora into urban contexts, and as such undergoes changes in its relation
to space and identity. Similarly, there is a chapter on Kokomakuku, a stick-fighting
game rooted in the history of slavery in Curaçao, and one on Tambú parties in the
Netherlands. Both these chapters are provided by the editor, who indeed is author
or co-author of six of the 15 chapters (including the Introduction and Conclusion).

On the other hand, some of the dominant genres of Caribbean music are
perhaps underserved by the volume – the commercial powerhouses of reggae,
reggaeton, calypso and soca, not to mention sub-genres such as dancehall and
chutney, receive relatively little attention. No single volume can however hope to
incorporate fully the diverse, evolving musical forms of the Caribbean and its dias-
pora, and the dominant forms have received extensive scholarly attention already.
The fundamental worth of this collection is that it presents fine scholarship on
genres such as those mentioned, in addition to rara, merengue, gwoka and Big
Drum, so that students and readers gain a sense of the ways in which music con-
tinues to play a dynamic role in Caribbean societies, in the region and abroad. In
each case, readers and listeners can hear echoes of the past, something of the rich,
defiant culture of sound that has always served to contest racism and colonialism,
and that stands as a sonorous marker of survival and connectedness.

Martin Munro
Florida State University
mmunro@fsu.edu
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Made in Hong Kong: Studies in Popular Music is, at the time of writing, the fifth book in
the Routledge Global Popular Music Series to cover the development of popular
music in the Asia Pacific region (others include Nusantara, Taiwan, South Korean,
and Japan). Made in Hong Kong sheds light on one of the smallest and yet most his-
torically influential music markets in the region. Indeed, Hong Kong (HK) popular
music – and particularly Cantonese language pop, known colloquially as
‘Cantopop’ – has long been the object of scholarly analysis, notably through the
prisms of its lyrics (Chu, 1998), history (Wong, 2003), industry (Fung, 2004),
gender (Erni, 2007) and musical dimensions (Yang and Yu, 2013). In light of this
abundance, Made in Hong Kong provides new and insightful analyses that reflect
and extend our scholarly understanding of popular music in the city. The volume
is fittingly (perhaps coincidently) published at a time of growing international inter-
est following a wave of mass demonstrations opposing the introduction of an extra-
dition amendment bill by the Hong Kong government in 2019, and the introduction
of a new Hong Kong National Security Law by the Mainland Chinese government in
2020.
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The book’s case studies focus primarily on the place of ‘Cantonese pop music’
in discourses on and representations of contemporary Hong Kong culture and iden-
tity. Several contributions show how Cantopop has functioned as ‘the voice of the
city’ (Chu, p. 30) and has done so in multiple ways: from media cross-pollination
to expressions of local social issues and identity and political woes. Many chapters
cover key artists like Anita Mui, Sam Hui and Teresa Teng, key moments like the
origins of Cantopop in the 1970s and its putative ‘golden era’ in the 1980s and
1990s, and key processes like transnationalism. If these have already been the
focus of previous analyses, the approach is refreshed here thanks to greater attention
to questions of contemporary transnational music industries, gender, politics, as well
as through novel comparative approaches. Building on Witzleben’s (1999) seminal
work on Anita Mui, Ho and Ma’s chapter charts the evolutions of the popular
phrase ‘Daughter of Hong Kong’ via the examination of two musical icons – Anita
Mui (the singer initially labelled ‘Daughter of HK’) and Denise Ho (whom some
audiences refer to as the new ‘Daughter’ of the city) – through broader sociopolitical
and cultural changes in HK and provides a notable contribution to the volume.
Ismangil’s examination of the shifting characterisation of HK in the lyrics of
Cantopop star Sam Hui and contemporary indie groups such as My Little
Airport – from optimism and development to alienation and pessimism respectively –
is another novel and insightful take on the significance of both originators and
modern incarnations of HK pop music. Shiau’s chapter on the significance of
Leslie Cheung within trans-Asian networks of queerness performativity and
Chow, de Kloet and Schmidt’s chapter on the links between recent Cantopop perfor-
mances and the politics of social movements are also valuable original contributions
to HK popular music studies. The volume concludes with an insightful coda titled
‘The Globo- Regional and the Local in Hong Kong Popular Music’ by C.J.W.-L.
Wee, re-appraising the most common narratives about Cantopop, including the
emergence of Cantonese as a marker of HK’s identity in popular music in the
1970s, the development of HK’s pop music transnational influence in the 1980s
and 1990s, and its perceived decline and the effacement of this influence in favour
of Mandarin-language and Korean pop in the late 1990s and early 2000s. These
narratives, Wee contends, must be reassessed in light of HK’s cultural hybridity
involving Euro-American and East Asian pop culture influences. This is a fitting
conclusion to the collection, as it not only highlights connected concerns analysed
(implicitly or explicitly) across several of the volume’s chapters, but it also points
to the significance of HK popular music for contemporary theorisations of the
‘local’ and of cultural flows.

In their introduction, the editors explicitly establish that the collection is to be
seen neither as an exhaustive nor as a chronological account of what might be
defined as popular music in HK. Indeed, such an account remains to be written.
As with other volumes in the series, Made in HK focuses on the more ‘mainstream’
popular music industries of its chosen locale, despite some chapters shedding light
on some of the varied musical activity from the edges of these industries –
Cantonese rap (Lin) and various other forms forms of indie music (Cheung;
Ismangil). One limit of the volume may therefore be its relatively narrow account
of the greater stylistic, ethnic and industrial diversity of what constitutes popular
music in HK. Areas worthy of future exploration not covered in this book might
include the significant music practices of the non-ethnic Chinese Hong Kong resi-
dents (notably of South-East Asian performers), non-Cantonese language-based
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popular music and their manifestations in the everyday life of the city (such as the
numerous Anglo-American pop music groups operating in small-scale venues in
the city’s entertainment districts), or various manifestations of popular ‘street
music’ which have proliferated with the Covid-19 pandemic. Yet, among the
growing number of efforts to better document, analyse and account for the place
of Hong Kong popular music within its local and trans-local settings, Made in
Hong Kong is an extensive collection of well-researched and valuable essays that,
taken both together and individually, make a vital contribution to
English-language scholarship in HK popular music studies as well as to East
Asian Studies more broadly.

François Mouillot
Hong Kong Baptist University
fmouillot@hkbu.edu.hk
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Music and memory hold strong connections. If a researcher were to ask you about
music-related memories you could probably answer easily. Think back to a favourite
song from your childhood (and perhaps the memories this evokes), how you picked
the song for your wedding’s opening dance, or perhaps what song helped you grieve
for a lost loved one. It is precisely such relations, connections and moments that are
addressed, scrutinised and discussed in Lauren Istvandy’s The Lifetime Soundtrack.
Istvandy concisely, yet richly, maps musical memories of interviewees and presents
therewith an extended discussion of how music and autobiographical memories are
intertwined.

In popular music studies, a volume focusing on memory and music is much
needed. As Istvandy points out herself, only a small body of work already exists
on music and memory, yet this is often buried in studies of cultural memory or
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