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Abstract*
This study explores the linguistic techniques and intentional speech of one Beijing Hip Hop group, Purple Soul. The group makes use of Hip Hop Nation Language through borrowing semantic and phonological elements. In addition to Hip Hop Nation Language, the group rhymes in Beijing dialect and Standard Chinese. Their employment of global and local language allows them to align themselves with Global Hip Hop, while simultaneously molding their music to suit local tastes, comparable to what is seen in other Global Hip Hop scenes around the world.
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1  Introduction
Using examples from Beijing Hip Hop group Purple Soul’s music and everyday speech, this paper investigates the different linguistic techniques Purple Soul employs in their everyday speech and music. Their inclusion of global, national, and local linguistic features creates a new Global Hip Hop Nation Language (henceforth GHHNL) variant. Specifically, Purple Soul uses allusions as well as rhymes. They speak and rap in Hip Hop Nation Language (henceforth HHNL)—the global, Standard Chinese—the national, and Beijing dialect—the local. Although there is currently no way to confirm with Purple Soul, the base starting point for their English input seems to be the speech and music of American Hip Hop artists in the context of Hip Hop, namely HHNL. By adapting HHNL, Purple Soul is declaring their affiliation with the Global Hip Hop Nation; when speaking Standard Chinese, they are reaching the masses; and when utilizing Beijing dialect, they are embracing their first language and hometown. It is through these three systems that Purple Soul invents their own language variety which has both borrowed and native characteristics, like those found across the globe. 
As Dr. G notes in the foreword to Alim (2006) ‘Black Language [BL, another name for African American English] is central to Hip Hop Nation Language (HHNL), and HHNL is central to BL’ (Smitherman in Alim, 2006, p. viii). HHNL has ten tenets, but for the purposes of this paper, it will be defined as the: ‘spoken, poetic, lyrical, and musical expression ... [which] exists within a discursive space where Black Language is the culturally dominant language variety, and the power of the word is the overriding force of attraction’ (Alim, 2006, pp. 72–101). Thus, GHHNL can be understood as the collection of HHNL varieties, some of which ‘borrow from but are not necessarily derived from African American Language and Culture’ (Alim, 2015, p. 858). In the context of this paper, characteristics of the GHHNL variety Purple Soul is creating will be explored to understand how borrowed languages and local languages are fused together. 
Purple Soul is not merely adapting global trends, but also localizing their speech. Purple Soul uses Beijing dialect specific features, and common Standard Chinese items to localize their music within China. This, much like the work of Tanzanian Hip Hop artists, shows how artists can simultaneously localize while also ‘claiming membership in the GHHN’ (Higgins, 2009, p. 108). In their own way, Purple Soul is both borrowing and giving back to Hip Hop, creating a cyclic process between Purple Soul and the Global Hip Hop Nation. 
It has been nearly eighteen years since Alim’s call for global contributions to Hip Hop Linguistics (HHLx): ‘HHLx is clearly an international enterprise and heads are needed from every corner of the Hip Hop globe to study the HHN’s [short for Hip Hop Nation, which refers to the Hip Hop community] expressive richness and diversity’ (Alim, 2006, p. 11). Since this call, it seems that only one work has used linguistic evidence to discuss language in the Hip Hop community in China, Lin (2009). However, Lin’s focus is on artists who rhyme in Cantonese and English. While studies on Chinese Hip Hop from sociological and ethnographic perspectives are numerous (e.g. Li, 1993; Zhao, 2002; Steele, 2008; Barrett, 2012; Liu, 2014; Schweig, 2014; Song, 2017; Amar & Buchanan, 2018; Zhao & Lin, 2020; and many more), a focus on language remains limited. This paper begins to address the gap in linguistic analysis by presenting local, national, and global sounds Purple Soul incorporates into their music to embrace Beijing dialect, Standard Chinese, and Hip Hop Nation Language.  
This paper explores ideas that Higgins (2009) presents for Tanzanian Hip Hop for Purple Soul. Tanzanian youth incorporate their local language with HHNL to create a ‘two-way cultural flow’ (Higgins, 2009, p. 96). Purple Soul also uses HHNL, but combines both local dialect and the national language to engage in a trilingual flow. Just like Higgins, this paper considers Purple Soul’s linguistic manifestation not only from the perspective of globalization, but also localization, a point which will be expanded on in the next section. The trilingual variant Purple Soul makes is just one of many GHHNL variants which reflect a universal trend of blending HHNL language with other languages (Alim, 2006). As Lin (2009) notes, too little attention has been given to Hong Kong MCs, and the same can be said for Beijing MCs, such as Purple Soul (Lin, 2009, p.165). There is ‘richness’ and ‘diversity’ throughout Chinese Hip Hop and this paper presents one case of it. 
The next section gives background information on Purple Soul and their influence in the Chinese Hip Hop scene, followed by section 3, which explores the group’s identity. Section 4 looks at language use and allusions in Purple Soul’s music and everyday speech. Section 5 examines phonological processes in the music and speech of Purple Soul. The conclusion appears in section 6. I not only showcase features of Purple Soul’s GHHNL variant, but also highlight the commonalities they share with other global Hip Hop scenes. 

2  Purple Soul and their significance
Arguably one of mainland China’s most prominent groups in the past decade, Purple Soul has managed to partake in GLOCALIZATION, a phenomenon which focuses on both global and local elements as one, rather than opposing trends (Robertson, 1995 in Androutsopoulos, 2009). This phenomenon continues to be researched in the literature and is seen across Global Hip Hop scenes in Australia (de Lacy, 2020), Holland (Roest, 2022) and elsewhere. Purple Soul, which consists of three members, Jah Jah Way, SouthSide Samurai, and Fac-D12, use borrowed HHNL, as well as Beijing dialect and Standard Chinese to reach a wide domestic audience.[footnoteRef:2] They are much like the Tanzanian youth who borrow cultural notions and language from the Hip Hop Nation, while using local customs and language to create their own localized Hip Hop language and culture (Higgins, 2009). [2:   Although the sound system of Standard Chinese is based on the Beijing dialect, the two are distinct from one another as will be shown in this paper (Mills 1956; Norman 1988, p. 276).] 

Purple Soul is not only being examined because of their language, but also because they are an influential Hip Hop group in China. Purple Soul is the type of group which many Hip Hop music listeners instantly like after hearing them for the first time (Chen, 2019). Purple Soul has been and continues to be named by mainstream artists in songs and everyday speech, despite their reluctance to commercialize. A top contestant from a rap TV reality show, Rap for Youth, MC Sweet, once mentioned Purple Soul in a song. In 2021 a host of China’s longest running rap TV reality show, formerly known as Rap of China, referred to Purple Soul as ‘Chinese rap OGs’ (where OG most likely refers to pioneers). And yet another mention of the group came from a judge in yet another reality show Listen Up, who once referred to them as ‘(the) real shit’. Lastly, China’s most mainstream Hip Hop artist from Xinjiang, AIR, specifically named Purple Soul’s third member, Fac-D12, as his inspiration (Chen, 2019). Purple Soul is clearly well known by artists and fans alike and has even been featured in advertisements, such as Beats by Dre in 2019, even without a major label contract. Whether they will release a third album or not is unclear, but what is clear is their contributions to Chinese Hip Hop, one of them being their debut album, W.T.F. In this paper, lyrics from Purple Soul’s first album, as well as an additional song released after their debut album, is used as data. Speech from podcasts and online interviews are also utilized as objects of analysis to gain an understanding of their language outside their music. 

3  Purple Soul’s Identity 
Much like elsewhere, there are artists who create music independently, rather than under a major record label’s support. Purple Soul is one group who has success on both a local and national scale, but rejects commercialization of Chinese Hip Hop. Purple Soul was invited to perform on the popular 2017 reality show the Rap of China, but turned down the invitation (Chen, 2018). They made it clear that their definition of Hip Hop is far away from the Hip Hop seen in this show. This refusal helps them maintain an image of preservers or protectors of what they see as Chinese Hip Hop.  
In an interview with China’s longest running Hip Hop radio host, Wes Chen, Purple Soul frontman Jah Jah Way makes a point to distance himself from post-2017 rappers. During a discussion of terms commonly associated with Hip Hop such as real, and the Rap of China’s lack of it, Jah Jah Way says:  

这是娱乐，娱乐没有real ... 我就不喜欢 ‘嘻哈’ 这俩字儿 ... 我并没觉得我做嘻哈 ... 我做Hip Hop ... 我不做嘻哈 ... Hip Hop里边儿没有嘻哈做的那些事儿 
[(The Rap of China) is entertainment, there is no real in entertainment ... I don’t even like the two characters Xiha (the two-character transliterated word for Hip Hop which The Rap of China uses) ... I really don’t think I make Xiha ... I make Hip Hop ... I don’t make Xiha ... Hip Hop doesn’t include any of the things Xiha does] (Chen, 2018)

Although he does not define Hip Hop, by discounting those in the reality show as not real, and separating Xiha from Hip Hop, it is evident that Jah Jah Way sees entertainment as separate from Hip Hop. It can be assumed that his definition of Xiha is something like Hip-Pop—a commercialized, Hip Hop inspired Chinese mainstream music entity which he is far removed from. Although ‘real’ will not be directly addressed in this paper, it is important to note that ‘real’ in different global contexts takes on different meanings, with great variation even within a single country (Pennycook, 2007). Purple Soul may not be taking part in the commodification of rap music in China, but they are inconsistent at times with their music both lyrically and instrumentally, and the image they convey in their everyday speech.  
Purple Soul’s direct reference to specific Hip Hop phenomena as shown in the example below has led many listeners to categorize them as ‘old school’. But when mentioned in interviews, Purple Soul is found rejecting the idea they are partaking in ‘old school’ Hip Hop or any specific type of style (Chen, 2018, 2019). In the intro to one of their songs from their debut album, they say:[footnoteRef:3] [3:  In this example and throughout the other examples in this paper, the Leipzig Glossing Rules are used. Also, for ease of presentation, tones are omitted unless otherwise noted. The following is a list of the abbreviations used in the gloss: 
ASP aspect marker; NMLZ nominalizer; NOMSUF nominal suffix; Q question particle; DIM diminutive suffix.
] 




(1)	跟着来自心跳的节奏
	gen-zhe	lai	zi 	xin 	tiao 	de 	jie	zou
	with-ASP 	come   from	heart	beat 	NMLZ 	rhythm play
	‘Follow a rhythm from the heart.’

	漫步在黄金年代的街头
	man		bu	zai	huang	jin	nian	dai	de	jie-tou
	unrestrained 	step	at 	yellow gold	year	era 	NMLZ 	street-NOMSUF
	‘Walking on the streets of the Golden Era.’ 

	Purple Soul Undaloop龙胆紫
	Purple Soul 	Undaloop 	long		dan	zi
	Purple Soul 	Undaloop	dragon	ball	purple
	‘Purple Soul, Undaloop (Purple Soul’s indie record label), Purple Soul.’

	再次带你回到那时候的flow
	zai 	ci 	dai 	ni 	hui 	dao 	na 	shi 	hou 	de 	flow
	again	next	take	you	return	arrive	that	time	wait	NMLZ 	flow
	‘Going to bring you back again to the flow from that time.’

In line two of example (1), Purple Soul explicitly references the golden era of Hip Hop—a period from the mid-1980s to the mid-1990s (Duinker & Martin, 2017). In this way, they are making clear their intent to embrace the golden era, on the song which shares the name of their group. But in interviews, they dismiss the idea that they are creating a specific sound or defining themselves as ‘old school’, and claim their music is what they want to do (Chen, 2018). It seems that their intent is to avoid being labeled, but that contradicts the direct label they are giving themselves in their music, as well as the criticism of reality tv show rappers as Xiha. Regardless of the inconsistent messages, Purple Soul embodies Hip Hop through their raw commentary on life in Beijing while rejecting Xiha. 
Purple Soul’s lyrical content, although not a focus of this paper, is yet another way they connect with the GHHN. They are in many ways influenced by the social commentary nature of artists from the 1980s and 1990s, some of whom such as Tupac Shakur, have been named by Jah Jah Way as main sources of inspiration (Chen, 2018). Like many Hip Hop lyricists, past and present, they are storytellers and narrators of life around them. Like Phife Dawg said in ‘We Can Get Down’, ‘We rap bout what we see meaning reality’ (A Tribe Called Quest Davis, Muhammad Taylor, 1993). Often, but not always, these realities MCs refer to are harsh ones. Purple Soul talks about life in China, addressing social issues, responding directly to the rigid society they are a product of, but at the same time, giving back to society in hopes of more power to the people. This is yet another way which they consciously try to strengthen their affiliation with the GHHN and Hip Hop of that period—and is content which is not made for TV like the rappers who partake in Xiha create. 
4  Language use and allusions 
MCs, whether intentionally or not, may be inspired by lyrics and sounds of the Hip Hop they grew up listening to. Flows of their predecessors are often reused, and lyrics are also often frequently recited. MCs create allusions that some of their listeners pick up on and some do not, and Purple Soul is no different. In one song they refer to the lyrics of Ice-T’s ‘99 Problems’ (Ice-T & Brother Marquis, Marrow and Ross, 1993) or the better known version, ’99 Problems’, by Jay-Z (Jay-Z, Carter, 2004). The practice of MC allusions is commonplace in Hip Hop and Chinese Hip Hop is the same.
Allusions create a continuity in music and links the past to the present. One example is Eminem in ‘The Way I Am’ (Eminem, Mathers III, 2000), the chorus of which samples the cadence from Rakim’s ‘As The Rhyme Goes On’ (Eric B & Rakim, Barrier and Griffin Jr., 1987): ‘I’m the R the A to the K I M. If I wasn't, then why would I say I am’ (Eric B. & Rakim, 1987). A more recent example is in ‘Dough’ (Key Glock, Cathey, 2020). Here, Mr. Glock adapts the cadence and lyrics from Snoop Dogg’s ‘Nuthin’ But A ‘G’ Thang’ (Dr. Dre & Snoop Dogg, Broadus and Young, 1992). Just like Eminem, Glock makes it his own by altering the lyrics. As noted above, Purple Soul references ‘99 Problems’, but the difference between them and Mr. Glock is that Purple Soul is using Chinese to recreate lines. Purple Soul is creating their own version of the song in a different language.
Using their native tongue, Purple Soul is creating a GHHNL variation that is dependent on lyrics from HHNL. The language is familiar to Chinese listeners, but not necessarily the lyrical content. The ’99 Problems’ reference ‘女人有九十九个问题’ [women have 99 problems], although not word for word, does maintain most of the same words as the original song. Although Purple Soul is not creating a direct translation, they allude directly to ’99 Problems’ through the distinct mention of someone having 99 Problems. This allusion is probably recognized by their listeners who know Hip Hop music, but is certainly not going to be picked up by the average Chinese listener. Whether the average listener recognizes the allusion or not, Purple Soul is paving a path for new phrases in Chinese, further molding their GHHNL variant. 
Now compare allusions to another example of Purple Soul borrowing notions from the Hip Hop Nation. In their music and in their speech, Purple Soul can be heard using HHNL specific lexical items. These usages are yet another result of their efforts to claim membership in the Hip Hop Nation (Higgins, 2009). For example, everyday hustle point to an affiliation with the Hip Hop Nation. There are also borrowed words and phrases from HHNL. One example is Purple Soul’s usage of respect, which has been used heavily in recent years on social media and even rap TV shows. Sometimes it is transcribed in its original orthography ‘瑞思拜’, and at other times appears in its transliterated loanword spoken form  [ʐʷəi.sz.pai]—where the second syllable’s syllabic consonant [z] can be devoiced to a [s], bringing it closer to the [sp] consonant cluster it is in the donor language. 
Additionally, borrowed phrases occur in the speech of Purple Soul. For example, in an interview, Jah Jah Way kept repeating variations of the same discourse marker: 

(2)	
	你明白我意思吗？
	ni	ming	bai	wo	yi	si	  ma
	you 	clear	white	I	mean	thought  Q
	‘Do you know what I mean?’

	During the interview, Jah Jah Way rarely receives verbal agreement from the interviewer in response to ‘do you know what I mean’. Instead Jah Jah Way seems to be using this to elicit agreement from himself. This discourse marker is most likely influenced from Jah Jah Way’s idol, Tupac, who uses it throughout his music and speech.[footnoteRef:4] In the outro to one of the singles on Purple Soul’s debut album, a portion of one of Tupac’s MTV interviews is played. In the same interview, which appears in his posthumous 2003 documentary, Tupac is heard using the discourse marker ‘you know what I mean’ and variations of it, throughout the interview. There is even one segment which lasts less than 60 seconds, where Tupac uses the discourse marker 6 times. Jah Jah Way’s use of the markers in Chinese shows a striking resemblance to Tupac, but it is unclear how much his listeners pick up on this. [4:  The discourse marker ‘you know what I mean’, in British Black English, has been shown to have origins from the Jamaican Creole speaking youth in London (Sebba and Tate 1986). Although it is not clear to what extent Jah Jah Way has interacted with Jamaican Creole-speaking youth from London, as will be shown later in this section, Purple Soul (as well as other Beijing artists) make reference to Jamaican culture. ] 

In Chinese, it seems to be relatively unfamiliar to listeners, as evidenced by the amount of attention it receives in the comments section of NetEaseMusic—a popular music streaming platform. Out of the 86 most popular comments, 53 make direct reference to the discourse token. Below are some of the comments which have garnered the most likes.[footnoteRef:5] [5:  Like in Saeji (2020), all translations are by the author.] 


I know what you mean, I really know what you mean, if you say it again will you know what you mean? I’m really confused, do you know what I mean?
					(NetEaseMusic user jxiating)

I counted 121 instances of ‘do you know what I mean’
					(NetEaseMusic user zzr_f)

But perhaps there are listeners who pick up on the usage, recognizing it as a borrowed non-Chinese form. The following are direct quotes and not translated: 

‘u know what i sayin’ 					
					(NetEaseMusic user ruijiao)

‘u know wat im sayin?
					(NetEaseMusic user shoulijunyun)

Jah Jah Way’s consistent use of the discourse markers create a way of speaking different from that of his audience. Thus further molding a variety of HHNL that is both new and memorable for Chinese listeners. 
Indirect and direct references to HHNL are found throughout Chinese Hip Hop and are worthy of analysis on their own. Purple Soul, like many MCs in China, are heavily influenced by HHNL, as reflected in their stage names. They make overt connections to not only Hip Hop’s Jamaican oral tradition roots but also other Hip Hop traditions. For example, the name Jah Jah Way can be attributed to ‘Jah’ or ‘Jah Jah’, which in Rastafarian culture refers to a higher power (King and Jensen, 1995). Possibly unrelated to Rastafarian culture is the ‘Way’ part of his name, which is most likely a transliteration of his Chinese name, Jia Wei. However, this could also be a reference to the ‘Jah’ part of his name, making his name mean something like ‘the way of god’. As for Feng Xiao, aka Fac-D12, his name draws inspiration from graffiti artists, who start with their name and end with a location (Chen, 2018). For Fac-D12, ‘Fac’ is short for ‘Frank’, his English name. Fac-D12 is the only member to have studied abroad and may thus be keener to use his English name. The ‘D12’ refers to the building he lives in, Debao 12 (Chen, 2018). Lastly, SouthSide Samurai most likely takes inspiration from Hip Hop to claim one’s neighborhood in relation to the city or region one represents (e.g. Westside Connection). As SouthSide Samurai hails from Beijing’s southside, this seems quite likely for him (Chen, 2019). The connection Purple Soul makes with the Global Hip Hop Nation is apparent through the above examples. 

5  Global, national, and local sounds
Purple Soul’s GHHNL variant is not only done through the inclusion of global linguistic elements, such as multisyllabic rhymes, influenced from patterns popularized by Black American Hip Hop music, but also local sounds. Purple Soul, by taking the adaptation of multisyllabic rhyming and applying it to the Chinese language, create a new rhyme set that is both localized and connected to the Global Hip Hop Nation. Specifically, Purple Soul rhymes well known Chinese tetrasyllabic phrases, such as those shown below in example (3). Such phrases are common in the speech of Chinese speakers, rooted in Chinese culture and encouraged in Chinese language classrooms across the world. 
In the song ‘Everything’, right before the tetrasyllabic rhyme scheme is delivered, SouthSide Samurai goes from rapping about his irritations with society to talking directly to the listener, saying ‘let me tell you how to do it’.[footnoteRef:6] This ‘it’ most likely refers to rhyming or MCing. The rhyme scheme in example (3) is not only uniform in syllable count but also has a matching pitch range, with the first three syllables of each rhyme rapped in a relatively higher pitch than the last syllable. This phenomenon of matching pitches between rhyming syllables is something which has been extensively researched in music theory, see (Komaniecki, 2019) for what he calls ‘rhyme strengthening’. However here, the pitches are those innate in the syllables SouthSide Samurai rhymes, and not necessarily used to strengthen the rhyme scheme. The first three syllables are in the upper register, and the last syllable is in the lower register of SouthSide Samurai’s speech. ‘Upper’ and ‘lower register’ distinguish pitch ranges in tone languages, with upper register as the higher pitch area of a speaker’s pitch range, and the lower register the lower pitch of a speaker’s pitch range (Yip, 2002). In both Standard Chinese and Beijing dialect, there is a binary distinction between the upper tones, marked as [+Upper], i.e., 1, 2, and 4, and the lower tone, tone 3 marked as [-Upper]. The syllables are all marked with their respective surface level tones: [6:  Original orthography is as follows: ‘我告诉你该怎么做’[let me tell you how to do it].] 


(3)	[tɕʰiŋ1 tɕʰiŋ1  ʈʂʰu2  ʈʂʰu3]
qing 	qing   chu    chu
clear 	clear   clear  clear
‘Clear and organized.’

[ɕin1 	     ɕin1 	kʰu2 	kʰu3]
xin 	     xin 		ku	ku
laborious laborious 	bitter 	bitter 
‘Experiencing difficult hardships.’

[fəŋ2 	fəŋ4     pu2      pu3]
feng 	feng   bu       bu 
sew 	sew    mend  mend 
	‘Frugal lifestyle.’

Another point about example (3) is that the tetrasyllabic rhyme scheme matches the tendency for 4s in Hip Hop music. Generally speaking, Hip Hop music has a tendency for 4s, (e.g. 4 quarter notes per line, 4 lines per stanza, 4 stanzas per verse, etc.). This new ‘4’ makes use of common Chinese phrases and multisyllabic rhyme structures influenced by Black American Hip Hop music. Purple Soul’s intentional connection with Chinese listeners is thus influenced by both homegrown and global techniques, contributing further to their GHHNL variant. 
Rhymes are also hotspots for other linguistic innovations such as matching cross-linguistic sounds. Purple Soul in one of their songs rhymes diphthongs ‘night’ and ‘high’ from HHNL and ‘hai ‘ from Standard Chinese:

(4)	night	high	海	
		hai	
		sea	
		‘sea’
[aɪ] 	[aɪ]	[ai] 

The diphthongs in (4) are from the words ‘night’, ‘high’, and ‘海’ [naɪ haɪ hai] and rhyme phonologically. Matching Standard Chinese sounds with HHNL sounds is something which Purple Soul does rather consciously, as MCs tend to pay more attention to their speech in music (Alim 2002, 2006). In the pronunciation of the word ‘night’, Fac-D12 does not utter the [t] at the end. Such final consonant deletion mirrors processes found in speakers of HHNL, but could just be done by Fac-D12 for rhyming purposes—or the fact that taps and consonant codas outside the velar and dental, are not documented in SC or the Beijing dialect. 
In addition to the Standard Chinese and HHNL rhymes, Purple Soul also uses Beijing dialect to create bilingual rhymes. In one instance, they rhyme a Beijing dialect-specific lexical item ‘妞儿’[girl], with the English word ‘know’, shown below side by side:

(5)	妞儿 	    know
	niu-er
	girl-DIM
	‘girl’		
	[o˞u˞] 	    [oʊ]

[bookmark: _Hlk158904158] In example (5), the first diphthong, the rhotacized diphthong, is for the rhyme of the word ‘妞儿’. This Beijing word is pronounced with rhotacization, a feature which is dependent on vowel quality (Lee & Zee, 2003). Depending on vowel quality, some segments get deleted and completely replaced with the r-suffix in the Beijing dialect, often transcribed as [ɹ]. The r-suffix was a diminutive originally only suffixed to familiar animal names, then later used as a hypocoristic for small or cute animals (Tatsuo, 1957, 2003). It later became suffixed to just nouns (Chao, 1968; Norman, 1988), as seen in the Beijing dialect today, but is sometimes simply a stylistic feature (Duanmu, 2007). Unlike for L1 Beijing speakers, r-suffix (or in the above example, vowel rhotacization) usage varies for other Standard Chinese speakers. This variance usually occurs as avoidance of it or instances of hypercorrection. The r-suffix or rhotacization is common in the speech of Beijingers, such as Purple Soul, but not necessarily Standard Chinese speakers from outside Beijing. Purple Soul’s use of dialect connects them with their local audience. It is also a way for them to show the rest of the country where they are from, to represent their hometown. This, coupled with the usage of HHNL, allows them to contribute to making a GHHNL variant that blends in local linguistic features. 
In addition to Beijing-specific lexical items as shown above, Beijing colloquial items are also found in the music and speech of Purple Soul, for example, the morpheme ‘瓷’ [brother], transcribed as [tsʰɹ̩]. More specifically, this morpheme is an endearment term specific to Beijing speakers. It is for close friend, and not referring to a male sibling brother. Although it is present in Purple Soul’s everyday speech, its increased usage in their music is enough to warrant particular attention. In a 2020 record by fellow In3 family member Jiuwei, where Jah Jah Way and Fac-D12 are featured, almost every line contains it. The MCs can be heard saying ‘my brother’ does this, ‘my brother’ does that. The excessive presence of ‘brother’ in their lyrics compared to their speech could be a deliberate attempt to strengthen their connection with their local audience. This is parallel to how Black American Hip Hop artists Juvenile and Eve connect more with a specific audience by having excessive copula absence in their music compared to their everyday speech (Alim, 2002, 2006). 
Purple Soul, like other MCs, are ‘ultraconscious’ (Alim, 2006, p. 124) of their speech, and often intentionally vary their pronunciation (Alim, 2002, 2006). This can result in rhyming at slower tempos compared to the rapid speech tempo of their everyday speech. One indicator of this is the attention given to syllables. The relaxed tempo and clear articulation which Purple Soul rhymes in is highly intentional, ensuring that listeners hear their message. However in their everyday speech, signs of consonant reduction are more apparent, like shown in (6) below.

(6)	a.  但是 [tan ʃ̺ɹ̩]  [tan ɹ̩]
     dan shi
     but is 
     ‘But’

b.  联系 [ljæn ɕi]  [ljæn i]
     lian xi 
     ally system
     ‘Connect’

c.  而且 [ə˞ tɕhiɛ] [ə˞ jɛ]
     er   qie
     and and
     ‘And’

The consonant reduction occurring in (6) is not generally found in their music. Additionally, Beijing dialect-specific pronunciations of dental sibilants are used by Purple Soul, as in (7). 

(7)  孩子 [xai t̪θə] 
      hai-zi
      child-NOMSUF
      ‘Child’

The dental consonant [ts], the official Standard Chinese pronunciation of the second syllable’s onset, is commonly pronounced as interdental by many Beijing speakers, as shown in (7) above. This fronting of the dental [ts] to [t̪θ] is a known phenomenon in Chinese phonology (Duanmu, 2007). The interdental pronunciation is found in the speech and music of Fac-D12, but not in the other two members. Fac-D12 pronounces the second syllable with an interdental consonant followed by a schwa as in (7), while Jah Jah Way and SouthSide Samurai tend to use the Standard Chinese alveolar-dental articulation. The sound appears 25 times in track two ‘To Know’, a song Jah Jah Way and SouthSide Samurai perform (appearing 33 times in all the song lyrics collected for this research) and is pronounced in Standard Chinese, not the Beijing dialect variant. Compare this to Fac-D12’s Beijing pronunciation of the word which appears three out of the three times for him in the corpus. Purple Soul simultaneously makes a connection with its local and national audience through Beijing dialect and Standard Chinese. The variation in their language from Standard Chinese to Beijing dialect to HHNL makes their GHHNL variant what it is. 
6  Conclusion 
Purple Soul varies their speech to both connect with their local audience and national audience. Their usages of HHNL — including lexical items, allusions, in their lyrics and speech — in addition to Beijing dialect and Standard Chinese, creates a new GHHNL variant, like what is seen in Hip Hop worldwide. Purple Soul simultaneously gives back to the Global Hip Hop Nation and their community through their integration of different linguistic features. Purple Soul, although a unique group in China, is just one of many artists globally making a connection with what they consider Hip Hop. 
This paper has focused on Hip Hop language practices not only in a global context, but also in the local and national context. Without HHNL, there would be no Purple Soul, and without Purple Soul and other manifestations of the Hip Hop Nation in the world, there would be no GHHNL variants. The GHHNL variety that Purple Soul has created through their music and speech will continue to contribute to a better understanding of how local and global languages can join to create variants of the GHHNL. Purple Soul consciously uses Beijing dialect and Standard Chinese to create a local and national community, while also borrowing from HHNL. By combining these three, they create a GHHNL variant that is one of a kind. 
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