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Materials, Tunings and Performances: A Survey of Chinese 
Bowed Zithers in the 21st Century

Xiong Manyu

Abstract

In China, if  the variety of  bowed lutes is rather little known, bowed zithers are fewer but 
also remarkably widespread. As one of  the earliest bowed zithers in ancient China, Ya zheng 
[轧筝] was recorded in the Old History of  the Tang Dynasty [旧唐书] (completed 945 CE) 
and Yue shu (Treatise on Music) [乐书] (completed 1140 CE), which gradually faded out 
of  use since the Qing Dynasty. Yet similar instruments are still popular in traditional music 
today, including Cuo qin [挫琴] in Shandong, Ya qin [轧琴] in Hebei, Wenzhenqin [文枕

琴] in Putian, Ya zheng in Jinjiang, the seven-string zither of  the Zhuang people and so on. 
This paper combines synchronic fieldwork with former research to classify and compare the 
materials, constructions and performances of  existing bowed zithers, or in other words, Ya 
zheng-liked instruments in China. From my perspective, Ya zheng not only symbolizes the 
transition from struck to bowed, but also creates new meanings in different contexts and 
collides with different cultural ecology to create new expressions.

Keywords:  Chinese bowed zithers; Ya zheng; Tube zithers; Board zithers.

Introduction

The Ya zheng (ya: “rolling”; zheng: “zither”) is a Chinese bowed 

instrument. It is a traditional zither similar to the Guzheng (a chinese seven-

string zither) but bowed by scraping with a sorghum stem dusted with resin, 

a horsehair bow, or a piece of forsythia wood (sometimes Ya zheng can be 

plucked). Some contemporary players prefer to use an actual horsehair bow 

rather than a stick, believing the sound to be smoother.
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The instrument is placed in a transverse/longitudinal position on the 

arms or in a transverse position on the floor supported on its bowed end by a 

stand. When it is placed on the floor, the player sits on the floor behind it and 

moves the bow over the strings to the right of the bridges while the left hand 

varies pitch and vibrato by pressing the strings on the other side of the bridges. 

Characteristically the tone of the Ya zheng is raspy, and its melodies are highly 

inflected and expressive.

The Historical literature of Ya zheng

As one of the earliest bowed zithers in ancient China, Ya zheng was 

popular in the Tang Dynasty (618–907). The first record of Chinese bowed 

zither Ya zheng appeared in the Jiu Tangshu (Old History of the Tang Dynasty, 

completed 945 CE), “The Ya zheng is made to creak with a slip of bamboo, 

moistened at its tip” [唐有轧筝，以竹片润其端而轧之，因取名焉]. In the Tang 

Dynasty, Ya zheng was played with lubricating bamboo pieces bowing it. It 

earned its name “Ya zheng” as “Ya” in Chinese, means the movement of bowing 

the instrument.

An early illustration of the Ya zheng appears in Chen Yang [陈旸]’s Yue 

shu (Treatise on Music) of 1104, showing a long zither with a slightly convex 

soundboard, approximately nine strings, and an L-shaped playing implement. 

Ya zheng was also referred to as qin (a different character from the seven-string 

scholar’s zither) from the Song to the Ming   Dynasties. 
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Figure 1 

Illustration from the Yueshu of Chen Yang 

cited in Chen Yang, Yueshu (Treatise on Music) .1104. Music Graph 
Theory. Folk Part. Eight Tones Volume.

The 13th-century encyclopedia Shilin Guangji [事林广记] 
(Comprehensive Record of the Forest of Affairs) states that the instrument 
had seven strings, each with a movable bridge underneath. Da Qing Huidiantu 
[大清会典图] (Illustrations for the Compendium of Administrative Laws of 
Qing, 1899) describes the Ya zheng as having ten strings played with a straight 
wooden stick. 

Iconography depicting the Ya zheng performing court banquet music 
and accompanying sung poetry suggests the instrument grew in popularity 
in the central plain from the 12th century onwards. By the 14th century the 
seven-string Ya zheng had been exported to Korea, where it is still played, while 
a source from 1607 states that the instrument was played in Mongolian music. 
Since the Qing Dynasty, Ya zheng gradually faded out of use in China.

Ya zheng-liked instruments are now found in regional folk ensembles in 
Shanxi, Shandong, Fujian and Hebei provinces, often under different names, 
such as Wenzhenqin, Waqin and so on. In 1953, a kind of bowed zither, the 
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Wenzhenqin (also called pillow zither), was found among the accompaniment 
instruments of the Wenshiyin [文十音] ensemble in Hanjiang Town, Putian 
City, Fujian Province, and in 1957, the Cuo Qin, an accompaniment 
instrument for the Bangzi opera [梆子戏] and folk songs, was discovered in 
the first musical performance in Qingzhou City, Shandong Province, and in 
1988, the Ya Qin (also called rolling qin), an accompaniment instrument for 
the Henan Dadiao [河南大调], was discovered in Yuanmen Village, Maigang 
City, Henan Province. Although these instruments were found in different 
regions and their forms differed, they all had one common feature: they could 
be bowed and struck and the forms and playing methods of these instruments 
corroborated with that of the Ya zheng recorded in ancient documents. 

Previous Research 

In China, if the variety of bowed lutes is rather little known, bowed 
zithers are fewer but also remarkably widespread. Following the Zhongguo 
Yueqi Tujian [中国乐器图鉴] (Chinese Musical Instrument Illustration), 
Chinese Scholar Xiang Yang [项阳] devotes chapter four of his book Zhongguo 
Gongxian Yueqi Shi [中国弓弦乐器史] (History of Chinese bowed string 
instruments) to bowed zithers. As one of the earliest bowed zithers in ancient 
China, the most impressive features of Ya zheng are its unique playing method 
(struck or bowed the strings with bamboo pieces) and its similar shape to the 
Guzheng. Previous research of the Ya zheng often focuses on these aspects.

There are studies in the 1980-90’s focusing on the investigation of bowed 
zithers’ historical provenance and discussing the supposed origins of all bowed 
instruments. In early history, the Zhu [筑] (ancient five-string instrument in 
China) was a struck zither, long predating bowed lutes, as Laurence Picken noted 
in his “Early Chinese friction-chordophones”(1965). R,epresentative research 
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is that of the scholar Xiang Yang, who asserts that the Ya Zheng is an early stage 
in the development of Chinese bowed string instruments. According to Xiang 
Yang’s research, the Ya Zheng and Zhu, which were  musical instruments of 
the pre-Qin Dynasty that produced sound by striking, have the same origin, so 
they are both called the "Zhu family of musical instruments", a unique Chinese 
family of bowed string instruments that struck and bowed strings "(Xiang Yang 
1999).

On the other hand, in the classification of traditional Chinese musical 
instruments, besides the Bayin Feileifa [八音分类法] (eight categories of 
Chinese musical instruments), another common traditional classification is 
to classify traditional Chinese folk instruments as blown, struck, plucked and 
bowed instruments according to the method they are played. The emergence 
of the bowed zither is considered to mark the development and transition from 
the struck instrument to the bowed instrument in China, and it is the ancestor 
of all kinds of bowed instruments (Zhou Wuyan1992; Xiang Yang 1999).

In the 2000’s, there was a shift towards fieldwork on such instruments 
in various regions as well as an increase of case studies in organology. During 
the past five years, comparative studies on bowed zithers emerged that mainly 
compared their ecology within the framework of the historical lineages of 
bowed instruments. A fixed way of understanding more about Ya zheng is being 
constructed among a new generation of scholars: the Ya zheng is a transitional 
instrument from struck instrument to the plucked instrument.

In general, the studies on Ya zheng in China can be divided into two 
main types. Many of scholars focus on the origin and development of bowed 
zithers, while others, based on fieldwork and case studies in organology, discuss 
the existing circumstances of Ya zheng through in-depth case studies. It is 
rare to compare the similarities and differences of the Chinese bowed zithers 
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from the macro perspective. Therefore, this research combines synchronic 
fieldwork with former research to classify and compare the materials, tunings 
and performances of existing bowed zithers, or in other words, Ya zheng-liked 
instruments in China.

Outlines of Existing Bowed Zithers in China

1. The Geographical Distribution Map 

According to the panel members’ fieldwork and former research, I drew 
a geographical distribution map of existing bowed zithers in China.

Figure 2 
A map of existing bowed zithers in China. Created by the author.
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Bowed zithers in Chinese folk traditions have alternative regional names. 
From the map, we can note that the bowed zithers are distributed in nine 
provinces and 13 regions of China, involving 13 music genres. From the north 
to the south of China, they are Ya zheng in Hebei province, Waqin in Beijing 
city, Yaqin in Hebei province, Cuo qin & Foqin in Shandong province, Ajaeng 
of Korean people, Ya zheng in Henan province, Wenzhenqin in Fujian province, 
Ce and Zhutongqin in Yunan province, TongDeng in Guangxi province, and 
Zhengni of Zhuang people.

According to the classification system of Hornbostel and Sachs, a zither 
is a ‘simple chordophone’ given the number 31, among which the bowed 
zithers in China and East Asia can be divided into two categories. One is tube 
zither, which is mainly distributed in southern and southwestern China and 
the regions bordering East and Southeast Asian countries. The other type is 
board zither, which is the major type of Chinese bowed zither and is distributed 
in the north and south of China. Zithers of this kind, which give the number 
314.122, all have box-shaped resonator boxes.

2. Tube Zithers

In China, there are two types of tube zithers, both whole-tube zithers 
and half-tube zithers. The whole-tube zithers include Tongdeng in Guangxi 
province and Zhutongqin in Yunnan province. Zhutongqin are widely popular 
among Dai, Jino, Hani people in the southern region of Yunnan province. 
Constructed from tubular sections of bamboo, the multiple strings are usually 
raised up from the bamboo surface itself and struck with a stick. The number 
of strings often ranged from one to five and the two-strings form the most 
common one. In many ethnic groups in Yunnan province, Zhutongqin is just 
a toy for children, so it is very arbitrary, with no relative pitch requirements. 
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However, among the Jingpo people, it has become a kind of magic instrument 
for the religious "Dong Musa" to recite prayers while playing. Among the Wa 
people in Ximeng County, a tongue-shaped resonant reed is added to each 
string, which not only increases the volume but also makes the tone softer, 
and is also used to accompany the blowing of "reed horns" in addition to 
accompanying folk songs. The other whole-tube zither is Tongdeng in Guangxi 
province. It is also made of bamboo.The name of this instrument is derived 
from the transliteration of the sound "dom deg" .

Figure 3

Yunnan Zhutongqin

cited in Wu Xueyuan. (2009). Yunnan Ethnic Musical Instruments 
Catalogue. Yunnan: Yunnan Fine Arts Press, 185.

The representative half-tube zither is the seven-string zither (chengyin) 
of the Zhuang people. The seven-string zithers are shorter than Ya zheng in 
north of China, with seven strings and soundboards ranging from slightly 
convex to a 180-degree half circle. Supported with the left hand on the bottom 
of the instrument, the end rests against the performer's shoulder or chest while 
being bowed with a long horse-hair bow.
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3. Board Zithers

In the board zithers, according to the string course, I distinguish between 
a single course and a double course. The double course instruments are mainly 
distributed in northern areas such as Hebei and Shandong province, and can 
be found in Heibei Shifan [河北十番] ensemble ,Beijing Miyun Wuyin Drums 
[北京密云大鼓] and other music genres. Single course instruments are mainly 
distributed in Henan, Fujian, Guangxi, Yunnan province and other southern 
regions, and can be found in Putian Wenshiyin, Jinjiang Shifan [晋江十番] 

ensemble and other music genres.

In the second level of classification, due to the diversity of the string 
structure of the instrument, I took the “way to tension the strings" as an 
important parameter and divided the board zither into two categories: cotton 
cord and tuning peg. Furthermore, I distinguished the types of tuning peg.

In the Wu'an of Henan Province, there is a folk saying, "It's easy to play 
Ya zheng, but hard to fix the strings”, the way to tension the strings reflects the 
local people's understanding and wisdom of the instrument. The cotton cord 
and tuning peg used for yazhang also affect its performance in different places.

In the single course of board zither, Korean Ajeang as well as the Yaqin 
in Hebei Wu'an city are mainly used to fix the string with a cotton cord. The 
tensioning way of Yaqin in Wu'an is to tie one end of the string and trip it into 
the hole. The other end uses a cotton cord to tighten the string so that it is close 
to the set pitch, and then tie the extra string to the upper part of the body as 
decoration.
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Figure 4 &5 
Hebei Wu'an Ya Qin & Korean people Ajaeng 

Cited in Xiao Mei, Rong Hongzeng and Huang Yanfang. (2003).
The musical arts of ancient China. Hong Kong: The University of Hong 
Kong Museum of Fine Arts, 113.

The ajaeng, having its origins in Tang Dynasty China, was derived from 

the Chinese Ya zheng, which was introduced to Korea during the Goryeo 

Dynasty. Since the second half of the 20th century, various improved ajaengs 

have been made and used to play various ranges. Ajaeng’s body is about 102 

cm long and 25 cm wide and is made of paulownia wood. The ajaeng’s strings, 

made of twisted silk, are supported by separate movable bridges. The bow with 

which it is played, some 40 cm long, is fashioned from a peeled forsythia branch 

that has been hardened with pine resin. 

Ajaeng refers to this cotton cord as “ran wei[染尾](dyed tail) ”; The “ran 

wei” is tied between two thick string holes at the end of the zither. Because 

most of the strings of the ajaeng are made of silk, the tension by the cotton cord 

is enough to tie them. This also forms the throaty sound of the Ya zheng. In the 

past in Wu'an of Henan Province, the Ya zheng is mainly used to play with the 

Erxian and the Tu pipa. The Erxian has a sharp sound, while the Tu pipa has a 
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dull sound. The Ya zheng "glues" them together, making the band sound more 

harmonious.

The same instrument ensemble also appeared in Hebei province. In 

the video collection of the late Qing dynasty, "The Chinese Video Record of 

Lalibe", we saw the use of the Ya zheng with a double course, and the ensemble 

of soprano instruments such as the Jinghu [京胡] and bass instruments such as 

the pipa. Firmin Laribe was a French military officer active in Beijing around 

the years 1904 and 1910. His archive encompasses over four hundred gelatin 

silver prints, notebooks, and albums amongst other documents.

In addition to the cotton cord, another important way to fix the strings 

is to use the peg. Different from the metal pegs used in Yangqin and Guzheng, 

almost all the existing bowed zithers use wooden pegs with various positions. 

About the Ya zheng with a double course, the position of the peg is 

relatively single and almost outside the body of the zither. In this paper, I will 

focus more on Ya zheng with a single course. According to the position of the 

peg, I divide it into four categories.

The first one, "the peg on the body of zither", is represented by Ya zheng 

in Henan Wugang city and Fuqin in Shanxi Hejin city. The tension way of 

the Ya zheng in Wugang is similar to the sixteen-strings Guzheng in the Qing 

dynasty. The peg is V-shaped. Fuqin in Hejin has two rows of strings at the 

end of the zither, each row with six pegs, and the strings are tied in a staggered 

manner.
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Figure 6

Wugang Ya Zheng in Henan Province 

Cited in Han Zhimin. (2012). A Report on the Musical Culture of the 
Guo's Ya Zheng. Henan Province, master’s thesis of Henan Normal 
University, 29.

If we search for information about the Ya zheng in Henan Province, 
we will see a keypoint: living fossil of musical instrument. This instrument 
is described as "a sound from 1500 years ago". According to Guo Jiuzhou                   
[郭九州], an inheritor of intangible cultural heritage, the Ya zheng in Henan 
province has its origins in his ancestors' journey. They pleaded their way from 
Shanxi Province to Yuanmen Village, Wugang City carrying the Ya Zheng, 
seeking refuge from the late Ming and early Qing dynasties'wars. Free from 
the warring life, Guo’s musical family attended temple fairs and participated in 
fixed performances. They performed ancient legends, myths, classical stories of 
emperors and sages, and folk tales. The identity and status of the Guo family 
musicians changed, and they were respected by the locals.

At present, Guo's family is considered to comprise of local professional 
folk musicians who are which is responsible for the promotion of local music 
culture. Out of the awareness of their identity as a folk music family and the 
protection of "intangible cultural heritage", the Ya zheng, which has been 
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passed down to Henan province, the archaeological province of China and 
the cultural center of the Central Plains, has maintained its almost unchanged 
form and style of playing. Therefore, Guo's Ya zheng has been promoted as a 
"living fossil" to this day.

The second category is "the peg hidden under the body of zither". The 
peg of Putian Zhentouqin [枕头琴] is similar to the fuqin in Shanxi province. 
It also fixes the peg on a specific board, but the Zhentouqin hides it under the 
board, making the surface of the zither cleaner. This is also similar to the Ya 
zheng in many historical images.

Figure 7

 Putian Zhengtouqin

Photo by author.

Zhentouqin in Putian city, has a very rich historical resource. In the old 
days, the Wenshiyin ensemble had a set of rules and regulations, and masters 
only accepted rich children with good looks and intelligence as apprentices, 
and people had to wear the costumes of ancient musicians. Furthermore, 
this instrument retains the name "qin" [ ] from the instrument in the Song 
dynasty, and the word "zhen" is also similar to the pronunciation of “qin”. Since 
Chen Yang, the author of the Song dynasty's "Treatise of Music", which has a 
detailed account of the Ya zheng, was a native of Fujian province, the Ya zheng 
was played in Fujian province before 1103 A.D. at the latest.
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The third category , "the peg open to the side", is “Xiaguqin” [虾姑琴] 

(shrimp zither) in Xiaoxia village, Jinjiang city, which is a recreation of Ya zheng 

in the local context. There are five pegs on each side like the legs of a "shrimp". 

The village of Xiaoxia is located near the sea, and with the natural advantage of 

a many fields by the sea and the vast land, the people of Xiaoxia have actively 

developed agriculture and fishery, making Xiaoxia village famous as the "town 

of fish" in Dongshi city. The local people, in connection with their eating habits, 

call this instrument the shrimp zither. The shape of the peg like a shrimp has 

also won the favor of the local people.Another reason for peg fixing on the side 

is that in the past, in Jinjiang, this instrument was played mostly while walking, 

and if there is any deviation, it can be adjusted in time.

Figure 8

Jinjiang Xiagu Qin

Photo by author.

The fourth category is "the peg in the box". Taking Putian’s improved 

Wenzhenqin as an example, the change of the peg position has witnessed the 

development of the reformed instrument. In Putian city, Wenzhenqin was 

derived from aforementioned Zhentouqin. The reform of the zhentouqin 

began in the 1980s, and first from the name: Huang Wendong and Huang Fu'an, 

Putian city culture museum researchers, combined the name of "WenShiyin" 

ensemble and "zhentouqin", named this new instrument "Wenzhenqin".
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Like the history of the reform of Guzheng, the peg is also placed in a 

specially cut box to avoid interference with the performer's vision. It not only 

protects the peg and the peg board, but also reduces the oxidation caused by 

air and water, effectively prolonging its life, and this plays a certain role in 

beautifying the appearance of the zither. At the same time, the pegs of this 

instrument have also changed into metal pegs, because of the reform, the 

strings have changed from silk to steel, and all metal pegs can produce greater 

tension. It also makes the zither sound louder and cleaner. This instrument has 

gradually become used professionally.

In the 1990s, Huang Fu'an, Li Shangqing and other Putian performers 

and composers composed more than a dozen works with a modern flavor 

using this instrument. They have also included large orchestra concertos like 

"Sea-Goddess" and so on. The key words around the instrument have become 

Maizhou woman [湄洲女], ode to Mazu [妈祖颂], homesickness [思乡情] and 

other words with the style of the topic of the times. In addition, Huang Fu’an 

has also written a set of teaching textbooks for the Wenzhenqin, imitating the 

modern college teaching style.

It can be said that this instrument, from the details of the pegs to the 

modern playing style to the whole chain of the instrument's ecology, had 

undergone a very significant transformation. A new context has been created 

for the Wenzhenqin. In this context,the Wenzhenqin has also gained some 

social recognition and popularity.

Although Zhentouqin once developed and grew in Putian's local area 

based on Wenshiyin ensemble, with the disappearance of Wenshiyin, the 
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instrument also changed with the times. On the one hand, it is the identity 

of the reformer and the researcher that has made the reformation of the 

instrument radical, but on the other hand, the reformation of the instrument 

is also the most prominent among the contemporary changes of the Ya zheng 

in China. The reform momentum is also inseparable from the overall tolerant 

environment and cultural atmosphere of the coastal region, and the fate of the 

instrument is constantly changing its direction through the interaction with 

people and the changes of the times.

At the same time, the playing method of this instrument is also an 

interesting topic. In the board zither, most instruments can be bowed or struck. 

However, some players in certain regions prefer to strike them, such as Fuqin in 

Shanxi province & Cuo qin in Shandong province, locally referred to as Daqin 

from the name, Da, means the movement of striking the strings, which shows 

the performance habits. Some regions prefer to bow, such as Bowed Yatga, 

Wenzhenqin in Putian city.

Different playing methods reflect different regional preferences for Ya 

zheng. The Ya zheng which is bowed "glues" the band together, making the 

band sound more harmonious, such as the aforementioned Ya zheng in Wu'an, 

Hebei Province. The Ya zheng which is struck emphasize the graininess of the 

instrument itself.

The improved Wenzhenqin combines the playing skills of erhu, 

guzheng, pipa and other musical instruments, which can be played by bowing 

or plucking. In my interview with Huang Fu'an, I was impressed by the phrase 

"Free your left hand!". Huang Fu’an was a former erhu player in Putian city, 
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so he borrowed a lot of techniques from the erhu, such as hua yin (slides), rou 

xian (vibrato), and huan ba (changing positions), as well as the plucking and 

overtones of the guzheng technique. 

Conclusions

In general, Ya zheng has been developed in China and East Asia in 

a rich variety of ways. If we go deeper into each case, we can feel the multi-

layered connection between the instrument and people, social environment, 

and cultural ecology. The instrument was used in court, aristocratic, and folk 

music, as well as in contemporary classical music and film scores at present.

From my perspective, before doing this research, I only knew that bowed 

zither Ya zheng is a musical instrument that belonged to history. However, 

after my fieldwork and research, I found that this musical instrument shows 

great adaptability in different cultural contexts and ecology, it also highlights 

the flexibility and inclusiveness of a musical instrument. Ya zheng not only 

symbolizes the transition from striking to bowing, but also creates new 

meanings in different contexts and collides with different cultural ecologies to 

create new expressions.
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BTS (Bulletproof Boy Scouts) as a part of South Korea’s 
Cultural Diplomacy and Soft Power Strategy

R.M.C. S. Ranasinghe

Abstract

Today, K-pop culture, which is also known as the “Korean Wave” or “Hallyu” has become a 
global phenomenon throughout the world. Its presence has expanded to television dramas, 
movies, fashion, food, popular music (K-pop), video games, tourism, and language. The main 
focus of this paper is to examine one of the main essences of the Korean Wave; Korean Pop 
music and idol culture and its impact on the world. This research focuses on exploring the 
relationships between the spread of Korean pop music and social and political alterations from 
a global point of view. Using the popularity and influence of BTS, this research brings out the 
cultural diplomacy approaches related to non-state actors within the advancement of cross-
cultural relations. Therefore, cultural diplomacy helps a state to acknowledge the foreign states 
which helps to stimulate mutual understanding. Music can be taken as a powerful tool for 
self-expression, social activism, and public diplomacy. 

Keywords :  BTS, Contemporary Music, Cultural Diplomacy, Korean Wave

Introduction 

Well known Russian composer Igor Stravinsky once said, “the profound 

meaning of music and its essential aim…is to produce a communication, a union 

of man with his fellow man and with the Supreme Being” (Fromm, 1956). 

This describes how music diplomacy can be used to harmonize international 

relations. The order of international affairs has considerably changed to the 
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multipolar system today from the bipolar system of the Cold War structure. 

The realists argue that “international relations are dominated by power and 

national state interests are not as applicable anymore” (Nuechterlein, 1976). 

Cooperation among states through soft power has become more effective in 

promoting intercultural dialogues between states. Therefore, this research 

is focused on BTS, a seven-member South Korean boy band – Bangtan 

Sonyeondan in Korean or Bulletproof Boy Scouts in English – that became an 

unprecedented international sensation since their debut in 2013.  

The research focuses the applicable literature and approaches of international 

relations theories which can be used for foreign policy and intercultural 

change, when considering soft power, globalization, non-state actors, cultural 

diplomacy and interdependency. The modern evolution and practical use 

of BTS are critically examined for the purpose of discovering foreign policy 

implications for South Korean diplomatic directives.

Problem Statement 

Diplomatic power, political power, cultural power, harnessing music as a tool 

to influence cultural power has been done before and can be done again by BTS 

to enhance the cultural diplomacy and soft power strategy of South Korea.

Research Question 

•	 Why is cultural diplomacy considered a tool of soft power?

•	 Why has BTS become a global phenomenon despite the presence of other 

pop groups?

•	 How can musical diplomacy improve international understanding?
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•	 How can K-pop culture contribute to cross border interaction and 

intercultural communication?

•	 What is the role of K-pop music in transforming conflicts into peace?

Research Objectives 

•	 To examine the importance of cultural diplomacy as a tool of peace-

building for South Korea

•	 To analyze how non-state actors can help South Korea to build friendship 

with other nations

•	 To explore the importance of music diplomacy in modern society

•	 To explore how K-pop act as a soft power tool to enhance the international 

relations and economy of South Korea

Literature Review 

According to the Oxford English Dictionary, "Diplomacy is the 

management of international relations by negotiation; the method by which 

these relations are adjusted and managed by ambassadors and envoys; the 

business or art of the diplomats” (Simpson & Weiner, 1989) and it describes 

the soft power as ‘a way of dealing with other countries that involves using 

economic and cultural influence to persuade them to do things, rather than 

military powers” (Simpson & Weiner, 1989).

Joseph Nye describes Cultural Diplomacy as mainly connected with soft 

power. He mentioned that “culture’ is one of three main sources of a nation’s 

soft power; culture, political values, and foreign policies with internationally 

consented credibility and moral authority” (Nye, 2008). 
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Former United Nations Secretary General Kodiak Annan highlighted 

the appropriate collaboration between the multilateral cultural diplomacy, 

promotion of cross- cultural education, and cultural relations which are 

necessary for international cooperation and intercultural dialogue (Annan, 

2003).

Jessica describes how music plays an important role in international 

relations as the universal language. “Music entailed power, emotions, and an 

uplifting moral force. Properly studied and performed, music could improve 

humanity and serve as an international language” (Gienow-Hecht, 2009). 

Had Jiang Cho discusses how the Korean Wave helped South Korea to rise 

after the Asian Financial Crisis in 1997, and how the Korean Wave escalated 

throughout the world, becoming a movement used for economic gain and 

cultural pride, providing many topics for discussions (Cho, 2005).

McDonald and Dr. Louise Diamond found Multi-track diplomacy, a 

system of approaching peace through a conceptual way to view the process of 

international peace making, as a living system. It breaks down the stereotypes 

and other barriers to peace by providing conflicting groups with the skills for 

doing what? (McDonald, 2012).

The above literature review shows the effectiveness of cultural diplomacy to 

widen local influences globally and how it influences citizens, governments 

and organizations

Methodology 

This research uses both quantitative and qualitative methods. A combination 

of primary data such as a questionnaire and the literature review as the 
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secondary data source are used to address the main research objectives. The 

Research Onion Models in Figure 01 outlines the procedure of the research.

Figure 1

Research onion of this research

Analysis and Discussion 

Data Analysis

The population of the study consisted of a group of 186 random people 

from all over the world. There was no age limit or nationality criteria when 

selecting the sample. The diversity of the members in the group was intended to 

demonstrate how music is effective to influence people breaking linguistic and 
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cultural barriers to connect with each other. The Systematic Technique has 

been used as the sample technique. The study used both the quantitative and 

qualitative approaches. This research used Tableau statistical tools to analyze 

the data. 

The following is the map of the data distribution among countries. 

According to the survey, the map shows (see Figure 2) that most of the samples 

are from the South Asian Region, as the questionnaire has been distributed 

through local channels.

Figure 2

Data distribution map

Results of the research shows how K-pop has connected people from 

many continents of the world, despite the differences in the language they 

speak or the regions where they live. Further, this survey shows how the public 

opinion of South Korea has turned from negative to positive among the world 
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population. Positive impressions of the people have increased after listening to 

K-pop.

Table 1

The change of opinion about the South Korea after listening to K-pop

The opinion about South Korea 
before listening to K-pop

The opinion about South Korea 
after listening to K-pop

Respond As % Respond Improvemen

Negative 1.61% Negative
Neutral
Positive

0%
33.33%
66.73%

Neutral 52.15% Negative
Neutral
Positive

0%
37.11%
62.89%

Positive 45.69%          Positive 100%
0%
0%

Evidently, people are also trying to absorb Korean culture and traditions 

which are regarded as the most important factors contributing to the positive 

perceptions of South Korea. Question no 20 focuses on how K-pop is influential 

and how people try to adapt to Korean culture. Based on the responses to this 

question, 71.89% of the respondents have already started following Korean 

culture. This shows how South Korea’s musical diplomacy works as their soft 

power which helps its economy and foreign diplomacy. According to Table 02, 

cultural attraction is not limited to K-pop music, it also leads to other industries 

as well. It shows how K-dramas, cuisine, K-movies, and cultural programmes 

have also become attractive because of its music. 
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Table 2

Korean cultural attractions because of K-pop

Other Korean cultural attractions because of K-pop %

K-dramas because of K-pop 27.5%

Korean food because of K-pop 20.7%

K-movies because of K-pop 17.6%

Korean Cultural programmes because of K-pop 16.5%

Documentaries about South Korea 11.8%

Other 5.8%

	 According to the survey, 0.54% of the people speak Korean as their 

native language and 99.46% did not know Korean at first. Due to their interest 

in Korean culture, they have improved their language proficiency as follows 

(see Table 03).

Table 3

Korean Language proficiency

Korean language proficiency as%

I can understand Korean 20.0%

I can read and write Korean 13.0%

I can talk in Korean, I can understand Korean 5.4%

I can read and write Korean, I can talk in Korean, I can 

understand Korean

4.3%

I can talk in Korean 3.2%

I can read and write Korean, I can understand Korean 2.7%

I can read and write Korean, I can talk in Korean 2.2%
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	 As seen in the following chart (see Figure 03), K-pop listeners are 

interacting with other Korean fans. Some of them are already interacting while 

others like to communicate with them whenever it is possible. This shows how 

people with the same interests like to get together and it is possible to convey 

any message through them. 

Figure 3

The response for “Do you interact about K-pop with the People from other 

countries about K-pop?” 

The United Nation Organization is considered as the world’s only true 

universal global organization. It is an intergovernmental organization founded 

in 1945 after World War II to maintain worldwide peace, facilitate international 

security, international law and social equality. Today it has 193 member states. 

In 2019, BTS got the chance to address the 73rd General Assembly for the first 

time because the UN has recognized them as ambassadors of youth, who can 

speak their hearts.  In this survey, it shows that most of the research population 

are of a young age and most of them only remembered BTS’s UN message 

despite other messages from famous figures who addressed the UN General 

Assembly.
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Figure 4

Listening to UN speeches of famous figures.

 The above findings convey BTS  as an influential medium that reinforces 

the moral, ethical and spiritual value of people to promote any kind of message 

and direct people towards the same goal such as conflict resolution and 

promoting peace.

Rise of BTS

The K-pop group BTS, which is Bangtan Sonyeondan, literally meaning 

“Bulletproof Boy Scouts”, consists of seven members. The group debuted in 

2013 under Big Hit Entertainment founded by Bang Si-Hyuk in 2005, which 

was a small agency at that time (Kim, 2010).Now, it is the biggest entertainment 

agency in South Korea due to his marketing strategies through BTS  ( (Moon, 

2016)). They wanted to form a hip-hop group at the beginning. Since the 

group does not come from a large record company, they faced many obstacles 

with Bang Si-Hyuk but later attended important award ceremonies such as the 

Billboard Music Awards and Grammy Awards.
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Table 4

Details of BTS members
Name Stage name Year of Birth Role
Kim Namjoon	 RM	 1994	 Leader/  rapper, songwriter 

and record producer

Kim Seokjin	 Jin	 1992	 singer, songwriter

Min Yoongi	
	

SUGA 1993 rapper, songwriter and 
record producer

Jung Hoseok	 J-Hope	 1994 rapper, songwriter, dancer, 
and record producer.

Park Jimin	 Jimin 1995 singer, songwriter, and 
dancer.

Kim Taehyung V 1995 singer, songwriter, and 
actor

Jeon Jeong-guk Jongkook 1997 Main singer and 
songwriter

The group is influenced by a wide variety of musical genres. Their lyrics 

mostly focus on personal and social themes; mental health, troubles of youth 

and growing up, loss, self-love and individualism. These themes have major 

appeal to the audience. Their works also reflect literature and psychological 

concepts in the contemporary world.

Figure 5

BTS at 73rd United Nations General Assembly (Unicef 2019)

                      Source: google.com 
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In 2017, BTS introduced their music to the US mainstream market and 

was able to break several sales records and become the first South Korean group 

that received the Recording Industry Association of America certification for 

their single “Mic Drop”. The band is the first South Korean band to top the 

Billboard 200 and has since replicated that placement with four other records, 

in addition to being among the top ranked in the main music markets in the 

world. They are the first K-pop group to reach number one on the Billboard 

Global 200 and US Billboard Hot 100 with a Grammy nomination for their 

single “Dynamite” which they composed during the COVID 19 pandemic to 

encourage the world to overcome this crisis. Their follow-up releases “Savage 

Love” “Life Goes On” “Butter”, and “Permission to Dance” made BTS the 

fastest act to accumulate five US number-one singles since Michael Jackson. 

BTS also holds 26 Guinness World Records (BBC, 2018).

BTS has the best-selling records in South Korea, with over 20 million 

physical records being sold. In 2020, they were the first Asian non-English 

speaking artists based on the number of worldwide sales according to the IFPI 

Global Recording Artist of the Year. They have helped revitalize both the global 

music industry and the South Korean economy, indirectly contributing over 5.5 

trillion won (0.3%) to the annual GDP through concerts and endorsement deals 

(Patrick, 2017). On 24 October 2018, the President of South Korea awarded 

them the Order of Cultural Merit for collaborating in the dissemination of 

Korean culture across the world and they became the youngest ever recipients 

to receive such an award  (Kelley, 2018). In 2020, for the contribution made to 

the promotion of international relations between South Korea and the United 

States, BTS were awarded the James A. Van Fleet Award.
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They are the Top Touring Artists of the Billboard 2010s, and able to 

sell out the Wembly Stadium in London and the Rose Bowl Stadium in the 

US (Love Yourself World Tour in 2019) (Yoon, 2019).They featured in Time’s 

international cover as the "Next Generation Leaders'', and also appeared on the 

magazine's lists of the 25 most influential people on the internet (2017–2019) 

and the 100 most influential people in the world in 2019.  

The group's various achievements include nine Billboard Music Awards, 

six American Music Awards, twenty four Golden Disk Awards and it was 

nominated for a Grammy and a Brit Award (Park & Kim, 2020). Despite their 

busy music schedules, the members of BTS also partnered with UNICEF to 

promote the Love Myself anti-violence campaign, and addressed the UN 73rd 

and 75th General Assemblies. South Korean President Moon Jae-in appointed 

BTS as a “Special Presidential Envoy for Future Generations and Culture.” This 

appointment is a part of public diplomacy that seeks to broaden diplomatic 

horizons by gathering diplomatic capabilities (YAn, 2021). They made history 

once again by performing their new song “Permission to Dance” at the 76th 

United Nations General Assembly by becoming the first K-pop artists to 

perform at UNGA. The song is remarkable as it is a collaboration between the 

great musicians Ed Sheeran and BTS. The song insists that anyone can dance 

and they have used sign language for the choreography to make it meaningful to 

the auditory challenged people as well. BTS member Jeon Jongkook performed 

the official FIFA World Cup song this year. 

They had their first U.S concert for free, publishing their own concert 

in streets without knowing English and had only 150 audiences in 2014 and 

now there is only 0.01% chance of meeting them in a street or of being able to 
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purchase a ticket for one of their concerts as they are selling millions of tickets 

over one night due to their popularity. They are breaking their own records due 

to their official fan club which they called ARMY.

BTS and Intercultural Communication

This section attempts to answer the research question: "How can 

Korean pop culture contribute to cross border interaction for intercultural 

communication?”

(i) Visualization of K pop as a global phenomenon

In order to appeal to the international audience in K-pop, they use short 

and catchy English song titles, and also a few English words in the chorus. These 

short English titles can be remembered even by a child. Take BTS’s song “Mic 

Drop”, for instance, which was produced after their winning of BBMA.They 

used the title “Mic Drop” after the significant moment of the mic dropping of 

Barack Obama when he left the white house. K-pop also likes to interact with 

their fans during songs which helps fans to interact with their idols without 

drowning out the idols with singing and random yelling. They officially upload 

fan chants to their songs while launching a new song. Figure 15 is an example 

of the use of English terms and fan chants in BTS’s song “Mic Drop” using 

pink colour from their official fan chant website. (btsfanchants.com)

It shows fans starting the song with the music before BTS starts. The 

use of catchy and interesting melodies which are always accompanied by 

synchronized matching dance movements with easy steps is notable. Even 

though international fans cannot understand the Korean language, their 

simple and elegant dance moves are easy for them to imitate and have fun. For 
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example, the “horse riding dance” in “Gangnam Style” was also imitated by 

popular figures such as Madonna, Britney Spears, Chris Gayle, Neymar and 

Novak Djokovic. This proves that besides singing and dancing, visuals are also 

very important. 

 Figure 6

BTS song “Mic Drop” lyrics
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Almost every K-pop group has its own fan club made up of K-pop fans 

who are called Kpoppers or K-pop stans. The fandom names are not just words, 

they carry special meaning and some fandoms are popular as the idol group. 

The announcement of the fandom name is an exciting event. The fandom of 

BTS is called their fans ARMY, the meaning is “Adorable Representative M.C 

for Youth. 

Another feature of K-pop is the invention of the fan lighting stick.to 

replace the regular glow sticks or phone lights fan used when attending a K-pop 

concert. These lights have unique names representing the fandom group and 

unique styles according to the group. For example, BTS’s lighting stick known 

as “ARMY BOMB”. These lighting sticks lighten the concerts and they invent 

newer editions from time to time.

Figure 7

BTS Concert with Lighting Sticks
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K-pop producers always create groups with handsome and beautiful 

idols; they produce colorful, extravagant and vivid music videos and albums 

with their photos, stickers and posters, unlike other music albums. K-pop 

artists use several concepts of the same song in different performances. BTS 

has used several concepts of costumes and hairstyles to attract audiences (see 

Figure 7)

Figure 8

Screenshots of BTS performing their hit song “Dynamite” in several events 

using several concepts. (Big Hit Entertainment 2020)

 Note: First picture is BTS at Grammy, second picture is they are at iHeartRadio, 

third picture is at MTV Video Music Awards and Final is at BBMA

Figure 08 shows how they use several concepts to approach the audience. 

The K-pop industry has managed to balance and appeal to both traditional 

Asian markets as well as more open-minded Western markets. It can be noted 
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that BTS is able to outsell U.S artists in album sales (Vultaggio, 2019).

Figure 9

U.S album and digital track sales from January to July in 2019

 Source: Nielsen Music

Therefore, by using such strategies, BTS is attracting non speaking 

Korean audiences to enjoy their music. This shows how the K-pop industry is 

carefully designed and arranged to create their export-oriented entertainment 

product in order to appeal to the global audience. BTS received Billboard 

Music Awards for Top Social Artists consecutively for the 5th time from 2017, 

which was first won by Justin Bieber from 2011 to 2016. This is one of the 

three awards selected from global online fan voting results which also includes 

fan interactions with streaming and social engagements. BTS was able to win 

the award over most popular nominated artists such as Ariana Grande, Taylor 

Swift, and Rihanna 
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(ii) Social media and transnational cultural distribution, online 

K-pop circulation

Google trends, YouTube and Twitter were used to detect and measure 

the extent of recognition for the brand “K-pop” which can evaluate the 

transition of BTS from within South Korea to the global phenomenon. Data 

was gathered quantitatively.

Google Trends 

Google trend is one of the most popular search engines to measure and 

compare the popularity of search terms and trends. After the arrival of BTS in 

2014 the number of records grew day by day. The huge rise of BTS can clearly 

be observed in Figure 10. 

Figure 10

Comparison of search interest of “BTS” vs “Pop music” over time 

Source: google trends
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To assess the extent of the group’s popularity and awareness levels of 

BTS, a comparison was made between the group and other leading musicians 

in the same industry. The selection of “One Direction” and “Maroon 5” was 

done as the all English pop boy groups from UK and USA are on the leading 

edge in the music world.  

Figure 11

Comparison of three boy bands in worldwide

Figure 11 shows that One Direction is very popular in terms of search 

interest against the two other groups at the beginning of 2014 before the 

emergence of BTS.  However, the gap between BTS and other boy groups has 

been decreasing over time. It suggests that BTS is rising as a global phenomenon. 

In Figure 12, BTS enjoys the highest search interest level on average 

in every country, which proves their popularity in the global market. One 
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Direction and Maroon 5 are not even close to BTS. This implies that BTS in 

spite of being foreign artists have achieved higher levels of awareness compared 

to the domestic artists in the USA and Europe. Hence, YouTube data provides 

meaningful insight to how these singers’ music is circulating globally and 

the development of the popularity of K-pop in terms of music and video 

consumption. 

The graphs below summarize the results comparing three bands in 

selective countries in various regions in the world. In most regions, BTS 

is comparatively more noticeable than the other two bands. However, One 

Direction makes its presence in Asia. In contrast, Maroon 5 is barely known 

in Asia. 

Figure 12

Comparison of the search interest of BTS, One Direction, and Maroon 

5 respectively in selective countries since 2014 to present (Google Trends, 

2021) between countries. 

Source : google trends
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In conclusion, The K-pop boy group BTS surpasses  international big 

names such as “One Direction” and “Maroon 5” in terms of their popularity. 

It is clear that they are known and noticed in different parts of the world while 

being able to enjoy varying degrees of popularity in Asia, America, Australia, 

Europe and the Middle East which proves the increasing acceptance and 

popularity of BTS acts outside their own country. 

YouTube

YouTube plays a catalyzing role as the main channel in relation to how 

other nations approach BTS. It is also a platform to share fan-generated videos 

such as cover dance, and interacting with one another leading to an online fan 

community that facilitates the circulation of K-pop content and contribute to 

the global spread of BTS.

Table 4 indicates the most viewed YouTube music videos in 24 hours. 

K-pop groups BTS and Blackpink have more than one video in the list.

Table 4

The number of worldwide views accumulated in the video's first 24 hours.

Rank Title Artist Country Views
(millions)

Released date

1 Butter BTS South 
Korea

105.2 21.05.2020

2 Dynamite BTS South 
Korea

101.2 21.08.2020

3 How you 
like that

Blackpink South 
Korea

86.3 26.06.2020
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4 Ice cream Blackpink 
ft Selena 
Gomez

South 
Korea 
and USA

79 28.08.2020

5 Boy with 
love

BTS ft 
Halsey)

South 
Korea 
and USA

74.6 12.04.2019

6 Permission 
to dance

BTS South 
Kore

72.3 06.07.2021

7 Life goes on BTS BTS South 
Korev

71.6 20.11.2020

8 Me Taylor 
Swift ft 
Brendon 
Urie

USA 65.2 26.042019

9 Lovesick 
girls

Blackpink South 
Korea

61.4 02.10.2020

10 Kill this 
love

Blackpink South 
Korea

56.7 04/04/2019

9 Lovesick 
girls

Blackpink South 
Korea

61.4 02.10.2020

10 Kill this 
love

Blackpink South 
Korea

56.7 04.04.2019

Twitter

Twitter is a social networking service where users post and interact 

through messages. Tweets can upload up to 140 characters and it helps to 

broadcast messages all over the world. 

 BTS has an unrivaled twitter fan base of 22 million followers despite 

popular artists such as Taylor Swift, Harry Styles, Ariana Grande, Lady Gaga 

and Justin Bieber having large fan bases. There is a huge gap of about 11 million 

followers. This is all thanks to the BTS fan base,i.e., ARMY.
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Figure 13

Top six Twitter fan base of artists

Over the past decade, Korean pop has established itself as a global 

movement, thanks to bands like BTS that have driven the web crazy by 

breaking all records. BTS have won more than 250 music competitions out of 

359 nominations worldwide, and the video for the hit “Butter” generated the 

highest number of views in 24 hours of any other in YouTube history. In short, 

K-pop has just begun to get serious, and promises to still hold many surprises.

The above analysis used various parameters to measure and assess the 

international brand awareness and popularity of BTS which all point in the 

same direction. BTS’s worldwide popularity has increased significantly during 

the last decade. It is obvious that K-pop’s recognition is spreading outside and 

not just within its domestic market due to their marketing strategy to attract 

the international community. 
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 BTS as a multilateral catalyst

(i) Influence of BTS in world politics

On June 13th in 2021, all over the world, the BTS army celebrated eight 

years since the formation of the K- Pop group, a recording project that first 

hit Korea and then the whole world, becoming a legendary group, which then 

pioneered the perpetuation of Korean culture across the globe. However, in 

some cases, their success has annoyed some people like Kim Jong-un, the North 

Korean leader. His comments on the influence of South Korean culture, which 

has taken root in the media control in its region in recent years, have aroused 

reactions from all over the web, impressed by the phrase: "K-Pop is a vicious 

cancer, to be eradicated" (Hun, 2021).

 BTS was invited by the Blue House to join with the President at the 

South Korea and France summit meeting which was held in France in 2018. 

The group performed at the cultural event which was attended by French and 

South Korean government officials.  French president Emmanuel Macron 

tweeted asking what French citizens would buy if they had 300 Euros to spend 

on cultural products and events, he retweeted three comments in response to 

his initial inquiry which said they would buy BTS tickets. 

In 2019, BTS were able to tour around the world with four mega concerts 

with the help of the governments of the United States, Canada, Netherlands, 

United Kingdom, Germany, France, Japan, Singapore, Hong Kong, Taiwan 

and Thailand. They also released summer packages, a reality show in New 

Zealand, Dubai, Monaco, Sweden and Norway. In 2020, they had to cancel 

their tour due to COVID 19 and as a replacement they had an online concert. 
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There were 993,000 viewers from 191 states. BTS is not the only world tour 

from the South Korean K-pop industry.

In 2022, they also met the United States’ President Joe Biden to discuss 

the issues which are faced by Asians who live in the US.

This reflects the popularity and influence of BTS so much so that some 

global leaders are taking precautions to prevent their citizens from becoming 

fans because they are afraid that they will lose their control over the people. 

Some leaders take them as an example of being instrumental in connecting the 

different nations in the world and for improving international understanding.

 (ii) K-pop as a non-state actor to promote peace

BTS top the ‘Global Sustainable Future Leader’ according to UN’s 

Sustainable Development Goals while BTS’s fan club “ARMY” were 

recognized as the ‘Top Rank Sustainable Global Group’. BTS’s influence has 

led them to address the 73rd United Nations General Assembly in 2019. It 

was the first time in many decades that a group of young musicians had the 

opportunity to address the UNGA and they are non-native English speakers. 

The six minute speech became academic material and was talked about in 

many newspapers. It can be divided into five themes: childhood, pain, music, 

equality and the realization of self-love. 

Again in 2020, BTS was able to speak at the 75th United Nations General 

Assembly when all members were able to speak in their native language during 

the awareness of COVID 19 pandemic. “Life goes on. Let’s live on” (UNICEF, 

BTS heartfelt message to young people at UNGA, 2020), which insists that 

whatever happens in the world, people have to be cautious, and live with it, 
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because life goes on. All members got a chance to speak this time and some of 

them talked in Korean.

In 2022, at the 76th United Nations General assembly for the Sustainable 

Development Goals, BTS represented the youth as the Special Envoy for the 

Future Generation and Culture and they talked about how SGD helps globally 

and locally in civil society. The SGDs strike the balance between today’s 

generation and tomorrow’s generation in order to achieve equal benefits for 

all. They also shared stories of youth and how they hope for a brighter future. 

The President introduced them as ‘artists most loved by the world’ and the 

Grammy nominated song “Permission to Dance” was performed at the event 

with over 1 million viewers turning into UN’s YouTube live stream. They 

encouraged the world by saying ‘If we believe in possibilities and hope, even 

when the unexpected happens we won’t lose our way, but discover new one” 

All these words and actions explain the importance of cultural diplomacy 

as a tool of peace building. Even the United Nations Organization which 

mainly focuses on world peace uses BTS as a non-state actor to bridge the 

world and promote peace.

(iii) How South Korean government involve BTS as a soft power

On the 15th of October 2020, BTS’s company Big Hit Entertainment 

sent ripples through the South Korean stock exchange with its initial public 

offering, the country’s largest in three years. BTS fans and institutional investors 

such as Black Rock and Singapore’s sovereign wealth fund GIC were part of the 

ARMY that fueled Big Hit’s debut, which jumped by as much as 160% valuing 

the agency at 8.4 billion dollars at its peak (Lee, 2021). Even though Big Hit’s 

share price eventually dropped, this high profile listing which was more than 
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a thousand times oversubscribed by institutional investors, demonstrated the 

global influence of South Korea’s burgeoning entertainment industry. 

The Korean pop music industry began to emulate the film industry. 

The abolishment of the censorship system in 1996 and the popularity of 

early K-pop icons laid the groundwork for today’s K-pop industry. Today, 

the Korean cultural industry has become a multi-billion dollar industry. In 

2020, BTS’s single “Dynamite” was estimated to contribute 1.4 billion dollars 

to Korea’s economy and created 8000 new job opportunities. This sector has 

driven profits in many industries including tourism. BTS’s three-day concert 

in Seoul in 2019 brought in about 187,000 tourists, raking in over 790 million 

dollars for the economy. Tourists have been attracted to South Korea recently 

to visit movies and music video locations and also to taste its food.

The former speaker of the National Assembly of Korea, Moon Hee-sang 

said that “BTS is doing most of our work” attributing his overseas trip to the 

credit of BTS to promote sales diplomacy. President Moon Jae-In also stated 

that BTS has pioneered innovative business models that communicate directly 

with fans and BTS was selected as a recipient for a ‘Letter of Appreciation’ by 

the Ministry of Culture, Sports and Tourism for their contribution showing the 

world the beauty of Korea through their music.  BTS also became the youngest 

ever artists to obtain the “Order of Culture Merit '' which is usually given to 

artists with more than 15 years of notable achievements. They were able to 

receive the honor only five years after debuting due to their contribution to 

Korean culture. On the 21st of July in 2021, President Moon Jae-In appointed 

BTS as Special Presidential Envoy for Future Generations and Culture which 

will represent South Korea at various international events, Such as the 26th 
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United Nations General Assembly

The government’s support for these industries is a strategy to gain soft power; a 

country’s ability to build international influence through its culture. 

 (iv) Multi-track diplomacy and South Korean Soft Power

McDonald and Dr. Diamond recognized the relationship between 

the various tracks by redesigning the diagram and placing the tracks in an 

interconnected circle. They identified nine tracks, which are all interconnected 

and need each other’s contribution to sustain and it becomes more powerful 

when they link together to promote peace (McDonald, 2012). 

Figure 14

Multi-track Diplomacy
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 Multi-track diplomacy helps to explain how BTS help South Korea to 

promote peace through music diplomacy and soft power.

Track 1 – Peacemaking through Diplomacy. 

Any government’s main responsibility is to create official diplomacy, 

policymaking, and peace building. So the South Korean government also 

lauded the peacekeeping process using hard power and soft power, but 

recently the government has understood that using BTS as a soft power is a 

more powerful and harmless method.

Track 2 – Peacemaking through Conflict Resolution. 

The professional nongovernmental organizations help states to analyze, 

prevent, resolve, and manage international conflicts using non-state actors. 

South Korea uses K-pop to reach the United Nations through the K-pop 

group BTS to promote peace.

Track 3 – Peacemaking through Commerce. 

Support peacemaking through the provision of international economic 

opportunities and understanding. BTS brings dollars to the country through 

its exports and is greatly involved in the rise of the Korean economy.

Track 4 –Private Citizen’s involvement for peacemaking. 

Personal involvement of citizens is essential for peace making. They use 

citizen diplomacy, exchange programs, private voluntary organizations, 

nongovernmental organizations, and special interest groups. BTS belongs 

to this special interest group which came to light through private agencies 

and still belongs to them. 
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Track 5 –Peacemaking through Learning. 

This is connected with research centers, training programs to improve skills 

like conflict resolution, mediation and negotiation, as well as educating 

from kindergarten to PhD students to cover several aspects of cross-cultural 

peace studies and conflict resolution. It is notable that foreigners are trying 

to learn Korean because they are attracted to Korean language programs, 

songs, dramas and cuisine. This leads to research, training and educating 

cultural values from childhood. 

 TTrack 6 – Peacemaking through Advocacy. 

This focuses on peace and environmental activism like humanitarianism 

and advocacy of special interest groups concerning specific state policies. 

BTS always talks about human rights and is even supported in “Black Lives 

Matter” protests and LGBTQ to promote equality. 

Track 7 – Peacemaking through religion. 

Peace making through beliefs and promoting peace among religious 

communities and directing them for non-violence activities and bridge the 

world. South Korea’s main religions are Christianity, Buddhism and Islam, 

but 56.1% of the country’s citizens do not have a religion. They respect the 

diverse interests of people.

Track 8 –Peacemaking through Providing Resources. 

Funding and support for activities undertaken by the other tracks. 

Government financially supports the Korean wave by funding and also 

ARMY (BTS fandom) raises funds for various occasions and charity 

purposes.
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Track 9 –Peacemaking through Communication and Media. 

Realm of the opinion expressed by the print media, social media and mass 

media. There is no media restrictions in South Korea. It helps them to 

communicate and reach a global level by distributing their culture. If one 

accepts their culture and traditions it leads to a peaceful place (John & 

McDonald, 2012).

South Korea uses this multi-track system which requires all tracks to 

eventually work together to build a peace process that will last to maintain their 

international relations. This is because of the rise of the global economy which 

has been attributed to the influence of their soft power. They take greater 

efforts to link their traditional roots and pop culture with the active support of 

the government in promoting its cultural heritage. Soft power greatly boosts a 

country’s economy and empowers diplomatic ties with other states.   

Conclusion 

It is clear that cultural diplomacy is an important means for peace 

building as a soft power. Non-state actors help to build bridges around the 

world and the transition of Korean pop music from within South Korea to 

the global phenomenon influences modern society. Though these songs are 

in Korean language, language does not matter when the music is there and 

musical diplomacy improves international understanding. Also, K-pop culture 

contributes to cross border interaction and intercultural communication 

which transforms conflict into peace. Increasing a country’s soft power can 

greatly boost its economy and empower diplomatic ties with other nations. 



BTS (Bulletproof Boy Scouts) as a part of South Korea’s Cultural Diplomacy and Soft Power Strategy

51

Further, K-pop is just one of the soft powers that can be identified with the 

current trends in the world. As per the findings, global leaders can change their 

propagandas using these innovative ways to build world peace by moving out 

of their conventional political frameworks. 
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The Use of Aspirated Syllables of Sri Lankan and Indian 
Drums

Hemantha Manohari Randunuge

Abstract

The Nātyaśāstra marked the first reference to akṣara (syllables) in the ancient history of the East, 
mentioning 16 syllables played on avanaddha vādya (membranophones) such as Tripuṣkara, 
Dardara, and Paṇava, commonly used in theatre music. Mahaprāṇa akṣara (aspirated 
syllables) and alpaprāṇa akṣara (unaspirated syllables), initially used for Mridanga in dramas 
were later used for speech and writing. The difference in the sound of mahaprāṇa or alpaprāṇa 
is not felt strongly when playing those akṣara. Notably, mahaprāṇa akṣaras were not employed 
in instruments like Mridangam and local drums in later periods. This research aims to investigate 
the factors influencing the usage of akṣara for different types of words that emerged after the 
Nātyaśāstra period. By examining phonetic meanings, recognizing peculiarities, and studying 
suffixed letters, a clearer understanding of the reasons that influenced it can be obtained. 
Employing a mixed research approach, encompassing qualitative and quantitative analyses 
of terms used in local and Indian percussion instruments, the observations reveal that the 
mahaprāṇa akṣara used is based on the combination of sounds found in miśra akṣara utilized 
in membranophones like Pakhāvaj and Tablā. The research further highlights that, in current 
practices, alpaprāṇa akṣara is the most commonly used in local and Indian membranophones, 
with mahaprāṇa akṣara primarily found in the sounds of miśra akṣara of Pakhāvaj and Tablā. 

Keywords : avanaddha, Nātyaśastraya, akṣara, mahaprāṇa, alpaprāṇa 

Introduction

Early humans used various vocalizations and sounds to convey their 

innermost thoughts to others and  attempted to understand one another  

through these means. As a results of these efforts to express one’s thoughts 

and emotions such as  sadness, fear and happiness, arts like music and dance 
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emerged.   

Among the earliest musical instruments crafted by humans, 

membranophones (avanaddha vādya) hold a fundamental place. The term 

'avanaddha' refers to instruments covered by a membrane. Alongside these 

instruments, the languages associated with them also came into use. Akṣara 

was employed for several reasons, including facilitating the use of these 

instruments, teaching others, and identifying specific instruments. The main 

objective of this study was to investigate why the mahaprāṇa akṣara, used in 

both speech and writing, is employed in playing membranophones. As humans 

slowly evolved, they developed various vocalizations and sounds to convey their 

innermost thoughts to others and tried to understand one another through 

these resulting sounds. Arts such as music and dance emerged as a means of 

expressing emotions like sadness, fear, and happiness.

The evolution of sound production in humankind can be divided into 

four eras:

1. The basic stage of sound production was the era in which sounds were 

produced without any external materials. Primitive humans engaged in 

rhythmic activities by producing sounds through grunting, palm-to-palm 

clapping, hand-to-chest beating, stomach beating, tapping feet on the 

ground, and similar methods.

2. The next period involved the production of various sounds using materials 

such as wood pieces, stone flakes, seed-filled pods, and hollow bamboo, and 

tree trunks as supports. Sounds during this early era might not have been 

robust or sustainable.
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3. The era in which animal skin was used on hollow surfaces to produce sounds, 

systematically employing various materials. This is  known as the creative 

acoustic stage.

4. The fourth period is the era of networking. This period marks the era of 

musical instruments like percussion, and membranophones. By this time, 

humans had grasped the concept of "tāla," the rhythmic time cycle.

In addition to gestures, language serves as the medium for conveying 

feelings generated in the human mind, empowered by the senses and intellect. 

Gradually, the medium of transmitting thoughts through rising sounds using 

various objects evolved into a powerful social art. When developing this art 

further,  symbols known as akṣara were used to represent the group of sounds 

produced by these objects.

The objective of this study was to investigate how the akṣara are used 

in the context of avanaddha vādya in India and Sri Lanka from the 2nd 

century onwards in terms of the  mahaprāṇa akṣara in speech and writing. 

The research utilizes Indian Mridang, Pakhāvaj, and Tablā as the selected 

musical instruments, along with gäṭa beraya, yak beraya, and daula, which 

are associated with local dance. The study draws on both local and foreign 

literature sources to explore this subject comprehensively.

When musical instruments belonging to diverse traditions were crafted 

in various countries, a language and writing practice emerged to facilitate their 

use and transmission. In the early days, although specific terminologies unique 

to drumming were not employed, a similar vocabulary was utilized to articulate 

the acoustic nuances that accompanied the instruments' performances. By 
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doing so, those engaged in playing these instruments memorized and practiced 

the techniques, leading to the dissemination of the art of playing these 

instruments.

The indigenous languages pertinent to this research, prevalent in India 

and Sri Lanka, have undergone various transformations over time. Following 

the migration of the Aryans to India around 1500 BC, their dispersion across 

the subcontinent occurred. Linguists have classified the languages utilized by 

the Indo-Aryans as follows (Sumanasara Thero, 2007:p. 56):-

1. The Ancient Indus Arya Age, which spans from 1500-600 AD, encompasses 

a rich array of cultural and literary achievements. It includes the Vedic 

literature, Brahmins, Aranyakas, Upaniśads, the epics of Rāmāyanaya and 

Mahābhārata, Panini's grammar, and Patanjali's literary works, among 

others. 

2. The period spans from 600 BC to the Medieval Indu Aryan period, dating 

back to 1000 AD. Notable literary works from this era encompass Ashoka 

inscriptions, hīnayāna pāli textbooks, jain literature, and Prākrita language 

literature such as Māgadhī, Ardhamāgadhī, Shauraseni, Mahārā- śtra, and 

others. 

3.	 The period from 1000 AD to the present is known as the modern Indian 

Arya age. It spans from the origin of the modern Prākrit or Apabraṃśa 

language, as written by the 11th-century poet Hēmachandra, to the literature 

in languages like Hindi, Vaṁga, Urdu, Ässǟmese, Bengāli, Gujarāṭi, and 

others that exist in present-day India.

Brahminical civilization evolved through the transmission of Vedic 

ī
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practices and the use of Sanskrit as its language (Keith, 1965; 7). Sanskrit served 

not only as a language for grammar, phonology, nakṣastra, phonetics, etymology, 

etc., but also as the language of science. Moreover, the language found in the 

Buddhist scriptures was also the same as Sanskrit. Prākrit, the language used in 

Ashoka's inscriptions, also played a significant role. Grammarians like Panini 

and Patanjali have provided various terms in their works while commenting on 

languages.

The influence of Sanskrit on various fields like politics, archery, music, 

and architecture can be observed since the Brahmins were well-versed in these 

sciences (Keith, 1965; 10). The language of the Ṛg Vēda era underwent certain 

pronunciation changes as it evolved through later saṁhitā and Brahminical 

texts, eventually leading to its migration into secular culture. In some regions, 

pronunciations and linguistic fusions occurred. For instance, the word 'duhita' 

is sometimes pronounced as 'dhita', which bears resemblance to the pāli sound 

'dhita' (Keith, 1965; 3, 7).

After the migration of the Aryans, including Vijaya, in the 6th century 

BC, the Āryan languages they used in North India also found usage in the 

country upon their settlement on this island known as Sihaladīpa.

In Sinhala, there are four distinct eras. (Sumanasara thero, 2007;71). 

That is;

1. Sinhala Prākrit Phase – 2nd/3rd century BC- up to 4th/5th AD.

2. Sinhala Archaic Period – 5th to 8th century AD.

3. Sinhala Middle Ages – From the 8th century to the middle 13th century AD

4. Sinhala Modern Period -  From the 13th century to the present day.  
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During the Sinhala Prākrit period, mahaprāṇa akṣara was not employed. 

Instead, words with varying pronunciations, such as saṁaga-saga, Bhikku-

biku, caturdiśā-catudiśa, dhammarakkhita-damarakita (found in inscriptions 

like Mihintalē , Situlpavva, Vessagiriya), were utilized.

The Sinhala language which was nourished by languages such as Pāli 

and Sansrit has been slowly shaped since the Middle Ages to correspond to 

the current language usage.  The use of mahaprāṇa aṣara is very common in 

Sri Lanka during the Middle Ages.  The sounds like  L G O : V which are 

produced by a great svasa (a big breath) are called mahaprāṇa. Sounds like  l" 

." o" k" m" n" u   made with a slight breath are called alpaprāṇa.

During the Sinhala Sanskrit period, there were letterts used to represent 

the basic phonetic system, including w" b" W" t" T" l" ." p" c" ®" g" v" K" 

;" o" k" m" n" u" h" r" ," j" Y$i" y" < and ,

The Tamil writing system started approximately seven centuries after the 

Sinhala writing system. Commentaries such as Tamil Tolkappiyam mention 

characters  w wd b B ft T ´ T! w# l ^L& p o g K m u h r , < , j k  

(Sumanasara Thero,2007;60). 

From the Anurādhapura era, Indian scholars intervened in certain 

affairs in Sri Lanka, and their influence was strongly felt during the Polonnaru, 

Dambadeni, and Kōttē eras. Some argue that mahaprāṇa akṣara was not 

found in the Sinhala language in its early period because of its influence by 

the dravidian language (Sumanasara Thero, 2007; 63).  There are assertions 

that these mahaprāṇa akṣara are absent in the Carnatic Rhythmic system, 

which is popular among the dravidian people. However, it is also evident that 
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mahaprāṇa akṣara were rarely used in the Prākrit and Purāna eras. Information 

suggests that the Sinhala Alphabet is not a legacy from the dravidian language 

but rather an evolution of the brāhmī alphabet, in use before the birth of  

Christ. Some words present in the current Sinhala language were added during 

the Sinhala Mmiddle Ages. Sinhala has been enriched by Pāli and Sanskrit since 

the medieval period. Taking these facts into account, it can be concluded that 

the use of mahaprāṇa is not a unique feature of the Sinhala language in its early 

stages.

The earliest information regarding the musical instruments depicted in 

Indian history is found in connection with the Rig Veda period. During this 

period, there were items like vanaspati, which were made from a tree trunk 

with holes on both sides, bhūmi dundubhī, which was covered with skin over 

a hole in the earth, and the drum of the Gods, dundubhī (Marasinghe, 2014; 

184). The concept of rhythm was recognized by people during the Vedic era. 

By around the 2nd century, at the time of the compilation of Nātyaśastra, tāla 

had evolved into a fully developed concept. The oldest classification of musical 

instruments can be found in Nātyaśastra, composed in the 2nd century AD. In 

it, musical instruments (ātodyā) are categorized as 'tata,' 'avanaddha,' 'suṣira,' 

and 'ghana' (Marasinghe, 2014; 1)

At the time of the composition of Nātyaśastra, various accessories used 

for Indian dramas are mentioned, including Mridanga, Dardara, and Paṇava 

(Marasinghe, 2014; viii). Among them, the Mridanga known as Tripuṣkara 

is a musical instrument with three faces named āṁkika, ūrdhvaka, and 

āliṁgya, which are spread out from a large earthen pot. The other instruments 

mentioned are a two-faced drum with a wooden body known as paṇava, a two-
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faced uḍäkkiya-like drum with a wooden body, and a product called dardara, 

which is shaped like a large pot and similar to the Sri Lankan bummäḍiya

 After people began playing membranophones, they started using 

syllables and symbols that were pronounced similarly to common phonetic 

sounds, and these were attributed to different instruments. Some of these 

syllables and symbols lacked semantic meaning and only conveyed phonetic 

flavour.

In the ancient puṣkara shown in Nātyaśāstra 16 syllables (akṣara or 

varna) are seen (Marasinghe,2014;188). That is;  l L" . >" ; :" o O" g G" 

v V" u r , j' The akṣara born from the right face of the drum are l g V ; 

: r' The akṣara born from the left  face of the drum are >" u" y' The akṣara 

born from the urdva  face are ." o' The akṣaras born from aliṁgya are L" G" 

v" O and ,'  There are many mahaprāṇa akṣara formed by the combination 

of vowels and consonants. That is L" fL" fLda" >" >s" >q" f>d" G" Gd" Gs" fGd" 

Gï" :" :d" :s" f:" O" Od" ê" fO" Oï" >" O%" oaOx" oaOd' 

Sanskrit remained dominant in India until the emergence of a new literary 

language introduced by the Mohammedan invaders in the 13th century (Keith, 

1965; 10). In certain styles that emerged after the Mohammedan invasion, a 

combination of Sanskrit and Persian languages was used, leading to the use of 

mixed terms. Musical instruments like Pakhāvaj and Tablā utilize miśra akṣara 

(combined syllables). It is believed that after the Mūgal influence, Indian music 

evolved into two separate systems, Northern and Southern.

According to the sounds experimentally organized by the Mūgals, new 

practices were formed, leading to the creation of new types of rāga, tāla, tēka, 
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and Instruments, among others, in North Indian music. The Mridanga, for 

instance, was used in South Indian music, while its counterpart in North India, 

with some variations and Persian influences, came to be known as Pakhāvaj 

in that music system. Unique playing styles were also developed for these 

instruments, taking on a different form from their original structure. 

The Mridanga was the main accompaniment of Drupad singing, 

which was popular in medieval times. It is widely believed that Mridanga was 

introduced as Pakhāvaj around the 15th century. Currently, Pakhāvaj is known 

as Mridanga in North India and Mridangam in South India. There are notable 

differences between the North and South Mridanga(m) in certain akṣaras, 

sounds, and playing styles (Kiriwaththuduwa, 2016; 11). It is also noteworthy 

that in North India, Mridangaya is used as Pakhāvaj, where mahaprāṇa akṣaras 

are utilized in both speech and writing, whereas in South India, these akṣaras 

are not in use. 

Later, instruments like the Tablā were created to fulfill the requirement 

for an instrument that produced a soft sound suitable for singing styles like khyāl 

and tarāanā. The production of the Tablā was also inspired by instruments 

that produced a more solemn sound, such as the Pakhāvaj. According to 

Indian beliefs, drumming has its origins in the divine, attributed to the great 

Brahma. It seems that the history of the Tablā is not so far back, but there is no 

such attribution for instruments such as Tablā, although verses were used to 

attribute a deity to the drum.

The relationship between sound and speech differs from the relationship 

between akṣara or varna in writing. It is observed that the mahaprāṇa akṣara 

used in writing are pronounced with alpaprāṇa akṣara in normal pronunciation. 
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However, when it comes to avanaddha pada, pronounced during the playing 

of musical instruments, such as "Pkao-pkao," "LKsc-lksc," ">k-.k," "Pdhd-

pdhd," they are pronounced with great vigor. The sound produced during the 

playing of these instruments takes on a distinct and dynamic form, showcasing 

the unique and expressive nature of avanaddha pada.

The correspondence between sounds and letters is divided into two 

parts. That is,

1' Simple letters – letters representing only one sound -^w b t T& 

2' Compound letters – two or more sounds represented by a letter 

^la+w = ld" la+B = lS& 

In the history of Sri Lankan pottery, inspirations from India are 

commonly seen. The practice of avanaddha vādya, associated with Buddhism, 

gained prominence during the Dutugemunu kingdom period (161-137 BC) 

with the influence of the tēvākāraka group, who were among the 18 caste 

people that arrived after the śrī maha bōdhiya was brought to Sri Lanka. 

In the Thupavaṁsa (Piyarathana Thero, 1946), which is believed to 

have been composed during the Polonnaruva era or Dambadeni era, there is 

a classification of goods called 'pancatūrya,' and within this classification, the 

avanaddha vādya set holds a special place. In contemporary times, among 

the musical instruments used in Sri Lanka, drums like gäṭa beraya, daula, 

tammättama, and maddalaya hold a significant and special position in the 

cultural and musical heritage of the country.

The classical dance of Sinhala theater art have been based on different 

ideas, such as yakkänuma, asna, and āvänduma, which are evident in 



63

                                                                The Use of Aspirated Syllables of Sri Lankan and Indian Drums

kohombāyakkaṁkāriya. The main instrument used for these dances is the 

gäṭa beraya, also known as the upcountry drum. The avanaddha vādya used 

for various dances and śāntikarma, specific to each region, differ in their 

composition and style. For instance, yak beraya is mainly used for low-country 

dance, while daula is used for Sabaragamu dance, 

The fundamental akṣara used in Sri Lankan drums are based on four 

basic akṣara (bījākṣara), namely ;;a" cs;a" f;dx" and kka. In addition to these, 

there are other akṣara known as garbhākṣara, which include ;x" g" ." o" v" 

y" ß" ls" g" .d" f.d" fod" frd" l=x" re and l='  Indeed, while the basic 

form of bījākṣara includes ;;a" cs;a" f;dx and kka there are variations in 

sound production that can be observed when playing these akṣara on different 

drums. The foundational pada, employed for learning to play the drums in 

local drumming, comprises two types of akṣara: bījākṣara and garbhākṣara.

;dka Ôx csx ;dka csx csx .;a; cs;a; .; ðx;x fodax fodxcsx .csx

Dancers believe that when the Celestial Waves align with the sounds 

produced by the gäṭa beraya, they create a divine attraction. This is why 

magul bera vādana (a kind of drum playing) occurs at the onset of auspicious 

events. It is believed that through receiving the Celestial Waves, any malevolent 

influences will dissipate. Sēdaraman (1966;13) remarked that using magul 

bera vādana in accordance with the iṣṭāniṣṭa gana is an imitation of the Vedic 

perspective. 

For this purpose, special types of playing called dēva pada are used. Dēva 

pada is composed of guru pada and vaṭṭam pada, which are a standardized set 

of auspicious compositions
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;xcsx ;xcsx ;lcsx .; l=o.csx

Guru padaya -      ;ßlsg l=x ox l=x ox ðx ðx .Êðx

Vaṭṭam padaya -  ;l=ox ðx ðx ;l=;l ðx ðx 

Attribution of a deity to bījākṣara birth is done by fomer artists. 

Accordingly, 

      ;     lfrda fï> kdoxp

   È      lfrda wYaj kdolx

   f;dx   lfrda l=xp kdoiH 

   kx     lfrda isxy kdolx

Attempts have been made to confirm that these sounds are natural 

sounds. Karunarathna Bandara(2014) quotes an old poem related to bījākṣara 

;;a l’ wl=r uqksÿg kuialdfrls

È;a l’ wl=r foú÷g kuialdfrls

f;dx l’ wl=r .=rekg kuialdfrls

kx l’ wl=r inhg kuialdfrls  

There are poems used separately for each type of akṣara (Bandara, 2014; 

98, 99). Many factors influence the sound produced by different types of 

drums, including the nature of the wood, the type of skin used, the style of 

playing, and the instruments used.    

;     fnrfha  jïmi      ueog 

f;dx   fnrfha jïmi    whskg 

cs;a    fnrfha ol=Kq mi   ueog 

kx    fnrfha ol=Kqmi   whskg 
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All these akṣara are played on one side of the drum only, similar to the 

śuddha akṣara played on the Tablā. They are also referred to as śuddha akṣara. 

However, akṣara like r" re" rE are known as ūnakṣara which are played with 

the combination of other akṣara.

As they cannot be produced independently without the support 

of another phoneme, some people refer to them as composite characters. 

However, a special feature of these akṣara is that after one akṣara is played, the 

other akṣara is played sequentially. It is different from playing two akṣaras of 

the Tablā played simultaneously like 'Dhā'.

•	 akṣara zz¾ZZ is formed by combining the akṣara lsgl=ogl=x and playing 

them sequentially. 

•	 akṣara zzrexZZ- It is formed by combining the akṣara  lsgl=x and playing 

them sequentially for a long time . 

•	 The long playing of the akṣara  zzrZZ and zzreZZ is called surala.  It is played 

with the initial zz¾ZZ figure in practice.

Characters born from the left face of gäṭa beraya can also be born from 

the right face. Characters like ls" ;;a" ;" ;s¡ have a special feature wherein after 

one akṣara is played, the other akṣara follows. For certain akṣara, even if both 

hands are played simultaneously, they are not considered miśra akṣara. Some 

people refer to akṣara that are played in conjunction with another akṣara as 

ūnakṣara. akṣara like r" rE" rEx are examples of ūnakṣara. 

Akṣara produced on the left side of gäṭa beraya can also be produced on 

the right side.It is as follows;   
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csx wCIrhg miq j ;;a ol=‚ka 

. wlaIrhg miq j ;;;a ol=‚ka 

l=x wlaIrhg miq j ; ol=Kq weiska 

l wlaIrhg miq j ; ol=Kq weiska 

In peralum saramba when ; is followed by ;d the akṣara is played with 

the right face ^;l=ov&  ^Bandara, 2000;98,99).

manner of utterance                                 manner of playing

      lv ;l=                                ;lgl=

     ;ßlsg                                ;g .; 

     f;ysx                                 ;l=x

     ;lafrdx                              ;lalv fodka 

     ;lafrdx                              cslalv fodx 

     ;y¾cs;a                              ;lgl=cs;a

     fodfydlv                           ;l=ov 

     ;ßlsg fodñlsg                      ;lg l=o l=og 

     lv ðínvl=x                        lvcs;a .; fodx 

     fodñlsg lsgfodï                   l=| .ðx.; fodï

A drum term called aḍavva played according to the above method can be 

mentioned in the following way. 

;dï fodñ;s.; fodñlsg lv;l ;ßlsg ls;l fodñ;.; ls;a;la 

l=ol=o ;dl= cs;a;.; fodñlsg ;rslsg l=xo;a;d

 These akṣaras and verses, which are provided for the gäṭa beraya, are also 

employed similarly in speech and playing for instruments like the pahataraṭa 

beraya and daula.
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In the history of Sri Lanka information about low-country drums (yak 

beraya or pahataraṭa beraya) can be found after the 18th century.  The basic 

akṣara  ;oa os;a .=x kx os.;x is the fundamental akṣara  played in the Low 

Country drum (Bandara,2005;63,64). However, it is not possible to produce 

the akṣara "cs;a" with the yak beraya. There are slight differences in the usage of 

yak beraya based on certain traditions, such as Raigam, Matara, and Ahangama. 

In the Sabaragamu tradition, fundamental akṣara are played as  ;;a È;a^cs;a& 

f;dx fcx  (Kumaratunga,2018;96). When playing the yak beraya and 

daula, akṣaras are also produced by hitting one side of the instrument while 

simultaneously pressing the other side. In the context of maddalaya used in 

nādagam tradition, akṣara like Èl=ï ;dl= fodï" ;l=u ;rslsg are played. The 

fundamental akṣara used in mridangam playing in Southern India are indeed 

based on the syllables ;;a" cs;a" f;dx" kka'  When playing the mridangam, the 

syllables ;d" os;a" .=ï$fodï" kï are used. 

In Tablā and Pakhāvaj, two types of syllables based on the manner of 

playing, known as 'śuddha' and 'miśra,' and two other types named, 'kulā' and 

'band,' which are based on the sound production are used. A special feature 

observed here is that, apart from a few Mahaprāṇa akṣara like "Oqu" f>", all 

other śuddha akṣara are considered alpaprāṇa. The miśra akṣara are produced 

by playing two śudda akṣara simultaneously. 

e.g.  ;d ¬ f. =Od" ;sx + f. = êx"  ;s¬f. = ê 

It is also special that the osx akṣara of Pakhāvaj is played as a śuddha akṣara. 

The solemn sound when the Od akṣara is played on the Pakhāvaj is different 

from the sound produced when the Od is played on the Tablā.  In certain styles 

of Tablā playing like Benares and Lucknow, the rising sound when the zOdZ is 
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played does not appear in gurukula in Delhi.

It is also noteworthy that the zzÈxZZof Pakhāvaj is played as a śuddha akṣara. 

The solemn sound produced when the zzOdZZ is played on the Pakhāvaj is distinct 

from the sound produced when the zzOdZZ is played on the Tablā. In certain styles 

of Tablā playing, such as Benares and Lucknow, the open sound when zzOdZZ is 

played is not found in the Delhi style.

In both instruments, all rising misrs akṣara are pronounced as 

mahaprāṇa; however, neither mahaprāṇa nor alpaprāṇa is actually heard 

during the playing of the akṣaras. In this context, the alpaprāṇa akṣara 

represent characters from human language that symbolize the sound of the 

drum, but they do not fully replicate the actual sound of the drum. Rather, 

they serve as a relative expression. The study of drumming has established that 

drum sounds can be effectively identified using human language characters for 

educational purposes.

Kandyan dance and Bharata Nāṭyam or Kathak dance serve as an 

illustrative examples of the differences between Indian and Sri Lankan 

vocabulary. In Kandyan dance, the feet land on the ground smoothly, while 

in Bharathanatyam or Kathak dance, the feet firmly touch the ground. This 

difference is evident in the practice of the respective dance forms. Moreover, 

in Kathak dance, mahaprāṇa akṣaras are extensively used in the verses played, 

whereas in Kandyan dance, when the Kandyan drum is employed, all the verses 

played are in alpaprāṇa akṣara. 

The term "tāla" can evoke a rhythm that conveys both heavy and light 

elements. This aspect is also noticeable in the word "Drum," where both 
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compounding and disjunction occur during the performance of a certain 

rhythm by clapping.

Using mahaprāṇa akṣaras in rhythmic figures ensures a sound balance. 

It allows for a strong and energetic start and facilitates a seamless transition 

when returning from the last syllable to the first syllable. This might explain 

why mahaprāṇa akṣaras are commonly used as the basic syllables in many 

Thalas.

Having the syllables associated with the rhythmic form is essential to 

maintain its vibrancy. These mahaprāṇa akṣara also play a significant role in 

dividing many Tablā bols  like qāidā, gat, rēlā, into two parts. Furthermore, 

they are capable of delivering distinct sounds that are closely tied to the specific 

tāla during both teaching and absorption. This theory reflects the fundamental 

factors that influence the formation of a rhythm pattern: the Transitive (also 

known as heavy or bass) and the Intransitive (light or sharp) aspects.   

These mahaprāṇa akṣara are essential for delivering the distinctive 

sounds that are closely linked to the specific Thala during both teaching and 

absorption of the rhythm. They reflect the fundamental elements that influence 

the formation of a rhythm pattern, namely the Transitive (also known as heavy 

or bass) and the Intransitive (light or sharp) aspects.

In this  research conducted with Indian and Sri Lankan membrano-

phones, it was observed that the akṣara used for playing the membranophones 

are represented by two syllables in speaking and writing. Presently, mahaprāṇa 

akṣara are used as miśra akṣara, which are exclusively used in Tablā and 

Pakhāvaj. In conclusion, the akṣara used in Tablā and Pakhāvaj can be classified 
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into śuddha and miśra akṣara as well as kulā and band akṣara based on the 

manner of playing and sound respectively, while a separate classification can be 

made for mahaprāṇa and alpaprāṇa akṣara used in speech and writing only. 
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Non-verbal Communication in Ancient Sri Lankan Society
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Abstract

Sri Lankan society is rooted in collectivism  emphasizing communal values and traditions. 

In the past, rural inhabitants lived authentically, embracing a simple lifestyle closely tied to 

their cultural heritage. In these rural areas, where agriculture played a central role, people uti-

lized non-verbal communication methods, such as gestures and body language, in conjunc-

tion with verbal communication to share ideas and maintain their tight-knit communities. 

The research problem examines how symbolic non-verbal communication methods were 

used meaningfully and effectively in ancient agricultural society. The purpose of this study 

is to unveil the meanings represented by the symbolic communication methods employed in 

ancient agricultural society. Utilizing the qualitative research method, a conclusion is derived 

through the examination of literary sources, field visits to historical farming colonies, and the 

analysis of information gathered from local villagers. The foundation of village law was rooted 

in non-verbal communication, holding a more potent and prevalent role than verbal commu-

nication within the ancient village society. This form of communication was carried out with 

great meaning and creativity.
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                    communication methods, agricultural society
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merKs Y%S ,dxflah ck iudcfha Ndú; wjdÑl ixksfõokh 

                            tï' kkaok úfÊkdu	

ixËsma;h

Y%S ,dxflah ck cSú;h iduQysl;ajh mokï lr-.;a;ls' idïm%odhsl Ôjk rgdjlg 

Wreulï lS merKs isxy,hd Wmf;a isg urKh f;la u .; l< Ôú;h uq¿ukska u 

tl u ßoauhlg fm< .eiqKqQ wjHdc jQjls' lDIsld¾ñl Ôjk rgdjlg yqre mqreÿ ù isá 

.eñhd wkHhka yd woyia yqjudre lsÍu i|yd jdÑl ixksfõok l%uhg wu;r j úúO 

ixfla; weiqre lr-.ksñka isÿ l< wjdÑl ixksfõok l%u o Ndú; lf<a h' merKs 

lDIsld¾ñl iudch ;=< ixfla;d;aul wjdÑl ixksfõok l%u w¾:dkaú; j iy M,odhS 

j Ndú; jQfhaa flfia o hkak m¾fhaIKfha .eg¨j hs' merKs lDIsld¾ñl iudcfha 

Ndú; ixfla;d;aul ixksfõok l%uj,ska ksrEmKh jk wre;a u;= lr-.ekSu fuu 

wOHhkfha wruqK h' .=Kd;aul m¾fhaIK l%uh wkqj idys;Hd.; uQ,dY%h wOHhkh 

lsÍfuka iy merKs f.dú ckmoj, ixpdrh fldg tu .eñ ck;djf.ka ,nd-.;a 

f;dr;=re úYaf,aIKh lsÍfuka wjidk ks.ukhg t<fUhs' .eñ kS;sh ieliS ;snqfKa 

wjdÑl ixksfõokh mokï j h' merKs .eñ iudch ;=< jdÑl ixksfõokhg jvd 

wjdÑl ixksfõokh b;du;a m%n, j yd mq¿,a j mej;s w;r th b;du;a w¾:dkaú; j 

iy ks¾udKd;aul j isÿ fldg we;'

m%uqL mo: ,dxflah ck iudch" iduQysl;ajh" wjdÑl ixksfõokh" ixfla;d;aul  

ixksfõok l%u" lDIsld¾ñl iudch   

ye|skaùu

fomd¾Yjhla fyda md¾Yjhka lSmhla w;r isÿ flfrk woyia 

yqjudrej ixksfõokh f,i ye¢kaúh yels h' ixksfõokfha § isÿ jkafka                                                                                      

wdl,am fm!o.,sl j fyda fmdÿ jYfhka fnod-.ekSuls ^úfÊ;=x." 

1989&' fuh w;sYh mq¿,a ls%hdj,shls' hï ck fldÜGdYhla ;=< isÿ jk                                                                                                                                              

ixksfõokfhys m%n,;dj /|S-mj;skafka tu ck fldÜGdYh ;=< isák 

idudcslhska wkqj h' th ixksfõokfha iajNdjh hs' udkj iïnkaO;d 

we;s lr-.ekSu i|yd miqìu ielfikaafka tu.sks (Berlo, 1960, p.xi). NIdj 
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udOH fldg-f.k jdÑl j isÿ flfrk ixksfõokh jdÑl ixksfõokh 

jYfhkq;a" ix{d yd ixfla; Wmfhda.S lr-.ksñka isÿ flfrk ixksfõokh 

wjdÑl ixksfõokh jYfhkq;a ir, j ks¾jpkh l< yels h'

merKs isxy, .eñhd woyia yqjudre lr-.ekSu yd f;dr;=re 

ixksfõokh lsÍu i|yd úoHq;a udOH Ndú; fkdl< o" hï hï lreKq 

ms<sn| oekqï §u i|yd m%n, ixksfõokh l%uhla wkq.ukh l< y' wjdÑl 

j kuq;a ixfla;d;aul j isÿ l< fuu ixksfõok l%uh uv f.dú;efka § 

yd f.dv f.dú;efka § fuka u .DydY%s; lghq;=j, § o ixksfõok l%uhla 

f,i Ndú; fldg we;' w;S;fha mej;s ixksfõok l%uhla jqj o wog;a 

úúO iudc fldÜGdYj, fuu wjdÑl ixksfõok l%u Ndú;fha mj;shs' 

merKs lDIsld¾ñl iudch ;=< wjdÑl ixksfõok l%u w¾:dkaú; j iy 

M,odhS j Ndú; lf<a o hkak ms<sn| fidhd-nef,k fuu wOHhkfhka 

ixfla;d;aul j isÿ l< ixksfõok l%u ms<sn| j yd tajdfha ksrEms; wre;a 

u;= lr-.ekSu wruqKq lr-.efka' 

merKs .eñ ixksfõokh 

woH;k iudcfha uqøK yd úoHq;a ;dËKh wkqidrfhka w;sYh 

ÈhqKq iy ixlS¾K ixksfõok udOH Ndú;hg .ekqK o idïm%odhsl 

ck iudcfhys ixksfõok wjYH;d imqrd-.ekqfKa w;sYh ir, tfy;a 

ixksfõok YlH;dfjka by< wjdÑl ixksfõok l%fudamdhhka wkq.ukh 

lrñks ^Ihalagama, 2019&' wjdÑl ixksfõokh yqfola w;S;hg muKla 

iSudjQjla fkd fõ' ÈhqKq ;dËKsl udOH u.ska j¾;udkfha isÿ flfrk 

ixksfõok ld¾hhkays § mjd YdÍßl NdIdj Wmfhda.S lr-.efkkafka 

wjdÑl ix{d yd ixfla; l%uj, we;s ixksfõok yelshdfõ m%n,;dj 

ksid h'     
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merKs ixksfõokh l%u w;r ckms%h ù we;af;a lg l:dj" ´md¥m" 

lú fld<h" le,E m;a;r" w~ fnr" wd§ foaj,a h' merKs .eñ iudcfha 

m%Odk j.dj ù f.dú;ek hs' f.dú;eka lghq;=j, § ish¨ fokd u fmd¥ 

yeÕSulska hq;= j lghq;= lsÍu f.dú iudcfha olakg ,enqKQ isß;ls' ù 

jemsÍu" me, isgqùu" j,a fk<Su" f.dhï lemSu" mE.Su" iS iEu" fmdare .Eu" 

jeks ld¾hhka ;ks mqo.,fhl=g l< fkdyels h' 

ù f.dú;ek yd iïnkaO ixksfõok wjia:d lsysmhla merKs .eñ 

iudcfha olakg ,efí' fk¿fï § fk¿ï .S .dhkh;a" l=Uqr ieliSfï § 

w~yer mEu;a" fld< ueãfï § lu;a .S .dhkh;a ta ms<sn| iudch oekqj;a 

lsÍfï ixksfõok udOH f,i Ndú; lr we;'

fyaka f.dú;ek o merKs ck iudcfha f.dú;eka l%uhls' fyaka fldgd" 

îc jmqrd" tajd /l-.ekSug f.dúhd buy;a fjfyi uykaishla .kS' ish fNda. 

i;=kaf.ka wdrËd lr-.ekSug fyafka me,la ;kd tys jdih lrhs' fuys § me,a 

.S .dhkd lrñka wfkla f.dùka iu. woyia ixksfõokh lr-.kS' w;S;fha §                                                                                                                                                

.eñhd f.dúlu yereKq úg ;j;a l¾udka;j, fhÿKs' m;,a l¾udka;h 

bka tlls' fodakdfõ isg msg; isákakd iu. woyia yqjudre lr-.;af;a 

m;,a .S .dhkh lsÍfuks'                                               

w;S;fha fmdfydh Èkh o ixksfõokh wjia:djls' mkai,a hdu" 

f;rejka irK hdu" nK weiSu" fmryer lsÍu" lÀk msxlu" fmdfydh 

uq,a fldg is¥ fõ' .eñhdg mqka fmdfyda Èkh ixksfõokh jQfha mQ¾K 

pkaøhd u.skss'

merKs iudcfha —msf,a meÿr˜ fyd| ixksfõok uOHia:dkhls' .eñ 

ksjfia biaf;damamq fldgfia b| .ekSug yels mßÈ idok ,o fldg ì;a;sh 

—ms,˜ fõ' ì;a;sh Wvg me¥rla t,hs' úg fymamqj fu;ek m%Odk;u 

wx.hls' .ïuqka meñK fu;ekg ù w,a,dm i,a,dmfha fhfoa'
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wïn,u merKs .eñ iudcfha ;j;a fyd| ixksfõok uOHia:dkhls' 

fuh úvdj ksjd-.ekSfï iy kjd;eka .ekSfï uOHia:dkhls' .fï we;a;ka 

muKla fkd j rfÜ fkdfhla foiska wuq;af;da o fu;ekg meñfK;s' 

.fï muKla fkd j rfÜ f;dr;=re o fu;ekska ixksfõokh fjhs' fmr 

rc oji rcq ms<sn| j¾Kkd o .eñhd fj; ,efnkakg ie,eiajQfha o 

wïn,u weiqfrys h ^ishd;=" iïuqL idlÉPd' 2006'05'20&' lv ms," fldams 

lfâ" iy ykaÈfha lfâ o me/Ks .eñhd f.a ixksfõok uOHia:dk úh' 

f;a îug fyda fldams îug lvhg f.dv jk .eñfhda úúO jQ foa l:d lr;s; 

mqj;a m;a n,;ss' fuys § lg l;d o yqjudre fjhs' mdf¾ fndalal=j yd udr 

.i ;reKhska f.a ixksfõok uOHia:dk hs' 

merKs .eñ iudch ;=< lgl;d" ́ md¥m" liql=iq wdÈ ixksfõokh l%u 

m%Odk fjhs' ̂ wdßhr;ak" 1998& lgl;d u.ska úúO wdrxÑ me;sr hhs' me/Ks 

iudcfhys lgl;d hkq ËKsl ixksfõokh udOHhls' fuh m%;sfËam l< 

yelalla fkd fõ' ksis f,i fhdod-.ekSu wog o jevodhl fjhs' ´md¥m 

hkq fkdjákd l;d f,i ye|skaúh yels h' wkqka f.a fohla Wmydifhka 

l;d lsÍu fuys § isÿ fõ' merKs .eñhd fuh wk¾:hla f,i ie,l=fõ 

h ^nKavdr" iïuqL idlÉPd" 2009'08'12&' kuq;a kQ;k ckudOHfha fuh 

w;HjYH u wx.hla ù we;' liql=iq hkq lkska lkg uquqKd lSu hs' fuh o 

merKs .eñ iudcfha ldka;djka w;r m%p,s; j mej;s tfy;a .eñ iudch 

m%;sfËam l< ixksfõokh udOHhls' fuh ixksfõok udOHhla fia u 

l=uka;%Khl wrïNh nj .eñfhda úYajdi l< y'

mkai, o wjdÑl ixksfõok l%u nyq, j u Ndú; l< ia:dkhls'  

mkaif,a wjdÑl ixksfõokh isÿ l< m%Odk WmlrKh >dkaGdrh hs' 

jkdka;r wNsuqL j mj;ajd-f.k hk fiakdikj, ixksfõok ld¾hh isÿ 

lr we;af;a o~q fnrh uQ,sl lr-f.k h' fuu l%uh l=reKe., m%foaYfha 

wdrKH fiakdikj, ±l-.; yels h ^wdßhr;ak" 1998&' 
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 merKs .eñ iudch ;=< ixfla; Ndú; lrñka isÿ jQ ixksfõok 

l%shdj,sfha § Tjqka úúO ixfla; weiqfrys ksrEmKh l< wre; ;shqKq 

jQjls' ixfla;d;aul ixksfõokfha § thska ksrEmKh jk wre;a jgyd- 

.ekSug fomd¾Yjh u ta ms<sn| ukd jegySulska isáh hq;= h' .eñhd ta 

ms<sn`o wjfndaOh ,nd-.;af;a fmd;m;ska fkd j iudc wkqNQ;s Tiafia h' 

w;S;fha mej;s wjdÑl ixksfõok wjia:d my; wdldrfhka bÈßm;a l< 

yels h'

fõje,a weÍu	

fyka f.dú;eka l%uh wkqj le<fha ;ks j tla wfhl= muKla 

fyakla lsÍu iïm%odh fkd fõ' iuQyhla f,i tlg tl;= ù tl ,Õ fyaka 

jeä m%udKhla idohs' bka miq fyafka j.d lr tajd i;=kaf.ka wdrlaId 

lr-.ekSug me,a /lSu wrïN lrhs' fyaka f.dú;efka § me,a /lSu úfYaI 

jQ wx.hls' fõje,a weÍu iduQysl nj fmkakqï lsÍug fhdod-.;a ;j;a 

tla ixksfõokh Wml%uhls' fuh me,a /lSfï § wfkl=;a fyakaj, isák 

f.dùka w;r ;uka fkdks|d-isák nj ±kaùug fhdok Wml%uhls' fuu 

l%uh kef.kysr m<df;a fou< f.dùka w;r mej;s tla;rd l%uhla nj 

jeõ .ï m;a;=fõ me/Ks .eñfhda lsh;s ^ly|.uf.a 1995&' Tjqka f.a fuu 

l%uh my; i|yka whqßka meyeÈ,s l< yels h' fuu l%shdj wdrïN lrkafka 

rd;%s ld,fha mßirfha ksyeçhdj;a" rd;%s i;=ka f.a .ukdrïNh;a iu. h'

f.dúhd fuh fõje, jevu ùu f,i y÷kajhs' m<uq mef,a f.dúhd 

úiska <Õ u we;s mef,a f.dúhdg fõje, f.k f.dia ,nd-fohs' fõje, 

fofjks mef,a f.dúhdg ÿka nj wfkla me,aj, f.dùkag ±kaùu i|yd 

"uu wij,dg fõje, ÿkakd˜ he hs y~ k.d mjihs' fufia mef,ka me,g 

fõje, jvujhs' by; wdldrfhka u uOHu rd;%sh jk úg —ñKs f.äh˜ 

jvujhs' th o mef,ka me,g hjhs' w¿hu jk úg —yq¿ t<shla˜ heùu isÿ 
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lrhs' th o me,a ;kd we;s hdh jfÜ u f.dia m<uqjekakd f.a me,g tk 

úg ysre t<sh jeàug wdikak fõ' tla me,l f.dúfhla fõje, fyda ñKs 

f.äh fyda yq¿ t<sh fyda /f.k tk úg wfkla mef,a f.dúhd fmr u.g 

meñK th ndr-.; hq;= h' fïjd ndr-.ekSug f.dúfhla fmr u.g wdfõ 

ke;s kï Tyqg kskao f.dia we;s nj ixfla;j;a fõ' túg tu me, <Õ 

fkdkej;S wfkla me, <Õg hhs' tfia f.dia B,Õg ;=kajekakdg ÿka nj 

wfkla whg ±kaùug y~ k.hs' me,a rlsk f.dúhka f.a fm< .eiau ish¨ 

fokd okakd ksid wij,a f.dúhdg kskao f.dia we;s nj ish¨ fokdg 

ixksfõokh fjhs'

i;a;aj rEm wegùu

fmd,a ms;sj, uq, fldgiska lemQ l=re¨ rEm fldagqj, .id iú lsÍu 

my; rg m%foaYfha l=Uqrej, ±lsh yels h' tfia u fmd,a f,,s wdÈfhka 

lemQ l=re,a,ka iú lsÍu ;=ka fldar<h mqrd l=Uqrej, ±lsh yels l%shdjls 

^ly|.uf.a 1995&' mqjla fld< Wmfhda.S lr-f.k úYd, l=re¨ rEm j¾. 

idod f.dhfï wgjk w;r l=Uqr ;=< f.dla fld< weo ydjd f.a lka f,i 

Èia jk mßÈ ilia lrhs' fufia lrkafka jmqrk ,o îc l=re,a,ka f.ka 

wdrËd lr-.ekSughs ^wmamqydñ"iïuqL idlÉPd" 2005' 01' 03&' fuys olakg 

we;af;a o ks¾udKd;aul wjdÑl ixksfõokhls'

mUhka ne|Su

mUhka ne|Su wdÈ f.dú isß;ls' fl; úkdY lrkq msKsi meñfKk 

i;=ka ìh jeoa§u i|yd ñksiA rejg iudk j isÿ flfrk ks¾udKh  mUhd 

f,i ye¢kafjhs' fl; wdrlaId lsÍu msKsi flf;a isgqjkq ,nk mUhd 

ms<sn| úia;rhla —ihxcd; ud,h˜ kï ldjHfhys wvx.= fjhs ^ishd;=" 

iïuqL idlÉPd' 2006'05'20&' 



Non-verbal Communication in Ancient Sri Lankan Society

79

;eka ;eka j, fl; jglr jdmQ

ñka iQlrfhdaa tk u.      ±lmQ

bka ìh fia wh f,igu   .ymQ

;eka ;eka j, mUhka   isgjdmQ

—mkjd lKq msg mUfhda io;S˜hkqfjka f.dhï ud,fhka o mUhska 

ne|Su .ek lshe fõ' flf;a isák mUhd olsk i;a;= ìh ù m,d h;s' tfia 

jkafka mUhd o ñksfil= f,i i;=kg ixksfõokh ùu ksid h' merKs 

iudcfha f.dúhd mSvkhg ,la l< Wiia ks, orejka Wmydihg iy 

wmydihg ,la lrñka wysxil úfrdaOhla mEug o mUhd jeks ixfla; 

Ndú; fldg we;' fï i|yd we;eï ;ekl mUhdg —ghs fldaÜ˜ wka|jd 

hïlsis ks,Odßfhla f,i yev .kajd l=Uqf¾ isgjhs ^ishd;=" iïuqL 

idlÉPd' 2006'05'20&' 

Wiia he hs iïu; me/Ks iudcfha iuyr ldka;dfjda fldKavh 

lemSu" fldg .jqu we|Su" lsfudakd we|Su wdÈh isÿ l< y' me/Ks ck 

iudch fuh ms<s.;af;a ke;' thg úfrdaOh f,i ta whqßka ilia lrk 

,o ldka;d mUhska fl;g /lj,a ,d isgqjd we;' merKs .eñhd fï whqßka 

wjdÑl ixksfõokhfhka f.dú ìï /l-.;a;d fia u ;u iudchg o hï 

lsis fyd| mKsúvhla ixksfõokh lf<a h'

wmamsä ,E,a, ne|Su

j.djg ydks muqKqjk i;=ka m,jd-yeÍu i|yd fhdok ,o Wml%uhla 

f,i —wmamsä ,E,a,˜ y÷kajd Èh yels h' fuu wmamsä ,E,af,a Yíoh 

i;=kag ixksfõokh ùfuka thg ìh ù i;a;= mek ÿj;s' fuh iE§u i|yd 

WK .ila Ndú; flfrhs' mqrela y;rla È.g WK fldg lene,a,la f.k 

tys uq, mqrel W,a lr .efka' w. mqrela fol wvla jk fia m,hs' fofjks 

mqrelg iïnkaO jQ meÆ fldgfia >Klu wvq lrhs' W,a l< fldgi 
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ìu isgqjhs' tys by< fldgfia ys,la úo ,Kqjla oud th me,g hd lrhs' 

,Kqj wÈk úg isyska m;=r Wvg ú;a ,Kqj w;yßk úg th wfkla m;=f¾ 

j§' túg w;amqä .ikjd fia Yíohla kef`.a' fuh i;=kag ixksfõokh 

jkafka  ñksid f.a l%shdjla f,ig hs' túg i;a;= mek ÿj;s'

yQj

ñksia NdIdj iqúfYaI jQ ixksfõokh udOHhls' ñksia NdIdfõ iSñ; 

Yío m%udKhlska w¾: .Kkdjla f.k fok f,i ilia ù we;' ñksid 

úiska ksl=;a lrk Yíoj,ska woyia lrkafka l=ula o hkak ;SrKh lrkq 

,nkafka mj;sk iudc iïm%odh u.sks' ñksid ksl=;a lrk Yío muKla 

fld;rï w¾: iïmkak j ixksfõok l%shdj,sh i|yd fhdod-.;a;d ± 

hs —yQj˜ muKla wOHhkh lsÍfuka jgyd-.; yels h' yQ y~ úúOdldr 

jQ w¾: f.k fok whqßka f.k ;u wruqKq uq¥ka muqKqjd-.ekSu i|yd 

fhdod-f.k we;' hï flfkl= isák ;ek ±k .ekSug" jk i;=ka nh 

lsÍug" wkqkag ysxid lsÍug" iudc úfrdaOh olajk ixfla;hla f,i g o" 

úfkdaoh i|yd o yQj Ndú; flfrhs ^ishd;=" iïuqL idlÉPd" 2006'05'20&'

      ovhï hq.fha isg yQj .eñ ck;dj f.a m%Odk ixksfõokh udOHhla 

úh' .eñhd wefik yQfõ èjksh wkqj iy yevh wkqj thska ixfla;j;a 

jkafka l=ula o hkak f;areï .kS' yQ yf~ys idïm%odhsl l%uhla we;' 

hfula weu;Sug k`.k yQj;a" wk;=rla ±laùug k.k yQj;a w;r èjksfhys 

fjkila we;' yQ yf~ys wvq jeä nj;a" y~ k`.k whqre;a wkqj thska 

ixksfõokh lrkafka l=ula o hkak .eñhd jgyd-.kS' .u f.or fmd,a 

w;= ne|Su ixksfõokh lrkafka o yQ y~ §fuks' f.dú;eka lrk úg 

w;a;ug f.dúhka f.kajd-.ekSug Ndú; lrkafka o yQ y~hs' me,a /lSfï 

§ ;uka me,g meñK we;s nj wfkla f.dùkag ±kaùug o yQ y~ Ndú; 

lr we;' 
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w;= yx keóu

 jkfha ;ekska ;ek .iaj, fld< w;= lvd ìug kud ;eîfï 

ixksfõok l%uhla o w;S;fha § Ndú; úh' fuh w;= yx keóu f,i 

ye¢kajqK w;r ;uka jkfha .uka l< njg wka whg ixksfõokh lsÍu 

fuys wruqK úh' fuu ixfla;fhka ó jo" jákd ±j fldgia" ovhï l< 

i;l= f.a isrer" ;sfnk biõj ±kqï §u fia u" tajdfha whs;sh fmr w;= yx 

kudmq whg nj o ixksfõokh flfrhss' túg w;= yx keuQ whg whqla;shla 

fkdlrhs' .eñhd ;uka .uka .;a ud¾.h wka whg ±kaùug;a" ;udg wd 

u. w÷kd-.ekSug;a ;ekska ;ek we;s .iaj, w;= ìug lvd-ouhs' tfia 

u úYd, .iaj, ;u w; we;s msysfhka ÈYdj fmkaùug B ;, ixfla;h 

fhdohs' ;K msÜgkshl kï Wi ;K m÷re tlg ne|" ;ud hk ÈYdjg 

kjd-;nhs' fujeks ixfla;hka ;eîug neß ;ekaj, .,la u; .,la ;nd 

fyda ., u; ;j .,lska B ;, we| fyda u. i,l=Kq ;nhs ^we;=.," 1998&'

fnd,a ùkd ;eîu

idudcSh i;a;ajhl= jk ñksidg iudc iïnkaO;dj,ska f;dr j 

cSj;a úh fkd yels h' tjeks iudc iïnkaO;d wfmaËd lrkafka kï 

iudch i|yd Tyq úiska bgq l< hq;= hq;=lï iy j.lSï fldgila we;' 

Tyq fuka u iudch o wdrËd úh hq;= h' ta hq;=lu me/Ks ñksid wl=rg 

u ms<smeoao nj Tjqka i;= ixksfõokh l%uj,ska ukdj mila fjhs' jkfha 

.uka lsÍfï § fyda rd;%s ld,fha § hï ;ekl i¾mfhl= ¥gqfõ kï fyda 

mdvqfõ isàu .eñhd f.a mqreoao fkd fõ' th wka whg ±kaùfï j.lSug 

Tyq ne|S isà' ta i|yd Tjqka Ndú; lrk ixksfõokh l%uh— fnd,a ùkd 

;eîu˜ f,i y÷kajhs' fuys § isÿ jkafka fnd,a ùkd fld< lvd f.kú;a 

fnda,hla fuka idod wjYH ;ek ;nd ta u; .,la ;eîu hs' fuh olsk 

.eñhd ta wi, i¾mfhl= .ejfik nj ±k .kshs' lsisúg .eñhd ;ud uqyqK 
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ÿka wk;=r ;j;a .eñfhl=g isÿ jkakg ÿkafka ke;' ;uka uqyqK ÿka 

wk;=r wkHhkag ±kaùu ;u j.lSula nj me/Ks .eñfhda l,amkd l< y' 

fuu wjdÑl ixksfõok l%uh jkaks m<d;aj, iy kqjr l,dúfha iuyr 

m%foaYj, j¾;udkfha § o Ndú; lrhs ̂ nKavdr" iïuqL idlÉPd"2009'08'12&'

fld< w;= t,a,Su

mefmd," irïm" lïuq,a.dh fnda jk frda. fõ' fuh me;sr .shfyd;a 

jix.; frda. ;;a;ajhg m;a fõ' me/kakka fuu frda. foúhka f.a frda. 

f,i ye|skaùh' fnda jk frda. ñksidg we;s jkafka foúhka f.a fldam 

ùu ksid nj me/Ks .eñfhda is;+ y' ksjil fujka frda.S ;;aFjhla we;s 

kï lvq,af,a wU fld< w;a;la fyda fldfydU fld< w;a;la t,a,hs' fy< 

ffjoH l%uhg wkqj fuu wU iy fldfydU úI j¾. úkdY lrhs' we;eï 

m<d;aj, fï i|yd f.dla /yekla wÈh; we;eï m%foaYj, lvq,af,a lkq 

folska tll yrla ysia ln,la ;nhs' me/Ks ck iudcfha ñksid b;du;a 

m%n, ixfla; Ndú; lrkafkl= úh' fujeks wjdÑl ixksfõok l%u Ndú; 

lrñka f,v ÿlska wfkla .eñhd .,jd-.ekSu b;d fyd| .;s meje;auls'

jix.; jeáh

mqrdK .ñhdg .jhd iïm;ls' lr;a;h ne|Sug" nvq m%jdykhg" 

f.dú;eka lghq;=j,g" lsß ,nd-.ekSug" .jhd fhdod-.kS' .eñhd .jhdg 

fyd|ska i,lhs' .jhdg uqL frda. yd l=r frda. iEfohs' fuh me;sr hk 

jix.; frda.S ;;aFjhls' f.dúhdg jeo.;a jkafka ;ud f.a fyda .fï 

yrl=ka muKla fkd fõ' msg .ïj, .jhka flfrys o wkqlïmd olajhs' 

ta w;a;ï l%uh* ksid hs' fuu jix.; frda.S ;;aFjh .fuka msg;g hd 

fkd§ .jhka /l-.ekSu ;ud f.a j.lSula f,i Tjqyq is;= y' ta i|yd 

* w;a;u-m%;sWmldr jYfhka lrk jev ^ixËsma; isxy, YíofldaIh&
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iqÿiq u Wml%uh kï ;u .fï yrl=ka iu. wy< .ïj, yrl=ka uqyq ùu 

je,elaùug wy< .ïj, f.dúhkag ta ms<sn| j ±kqï §u hs' ta i|yd Tjqyq 

jix.; jeáh flàu kñka wjdÑl ixksfõok l%uhla Ndú; lr;ss' .ug 

we;=¿ jk m%Odk ud¾.h yryd w;= ßls,s lvd-oud" mdr wyqrd" lkq isgqjd" 

ta u; yrla ysila iú lrhs' fuh olsk msg .ïj, jeisfhda Tjqka f.a 

yrla tu .ug hd fkd§ /l-.ks;s'  fuu ixksfõok l%uh l=reKE., 

osia;%slalfha uyj m%foaYfha wo o olakg we;'

nq,;a §u

.ïno j mj;sk nq,;a §fuka flfrk wdrdOkh o fmr isg mej; 

tk wjdÑl ixksfõokh l%uhls' nq,;a fld<fha keÜg nq,;a .kakd foig 

;nd nq,;a §u ux., W;aijhla i|yd wdrdOkhls' nq,;a fld<fha j,s.h 

nq,;a .kakd foig yrjd-§u wjux.,Hhla i|yd flfrk wdrdOkhls 

^nKavdr" iïuqL idlÉPd" 2009'08'12&' fuu ixksfõok l%uh ;,dj 

m%foaYfha ±l-.; yels h' 

fnda, ne|Su

.eñ kS;sh ieliS ;snqfKa o" .fï m%OdkSka úiska .eñhdg ksfhda. 

fok ,oafoa o wjdÑl ixksfõokh u.sks' fnda, ne|Su .eñ iudcfha ;snQ 

;ykï ksfhda.hls' jefõ ud¿ w,a,d wdydrhg .ekSu iy fj<|dï lsÍu 

.eñhd f.a ;j;a cSjfkdamdh ud¾.hls' jefõ j;=r is|S hk ld,fha § fj,a 

úodfka úiska jefõ ud¿ we,a,Su ;ykï lsÍug jeõ lKaäfha fldagqjla 

isgqjd ta u; nQ ykiaila n|S' th fnda, ne|Su kñka jHjydr flfrhs' tfia 

u l=Uqf¾ mka fk<Su yd jeõ lKaäfha ;K fld< lemSu ;ykï lsÍug o 

fuu fnda, ne|Su isÿ flfrhs' fï i|yd nQ ykiaila u n|skafka ;yku 

lv lf,d;a kskaod wmydi ú|skakg isÿ jk nj .eñhdg ixksfõokh 

lsÍug hs'
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j,a we,a,Su

j,a we,a,Su o flfkl= f.a whs;sh m%ldY lrk ixksfõokhls' 

fyakla flàu i|yd fyda hï lsis wjYH;djla ksid fyda uQl,dkla" 

kj ±,a,la" ,kaola" fldgd t<s fmfy<s lrkakg woyia lrk .eñhd yd 

yd mqrd lshd ;uka leu;s biõfõ j,a w;a;la lmd ìu fy<hs' th ¥gq 

lsisjl= ta biõfõ j,a fldgkakg bÈßm;a fkd fõ' .ïno j jdih lrk 

.eñhd cSjfkdamdh f,i lf<a uv f.dú;ek fyda f.dv f.dú;ek hs' uv 

f.dú;ek i|yd fhdod-.;a l=Uqr m%fõKs l=Uqrla fyda w| l=Uqrla úh yels 

h' tfy;a f.dv f.dú;ek yd iïnkaO bvu rch i;= foam,ls' fyaka 

flàug m%:u f.dúhka fyakg ku kshu lsÍu o j,a we,a,Su f,i kï 

lr we;'

fidlv t,a,Su

fidlvh o merKs .eñhd f.a wjdÑl ixksfõok ixfla;hlss' 19 

jk ishji w. Nd.h jk f;la .fï yeu mÈxÑ lrejl=g u .j mÜáh 

ne.ska ;sìK' .jhka neoaog f.dia wdydr fidhd-.ekSula t oji isÿ úh' 

f.dúhdg ;u .jhka f;dard-fírd-.ekSug w;HjYHfhka u jqjukd úh' 

tu ksid ;u;uka f.a .jhska f.a lf¾ fidlvh ne.ska t,a,hs' fuh 

,Sj,ska idod-.;a;ls' udifhka udih ,S j¾. udre lrk neúka tla tla 

.j mÜáfhka kef.k kdoh tflzlska fjkia h ^ishd;=" iïuqL idlÉPd" 

2006'5'20&'

l=¿ fma lsÍu

.eñhdg hï hï wjia:dj, § hï fya;= u; iajlSh fm!oa.,sl 

wjYH;d fiiq whf.ka iÕjd-.kakg isÿ fõ' túg ta nj iudcfha fiiq 

whg YsIag iïmkak f,i ±kqï Èh hq;= h' fï i|yd Wmfhda.S lr-.kakd 
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wjdÑl ixksfõok l%u rdYshla .eñhd i;= fõ' —l=¿ fma lsÍu˜ tjekakls' 

br., jefgkakg m%:u .eñhd fyakg hhs' Tyqg .u ìßh iu. wUq ieñhka 

f,i yeisÍug isÿ jkafka o Èjd ld,fha § h ^we|.u 2003&' .eñ me,amf;a 

ldur lsysmhla fkdue;' we;af;a tl ldurhls' fodr o ;djld,sl j 

ilid we;' f.org meñfKkafkl=g fï fudfyd; f.or isák .eñhd 

wUq ieñhka f,i yeisfrk wjia:dj nj ±kaùu i|yd fodrlv l=,a, 

wgjd-;nhs ^udkEj 2001&' fuh l=¿ fma lsÍu f,i ye¢kafjhs' 

wuqv fma lsÍu

Wv rg m%foaYfha we;eï ;ekaj, —tl f.hs lEu˜ ;ju;a isÿ fjhs' 

fuu isß; we;s ùug fya;= .Kkdjla ;sfí' m%Odk u fya;=j foam, fn§-

hdu je,elaùu hs' fojeks lreK f,i ie,lsh yelafla isxy, rdcH iufha 

mej;s jev jiï l%uh hs' jev jiï l%ufha § rcq f.a kshuh mßÈ jeõ 

ne|Sug" fjfyr úydr ;ekSug" hqoaO i|yd" Tjqka wksjd¾hfhka u iyNd.S 

úh hq;= h' túg ;u mjq, n,d-.ekSug ;j;a mqreIhl= wjYH úh' tu 

wjYH;dj ksid o fuu isß; we;s úh' tl f.hs lEu újdy l%ufha § f.or 

isák ifydaorhska ish¨ fokd u fjkqfjka jeäuy,a ifydaorhd ia;%shla 

irK mdjd .kS' wfkla ifydaorhska o whshd f.a ìß| f,i ie,lSu 

iïm%odh hs' kuq;a Wvrg iïm%odh wkqj ish¨ u ifydaorhkag fuu 

ia;%sh ìß| fjhs' lsishï ifydaorfhl=g hï Èkl rd;%sfha tu ia;%sh iu. 

iyjdifha fh§ug wjYH kï ;u wuqvh tu ia;%sh isák ldurfha fodr 

Wv ;eìh hq;= hs ^mSßia 1964&' thska wfkla ifydaorfhda tu ixfla;fha 

wre; y÷kd-f.k Tyqg tu wjia:dj ,nd fo;s' fuh wuqv fma lsÍu kï 

fõ' hï lsis msßñfhla w|sk wuqvh ia;%shla úiska fydaokjd ÿgqfjd;a bka 

yefÕkafka tu .eyeksh tu mqreIhd iu. ,sx.sl iïnkaO;d mj;ajk 

njhs ^nKavdr" iïuqLidlÉPd"2009'08'12&
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meÿr

,sx.sl iïnkaOlï .ek l:d lrk úg meÿr o b;du jeo.;a 

ixfla;hls ^r;akmd, 1995&' Wvrg ìkak újdy l%uhg wkqj ia;%shg 

wjYH kï újdyh wjika lsÍug wjia:dj we;' túg ia;%sh l< hq;af;a 

ksok meÿr ñÿ,g úis lsÍu hs' ksjig tk ieñhd fuh ÿgq úg újdyh 

wjika nj ±k .kS' ta wjirfhka u Tyq f.oßka msg j hhs'

fldavqjd je,

me/Ks ck iudcfha wTqieñ in|;d" ,sx.sl;ajh" újD; j l;d lf<a 

ke;' th ,ecacd iy.; ld¾hhla nj is;+ y' tjeks lreKq ms<sn| j l:d 

lr we;af;a ix× yd ixfla; Ndú; lrñks' tla jpkhla fyda fkdmjid 

;u is;eÕs úreoaO ,sx.slhkg m, lsÍfï yelshdj wjdÑl ixksfõokh 

l%uj, wka;¾ .; úh'                                                                          

újdyl ia;%sh ;u iajdñ mqreIhdg jpkfhka lsj fkdyels ,sx.sl 

ldrKdj wjdÑl j ixksfõokh lrhs' ;ud iakdkh i|yd Ndú; lrk 

Èh froao jef,a jkk whqßka iy jef,a jkk ia:dkh wkqj iajdñ mqreIhd 

lreKq f;areï .kS' .eñ f.or iajdñ mqreIhd f.a frÈ jkk je, zfldavqjd 

je,Z kï úh ̂ udkEj 2001&' ia;%sh fuu jef,a frÈ jkkafka ke;' fldavqjd 

jef,a ia;%sh Èh froao jkd we;akï thska iajdñ mqreIhdg yeÕfjkafka 

wehg udisl Tima ùu isÿ ù we;s nj hs'    

ls,s je,

Wm;" u,ajr ùu" Tima ùu" urKh hk wjia:d ls,s iys; wjê f,i 

mqrdK .eñhd y÷kajhs' ls,s je, kñka frÈ jkk je,la o .eñ f.or 

msgqmi ;sî we;' ia;%Ska yer fjk lsisfjla fuys frÈ jkkafka ke;' .u 
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ìßh f.a frÈ fuys jkd we;akï mqreIhd thska f;areï .kafka weh f.a 

udisl Tima ùu isÿ j we;s njhs ^o¿fmd;" 2009&'

uqqrex.d fydoao

.eyeksshg isxy, iy yskaÿ ixialD;sfha § ;uka f.a wjYH;d mqreIhd 

bÈßfha fyda fy<s lsÍug wjia:djla ke;s ;rï h' .eyeKsshg tÈk rd;%sfha 

;u mqreIhd iu. ,sx.sl j tla ùug wjYH kï th mqreIhdg yeÕùug 

wjdÑl ixksfõok l%uh Ndú; lrhs' tÈk rd;%sfha wdydrhg uqrex.d 

fydoaola idod mqreIhd f.a msÕdfka ;eka follg uqrex.d fydÈ fnohs' 

túg mqreIhd weh f.a wjYH;dj f;areï .kS' fuh hdmkh m%foaYfha we;s 

ixksfõo k%uhls ^fidaufoaj" iïuqL idlÉPd" 2019&'

fï wdldrhg §¾> j mejish hq;= mKsúvhla tla ixfla;hla muKla 

Ndú; fldg jvd;a wre;anr j yd YsIag wdldrfhka mejiSug merKs 

iudcfha mej;s yelshdj Tjqka f.a ixksfõok yelshdj iy ks¾udKYS,S 

.=Kh fudkjg úoyd mdkakla f,i oelsh yels h'

ks.ukh

mqrdK .eñ iudch ;=< wjdÑl ixksfõokh b;du;a u ÈhqKq 

whqßka fhdod-f.k we;s nj fudkjg meyeÈ,ss fjhs' mrïmrd ±kqfuka 

wd iú{dksl;ajh merKs ck iudch ;=< m%n, j mej;sK' Tjqka .eñ 

úkh b;d YsIag whqßka mj;ajd-f.k f.dia we;' merKs .eñhd ;=< mej;s 

iyfhda.h iy tluq;= ù jev lsÍfï yelshdj o fuu wjdÑl" ixfla;d;aul 

ixksfõok l%u u.ska ms<sìUq fjhss' ,sx.sl lghq;=j,g" idudÔh lghq;=j,g" 

wd.ñl lghq;=j,g fuka u .eñ kS;sh i`oyd o wjdÑl ixksfõokh 

Ndú; úh'  úúO ixfla; weiqre lr-.ksñka merKs .eñ iudch ;=< mej;s 
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wjdÑl ixksfõok l%u w¾:dkaú; j" jvd;a ks¾udKd;aul j" fuka u 

YsIag iïmkak f,i Ndú;fha mej;s nj fuu wOHhkfhka ;yjqre úh'

wdYs%; .%ka:

wurfialr" ã' ^1996&' ck lúh yd .eñ iudch' wdßh m%ldYlfhda

wdßhmd," Mï' ^1991&' ck cSú;h yd ckY%e;sh' fld<U:  tia' f.dvf.a iy 

ifydaorfhda

we;=.," wdßhr;ak' ^1998&' ixcdkkh yd ixksfõokh' fld<U: weï' ã ' 

.=Kfiak iy iud.u 

we|.u" mKavq,' ^2003&' fy< u. úis;=re' fld<U: fldu¾I,a nexl=j

ly|.uf.a" mS' ^1995&' fl;l uysu ^flï myka&' fld<U: tia' f.dvf.a 

iy ifydaorfhda 

ufyakaÞ" tia' ^1983&' ixksfõokhfËa;%h yd ck ixksfõokh' fld<U: 
weï' ã' .=Kfiak iy iud.u

udkEj" fla' î' ^2001&' kqjrl,dúfha ckjyr" fld<U: tia' f.dvf.a iy 

ifydaorfhd

r;akmd," kkaofiak' ^1995&' ckY%e;s úoHj' fld<U: tia' f.dvf.a iy 

ifydaorfhda

úfÊ;=x." r;ak' ^1989&' fy< jyr yd ixksfõokh" kqf.af.dv: fld,sá 

uqøKd,h'

wfíisßj¾Ok" wdkkao' ^2007&' ixËsma; isxy, YíofldaIh' fld<U: 
ixialD;sl lghq;= fomd¾;fïka;=j

Ihalagama,Swarna, (2019 May). Significance of Traditional Non-verbal 
Communication: Pattans in Sri Lanka.
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Sri Lankan Femininity Reflected in its Folklore
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Abstract

Folklore serves as a significant source for studying and comprehending the culture, civilization, 
and history of a country. Traditionally, folklore was regarded as evidence that reflected the past 
customs and practices of the people. However, it has now been affirmed that folklore provides 
a rich wealth of knowledge in literary, cultural, and anthropological fields. In the scientific 
study of any society, the formal examination of its folklore holds great importance. Folklore has 
emerged not merely due to the individual needs of a single person but as a response to social 
needs. Consequently, folklore is an area of study that offers insights not only into the past and 
present but also into the future. One notable aspect of folklore is folk poetry, which holds a 
prominent place in Sinhalese culture with its long-standing legacy. Therefore, pinpointing to a 
specific origin for folk poetry becomes challenging. The objective of this research is to explore 
and analyse how Sri Lankan femininity is depicted in folklore. Specifically, the research problem 
addresses the question of how Sri Lankan femininity is reflected in folk poetry. This research 
collected information from both primary and secondary sources to illustrate the portrayal 
of women in folklore. Historically, folk poetry was sung to alleviate the fatigue, weariness, 
and anxieties of villagers during their daily tasks. It served as a method of communication to 
express the thoughts conceived in one's mind to others. Women are frequently depicted in 
these folk poems, accompanying individuals from birth until death, assuming various roles and 
characters. The findings firmly establish that folk poetry effectively captures the essence of Sri 
Lankan femininity.

Keywords: Communication, Folklore, Folk poet, Folk poetry, Women
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ckY%e;sfhka ms<sìUqjk ,dxflah ia;%S;ajh'

úu,aisß uqKisxy

ixËsma;h

foaYhl ixialD;sh" iNH;ajh yd b;sydih wOHhkh lsÍfuys ,d ckY%e;sh uqLH 

uQ,dY%hls' tla wjêhl § ckY%e;sh ck;dj f.a w;S; isß;a yd mej;=ï ms<sìUq flfrk 

idlaIs jYfhka ie,lsK' tfy;a ckY%e;sh u.ska idys;Hh" ixialD;sl yd udkj 

úoHd;aul lafIa;%hkag mq¿,a oekqï iïNdrhla ,nd-fok nj j¾;udkfha § ;yjqre ù 

we;' lsishï iudchla ms<sn| úoHd;aul yeoEÍul § Ma iudch i;= ckY%e;s ms<sn| úêu;a 

wOHhkh jeo.;a fõ¡ tla mqoa.,hl= f.a Wjukdjla ksid fkd j iudchSh wjYH;djla 

ksid ckY%e;s we;s ù ;sfí¡ ta ksid ckY%e;sh hkq w;S;h j¾;udkh ms<sn| muKla fkd 

j wkd.;h ms<sn|j o hï wjfndaOhla ,o yels úIh lafIa;%hls' ckY%e;sfhka ms<sìUq 

jk Y%S ,dxflah ia;%S;ajh ms<sn| wOHhkh lsÍu" fuu m¾fhaIKfha wruqK hs' Y%S ,dxflah 

ia;%S;ajh ms<sn| ck lúfha ms<sìUqj fln÷ o hkak m¾fhaIK .eg¨j h' m%d:ñl uQ,dY%h 

yd oaú;Shsl uQ,dY%h weiqßka ,nd-.;a f;dr;=re úYaf,aIKh lsÍfuka wjidk ks.ukhg 

t<ôKs' tÈfkod ld¾hhkays ksr; ùfï § we;s jk fjfyi" uykaish iy ldkaish ÿre 

lr-.ekSu i|yd w;S; .eñhd úiska .hk ,o ck lúh yqfola ;u isf;ys Wmka is;=ú,s 

wkHhkag m%ldY lsÍug fhdod-.;a ixksfõok l%uhls' ck lú w;r" w;sYh iq,n j 

ldka;dj ms<sn| i|yka ù we;' bmÿk fudfydf;a isg urKh olajd u mqoa.,fhl=g úúO 

jQ ldka;d pß; yuq fõ' ckY%e;sfhka Tjqka m%;Shudk jk w;r Y%S ,dxflah ia;%S;ajh ck 

lúfhka fukjg ms<sìUq jk nj fuu wOHhkfhka ;yjqre fõ' 

m%uqL mo: cklúh" ldka;dj" cklúhd" ckY%e;sh" ixksfõokh

ye|skaùu

foaYhl ixialD;sh iNH;ajh yd b;sydih wOHhkh lsÍfuys ,d 

ckY%e;sh uqLH uQ,dY%hls' tla wjêhl § ckY%e;sh ck;dj f.a w;S; isß;a 

yd mej;=ï ms<sìUq flfrk idlaIs jYfhka ie,lsK' ckY%e;sh w;S;h 

fuka u j¾;udkh ms<sn| fkdfhla f;dr;=re mila lrhs' ckY%e;sh" 

iudch yd tys idudðlhka f.a ft;sydisl m%Nj yd ;;a;aj ksrka;rfhka 

isysm;a lrjhs' ñksid w;r fuka u iudchSh tallhla jYfhka Tjqka 
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f.a p¾hdjka" mßirh yd Tjqka w;r mj;sk ukd iïnkaO;dj újrKh 

lrñka Tjqka uqyqK fok wNsfhda. ckY%e;sfha tl fia wka;¾.; ù we;' 

tfuka u ixialD;sfha uQ,sl yrh o tys iqrlaIs; j we;' ckY%e;sh ld,h 

iuÕ fjkia fkdjkakla fkd fõ' th ;=< u Bg wdfõKsl .;sl;ajhla 

mj;sk w;r" iudcfha .;sl;ajh yd Wmia:ïNkh tys fjki úoHudk 

lrhs'

lsishï iudchla ms<sn| úoHd;aul yeoEÍul § Ma iudch i;= 

ckY%e;s ms<sn| úêu;a wOHhkh jeo.;a fõ¡ tla mqoa.,hl= f.a Wjukdjla 

ksid fkd j iudchSh wjYH;djla ksid ckY%e;s we;s ù ;sfí' ta ksid 

ckY%e;sh hkq w;S;h j¾;udkh ms<sn| muKla fkd j wkd.;h ms<sn| 

j o hï wjfndaOhla ,o yels úIh lafIa;%hls' cklú hkq ckY%e;sfha tla 

wx.hls' isxy, ixialD;sfha m%uqL wx.hla jk ck lúfha mqrdjD;a;h b;d 

§¾> jQjls' tys ms<sn| j ksh; jYfhka mejish fkd yels h' ck lúhg 

b;sydihla fkdue;' thg we;af;a jhila muKs' tfy;a jhi o fumuK he 

hs lsj fkd yels h' woH;kfha l;dka;r lSu fyda ck .S .dhkh fjkqjg 

ñksiqka fndfyda ÿrg fm<ö we;af;a iqyqre ÿrl:kh fj; h' ta fya;=fjka 

ixialD;sfha flakaøSh Ndjh we;s lsÍfuys ,d ckY%e;sfha ld¾hNdrh .s,syS 

hñka mj;S' tneúka mj;akd ckY%e;sldx. j¾. lsÍu yd m%ldYhg m;a 

lsÍu w;HjYH j we;' th ckY%e;shg kj Ôjhla fkd,nd-ÿkak o" tys 

Wreuh wdrlaId lr-.ekSfuys ,d WmldÍ fõ' m%d:ñl YsIagdpdrfha ñksid 

f;dr;=re yqjudre lf<a ck jyr weiqfrKs' tys §¾>ld,Sk úldYkhlska 

miq Tjqyq f,aLl jyr weiqre lr-.;a y' ñksid f.a yeÕSï yd {dkh fnod-

yeÍfï udOHh ckjyr jQ ksid u isß;a úß;a" .;s mej;=ï" l,d Ys,am wd§ 

yeu wxYhla u ckjyßka fmdaIKh úh' fuu oekqu bÈß mrïmrdjg 

ixcdkkh jkafkaa ckY%e;sh u.sks' cklúh iduQysl tl;=jl iajrEmhls' 

tla mqoa.,fhl=f.ka lúhla wik iyDofhla th ;udg weiqk mßÈ fjkia 
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lsÍfuka fyda ;j;a fldgia tla lsÍfuka kej; .dhkd-lrhs' fï ksid 

ksYaÑ; wdrïNhla fyda l%udkql+, j" mrïmrdfjka mrïmrdjg .,d wd 

iajrEmhla cklúfha oelsh fkd yels h' fï ksid u ksYaÑ; l¾;D;ajhla 

cklúhg ke;' ck lúhd iajdëk mqoa.,fhls' iïNdjH lú rplhd 

fuka iïu; ldjH ,laIKhkays ne£ fkdisák Tyq" bka neyer j ;udg 

u wdfõ‚l jQ iajrEmhlska yeÕSï m%ldY fldg we;' iajdëk mqoa.,hl= 

jk Tyq ;u is;eÕs ksoyia j m%ldY lrhs' ta ksid u cklúh ir, iq.u 

ffY,shla .kafka h' ta ta ck lúj, wka;¾.; ,laIK wkqj tajdfha 

úh;a nj fuka u m%d:ñl iajrEmh o m%;Shudk fõ' 

ckidys;Hfha § cklúhg m%Odk ;ekla ysñjkafka úkaokhla jk 

rih Ndjuh wdiajdohla jk ksid fuka u .oHhg m%:u moHh ìys ù ñksidg 

tys yqremqreÿlu ;sîu o ksid h' cklúh .eñ ck;dj f.a fMkaøSh wjhjhla 

fia l%shd;aul ùu rih wd;auh fldg lúh ksmoùu muKla u fkd j" 

ckl;djg fkdyels YlH;djla cklúhg ;sîu iy moHh Wia yçka 

ßoauhdkql+, j .dhkd l< yels ùu fuka u" ìh yd yqol,d nj ;=kS ùfï 

Yla;shla tys .eí j ;sîu ksid h' we;eï úg lr;a; lú wdÈh yqfol,d 

j u .hkqq wikakg ,efí' fufia tod fmdÿ ckhd ;u is;eÕs ld¾hhka 

tla j fkdmels< j úfõpkh l< w;r" ta i|yd m%uqL udOHh f,i fhdod- 

.;af;a o cklúh hs¡

cklúfha iy ckidys;Hfha w.h Ô¡ î¡ fiakdkdhl ^1965& ish 

zzúpdr m%fõYhZZ kue;s lD;sfha § fufia i|yka lrhs¡ zzW.;=ka f.a 

ldjHhkays wjHdc;ajh ysÕ jqj o ck ldjHfhys th ysÕ fkd fõ" 

W.;=ka m%sh lrk uqjfoõodj;" iiodj;" lõis¿ñK jeks ldjH l< 

lùka Ôú;fhys iqkaor;ajh lshk ,l=Kq ck lùka f.a ks¾udKhkays 

ysÕ fkd fõ' Tjqyq W.;a lú fuka .;dkq.;sl f,i iqkaor he hs iïu; 
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foh fidhñka j¾Kkhg ;e;a fkdl< y' Tjqyq ;uka f.a mßirfhys jQ 

.yfld<" .x.d fyda wdÈfhys fi!kao¾h oel thska m%fudaohg m;a jQ y' 

Ôú;fhys fi!kao¾h Tjqka f.a rpkhkays oelsh yelafla Tjqka ;uka f.a 

ta m%fudaoh ldjHhg ;kd m%ldY l< fyhsks'ZZ 

fï wkaoug wmg o< jYfhka cklúh yd ckðú;h iSud lr-.; 

yels fõ¡ cklúfha f;audj ckÔú;h hs' fndfyda úg tÈfkod ðú;fha 

lsishï lreKla cklúhg jia;= úIh úh' th cklúfha fmdÿ ,laIKhls' 

w;sYh ÿIalr Ôú;hla .; l< .eñhd ìh" ika;%dih" wdorh" ffjrh" 

fl%daOh" oafõYh" fifkyi" wfmalaIdj" úYajdih" fidïki yd fodïki 

wd§ ufkdaNdj iïñY%Kfhka ;ud ;=< u;= jQ yeÕSï ksrdhdifhka u  uqúka 

.s,sySug bv yf<ah' fï ksid cklúfha ks¾jHdc .=Kh úi,a h' ;ud Ôj;a 

jQ mßirh iSud jQ ksid u mßirh ;=< mej;s ish,a, Ty f.a wjOdkhg ,la 

úh' tfyhska" iudc iïnkaO;d fmdÿ .eñ Ñka;kh jákdlï" wdl,amhg 

WÑ; ixhufhka yd ir, núka bÈßm;a lsÍug .eñhd iu;a jQfha mßirhg 

fuka u Ôúkag o oelajQ fm%auKSh Ñka;dj ksid h' cklúfha úIh lafIa;%h 

b;d mq¿,a h' thska .eñ iudcfha mj;akd isß;a-úß;a" p¾hdO¾u" is;=ï-

me;=ï fy<sorõ jk w;r" fmdÿ jYfhka iuia; fN!;sl mßirh o Ñ;%Kh 

fõ' 

ck lúfhka ms<sìUq jk YS% ,dxflah ldka;dj

.eñ cSú;fha fkdfhl=;a wjia:d w<,d .eñhka úiska u ks¾udKh 

lrk ,o lú f,i ye|skafjk ck lú fndfydjlg ia;S% pß; jia;=úIh  

jQ nj tajd úYaf,aIKh lsÍfï § oelsh yels h' ,sÅ; fuka u w,sÅ; 

jYfhka o tajd fjkafldg y÷kd-.; yels h' uqL mrïmrd.; j mej; 

tñka ,sÅ; idys;Hhg tla jQ hfYdaordj;" fjiaika;r cd;l ldjH wdÈh 

ia;S% pß; m%Odk fldg-.;a ck ldjH .%ka:fhda fj;s' YS% ,dxlSh iudc 
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ikao¾Nh ;=< ldka;dj ÈhKshl" fidhqßhl" ìß|l" ujl jYfhka wkkH 

jQ N+ñld rÕ olajhs' ;j o ldka;dj fmïj;sh fyda ffjYHdj jYfhka o 

Ôj;a jQjd h' ta iEu N+ñldjl u isák ldka;dj ck.S;h ;=<ska y÷kd-

.; yels h' foaYSh iïm%odh ;=< ldka;dj yd cklúh w;r" jQ in|;dj 

iudchSh" wd¾Òl" foaYmd,ksl yd wd.ñl jYfhka y÷kd-.; yels h' 

iajhxfmdaIs; wd¾Ól rgdjla ;snQ w;S; YS% ,dxlSh iudc ikao¾Nh ;=< 

ldka;dj wd¾Ólh Yla;su;a lsÍug lghq;= l< wdldrh fufy .S uÕska 

ksrEmKh jk wjia:d wmg y÷kd-.; yels h' 

ck lúhd ;u wjHdc lù;ajh úoyd ±lajQfha uyd mdKaä;Hhla 

we;s j fkd fõ' ta lú fndfydajla .eñ ,sh úIh fldg-.;a tajd h' ;u 

tÈfkod w;a±lSï ye.Sï hkdÈh uqiq j" .eñhdg úúO jQ whqßka cSú;fha 

§ yuqjkakd jQ ldka;d pß; mdol j Tjqyq cklú .dhkd l< y' ldjH 

j¾Kkdfõ tk ldka;dj ksr;a;rfhka ishque,s" iql=ud, ;eke;a;shl 

jqj;a" ienE cSú;fha § ldka;djl f.a cSú;h t;rï u iqkaor jQjla fkd 

fõ' Wmf;a isg urKh olajd u .eyekshg wfkalúO ÿlaL fodaukiaihkag 

fuka u wNsfhda.hkag o uqyqK §ug isÿ fõ' iudcfha we;eï msßñkag 

ldka;dj hkq ;u w;fld¨jls; fkdue;skï uqo,g yqjudre jk fj<| 

NdKavhls' th w;S;fha isg wo olajd u ldka;djg uqyqK §ug isÿ jk 

m%n, wNsfhda.hlss'

.eyeksh kd o,a,la fuka ishque,s úh hq;= h' tfy;a weh kd÷kk 

iam¾Yhlg yiq jQ ksÈl=ïndjla ish m;% yl=,d-.kakd mßoafoka kdÿkk 

iam¾Yhka m%;slafIam l< hq;= h' ta i|yd jk ffO¾hh .eyekshlg 

w;HjYHfhka u mej;sh hq;a;ls' .eyeksh jQ l,S ish cSú;h ;=< úúO 

pß; ksrEmKh lrkakshls' iql=ud, fmïj;sh f.a isg mjq,l cSjk nr 

ish;g .ekSug ;rï weh i;= j mj;skafka wka lsisfjl=g;a ysñ fkd jQ 
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buy;a ffO¾hhls' iajNdjfhka u YDx.drd;aul ye.Sï okjk ldka;dj 

ish reysre iy oyäh ;u mjq, fjkqfjka j.=rk wdldrh o cklúj, 

há fm< wre;a újrKh lsÍfï § ±lsh yels fõ' tfy;a ck lúhd tys 

§ o ldka;dj i;= iqkaor;ajh ;=<ska u;=jk YDx.drd;aul yeÕSï ±kfjk 

mßoafoka lúh mnÈkakg iu;a j we;'

fma%uh $ rd.h iy ldka;dj

iudchl iyÔjkh mj;ajd-.ekSu Wfoid ta ta iudcj, Ôj;a jk 

ñksid Tjqfkdjqkg fma%u l< hq;= h' th iudc uÜgulg fyda ;rd;srulg 

iSud fkd fõ' ta w;ßka o ia;S%-mqreI fma%uh úfYaI jeo.;a lula Wiq,hs' 

ck lúhd o fulS fma%uh uy;a by<ska j¾Kkd fldg ;sfí' cklú 

fndfydajla u fulS fma%uh yd rd.h miqìï lr-f.k ks¾udK ù we;' 

ckhd ;u isf;ys Wmka is;=ú,s m%ldYkhg .ehQ fuu ck lú ;=< fma%uh" 

rd.h jeks ;u is;a ;=< WmÈkakd jQ is;=ú,s lúhg keÕ=fka ksi¾.hks' 

;u is;a .;a ;reKsh flfrys Wmka fma%uh weh fj; fkdj<yd mejiSug 

w;S; .eñfhda fuu ck lúh Wmfhda.S lr-.;a y' fuu fma%uKSh iy 

rd.sl lú fndfydajla ks¾udKh jQfha fh!jk ldka;dj" tfia;a ke;skï 

;reKsh jia;== úIh lr-f.k h' fma%uh mejiSug fuka u fma%uh wysñ 

ùfï ÿl mejiSug o me/kakka fuu cklúh Wmfhda. lr-f.k we;' 

fm%auh 

lúhd NdIdj Wmfhda.S fldg-f.k ;u ks¾udKh bÈßm;a lrhs' tu 

ks¾udKhg mdol jkafka wkqN+;sh hs' NdIdj Wiia whqßka yiqrejd-.ksñka 

ri ksIam;a;sfhka úkaokh;a" úkaokfhka mrudkkaoh;a" mrudkkaofhka 

m%{dj;a hk mshjr lrd iyDohd /f.k hk m%jdyh jkafka fuu wmQ¾j 

f,i ks¾udKh lr bÈßm;a flfrk wkqN+;S hs' iïNdjH ldjHhka u.ska 

wm n,dfmdfrd;a;= jk" fuu bIagd¾:h" .eñ yojf;a Wmka ishqï wkqN+;s 
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;ud Ôj;a jk mßirfhka fmdaIs; jQ .eñ jyfrka Tmj;a fldg" iyDohd 

;=< rih;a" iqjh;a" keKi;a wjê lrkakg o cklúh tl fia iu;a fjhs' 

tfuka u woH;kfha o l%shdjdÖ Yío mdúÉÑ lrñka" tl u f.or ldur 

foll fjfik fmïj;df.a;a" fmïj;shf.a;a wka;¾mqoa., ixksfõokh 

ixhufhka hqla; j fhdod-.ksñka ks¾udKh jQ my; cklúh wdorfha 

Wkaudoh iys; YDx.drhla Woa§mkh lrhs'

mSrkafka jr, hkak o 	       mkai,g 

f;darkafk j<¨ fokak o     i,ams,g 

ldrkafk tkak ys;s, o ux       ,Õg 

kE fokafk ÿlla rka l| hka    .ug  ^ùriqkaor" 2014" ms'50& 

	 b;du;a ixhufhka hqla; j .eñ ixialD;shla ;=< mej;s yslaóu yd 

p¾hdjkaf.ka hqla; j" ;ud f.a ;Sj% wdorh m%ldY lrkafka ˜kE fokafk 

ÿlla rka l| hka .ug˜ hkqfjka mejiSfuks' fm%auh f;aud lr-.;a ck 

lú my; oelafõ'

jeõ biau;af;a fyakla fldg,d       hig

jmqrd l=rlalka mefikd úg          rejg

wgq fldgq jmqr,d w. ysÕ      fkdjkakg

lekaod tñ kf.da kqU udf.a         me,g ^wurfialr" 1996" ms'83&

lel=¿ ;fka ÿgq od isg neÿKq    fifka

ul=¿ jfka f;dmsj;a is,s÷ oe,a   f.fka

nuß÷ fka f;dmsj;a frdkg .sh  ;efka

uq.=Kq u,a f¾Kq mqiqnhs lel=¿     ;fka   ^ùriqkaor" 2014" ms'84&
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jkka;f¾ jk imqu,a             msmShka

ksrka;f¾ ks,s jeiaig          f;óhka

mqxÑ n|g fm;s f.daur            biShka

álsß ue‚fl ug ySfkka      fmkShka   ^ùriqkaor" 2014" ms'88&

wdfjñ <f|a kqU  oel .kakg    is;s,d

Wkafkñ <f|a jk m÷rl     uqjd fj,d

ÿlafjñ <f|a oel.kakg  neß     fj,d

hkafkñ <f|a kqU .sh u. iqiqï    ,,d  ^foajuq,a," 2002" ms'15&

mqka if|a jqjkj;a kqfU      	  ieuod u

rka nf|a byqKq f.daur       fm;s fia u

uka <f|a fuÿla bjikafka        fldau

hka <f|a rgl ldg;a          fkdlshdu   ^foajuq,a," 2002" ms'15&

tß,d ufâ b|f.k lrk jo           jfoa

f;ñ,d fkßh f,<fo;s kqU f. ;=kq 	bfÕa

jeá,d  wõj ierfndah fj,           	uefoa

keñ,d ,f|a fkdlmka kqfU fldkao    ßfoa   ^isßmd," 2002" ms'134"&

br n,d Wfkñ br ., jefgk          ;=rd

i| n,d Wfkñ i| ., jefgk          ;=rd

u. n,d Wfkñ u,a fmdl=re jefgk    ;=rd

u. n,d Wfkñ uf. ue‚fl tk       ;=rd  ^f,dl=fyajd" 1996" 

ms'187" lúh'17&
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ud hkfldg jeg uq,af,a lmoa           oehs

ud oel,d odäh msy ouoa                 oehs

lelsß yskdfjka ud foi n,oa           oehs

tl yeá ue‚l uf. me,foi n,oa     oehs ^f,dl=fyajd" 1996" 

ms'193" lúh'5&

Wvq w;af;a msmqksh u, fndare     	 fj,d

f.ä ke;af;a ieu u,g nd,     	 fj,d

ne¢ Tiafia hkafka nure fl,  	 fl,d

ks¢ ke;af;a iqÿ ue‚ld u;la         fj,d ^.=Kfidau" 1999" ms'28&

fmd;=ú, isg mdku foierhla         tkjd

wdjg fudlo we| Wv b|,d            hkjd

udug nfha uu fudfydl=;a     fkdlshkjd

ysf¾g h;;a kEfka kqU f.ks           kjd ^.=Kfidau" 1999" ms'32&

we,af,a j,,af,a we,af,a            isákafka

we,af,a j;=r kd ud foi           n,kafka

fn,af,ka my< fm;s f.daur     bfikafka

lhsfhka ;=rka ù <÷fka          jfrkafka  ^.=Kfidau" 1999" ms'36&

wyig t<sh wyfia ;re             msmqkdu

uQKg msßh fm;s f.daur            biqkdu

<|g msßh kqU ks;r u               ÿgqjdu

<s|g j;a weú;a kqU ud               ÿgqjdu  ^.=Kfidau" 1999" ms'38&
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mSrkafka jr, hkag o             mkai,g

f;darkafka j<¨ fokag o         mskalug

ldrkafka tkag is;s, o ud            <Õg

kE fokafka hux rkal| wfm         .ug  ^.=Kfidau" 1999" ms'39&

Tn;a T;k bmke,af,a lr        	 fjkjd

uu;a fu;k bmke,af,a lr      	 fjkjd

bfia ;snqK f,kaiqj iq<Õg      	  hkjd

mSvd fndahs <÷fka fyjkg              tkjd  ^nKavd"is,ajd" 2002" 

ms'53" lúh'240&

mef,a meÿr jeiaig f;ñ       f;ó   fha

fjf,a f.dhï iq<Õg jeks      jekS   fha

lfKa f;davq wõjg È,s             È,S  fha

fldfÜ <s|g tkjo iqÿ          l=udß  fha   ^nKavd"is,ajd" 2002" 

ms'76" lúh'340&

Tfha kï j;=r hkafka .,d           f.k 

<sfoa kï j;=r tkafka jqkd           f.k

lf<a kï j;=r fndkafka mqrd         f.k

uf.a kï <f|a bkafka jvd            f.k  ^nKavd"is,ajd" ^2002&" 

ms'76" lúh'343&

w÷re lef,a j,a isufha bkak              	 fldg

fkdÿre flfkla isjqmo tjkqj  fu       	   ug

ls÷re y~la fuks ,iaik wefik         	 fldg

fid÷re ^uf.& ue‚fl tkjo oel      iekfikag ^nKavd"is,ajd" 

2002" ms'75" lúh'350&
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t<sfjkfldg lsß fodaf.k f.g     	 tkjd

? fjkfldg .jfhda ne| f.k     	 tkjd

nf|a ;sfhk f.daur ál È,s          fikjd

lsß ue‚ld ksid uf. Ôú;          fokjd  ^nKavd"is,ajd" 2002" 

ms'76" lúh'356&

w¢k w¢k fiaf,a /,s      	     f.;Shka

n¢k n¢k fldKafâ u,a   	     f.;Shka

isyska n|g fm;s f.daur              biShka

nxvr ue‚l ug ySfkka           fmkShka   ^nKavd"is,ajd" 2002" 

ms'77" lúh'359&

br uqiq uqiq br uqiq uqiq h       	 jdreka

i| uqiq uqiq i| uqiq uqiq h      	 jdreka

lrl ;e,a, ldúka fldKav    	 jdreka

wr hk mqxÑ ue‚ld tx.              jdreka  ^nKavd"is,ajd" 2002" 

ms'77" lúh'360&

rkal| <euo mqkai| u~,la       	 jdf.a

fjkalr oeïug y;=frda jeäh     	 uf.a

;o lr l=fia weúf<k .sks jeäh  	 uf.a

ryfia ne¢ WUg wd,h jeäh           uf.a  ^nKavd"is,ajd" 2002" 

ms'77" lúh'362&

oE; fidohs n;a Whjd f.k      	 lkag

uqyqK fid|hs oyj,a n, n,      	 bkag

fomh fid|hs läir .ukska     	 hkag

uf. ,sh fid|hs inhl isgqjd         .kag  ^nKavd"is,ajd" 2002" 

ms'78" lúh'368&
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my< uxläka tkjd            fmfkkakd

mq,a,s mq,a,s br fydiaig         jefgkakd

i,a,s i,a,s weÕ f.daur          bfikakd

Wlal= ue‚fl ÿgqju .sks        ksfjkakd   ^nKavd"is,ajd" 2002" 

ms'85" lúh'423&

rd.h 

bK /<s /<s bK /<s /<s nqre,s       kfÕa

bi fmdl=/<s  bi fmdl=/<s wjq,s      kfÕa

uqyqfKa ;snqK yevyqrelu wvq h      	kfÕa

fk¿ï u,g msks biafia lõo          kfÕa  ^ùriqkaor" 2014" ms'56&

ySka ue‚fl b|,d .sh           lvq,af,a

iSka flkao u,a msmqKhs          weis,af,a

ndka fj,d ? ;=kahu             uq¨,af,a

ksÈkï fydohs ue‚flf. ri   ;=re,af,a  ^f,dl=fyajd" 1999" ms'30&

l=l=¿ jfka y~,kafka          t<sfjkag

ul=¿ jfka oe,a ,kafka ìcq          ,kag

nU rcqfka frdka .kafka me‚       ,kag 

lel=¿ ;fka rÕ fokafka         w,a,kag  ^f,dl=fyajd" 1999" ms'31&

n, n,d <÷ks  kqU  fldys          hkjdo

., .,d l÷¿ ìu jeys              jyskjo

u, fk<d fokak kqfU is;       iekfiao

ri Wrd fndkak kqU <|             tkjdo   ^f,dl=fyajd" 1999" 

ms'33&
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kEkd kqU;a ud jdf.o            fydrlug

WUg jeäh uf. fidrlï m<uq         isg

fjkhï flfkla mEfjd;a fifkyila ug

mdk uql=¿ uÈfjo r;s iem            l=ug ^f,dl=fyajd" 1999" ms'33&

f.dak yfu;a jk ;jqika       ie;fmkjd

uQk uf,;a rka nUrd              oÕ,kjd

mdk ke;;a f.hs ue‚lla        nn,kjd

kEfk ug;a n;a ;shmka uu          tkjd ^chfk;a;s" 2001" ms'73

wl=, Wv fkdfjo uvq u,     msfmkafka

rel=, Wv fkdfjo ri ó        n¢kafka

ul=¿ oe, fkdfjo iq<Õg    jefkkafka

lel=¿ u, fkdfjo ug kx      Tìkafka ^chfk;a;s" 2001" ms'74&

u;k lef,a .sks jeÈ,d      	 Wkakd h

fo;k ;=f<a ksÈ wmf;a      	 hkakd h

fld;k .sh;a kqU isysm;a     fjkakd h

l=uk <f|a fuÿlska mK        hkakd h ^chfk;a;s" 2001" ms'79&

tf.dv f.dfâ ux fojfÜ hk      l,g

f;davq folla fmfka fmd, jfÜ       msg

lel=¿ ;fka ysr fkdlrka fmd,a    .ig

ll=, ßfohs ysñysg neyemka         ìug ^.=Kfidau" 2015" ms'236&

w÷re  ;sfhk ;ek w,shd ,.ska    fka

m÷re ;, ;,hs W! .ufka  hka    fka

lsÿre kdofhka meáhka rlska       fka

uÿre u,a iqj| ;k tk ,÷ka       fka ^f,dl=fyajd" 1996" ms'187&
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l=xpd,shka f.a ;k lel=¿        	 ÿgqúg

lxid îmq u;a .;shla uf.      	 weÕg

jxpdudk ÿkafkd;a is;=          	 ,ig

ixld fjñ <f|a ysi isg fo           m;=,g ^.=Kfidau" 1999" ms'32&

fodvï ú;r ,eu mS§ tk           	 l,g

ne¨ï  fndah r;= msßñka olsk     	 fldg

mq¿ka /,l nr ke; mqreÿ  fjk  	 fldg

bvla álla fokj o meÿre fldk        lg ^.=Kfidau" 1999" ms'34&

we;s kuq;a jro ;uqfif.  ud          kug

Èh kuq;a msysg fjhs mq¨jka             ÿrg

.,laj;a mef,hs ugjka fida            ÿlg

úl=Kf;d;a .ksñ mshhqre  fol  remsh,lg ^.=Kfidau" 1999" ms'61&

l=rlalka reisre rEisre l=re          	  fo;fka

u,lalka fiau weú¢ka ;sfnhs              ;fka

krlalka fufyu fkdlshka ug          <÷fka

l=rlalka ;Èka fkdfldgka jefghs        ;fka  ^nKavd"is,ajd" 

2002" ms'51" lúh'225&

lrf,a meyqKq fia uhs u,a fnd,a          ke;sj

jrf,a Wkd nekaohs Tyq weo               ke;sj

mqrnf,a fid|hs hdug nh                 ke;sj

lrejf,a jfrka iqr;,a ud                  isysj ^nKavd"is,ajd" 

2002" ms'78" lúh'371&
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b| ur., b| ur.,                  	 <f|ahd

tod ÿkakq o¿ nq,f;a          	         rfiahd

lmqre ,d nq,;a lE lg          	 fufiahd

weú;a hkak jr <| uu                mef,ahd ^nKavd"is,ajd" 2002" 

ms'78" lúh'372&

if|a ,m f,iska wm okier             bkag

lf|a msmqK u, fia fifkfya    	 fjkag

wef|a b|ka wdor nia                f;m,kag

<f|a fukqU lsh ug ojil              tkag  ^nKavd"is,ajd" 2002" 

ms'89" lúh'439&

ys;g j;a mqreÿ  wms fokakhs        	 <uhd

fk;g j;a kskao ke; ? ;=ka       	 huhd

n|g j;a w;la oeïfud;a is;          iekhd

me,g j;a weú;a uu oelmka           <uhd  ^nKavd"is,ajd" 2002" 

ms'79" lúh'373&

;k jg ug weoao .krka l=Uq        	 ißh

bK jg r;= froao weo fkd;nd       fkßh

uk jvjk ,oao hõjk l;           	ußh

fjk l;l=g weoao uu ;sg we;s        msßh  ^nKavd"is,ajd" 2002" 

ms'81" lúh'389&

wysñ fm%auh

l=rlakla lmhs wUrhs wfma             	 tlS

ye<sh uqjdfõ b|f.k fnok           	 tlS

;,m ál lkag fyd¢ ál fkdfok    	 tlS

Bfha m,Éphs uf.a ,Õ Wkakq                  tlS   ^f,dl=fyajd" 

1996" ms'192" lúh'2&
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mdka jeáh fia weúf,k l=fia           hg

fÊka fkdafka kqU .ek yß ÿfla        ug

kdkakg tkjd kï <s|             	 <Õg

ySkaydñ w; tjmka ,shqu                 ug  ^.=Kfidau" 1999" ms'32&

ß§ kekafoa kqU  oi w;          È,sfikjd

ne¢ fldKafâ rK .srfjla me‚   fndkjd

ksis kskafoa f,dj yeugu uk       fokjd

ß§ kekafoa uqr wereKu uu           tkjd  ^ùriqkaor" 2014" ms'95&

kS, fldfnhs b|f.k .S           .hkafka

my< md¿ .il Èú           	   f.jkafka

nd, ldf,a uf. isyshg      	 kef.kafka

wehso <f|a kqU msgq                 olskafka  ^.=Kfidau" 1999" ms'35&

oE; mqrd rka j<¨;a oeïu          	 rfÕa

weÕs,s mqrd uqÿ iajrka lrmq        	 rfÕa

lka fol mqrd ñ‚ nrKka t,a¨      rfÕa

hkjo <f|a ug fkdlshd fjk        §f.a  ^.=Kfidau" 1999" ms'37&

jrlg fok joka jrlg          j,lskjd

kqU ug fmdrK lSnia oeka      isysfjkjd

kqU ug lrmq fydo ieu iq<Õg      hkjd

tf,djg mõ keoao <| ug ÿl      fokjd  ^.=Kfidau" 1999" ms'37&

is;a ke<úfha kqU ySfkka fmfka      ug

fk;a j, .sfha ;du;a WKq l÷,      leg

w; yer .sfha uf. cd;sfh fmr      mjg

r;a;rx ,sfha neye kqU fkd         olskag  ^.=Kfidau" 1999" ms'52&
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brg b÷,a bruqÿfkka .srõ          .shd

i|g b÷,a i|uqÿfkka rdyq          .shd

u,g b÷,a u,a uqÿfkka nUre       .shd

wmg b÷,a rka t;kd §.            .shd  ^nKavd"is,ajd" 2002" ms'85" 

lúh'416

wiïu; fm%auh

iuyre újdyl jqj o  wka ia;%Ska weiqre lsÍu;a fidr wUqjla ;nd- 

.ekSu;a isÿ fõ' tu isß; lúhd fufia bÈßm;a lrhs'

w,a,df.k fkßh w;lska lskao 	 kf.a

jidf.k fo;k i¿fmdg lskao 	 kf.a 

ysñfhla ke;s .uka hkafka lskao 	 kf.a 

wïn,fï fmdähla kj;skak 	         kf.a ^wurfialr" 1996" ms'80&

	 tfia u fuu b,a,Sug ms<s;=rla imhk ldka;dj ;udg ieñfhl= 

isák neúka wka ysñ fkdm;k nj;a" nd, uiaiskd miafika tk ksid 

;ukag ;kshla ke;s nj;a lshhs' 

w,a,df.k fkßh u`v ;ejfrk      yskaod

jidf.k fo;k ì,s÷f. lsß 	       ykaod

nd, uiaiskd miafika tk 	       ykaod

hkakï whshKaä uf.a .u rg ÿr    ykaod   ^.=Kfidau"1999" ms'37&

	 ÿr neyerl f.dia nvq fmdÈ Ndr § kej; ieye,a¨fjka .ug 

hk lr;a;lre" wïn,fï nxl=j u; isák <|l olshs' wef.a msg È.g 

jEfyk f.daur rka i¿jla fuks' weh oelSfuka Tyq ;=< YDx.dr ckl lú 

is;=ú,a,la my< fjhs' zzuu;a ;kslv Èúhla f.jk kdUr ;reKfhla" 
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b;ska wm fofokd f.a tlaùu i|yd ud kqiqÿiq jkafka flfia o@ pkaøhd 

wE; wyfia isg wmg ̂ fmïj;=kag& lrk fï wdrdOkh bj; ,kafka flfia 

o?ZZ Tjqka fofokd iïfNda.fhka iekiqKq whqre;a tlsfkld fjkaùfuka 

miq lr;a;lre msg;a jk úg y| uqÿfka nj oelaùu uÕska tlsfkld ú¢ 

m%S;s m%fudaofha igyka ;ju;a is;ays mj;sk nj;a jHx.Hfhka lshhs' 

wïn,ka fmdare u; isákd      	 <ÿfka 

rkai,ska f,ig f.daur msg 	         È¨fka

ux fnd,ka tfyu foalg ke;  	 w`.=fka

mkaksf,ka msg;a fjkfldg y| 	 uqÿfka ^wurfialr"1996&

fyafka me,g .sh f.dúhdg uy;a wlr;eínhla isÿ fõ' Tyq lsishï 

fya;=jlg mef,ka bj;a j .sfha h' uq¿ /hla u ;ud is;a .;a <|l 

yd jdih fldg" jhs;df,a kej; me, fj; meñ‚ f.dúhdg" foúhka 

isysjqKs' mef,a meÿr fydre wrf.k f.dia h' yekaoEhdfï me,g f.kd 

meÿr ke;sj kej; f.or hkafka flfia o@ ;ud rd;%sfha .sh ;ykï .uka 

ìß| o;fyd;a  ksji tl u l, flda,dy,hla jkq we;' b;ska foúhfka 

wfka uf.a meÿr fokak' Tyq fydfrl= fkd fõ' ud fï úm;ska w;a uqojd- 

fok uf.a kEfhla jkafka h' .eñ ixialD;sfha mj;sk iuyr wx.hka 

ck lúhd oeä ixhufhka yd jHx.Hfhka bÈßm;a lrk wdldrh b;d 

ukrï h' fï ;;a;ajh fyd¢ka jgyd-.;a .eñ <|" ieñhd f.a me,a /lSu 

.ek i|yka lrk fuu ck lúh wjHdc j" ish¨ lreKq ila iqola fia 

meyeÈ,s lrhs' 

wfka foúhfka ug jqk              úfhdahd

mef,a meÿr fydre wrf.k          .sfhdahd

f.or .sh l,g w~ onr              fndahd

meÿr ÿka flfkla uf. kE         isfhdahd
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wfma msßñ me,a hkjd              lshd,d

me,g f.diska .sks fud<jd        ;shd,d

?g wjq;a w.= f.duqj, /l          b|,d

Wfoag t;s me,a ,e.a.d              lshd,d ^;s,lr;ak" 1971" ms'111&

.eñ ck Ôú;fha wiaila uq,a,la kEr u" ;u wKil fho jQ ck 

lúhd ÿlaL fodaukiaihka fuka u m%S;s m%fudaohka o" m%n,;d iy ÿn,;d 

o" tl fia fy<s fmfy<s lrkakg ;rï wjHdc ùu ck lúfha ks¾udK 

mrdih ;j;a mq¿,a lrkakls' 

wjia:d ksrEmKh w;ska o" ck lúhd b;d m%n, ia:dkhl isák nj 

my; i|yka ck lúh fudkjg lshd mdhs' 

ñ‚ ñ‚ fmdfoa .k w÷f¾ lk            uÿrE

n,af,la b| nqrhs W!f.a .;s               kmqrE

fl,af,la b|ka fodr kdßhs wef.         úhrE

u,a,la lÿre lkafkñ ú.i fodr           yrE ^m;srK" 1987" ms'233&

.; oefjk iS;,;a" mqxÑ jeys fmdo;a" WKqiqï ùug tkakg ug 

lrk werhquhs' iS; w÷r rd.fha ñ;%hd h' tfy;a uÿrejka f.a ú; 

YÍrhg ÿla fohs' tmuKla fkd j fydr ryfia u fï meñ‚ .ukg 

n,af,la y;=relï lrhs' fufia ;reKfhl= whdf,a .sh .ukla b;d WÑ; 

wjia:d ksrEmKhlska lúhd wm fj; bÈßm;a lrk ufkda Ñ;%h úis;=re 

h' fm%auh;a" rd.h;a" ;ykï wdorh;a" Bg WÑ; nia jyßka yd wjia:d 

ksrEmKfhka fjka fjka j lúhd bÈßm;a lrk wdldrh" cklúfha 

ksßudKd;aul mlaIh úuiSfï § wm f.a ie,ls,a,g n÷ka úh hq;= h' 

wdfõ.hla m%ldY lsÍfï § ck lúhd .eñ ixialD;sfha ienE iajrEmh yd 

jyr lÈug fhdod-.kshs' 
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wkqka lf;a uu ÿla .kafka           l=ug

wkqka wf;a we;s úÿ,sh isys           oekg

Wiq,d .kag neß ÿlafokafka          l=ug

jfrka <f|a fjkaù kqU  ud          kug   ^.=Kfidau" 1999" ms'37&

w~ w~d <÷ks kqU fldys          hkjdo

., .,d l÷¿ ìu jd               is|jdo

u, fk,dfokag is; iek       fikjdo

fodv fodvd bkag ojil          tkjdo ^.=Kfidau" 1999" ms'38&

l=l=¨ yvd jg t<sfjkakd           t;kd

uql=¿ iskdjg t<sfhka mdk          iskd

lel=¿  u, jg nUreka wefok   f,iskd

b;sx fuug hkakg fodr wermka   t;kd ^.=Kfidau" ^1999&" ms'34&

uq;= ue‚ld ldg;a fyd| .=K        ldß

jeiai mskak fkd;ld r;s fl<s      ldß

úiai msreK;a fld,af,la w;        kdß

miai kqfò hlfvka ;ekqjo         ndß  ^.=Kfidau" ^1999&" ms'60&

úfha úfha Un fld;kska f.kd     úfha

lknjefõ ., uqÿfkka f.kd      úfha

uf. kEkd ud iuÕhs §.           .sfha

tkjo <f|a ud iu.ska uQo           Èfha  ^nKavd"is,ajd" 2002" ms'78" 

lúh'367&
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újdyh  ^kEkd uiaiskd&

isxy, l=, ldka;djl kï weh m;sj%;d O¾uh /lsh hq;= h' m;a;sks 

foaúh jkaokd  lrk" m;sj; rlsk wh j¾;udk idudcfha o olakg 

,efí' iudch tjeks l;=ka Wiia ;;a;ajfha ,d i,lhs'

mskaj;a W;=ï .=Kj;a iajdñ 	     ndßg

wka ysñhka ms<sl=,a .erçka 	    f,ig 

;u ysñ foõf,dfõ iqr l=url=    f,ig 

m;sj; rlshs ndßh iajdñ       fuf,ig ^;s,lr;ak" 1971" ms'116&

	 isxy, iudcfha újdyh flfrys n,mE {d;s iïnkaO;d ie,ls,a,g 

.;a l, kE jdish flfrys m%uqL;dj ysñ úh' kE jdish úuid-ne,Sfï § 

újdyhg b;d iqÿiq f,i i,lk ,oafoa kekaod f.a ÿj jk kEkd újdy 

lr-.ekSu h' Bg n,mE iudc yd wd¾Ól fya;= idOl úuid-ne,Sfï § 

isxy, iudch l=, mokula u; ixúOdkh ù mej;Su;a" l=, uÕska Wreu jQ 

/lshd jD;a;Ska mrïmrd.; j mj;ajd-f.k hdfï wjYH;d u; újdyfha 

§ fï iïnkaO;dj ie,l+ nj úoHudk jk lreKls' ljr kEkd uiaiskd 

flfkl= jqj o iudk l=,hlg wh;a jk neúka l=,fhka Wreu jQ NdKav 

ksIamdokh fyda fiajdj wLKav j mj;ajd-f.k hdug fï újdy l%ufhka 

bv ie,isK'

isxy, iudcfha ;reKfhl=g újdy lr .; yels fyd| u ;eke;a;sh 

jQfha kekaod f.a ÿj jQ kEkd h'

id.f;a fudg o ñksfyla if;la 	 ke;s 

udjf;a fudg o .ukg bvla           ke;s

rduf;a  fudg o u. fmr¨ula 	 ke;s 

Ôú;fha fudg o kEkd flfkla 	 ke;s ̂ ;s,lr;ak" 1971" ms'107&
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jeis Èh whs;s .x fyda we, 	 iuqÿrg hs

u,a me‚ whs;s jg .=uq fok 	  nurdg hs 

órd whs;s ls;=f,a l, 	          jeoaodg hs 

kEkd whs;s ldg o            uiaiskdg hs ^wurfialr" 1996" ms'111&

fun÷ cklú mdrïmßl whs;sjdislu m%lg lrhs' kEkd-uiaiskd 

újdyh bmer‚ bkaÈhdkq ixia:djls' isoaOd¾: l=udre f.a mjq, jQ YdlHhka 

iy hfidaord f.a mjq, jQ flda,Sh jxYslhka w;r mrïmrd .Kkdjla 

uq¿,af,a wdjdy újdy isÿ jq‚' fuu kElug fhfok wejeiai ^ixialD;( 

wjYH& hk jpkfhys f;areu jQ wjYH hk mofhka meyeÈ,s jkafka 

hful=g wejeiai kEkd fyda uiaiskd újdy lr-.ekSug we;s wjirh 

muKla fkd j tfia lsÍug o fyf;u ne£-isák nj;a h' msgia;r flfkl= 

iu`. ia;%shl újdy jk úg tu ukd,hd wef.a wejeiai uiaiskdg nq,;a 

w;la § wjir ,nd-.ekSfï ^lvq¨ nq,;a& isß;a fuys meje;sfha o fmr lS 

oDV iïnkaO;dj fya;=fjks'

kd. f,dfõ fjo nq,;a 	 Wmkafka

.fia .syska jo nq,;a 	         lvkafka

wejeiai uiaiskd uuhs 	      fnd,kafka 

lvq¨ nq,;a ál §,hs 	           hkafka ^vhia" 2009" ms'383&

jHdNspdrh 

	 ldu iïfNda.h ñksia m%cdj f.a meje;au i|yd wjYH idOkSh 

iïu;hls' uQ,sl ñksia wjYH;djla fuka u YslaIdldó iudchl meje;aug 

wod, ldu r;sh me/kakka úiska i,lkq ,enQfha iïm;la f,ig h' 

hqj;shl f.a Ndj Ndj ,S,d iys; ,d,s;Hfhka hful= f.a ukfiys ii, 

njla fkd fõ kï tlaflda Tyq Ndjkd fhda.sfhl=" ke;skï isjqmdfjl= 
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ie,lsK' ia;%S mqreI ldur;sh ms<sn| flfrk iïNdjkdjla u;= i|yka 

Yaf,dalfhka m%ldYs; h'

zziqNdIsf;k .Sf;k - hqj;Skdxp ,S,hd

ufkd k ysoHf; hiH - i fhda.SNjH:jd mY=xZZ

wiïu;h jkafka wfhda.H lduh hs' wfhda.H lduh ta ta iudc 

ixialD;Ska úiska iSud muqKqjd fjka fldg-.kq ,efí' fmdÿ kS;shg fyda 

iudc iïu;hg wkqj fkd.e<fmk lduh wiïu;h jYfhka i,lkq 

,efí' isxy, ixialD;sfhys ldudiajdoh ms<sn| fmdÿ iïu; .Kkdjla 

mj;S ^vhia" 2009&' ta cd;s" l=," f.da;% yd jhia iSud wd§ jYfhks' w;S;fha 

§ cd;s" l=," f.da;% yd jhia iSud ndOd jYfhka mej;sh o woH;kfha 

th t;rï ie,ls,a,g Ndckh fkd fõ' l=,f.da;% m%Yakh biau;= ùfuka 

ÿgq.euqKq mq;a id,sh l=ureg rdcHh wysñ úh' msßyqKq uy,a,d ;re‚hl 

irKmdjd fkd.; hq;= nj mrdNj iQ;%fha lshefõ'

zzw;S; fhdínfkd fmdfid - wdfka;s ;sïnre;aÓksx

 ;iaid biaid k iqm;s - ;x mrdNjf;da uqLxZZ

tn÷ újdy úila YÍr.; lr-.ekSula n÷ he hs RIs NdIs;fhys¦ 

jDoaOiH ;reŒ úIï hkqfjka lshefõ' uymamd" ndmamd wd§ka f.a Èh‚hka 

újdy lr-.ekSug lsis bvla isxy, iudcfhys fkd,eì‚' kS;s ks>Kavqfõ 

tn÷ újdyhka y÷kajd we;af;a wjpdß;% irKh jYfhks' tfia u cd;s 

cd;s Nskakl irKh jYfhka o y÷kajd we;' fun÷ újdyhlska Wmka 

orejka wjcd;l orejka f,i w¾: .kajd we;' 

kEkd uiaiskd iïnkaO;dj yereKq fldg cd;s l=, f.da;% úuiñka 

iudk ;rd;srfï ;reKfhl=g Èh‚hl újdy lr-§u o isxy, iudcfha 

wLKav j mej; wd isß;ls' fï iïu;h ì| fy¿j o wiïu;hd w;=frka 
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jHdNspdÍ iïnkaO;d úfYaI fldg oelaúh yels h' jHdNspdÍ iïnkaO;d 

hkafkka ;ykï fyda f,a kEhska w;r we;s jk ,sx.sl iïnkaO;d woyia 

flf¾' fï ms<sn| f;dr;=re y÷kd-.ekSfï § uqLH uQ,dY%h jkafka ckY%e;sh 

hs' iudc kshu ì|fy<k fun÷ iïnkaO;d ms<sn| j isxy, iudcfha 

meje;s fkdleue;a; Tjqka f.a uqúka .s,syqKq wm%lg ck lú weiqßka 

y÷kd-.; yels h' fïjd wm%lg j mj;skafka o ta ms<sn| isxy, iudch 

olajk ms<sl=, yd ìh fya;=fjks' kEkd uiaiskd n÷ iudc iïu; fma%u 

iïnkaO;d ms<sn| olajk wdl,amh fya;= fldg-f.k tlS ck ks¾udK uqL 

mrïmrd.; j ckm%sh jqj;a jHdNspdÍ iïnkaO;d tfia uq¿ uy;a iudch 

mqrd uqL mrïmrd.; j ckm%sh j fkd mj;S ^vhia" 2009&'

tla wm%lg cklúhl= úiska mS;D ÿys;D ,sx.sl iïnkaO;djla fufia 

wkdjrKh flf¾' msf,a kï jQ Tyq bks lemSug le<hg .sfha ish Èh‚h 

iuÕ h' tys wjika m%;sM,h jQfha Tyqg odj wef.a l=fia orejl= ms<sis| .ekSu 

h' fï isÿùfuka ish mjq,g jk wjkïnqj uld,Sug Tyq lf<a weh ußi 

kï jQ ;eke;af;l=g újdy lr-§u h' moHfha fo jk fma,sfha oelafjk 

Wmudfjka tu l%shdj jid ,sh fkdyelalla f,i ;on, fodaIo¾Ykhg 

,la flf¾' fï isÿ ùu fya;= fldg-f.k lúhd ;uka yd Tjqka w;r mej;s 

kElu o fl<jr jQ nj wjOdrKh lrhs' fuhska weÕfjk lreK jkafka 

fun÷ ;eke;a;ka iu. iudc iïnkaO;d meje;aùug isxy, iudcfha 

lsisjl=;a m%shukdm fkdjQ nj hs'

lef,a bks lemSfï f.dia ¥j 	 nv lr 

.f,a meyerE n<f,la .+ jik 	     hqr 

l=f,a jikakg ußig ÿka t 	     yer

msf,a WU,dfm kElï ÿßka 	      ÿr ^vhia" 2009" ms'385&
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iudc idrO¾uhkag mgyeks wiïu; p¾hdjka jqj o ck;dj 

fj; o f.k-hk l,d;aul jdylhd f,i cklúh ye¢kaúh yels h' 

cq.=maidckl isoaëka jqj o iudchg m‚jqvhla f.k-tafï wruqKska ck 

lúh fufia ck;djg bÈßm;a fldg we;' tla;rd cklúhl lshfjk 

f,iska ls;=,dfka or we;s nj uj mjihs' tfy;a tys or ke;s nj Èh‚h 

lshhs' ta lsishï woyila isf;a we;s j h' wïud wef.a joka kdid or 

fiùu i|yd ls;=,dkg hhs' mshd;a ÿj;a f.or ;ksfj;s' tys § rd. fÉ;kd 

yg .;a mshd Èh‚h f.a w;ska w,a,hs' weh jyd ujg fï isoaêh i;a;l 

isoaêhla f,i okajd isà' l< hq;= lsisjla ke;af;ka îmq lsßj, mõ wrjd- 

fok f,i ujf.ka weheo isà'

ls;=,dfka or ;sfhf;hs lsjq 	 wïud

ls;=,dfka or ke;so ¨ uf. 	 wïud

i;a;l mshd w; we,a¨jhs 	 wïud

îmq lsf¾ mõ wermka uf. 	 wïud ^vhia" 2009" ms'389&

u;= i|yka lúfhka lshfjkafka o by; lS moHfhys olajk ,o 

w¾:hg iudk jQ woyils'

ld;a ke;s wmg ´jd yßo 	     wfka

ud;a wrka uf. ÿj .;a; 	 ysñhfka

wE;a ;uqfig ÿj fkdfjo     foúhfka

wd;a;;a wrka m< hkak 	 .cufka ^lú iÕrdj" 1996" ms'20&

ysHq fkú,a lú tl;=fõ tk lsß ue‚flag lshq lú" ifydaor 

ifydaoßhka w;r" jQ jHdNspdÍ iïnkaO;djla wkdjrKh lrhs'

.sß foaúh f.a ú;a;sh o fun÷ jHdNspdÍ iïnkaO;djla m< lrhs' th 

Ndr;Sh iudcfhys isÿ jQjla f,i oelafj;;a" isxy, iudcfha Ydka;sl¾u 
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yd ne£ jHdma; j mj;S' isxy, iudcfha tfia jHdma; jQfha o iudchg 

lsishï u.fmkaùulg nj ie,lsh yels fõ' oka; mqrfhys yxij;S foaúh 

Èh‚hl m%iQ; l<d h' kele;a fõ,d neÆ l, ish fidfydhqrdg fmï 

n¢k nj wkdjrKh jQfhka th je<elaùu i|yd ìx f.hla ;kjd tys lsß 

uõjreka mkaishhla fokd iu. weh r|jkq ,eî h' ´ jeäúhg m;aùu;a 

iuÕ ldufhys f,d,a jQjd h'

fldhshï foa j;a isÿjk 	 ldÍ

whsh;a tl l=i Wmka 	       l=udß

fohshkag;a neß kj;kq 	 ldß

whshg l,a ne| isá;s 	        l=udß ^;s,lr;ak" 1971" ms'110& 

ish fidfydhqrdg fmï n¢k nj wkdjrKh jQfha th je<elaùu 

i|yd ìx f.hla ;kjd tys lsß uõjreka mkaishhla fokd iu. weh 

r|jkq ,eî h' jeäúhg m;aùu;a iuÕ ldufhys f,d,a jQjd h' 

l,a miq ù fidf<dig o      msßÉÖ 

u,a uo .sß ,o u,ajr 	       fjÉÖ

w,am is;la fudlj;a 	 fkd,eìÉÖ

f,d,aù ldfug is; f,d,a   fjÉÖ ^vhia" 2009" ms'386&

jdkq neßh is; ,o .sß 	      foúg 

foakq yxi meá fmu 	     kqrdjg

fmakq fj,d tkjd is; 	    ldfug

.Ekq lsõj .;=fjka o 	     l=ureg ^vhia" 2009" ms'388&

rcl ia;%sh w;ska k.d isák ;ek wid .;a l, wido;a o< l=ure weh 

lrd f.dia ldhsl j tla úK' wjidkfha wE fidfydhqrd yd tlaùfï jro 

jgyd-f.k ish Èú  kid-.;a;d h' wk;=re j wE .sß foaúh njg m;a jQjd 
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h' ifydaor ifydaoßhka w;r we;s jk ,sx.sl iïnkaO;d ;ykï lsÍug 

we;s l<d jQ isß;a-úß;a yd iïnkaO hd;= l¾u fndfyda iudcj, olakg 

,efí' oeßúhl jeäúh m;aùu yd iïnkaO fodaI ¥ÍlrKhg fldgy¿ 

hd.h meje;aùu isxy, iudcfha isß; úh' tys § .hk lúj, .sß foaúh 

ms<sn| mqj; we;=<;a h' ck lúhd isÿ lf<a ;uka úiska bgq l< hq;= 

iudc ld¾h Ndrh hs' ld,dka;rhla ;siafia uq,a nei-.;a iudc idrO¾u 

lsisfjl= W,a,x>kh lf<a ù kï" jyd tu isÿ ùu iudc.; fldg Bg 

tfrys u;jdohla bÈßm;a lsÍu fuka u" bÈß mrmqrg y÷kajd-§u o Tyq 

;u j.lSu jYfhka w¾: .kajd we;s nj ñka ukdj yeÕS hk lreKls' ta 

wkqj ÿrd;S;fha isg meje; tk jHdNspdÍ iïnkaO;d yd ne÷Kq ck lú 

isxy, iudchg uÕ fmkajQ iudc pdß;%-jdß;% yd idrO¾u ms<sn| meje;au 

;yjqre l< w.kd iudchSh jákdlïj,ska hq;= ks¾udK úfYaIhla f,i 

i|yka l< yels h' lsishï isÿ ùul" wkqN+;sfha we;s u;=msg w¾:h blaujd 

ieÕjqKq wre;la iys; j ;u ks¾udK ìys lsÍug ck lúhd ;=< o iyc 

l=Y,;djla we;'

iudf,dapkh

ck lúhd hkq tu idudkH ñksid w;r" hï úfYaI;ajhlska fyì 

wfhl= f,i ye¢kaúh yels h' fuu lúhd f.a iy idudkH ñksid f.a 

we;s tl u fjkialu kï lúhd idudkH ñksidg jvd ieKhlska ndysr 

f,dalfhys yeÕSï wjfndaO lr-.ekSu h¡ l=Kdgqj;a" iq¾fhdaoh;a" R;= 

úm¾hdih;a" úfhda.h;a" iïm%fhda.h;a" n,dfmdfrd;a;=j;a" wdYdj;a" 

wdorh;a" ÿl;a" iem;a" lk.dgqj;a hk iEu fofhys u kshu ;;a;ajh 

fiiq ish¨ fokdg u m%:u o" myiqfjka o wjfndaO lr-f.k ;sfnkqfha 

ck lúhd nj fmfka¡ lúhd f.a mrud¾:h ta yeÕSï fiiq whg o 

myiqfjka wjfndaO lr-ùug kï lúhd f.a NdIdfjys;a" idudkH ñksid 

f.a NdIdfjys;a fjkila fkd ;sìh hq;= h' lúhd ;ud jeks lùkag u lú 
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ks¾udK lrkafkla fkd fõ' Tyq lú bÈßm;a lrkafka iudchg h ^óuk" 

1963" ms'43&'

úo.aO idys;Hhg n,mEï we;s l< fmdÿ ck idys;Hfha m%fNao 

lsysmhla mj;S' tkï ckl;d" ckm%jdo" m%ia;dj msre¿ ck lú wdÈh hs' 

fuhska cklúh ;rï fmdÿ ckhd f.a yo je<o.;a fjk;a wdlD;shla ke;s 

;rï h' iEu ;rd;srul u iudc ia:rhka ;=< cklúfhka ,;a wdiajdokSh 

iqLh /£ we;' fï wkqj .eñ iudcfha ck ßoauh ;Sj% wkaoñka ms<sìUq 

lsÍfï ,d cklúh i;= YlH;dj b;d by< h' ck;dj w;ßka fmdaIKh 

ù Tjqka f.a Ôjk rgdj;a" ixfõ§;dj;a ir, wdlD;shlska kej; Tjqkag 

ysñ lr-fok cklúhg we;eï m%nqoaO lúfha mjd fkdue;ss ri ckkh 

lsÍfï YlH;djla ysñ h' tfia jkafka mqoa., uki ;=< u ksrdhdifhka 

.,d-tk yeÕSï rij;a j bÈßm;a lsÍu;a" th ta whqßka u iaurKh lsÍug 

yels ùu;a" ldjHh m%ldYkfha § cks; jk èjksh yd jdpHd¾: wìnjd 

biau;=jk w¾: Woa§mkh fya;=fjka ridiajdokh bmoùu;a ksid h' 

lú Wia yçka .dhkd l< yels h' ìh" yqfol,d nj yd idxldj ÿre 

lr-.ekSfï Yla;shla tys we;s neúka ck lúh ;Sj% h' iEu cklúhlg 

u wdrlaIlhd jQfha .eñ iudch hs' fufia mej; wd fmdÿ ck idys;H 

m%Odk fldgia follg fnod oelaúh yels h' tkï" cklú yd ckl;d 

jYfhks' fï wkqj n,k l, cklú" moH uqyqKqjrlska o" ckl;d .oH 

uqyqKjrlska o hk fohdldrfhka Wm; ,nd we;s nj fmkS hhs' fuhska 

cklúh ckl;djg jvd mdGlhd f.a is;a i;ka mqnqÿ lrjkiq¨ h' mqoa., 

uki ;=<g wkq;aidyl j .,d-tk yeÕSï iuqodh rij;a j bÈßm;a lsÍu" 

th ta whqßka iaurKh lsÍug yels ùu" lúh m%ldY lsÍfï § cks; jk 

èjksh yd jdpHd¾:h blaujd ms<sìUqjk w¾: Woa§mkh ùu ksid rihla 

Wm§ ^Treudkal=,u" 1990" ms'10&' 
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.%dóh ix.S;h iEu rgl u fmdÿ ck;dj f.a iyc Wreuhls' .eñ .S 

.ehSfuys yd weiSfuys wdYdj Tjqka ;=< ksi.fhka yd i;;ska u fõ' Tyq 

Ôj;ajk iudcfha ´kE tmdlï Wv f.dvke.=Kq l,djla fyhska f,dj 

we;s iEu ix.S;hlg u jvd Tyqg Tyq f.a mdrïmßl .Sh w.fka h' .%dóh 

ix.S;h .eñhd fia wjHdc h; ñY%s; wdfgdamhkaf.ka f;dr h' tfia u th 

.eñ iudchg u fmdÿ h ^ul=f,d¨j" 2000" ms' 114&' .eñ .Shl fyda .eñ 

ix.S;hl oelsh yels ,laIK lsysmhls'

•	uqL mrïmrd.; j mej;Su

•	ks¾udmlhd fyda rplhd ks¾kdñl ùu

•	tÈfkod ðú;fha lsishï lreKla jia;= úIh lr-.ekSu

•	ks¾udKh l< lú fkd j" ks¾udKh jQ lú ùu

•	ks¾jHdc nj

•	ixhuhlska hq;= ùu

•	ixCIsma; nj

•	lsishï ld¾hhlg wod< ùu

•	fmdÿ ckhd úiska iduqysl j ms<s .ekSu

      • fmdÿ ckhd f.a is;=ï me;=ï" weoys,s" ckl;d" fM;sydisl isÿùï" 

Ôjk jD;a;Ska Ôú;h ms<sn| w;aoelSï úYajdi wdÈ lreKQ .eñ 

.Sj,g m%ia;=; ùu'

•	fi!kao¾hh Woa§mkh lrùu

•	ys;lr ;u jgmsgdfjka .;a Wmud fh§u

•	wjia:d ksrEmKfha nqyqá nj
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b;sydifha wdrïN hq.fha isg yqjudre ixialD;shlg wkq.; 

jQ udkjhd úúO ixl%uKj, § NdKav yqjudre lr-.;af;a h' hqodhqO" 

jia;%dNrK muKla fkd j Nd¾hdjka o yqjudre lr-.ekSug fm,ôKs' 

ck Ôú;fha f;dr;=re ks¾jHdcfhka" ixhuhlska hq;= j" wjia:d ksrEmKh 

nqyqá nj fy<s lrk idNs;Hx.hla f,i rd.sl yd jHdNspdßl f;aud lú 

iqúfYaIS h' isxy, .dhk lafIa;%h fmdaIKh we;af;a isxy, .eñ ckhd f.a 

Wmf;a isg urKh olajd úisr mj;sk Ôjk l%shdj,sh weiqre lrñks' Y%s 

,dxflah ck iudcfhka ìys jQ ks¾kdñl l,d ks¾udK úfYaIhla f,i 

tajd iqúfYaI h' úúO lafIa;% mqrd me;sr mj;sk fm%auh" rd.h yd jHNspdr 

ck .S; Y%s ,dxlsl wkkH;dj fy<slrk legm;la f,i w.h l< hq;= 

h' .eñhd Ôj;a jk iudcfha ´kE tmdlï u; f.dvke.S we;s l,djla 

jk fyhska th iEu iudchlg u fmdÿ h;¡ tfuka u wjHdc h' tfyhska 

mdrïmßl odhdohla f,i Wreu jQ tlS ck .S; uqL mrïmrd.; j h<s 

Wreu lr-ùu fmdÿ wjYH;djls' 

wdY%s; .%ka:

wurfialr" ohd' ^1996&' ck lúh iy .eñ iudch' wd¾h m%ldYlfhda'

Treudkal=,fï" iS' ^1996&' kqjrl,dúfha ck lú úu¾Yk yd ia:djrh' 

m%;slv m%ldYlfhda

.=Kfialr" nkaÿfiak' ^2007&' cklú idys;H úpdr ,sms irKsh' fld<U: 
tia' f.dvf.a iy ifydaorfhda'

.=Kfidau" .=Kfialr' ̂ 1999&' mdkï m;a;=fõ cklú' fld<U: tia' f.dvf.a 

iy ifydaorfhda'

pkaok" î'^ixia'& ^1995&' mkaish mkia cd;l fmd;a jykafia" fld<U: 
fn!oaO ixialD;sl uOHia:dkh
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vhia" y¾ika' ^2003&' ck idys;H iïm%odh' je,a,ïmsáh: p;=r uqøKd,h" 

vhia" y¾ika' ^2004&' uykqjr ud;r cklú idys;Hh' fld<U: weia' 

f.dvf.a iy ifydaorfhda'

vhia" y¾ika ^ixia'&' ^2009&" ixia;=;s' fld<U: f.dvf.a iy ifydaorfhda'

;s,lr;ak" ñKsjka mS' ^1971&' ck lúh yd isxy, ixialD;sl ,laIK' 

<mdkS uqøK Ys,amS  m%ldYlfhda

o is,ajd" ví,sõ' wd;¾' yd u,,fialr" .=Kmd,' ^2009&' isxy, ckiïu; 

ldjH' fld<U: weia' f.dvf.a iy ifydaorfhda'

foajuq,a," Wmd,s' ^2002&' isxy, ck lú "cklS% yd jkakï' kqf.af.dv: 
iS$i iriú m%ldYlfhda

mrKú;dk" frdaysKS' ^1990&' yshQ fkú,a /ia l< ck .S ms<sn| wOHkhla' 

ck .S ñysr' fld<U: ixialD;sl wud;HdxYh

fm%au;s,l" óuk' ^1963&' kùk moH rpkd -02' fld<U: weï'ã' .=Kfiak 

iy iud.u

f,dl=fyajd" i|rejka' ^1996&' ìka;ekafka we;af;da' je,a,ïmsáh: p;=r 

uqøKd,h'

f,dl=fyajd" i|rejka' ^1999&' neoafoa cklú" fld<U: tia' f.dvf.a iy 

ifydaorfhda'

ùrlafldä" brx.d iñkaokS' ^2013&' ke<ú,s .Sfhka ksrEms; isxy, 

ckY%e;sh" chñysr ks¾udK'

ùrlafldä" brx.d iñkAokS' ^2017&' ck ix.S; úu¾Yk' ckñysr ks¾udK'

isßmd," fkdauka' ^2002&' f.dúf.or ck lú' fld<U: weia' f.dvf.a iy 

ifydaorfhda"

isßfiak" fld;auf,a' ^2011&' isxy, ck lú' kqf.af.dv: iS$i iriú 

m%ldYlfhda



iqks,a" t,a' nKavdr' ^2012&' ck lúh yd iudc f;dr;=re" keKs, 

mí,sflaIka

fiakdr;ak" mS'weï' ^2010&' YS% ,xldfõ cklú' kqf.af.dv: iS$i iriú 

m%ldYlfhda

fyÜáf.a" tka' wurisß' ^1995&' ck lúfha ëjr ,l=K" l¾;D m%ldYk

úfÊ;=x." tÉ' ^ixia'&' ^1996&" kS;s ks.kavqj 


