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Prologue: 

Hong Kong and Tat Ming Pair 

Hong Kong Tat Ming Pair  

– First authorised protest in three 
years’ time 

– Hong Kong hosted the first Gay 
Games in Asia in November, 
together with Mexico City 

– According to Independent Media, 
259 people were arrested under 
National Security Law during the 
first three years of its 
implementation 

2023 – Anthony Wong cancelled his 
scheduled solo concerts after the 
Hong Kong Convention and 
Exhibition Centre withdrew its 
lease agreement 

– Anthony Wong held SONG OF 
WANDERERS: ANTHONY 
WONG LIVE 黃耀明邊走邊唱 in 
Taiwan and Europe 

– John Lee Ka-chiu became the Chief 
Executive of Hong Kong 

– Education Bureau announced that a 
quarter of teaching time for primary 
education should be spent on 
patriotism and national security 

– Queen Elizabeth II passed away 
– Britain announced that any Hong 

Kong person born after 1997 is 
eligible to apply for British National 
(Overseas) passport on the 
condition that at least one parent 
already holds a BNO passport 

2022 – Online event TAT MING PAIR 
REPLAY 1+2 WATCH PARTY 
達明一派 REPLAY 1+2 WATCH 
PARTY to celebrate Tat Ming’s 
36th anniversary 

– Tats Lau published his memoire

(continued)

xi



xii PROLOGUE: HONG KONG AND TAT MING PAIR

(continued)

Hong Kong Tat Ming Pair

– Tong Ying-kit became the first 
person convicted under National 
Security Law 

– Education Bureau has announced 
new guideline about National Flag 
ceremonies to all Hong Kong 
schools 

2021 – Anthony Wong arrested for 
“corrupt conduct”; charges were 
dropped subsequently 

– Released the single “My Boyfriend 
我的男朋友” 

– Released album TM+M DECADE 
– Held  TAT MING PAIR REPLAY 

LIVE 2021 CONCERT 達明一派 
REPLAY LIVE 2021 to celebrate 
their 35th anniversary 

– COVID-19 outbreak 
– National Anthem Ordinance came 

into effect 
– National Security Law came into 

effect; Tong Ying-kit became the 
first person to be charged under the 
new law 

2020 – Held  TAT MING PAIR REPLAY 
CONCERT 達明一派 REPLAY 
LIVE, at Queen Elizabeth 
Stadium 

– Released the single “All Over the 
World 今天世上所有地方” 

– Anti-Extradition Law Amendment 
Bill protests 

2019 – In April, Tat Ming Pair’s music 
was removed from Apple Music 
and other music streaming sites in 
mainland China 

– Released the single “Memory Is a 
Crime 回憶有罪,” in conjunction 
with the 30th anniversary of the 
student movement in mainland 
China. The song topped the 
iTunes chart in Hong Kong but 
was banned immediately in 
mainland China 

2018 – Awarded the Golden Needle 
Award in Top Ten Chinese Gold 
Songs Awards sponsored by 
RTHK as a celebration of their 
lifetime achievements in music 

– Carrie Lam Cheng Yuet-ngor 
became the Chief Executive of 
Hong Kong 

2017 – Held the concert TAT MING 
PAIR 30TH ANNIVERSARY 
LIVE CONCERT 達明卅一派對, 
at Hong Kong Coliseum 

– Mong Kok civil unrest, also known 
as Fishball Revolution 

2016 

– Pro-democracy protests known as 
Umbrella Movement to oppose the 
31 August Decision made by the 
Standing Committee of the National 
People’s Congress 

2014

(continued)
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(continued)

Hong Kong Tat Ming Pair

– Leung Chun-ying became the Chief 
Executive of Hong Kong 

– Anti-national education protests 

2012 – Reunited for the single, “It’s My 
Party”, to celebrate their 25th 
anniversary 

– Held  ROUND AND ROUND 
AND ROUND 兜兜轉轉演演唱 
唱會, at Hong Kong Coliseum 

– Donald Tsang Yam-kuen became 
the Chief Executive of Hong Kong 

2005 – Released the album The Party for 
their 20th anniversary 

2004 – Reunited for the single, “Blessed 
Are the Lonely Ones 寂寞的人有 
福了” 

– Held  SERVE FOR THE PEOPLE 
CONCERT 為人民服務演唱會, 
at Hong Kong Coliseum 

– SARS outbreak 
– 500,000 citizens marched on 1 July 

to oppose the legislation of Article 
23 of Hong Kong Basic Law 

2003 

– The First Interpretation of Hong 
Kong Basic Law due to the right of 
abode in Hong Kong 

1999 

– Handover of Hong Kong from 
Britain to China 

1997 

– Tung Chee-hwa took up the 
position as the first Chief Executive 
of Hong Kong 

1996 – Reunion 
– Awarded with Song of the Year in 

Ultimate Song Chart Awards 
Presentation with “One Forbidden 
Fruit a Day 每日一禁果” 

– Release of seventh album, Viva! 
Viva! Viva! 萬歲!萬歲!萬萬歲! 

– Staging their first large-scale 
concert, VIVA! VIVA! VIVA! 
CONCERT 萬歲萬歲萬萬歲演唱 
會, at Queen Elizabeth Stadium 

– Christopher Francis Patten took up 
the position of the last Governor of 
Hong Kong 

1992 

1991 – Suspension of Tat Ming Pair as a 
musical formation, and the two 
members continued their solo 
careers

(continued)
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(continued)

Hong Kong Tat Ming Pair

– The Hong Kong Basic Law was 
issued by the National People’s 
Congress 

1990 – Release of sixth album, Nerves 神 
經 

– Holding their first concert, I 
LOVE YOU — TAT MING PAIR 
CONCERT , at Hong Kong 
Coliseum 

– Student movement in mainland 
China 

1989 – Release of fifth album, Fallen 
Angel 意難平 

1988 – Release of third EP, Tender Is the 
Night 夜未央 

– Release of fourth album, Do You 
Still Love Me? 你還愛我嗎? 

1987 – Release of second EP, Tat Ming 
Pair Remix 達明一派 Remix 

– Release of second album, The 
Story of the Stone 石頭記 

– Release of third album, I’m 
Waiting for Your Return 我等着 
你回來 

1986 – Release of first EP, Tat Ming Pair 
達明一派 

– Release of first album, Tat Ming 
Pair II 達明一派II 

1985 – Tat Ming Pair was officially 
formed and signed to PolyGram 
Records Ltd. (Hong Kong) 

– Released debut single “Keep 
Searching 繼續追尋” in September 

– Signing of Sino-British Joint 
Declaration over the future of Hong 
Kong 

1984 – Tats Lau posted an advertisement 
on to recruit music partner. 
Anthony Wong responded and 
sang “Careless Whisper” and 
“Time (Clock of the Heart”) in 
the recruitment interview
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round in Chinese naming practices). Exceptions are made when the 
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accordingly, such as Wong Kar-wai (family name first, in this case).
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CHAPTER 1  

Documenting the Past, Sustaining 
the Present, Making the Future 

Dear Tats, dear Anthony, how are you? 

We’ve been listening to the new CD of Tat Ming. With intense feelings. 
Different from the full, conceptual albums of Viva! Viva! Viva! released 
in 1996, and of The Party in 2005, the 2021 Decade has only five tracks. 
Also, the styles of the song have changed. From satire in “It’s My Party”,1 

to heaviness in “Memory Is a Crime 回憶有罪”2 and “All Over the World 
今天世上所有地方.”3 And in Anthony’s solo number “Super-duper 誇啦 
啦,”4 you can’t even say anything. What we can do is to chant “lalala”.5 

It’s like, if we follow the timeline of these songs, we can see clearly what 
has happened to Hong Kong, what has happened to Tat Ming, in the past 
ten years. On the backside of the lyrics sheet, we see Anthony’s photo, 
and an emergency stop. Sometimes, we just hope that Hong Kong has 
such an emergency stop.

1 See https://www.youtube.com/watch?v=TJgMDxVPfbU. 
2 See https://www.youtube.com/watch?v=kZaE6jAwOM4. 
3 See https://www.youtube.com/watch?v=twWaDCM9WgU. 
4 See https://www.youtube.com/watch?v=IGsnerouLM8. 
5 Instead of words, parts of the lyrics are sung with sounds: “lalala,” suggesting the 

impossibility of speech. 

© The Author(s) 2024 
Y. F. Chow et al., It’s My Party, Contemporary East Asian Visual 
Cultures, Societies and Politics, 
https://doi.org/10.1007/978-981-99-6710-0_1 

1

http://crossmark.crossref.org/dialog/?doi=10.1007/978-981-99-6710-0_1&domain=pdf
https://www.youtube.com/watch?v=TJgMDxVPfbU
https://www.youtube.com/watch?v=kZaE6jAwOM4
https://www.youtube.com/watch?v=twWaDCM9WgU
https://www.youtube.com/watch?v=IGsnerouLM8
https://doi.org/10.1007/978-981-99-6710-0_1


2 Y. F. CHOW ET AL.

This CD is titled Decade, we feel that it’s the best irony Tat Ming could 
give to this era. Within one decade, they could only release five songs. But 
we are still willing to call it Tat Ming’s decade, a difficult decade. Anthony 
said he would love to sing till he’s eighty. We wish Tat Ming could sing 
even when they are older than eighty. 

Two fans from Guangzhou, mainland China6 

We begin this book with a remarkable episode, in April 2022. Tat Ming 
Pair,7 a Hong Kong electronic duo formed in 1985, was hosting an online 
screening of their two rounds of REPLAY concerts, in 2020 and 2021. 
After the screening, some fans were invited to join and welcome to chat 
with the duo’s members, Anthony Wong Yiu Ming and Tats Lau Yee 
Tat. This event, overcoming the stringent entry and quarantine measures 
on both sides of the borders, attracted many VPN-savvy fans from main-
land China, who would have liked to, but could not possibly come to 
Hong Kong, to attend the concerts in person. In fact, they have been 
missing Tat Ming not only due to COVID-19 barriers, but, more funda-
mentally and for a much longer period of time, to political duress. In 
mainland China, Tat Ming has been effectively banned from performing, 
their music erased from Chinese online platforms, and any social media 
posts naming them readily censored. Notwithstanding the potential risk, 
these two fans from Guangzhou decided to write a letter—via a route 
as circuitous as it is indicative of the urge to express themselves. They 
managed to get in touch with someone, in Beijing, whom they learned 
was among the few fans selected to join the chatting session. They passed 
the letter to him. There he was, from Beijing, reading out this letter to Tat 
Ming in Hong Kong, not in the official Chinese language of Putonghua, 
but in the local tongue of Cantonese. 

We find this episode remarkable, and we cited the letter in full, because 
we believe they are gesturing towards the three striated—distinct and yet 
intertwined, above all, living—attempts in our writing of this book. First, 
as the fans note in their letter, to follow what has happened to the music

6 The letter was written in Chinese and translated by one of the authors, Yiu Fai 
Chow. Unless otherwise specified, all translations in this book were done likewise. Its full 
version was obtained from the Beijing fan mentioned later in the text, and the episode 
was reconstructed via private correspondences. 

7 We will use Tat Ming Pair, the full name of the duo, the first time it appears in the 
chapter. Thereafter, we will revert to Tat Ming, the name usually and fondly used by fans. 



1 DOCUMENTING THE PAST, SUSTAINING THE PRESENT … 3

of Tat Ming is to trace “what has happened to Hong Kong” at large. In 
this book, we attempt not only to document and scrutinise the history 
of a particular music formation; we attempt to write the history of the 
city itself, from colonial times, through the Handover from British to 
Chinese rule in 1997, to the current tension under the National Secu-
rity Law (NSL) enacted in 2020, when acts of remembering may indeed, 
to cite the song title “Memory Is a Crime,” be a sinful act, a crime. 
Indexing the complexity of Hong Kong’s postcoloniality, in September 
2022, Hong Kong people were seen as queuing up outside the British 
Consulate to pay their last respects to Queen Elizabeth II, sparking off 
“neo-colonial” accusations and defence for anti-establishment sentiments 
(Magramo 2022). We attempt to write the history of the city through 
the prism of popular music, focusing on one band. Second, our writing 
of Tat Ming, given its political sensitivity, is at the same time an attempt 
to write the present of Hong Kong, or to put it more accurately, to write 
the present in order to ensure the present remains present, not obfus-
cated, not obliterated. In their letter, the two fans posit a linear analysis 
of the changing styles of Tat Ming in the last years, from satire, heaviness 
to “you can’t even say anything.” We do not need to agree entirely with 
their analysis; suffice it to note that the need to find ways to write the 
unspeakable and the unspoken in the present conjuncture has become 
more urgent than ever.8 We, academics, are no exception as academic 
freedom is increasingly under duress (Davis 2022). The “lalala,” that part 
of the lyrics alluded by the fans, is hardly signifying nothing, definitely 
full of sound and fury. Third, while the fans have laid out a rather bleak 
scenario, bleakness alone does not do justice to the very act of writing 
the letter and the very eventuality that the fans have reached Tat Ming. 
Despite, or precisely because of, the “difficult decade,” the fans still urge 
Tat Ming to continue, as if their sadness in what politics has done to 
music evokes some kind of hope in what music can do to politics. We 
are reminded to write Tat Ming as an attempt to write the future, of 
themselves, of the city.

8 Just a few days before we wrote this part of the text, five speech therapists were 
sentenced to nineteen months’ imprisonment under the National Security Law. They 
were charged with publishing a children’s book series, between June 2020 and March 
2021, depicting the struggles between a village sheep and a group of intruding wolves. 
The judge considered the book series a “brainwashing exercise,” indoctrinating children 
in separatist ideology (Wong 2022). The conviction was but a latest instance of a series 
of similar cases in Hong Kong. 
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Writing the past, the present and the future—that will be our remit in 
writing popular music and politics. We use the word “attempt” precisely 
for its indecisiveness; we know what we ought to do, but we know much 
less how. Central to this exploration is the nagging question: Why does 
popular music matter? Why does Tat Ming matter? Why does a book 
about Tat Ming matter? What follows in this book will be an elabo-
rate exegesis of our curt reply for now: it matters in/to the past, in/ 
to the present, and in/to the future—it documents the past, it sustains 
the present, it makes the future. Indeed, the verbs in this sentence can 
be mingled. We are attempting a way of writing pop, that is tried and 
safe, as the pop we are writing is embedded in a city whose politics 
demands increasingly ingenuity, experimentation, and risk-taking. In fact, 
we consider this book’s relevance and resonance beyond the city; we take 
it primarily as a project of studying Tat Ming as a case and mobilising 
Hong Kong as method, to rethink the intricate relationships between 
politics and popular music in the wider context of the globalised times 
where collective action and creative practices are increasingly connected 
and mutually constitutive. In other words, how (far) does music impact 
on politics, and how (far) does politics impact on music? Given the specific 
context of Hong Kong politics, we are at the same time probing: How 
(far) does writing on music impact on politics, and how (far) does politics 
impact on writing on music? 

In the following, we will prepare readers who are not familiar with 
the pop scene in Hong Kong with a short biographical account of Tat 
Ming. We will then expand our ideas of writing pop and politics in tandem 
with writing the past, the present, and the future—interlaced with a colo-
nial and postcolonial account of Hong Kong, a rally to resilience and 
activism, and a dialogue with hope and future, all very makeshift. We 
continue with situating the current inquiry in fields of popular music and 
cultural studies. We align the inquiry to the growing body of scholarship 
that seeks to de-Westernise popular music studies, a field of knowledge 
production persistently dominated by Anglo-Saxon experience and publi-
cations. Finally, this attempt to tease out the empirical and theoretical 
potentials of one single popular music formation in a book-length study, 
covering not only its creative output (music) but also the production and 
reception aspects, will be put forward as a methodological intervention, 
a possible alternative approach to study popular music. This introductory 
chapter ends with presenting the organisation logic of the book and the 
gist of the subsequent chapters.


