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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 eatliest bowed zithers in ancient China, Ya zheng
[#L%] was recorded in the Old History of the Tang Dynasty [IH# 3] (completed 945 CE)
and Yue shu (Treatise on Music) [k F5] (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 [ﬂé%%’] in Shandong, Ya qin [i‘FL%] in Hebei, Wenzhengin [Iﬁﬂ
%] 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” [BEAFLZE, DT AL, FECE ] 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 [F:[%1’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

Lllustration 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  [F#) 1]
(Comprehensive Record of the Forest of Affairs) states that the instrument
had seven strings, each with a movable bridge underneath. Da Qing Huidiantu
[Kif2: ] (Hlustrations 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 Wenzhengqin, Waqin and so on. In 1953, a kind of bowed zither, the
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Wenzhengin (also called pillow zither), was found among the accompaniment
instruments of the Wenshiyin [3Z+#] ensemble in Hanjiang Town, Putian
City, Fujian Province, and in 1957, the Cuo Qin, an accompaniment
instrument for the Bangzi opera [#7%%] 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 [V Kif], 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 [#1[E5#5E %] (Chinese Musical Instrument Illustration),
Chinese Scholar Xiang Yang [TiFH ] devotes chapter four of his book Zhongguo
Gongxian Yueqi Shi [#[H 55z %% L] (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 [#i] (ancient five-string instrument in
China) wasastruckzither, long predatingbowed 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 [/\#/3387%] (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

5
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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 gin & Foqin in Shandong province, Ajaeng
of Korean people, Yazhengin Henan province, Wenzhengqin in Fujian province,
Ce and Zhutonggqin 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. Zhutonggin 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.

7



Journal of C. de S. Kulathilake Archival and Research

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 [74t+%] ensemble ,Beijing Miyun Wuyin Drums
[Jb50% 2 K] 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 [T %]

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 thatit 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 itis 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[ %42 1(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

10



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

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 [57#]] 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.

11
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Figure 6

Wugang Ya Zbeng 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
[#6/L1], 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

12
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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 [#1k%5] 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 Zhengtougin

Photo by author.

Zhentougqin 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.

13
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The third category , "the peg open to the side", is “Xiaguqin” [#F4#%]
(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. Thelocal 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 Xiagn Qin
.

Photo by author.

The fourth category is "the peg in the box". Taking Putian’s improved
Wenzhengin as an example, the change of the peg position has witnessed the
development of the reformed instrument. In Putian city, Wenzhengin was
derived from aforementioned Zhentouqin. The reform of the zhentougin
beganin the 1980s, and firstfrom the name: Huang Wendongand Huang Fu'an,
Putian city culture museum researchers, combined the name of "WenShiyin"

ensemble and "zhentouqin”, named this new instrument "Wenzhengin".

14
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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 [JE# %], ode to Mazu [#5#H 4], homesickness [/ £ 1%] and
other words with the style of the topic of the times. In addition, Huang Fuan
has also written a set of teaching textbooks for the Wenzhengqin, 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 Wenzhengqin. In this context,the Wenzhengin 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 gin in Shandong province, locally referred to as Dagin
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 CXpI'CSSiOl’lS.
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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

e 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 s 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

¢ Toexplore 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

Philosophies

Approaches

Strategies

Choices

Tirrs

horizans

Techniques and
procedures

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

3 4%

A Bl

U Ny gt B

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 | The opinion about South Korea

before listening to K-pop after listening to K-pop
Respond | As% Respond Improvemen
Negative 1.61% Negative 0%

Neutral 33.33%
Positive 66.73%

Neutral 52.15% Negative 0%
Neutral 37.11%
Positive 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 isinfluential
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 notlimited 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 | 4-3%
understand Korean

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?”

Yes B |wishlcan No

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.

45.00%
41.04%
40.00%
35.00%
30.00%
25.00%
20.00%
15.00%
10.75%  10.75%
10.003
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5.00% 4.23% 3.91% 3.91% 3.26%
0.00% H E E =
BTS Privanka Emma  Lilly Singh Lianardo MNon Anjelina shakira
Chopra  Watson Dicaprio Celebrities  Jolie

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 BT, 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 | ]-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)
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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 asa “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. BT'S 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

(00:05~)
KIM NAMIOOMN! EIM SEOEKJINI MIN YOONGI! JUNG HOSEOK!
PARK JIMINI KIM TAEHYUNG! JEON JUNGKQOK! BTS!

KIkt MNARMION! KIM SEOEKJIN! MIN YOONGI! JUNG HOSEOK!
PARK JIMINI KIM TAEHYUNG! JEON JUNGKOOK! BTS!

Yeah nuga nae sujeo deoreopdae
I don't care maikeu jabeum
Geumsujeo yeoreot pae
Beoreokhae jal mot igeun geosdeul Seutekki yeoreo gae
Geodeuphaeseo ssibeojulge seutavi jeonyeoge
Woaorld Business (bang bang) haeksim
Seoboe Tsunwi (clap clap) maejin
Manhji anhji i class gachil mankkik
Joheun hyanggie akchwin banchik
Mic mic bungee

Mic mic bungee
Bright light jeonjin
Manghal geo gatassgessiiman I'm fine sorry
Mianhae Billboard
Mianhae worldwside
Adeuri neom jalnagaseo mianhae eomma
Daesinhagjwo niga moshan hyodo
Uri konseoteu jeoldae eopseo podo
I do it | do it
neon maseopsneun ratattouwille
Hok baega apeudamyeon gosohae
Sue it

Did you see my bag (bag)

Did you see my bag (bag)
Teuropideullo baegi gadeukhae (gadeukhae)
How you think bout that (that)

How you think bout that (that)
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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 bit song “Dynamite” in several events

using several concepts. (Big Hit Entertainment 2020)

Note: First picture is BT'S at Grammy, second picture is they are atiHeartRadio,

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

BTS OQutsells U.S. Artists in Album Sales

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 Sth 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 BT'S can clearly
be observed in Figure 10.

Figure 10

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

® Popmusic @ BTS Worldwide, 2004 - present

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

® BTS @ OneDirection Maroon 5 Worldwide, 1/1/14 - 8/15/21

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

2021) between countries.

Iraq USA India Germany Pakistan
Brazil Ethiopia Australia Japan UAE

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 BT 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 Released date
(millions)
1 Butter BTS South 105.2 21.05.2020
Korea
2 Dynamite |BTS South 101.2 21.08.2020
Korea
3 Howyou |Blackpink [South 86.3 26.06.2020
like that Korea
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4 Ice cream | Blackpink [ South 79 28.08.2020
ft Selena Korea
Gomez and USA
5 Boy with BTS ft South 74.6 12.04.2019
love Halsey) Korea
and USA
6 Permission | BTS South 72.3 06.07.2021
to dance Kore
7 Life goes on | BTS BTS [ South 71.6 20.11.2020
Korev
8 Me Taylor USA 65.2 26.042019
Swift ft
Brendon
Urie
9 Lovesick Blackpink [ South 61.4 02.10.2020
girls Korea
10 Kill this Blackpink | South 56.7 04/04/2019
love Korea
9 Lovesick Blackpink | South 61.4 02.10.2020
girls Korea
10 Kill this Blackpink [ South 56.7 04.04.2019
love Korea
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

BTS Taylor Swift ~ Harry Styles Ariana Grande Llady Gaga  Justin Beiber

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. BT'S 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.

In2019, 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 BT'S 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.

Againin 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” (UNICEEF,
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.

(iif) 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’slargestin 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 mult-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 BT'S 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
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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 BT'S 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 S —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.
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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 Natyasastra marked the first reference to aksara (syllables) in the ancient history of the East,
mentioning 16 syllables played on avanaddha vadya (membranophones) such as Tripuskara,
Dardara, and Papava, commonly used in theatre music. Mabaprina aksara (aspirated
syllables) and alpaprana aksara (unaspirated syllables), initially used for Mridanga in dramas
were later used for speech and writing. The difference in the sound of mabaprina or alpaprina
is not felt strongly when playing those aksara. Notably, mabaprana aksaras were not employed
ininstruments like Mridangam and local drums in later periods. This research aims to investigate
the factors influencing the usage of aksara for different types of words that emerged after the
Natyaséstra 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
mahaprina aksara used is based on the combination of sounds found in misra aksara utilized
in membranophones like Pakhavaj and Tabla. The research further highlights that, in current
practices, alpaprana aksara is the most commonly used in local and Indian membranophones,

with mabaprana aksara primarily found in the sounds of misra aksara of Pakhavaj and Tabla.

Keywords : avanaddba, NityaSastraya, aksara, mabaprina, alpaprana

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 (avanaddba vidya) 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. Aksara
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 mabaprina aksara, 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 erain 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 "#4/a," 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 aksara were used to represent the group of sounds

produced by these objects.

The objective of this study was to investigate how the aksara are used
in the context of avanaddba vidya in India and Sri Lanka from the 2nd
century onwards in terms of the mabaprana aksara in speech and writing.
The research utilizes Indian Mridang, Pakhavaj, and Tabla as the selected
musical instruments, along with gdta 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 s%)ans from 1500-600 AD, encompasses
a rich array of cultural and literary achievements. It includes the Vedic
literature, Brabmins, Aranyakas, Upanisads, the epics of Ramayanaya and
Mahabbdrata, 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, hinayana pali textbooks, jain literature, and Prakrita language
literature such as Magadhi, Ardhamagadhi, Shauraseni, Mahara- §tra, 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 Prakrit or Apabramsa
language, as written by the 11th-century poet Hémachandra, to the literature
in languages like Hindi, Varhga, Urdu, Assimese, Bengali, Gujarati, and

others that exist in present-day India.

Brahminical civilization evolved through the transmission of Vedic
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practices and the use of Sanskrit as its language (Keith, 1965; 7). Sanskrit served
notonlyasalanguage for grammar, phonology, naksastra, phonetics, etymology,
etc., but also as the language of science. Moreover, the language found in the
Buddhist scriptures was also the same as Sanskrit. Prakrit, 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 Rg Véda era underwent certain
pronunciation changes as it evolved through later sarhhita and Brahminical
texts, eventually leading to its migration into secular culture. In some regions,
pronunciations and linguistic fusions occurred. For instance, the word 'dubita’
is sometimes pronounced as 'dbita’, which bears resemblance to the pa/z sound

'dbita’ (Keith, 1965; 3, 7).

After the migration of the Aryans, including Vijaya, in the 6" century
BC, the Aryan languages they used in North India also found usage in the

country upon their settlement on this island known as Sihaladipa.

In Sinhala, there are four distinct eras. (Sumanasara thero, 2007;71).
That is;
1. Sinhala Prakrit Phase — 2"/3™ century BC- up to 4th/5th AD.
2. Sinhala Archaic Period — 5* to 8" century AD.
3. Sinhala Middle Ages — From the 8t century to the middle 13% century AD

4. Sinhala Modern Period - From the 13 century to the present day.
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During the Sinhala Prakrit period, mahaprina aksara was not employed.
Instead, words with varying pronunciations, such as samiaga-saga, Bhikku-
biku, caturdisi-catudisa, dbammarakkbita-damarakita (found in inscriptions

like Mihintalé, Situlpavva, Vessagiriya), were utilized.

The Sinhala language which was nourished by languages such as Pali
and Sansrit has been slowly shaped since the Middle Ages to correspond to
the current language usage. The use of mabaprina asara is very common in
Sri Lanka during the Middle Ages. The sounds like & & @ & < which are
produced by a great svasa (a big breath) are called mabaprina. Sounds like =,

®, ¢, », ©, @, ® made with a slight breath are called alpaprana.

During the Sinhala Sanskrit period, there were letterts used to represent
the basic phonetic system, including &, @, ¢, ©, ®, », ©, ©, &, =), O, &, s,
D, ¢ D, 8 0,0 6 0 e 0 ek » ¢and e

The Tamil writing system started approximately seven centuries after the
Sinhala writing system. Commentaries such as Tamil Tolkappiyam mention
charactersqzqm@6@@@@@Loepg@(@)EDq@%es@csd@@@@m
(Sumanasara Thero,2007;60).

From the Anuridhapura era, Indian scholars intervened in certain
affairs in Sri Lanka, and their influence was strongly felt during the Polonnaru,
Dambadeni, and Kotté eras. Some argue that mabaprina aksara 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 mahaprina aksara are absent in the Carnatic Rhythmic system,

which is popular among the dravidian people. However, it is also evident that
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mahaprana aksara were rarely used in the Prakritand Purina eras. Information
suggests that the Sinhala Alphabet is not a legacy from the dravidian language
but rather an evolution of the briabmi 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 Pali and Sanskrit since
the medieval period. Taking these facts into account, it can be concluded that
the use of mahaprana 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, bhami dundubbz, which was covered with skin over
a hole in the earth, and the drum of the Gods, dundubbi (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 Natyasastra, tila
had evolved into a fully developed concept. The oldest classification of musical
instruments can be found in Natyasastra, composed in the 2nd century AD. In
it, musical instruments (Zrodya) are categorized as 'tata,” ‘avanaddha," susira,’

and ghana’'(Marasinghe, 2014; 1)

At the time of the composition of Natyasastra, various accessories used
for Indian dramas are mentioned, including Mridanga, Dardara, and Panava
(Marasinghe, 2014; viii). Among them, the Mridanga known as Tripuskara
is a musical instrument with three faces named amikika, ardbvaka, and
alimgya, which are spread out from a large earthen pot. The other instruments

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

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

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 puskara shown in Natyasastra 16 syllables (aksara or
varna) are seen (Marasinghe,2014;188). Thatis; » @, ® @, » O, ¢ ©, O &,
8 &, ® ¢ ¢ O. The aksara born from the right face of the drumare» 0 © »
O 0. The aksara born from the left face of the drum are es, ®, ». The aksara
born from the #rdva face are ®, ¢. The aksaras born from alimgya are @, ©,
&, @ and @. There are many mabaprana aksara formed by the combination
of vowels and consonants. Thatis @, e@, e@i, @, £, &, @, ©, O, &, ed,

0O, O, O, 8, @0, Q, W, &, @1, VY, &, G, ¢Lo, {o.

Sanskrit remained dominantin 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 Pakhavaj and Tabla utilize misra aksara
(combined syllables). It is believed that after the Magal influence, Indian music

evolved into two separate systems, Northern and Southern.

According to the sounds experimentally organized by the Magals, new

practices were formed, leading to the creation of new types of riga, tila, téka,
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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 Pakhavaj
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 Pakhavaj around the 15th century. Currently, Pakhavaj 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 aksaras,
sounds, and playing styles (Kiriwaththuduwa, 2016; 11). It is also noteworthy
thatin North India, Mridangaya is used as Pakhavaj, where mabaprana aksaras
are utilized in both speech and writing, whereas in South India, these aksaras

are not in use.

Later, instruments like the Tabla were created to fulfill the requirement
foraninstrument that produced a soft sound suitable for singing styles like kbya/
and taraand. The production of the Tabla was also inspired by instruments
that produced a more solemn sound, such as the Pakhavaj. According to
Indian beliefs, drumming has its origins in the divine, attributed to the great
Brahma. It seems that the history of the Tabla is not so far back, but there is no
such attribution for instruments such as Tabla, although verses were used to

attribute a deity to the drum.

The relationship between sound and speech differs from the relationship
between aksara or varna in writing. It is observed that the mabaprana aksara

usedin writing are pronounced with alpaprana aksarainnormal pronunciation.
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However, when it comes to avanaddha pada, pronounced during the playing
of musical instruments, such as "ez3¢-053¢," " -5, "y -0m," "Bocso-
©0c0," 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 avanaddba pada.

The correspondence between sounds and letters is divided into two

parts. That is,
1. Simple letters — letters representing only one sound -(&@ @ © ®)
2. Compound letters — two or more sounds represented by a letter
(B+a = o, B+5= B)

In the history of Sri Lankan pottery, inspirations from India are
commonly seen. The practice of zvanaddha vidya, associated with Buddhism,
gained prominence during the Dutugemunu kingdom period (161-137 BC)
with the influence of the tévakaraka group, who were among the 18 caste

people that arrived after the 577 maha bodhiya was brought to Sri Lanka.

In the Thupavarhsa (Piyarathana Thero, 1946), which is believed to
have been composed during the Polonnaruva era or Dambadeni era, there is
a classification of goods called 'pancatirya,’ and within this classification, the
avanaddha vadya set holds a special place. In contemporary times, among
the musical instruments used in Sri Lanka, drums like gdta beraya, daula,
tammdttama, 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 yakkinuma, asna, and dvinduma, which are evident in
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kobombayakkamkariya. The main instrument used for these dances is the
gdita beraya, also known as the upcountry drum. The avanaddba vadya used
for various dances and sintikarma, 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 aksara used in Sri Lankan drums are based on four
basic aksara (bijaksara), namely »5, 855, @00, and 3. In addition to these,
there are other aksara known as garbhiksara, which include o, O, ®, ¢, &,
®, 8, 8, O, ©®, e@®), @, ©3, o, o and =. Indeed, while the basic
form of bijaksara includes 5, 85, @m0 and 23 there are variations in
sound production that can be observed when playing these aksara on difterent
drums. The foundational pada, employed for learning to play the drums in

local drumming, comprises two types of aksara: bijaksara and garbbiaksara.
50353 Eo Bo 5053 Bo 8o 08 B ©m oo @¢do @680 ©8o

Dancers believe that when the Celestial Waves align with the sounds
produced by the gdta beraya, they create a divine attraction. This is why
magul bera vadana (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. Sédaraman (1966;13) remarked that using magul
bera vadana in accordance with the Zszanista gana is an imitation of the Vedic

perspective.

For this purpose, special types of playing called déva pada are used. Déva
pada is composed of guru pada and vattam pada, which are a standardized set

of auspicious compositions
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D80 8o B0 ©» MO0

Gurn padaya - 880 mo ¢o o o Ho Bo ©dEo
Vattam padaya - mwm¢o So o o Eo Eo

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

Accordingly,

» D0 @®& 0¢0D
3 D0l a0 0¢Wo
@m0 OIS b EsB

o 03 o2 53¢Wo

Attempts have been made to confirm that these sounds are natural

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

o B el §Be0 »OeedS
e B omd ©¢dgd »®eedS
om0 B @l QOO DOEICTS
Do B @0 BB DHOLITS

There are poems used separately for each type of aksara (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.

» edded O®wses ®1¢O
em0e  eRded D®se al®»O
85 edded ¢men o3 ®cd
o  eRCedE ¢pense  glm0O

64



The Use of Aspirated Syllables of Sri Lankan and Indian Drums

All these aksara are played on one side of the drum only, similar to the
suddba aksara played on the Tabla. They are also referred to as suddhba aksara.
However, aksara like S, o7, ¢ are known as #naksara which are played with

the combination of other aksara.

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 aksara is that after one aksara is played, the
other aksara is played sequentially. It is different from playing two aksaras of

the Tabla played simultaneously like 'Dha'.

* aksara "5” is formed by combining the aksara SO0 and playing

them sequentially.

* aksara "Sto”- It is formed by combining the aksara BO=0 and playing

them sequentially for a long time .

* Thelong playing of the aksara “S” and "S(” is called surala. Itis played

with the initial “&” figure in practice.

Characters born from the left face of gita beraya can also be born from
the right face. Characters like 8, =3, =, 8. have a special feature wherein after
one aksara is played, the other aksara tollows. For certain aksara, even if both
hands are played simultaneously, they are not considered misra aksara. Some
people refer to aksara that are played in conjunction with another aksara as

unaksara. aksara like S, Oz, o are examples of #naksara.

Aksara produced on the left side of géta beraya can also be produced on

the right side.It is as follows;
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8o az80w0 oty O o5 (&3

® a3eond &gy O B R&hss
o BBOBO gy © » ey afEs’
» @r380B0 oy © » ey s’

In peralum saramba when  is followed by =0 the aksara is played with

the right face (m2¢®) (Bandara, 2000;98,99).

manner of utterance manner of playing
28 O DO

RO 2O OB
@80 o
BP0 DL @23
B2B©000 838 @¢oo
Slelalo)] 208
©@QIENIZHE) 2PGE
RO @co®BO DO WE WO
8 8RRV 08 O ©@¢ro
@880 BOec® ¢ ©8Bovm @¢®

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

mentioned in the following way.

20 @cB80m @@®R0 O HERO B e@non S
RERE DR BFmom 0@ R0 3RO mo¢dmn

These aksaras and verses, which are provided for the gdta beraya, are also
employed similarly in speech and playing for instruments like the pabatarata

beraya and daula.
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In the history of Sri Lanka information about low-country drums (yak
beraya or pabatarata beraya) can be found after the 18" century. The basic
aksara ¢ U3 Qo o Tomo is the fundamental aksara played in the Low
Country drum (Bandara,2005;63,64). However, it is not possible to produce
the aksara "&=3" 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 aksara are played as =3 E5(89)
@m0 @ (Kumaratunga,2018;96). When playing the yak beraya and
daula, aksaras are also produced by hitting one side of the instrument while
simultaneously pressing the other side. In the context of maddalaya used in
néadagam tradition, aksara like 89® mm @¢®, ©® »3TBO are played. The
fundamental aksara used in mridangam playing in Southern India are indeed
based on the syllables =3, 8:5, @00, 2053. When playing the mridangam, the
syllables =%, 238, ©®/@¢0®, »® are used.

In Tabla and Pakhavaj, two types of syllables based on the manner of
playing, known as 'suddba' and 'misra,' and two other types named, 'kula' and
'band,’ which are based on the sound production are used. A special feature
observed here is that, apart from a few Mabaprina aksara like "Q@" @e", all
other suddha aksara are considered alpaprana. The misra aksara are produced
by playing two Sudda aksara simultaneously.

e.g. » + @® =W, Bo +@® = Jo, B+e® = I

Itisalso special that the@o aksara of Pakhavaj is played as a suddba aksara.
The solemn sound when the &0 aksara is played on the Pakhavaj is different
from the sound produced when the &o is played on the Tabla. In certain styles

of Tabla playing like Benares and Lucknow, the rising sound when the ‘@0’ is
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played does not appear in gurukula in Delhi.

Itis also noteworthy that the “&o"of Pakhavaj is played as a suddba aksara.
The solemn sound produced when the “@o” is played on the Pakhavaj is distinct
from the sound produced when the "@0” is played on the Tabla. In certain styles
of Tabla playing, such as Benares and Lucknow, the open sound when "0 is

played is not found in the Delhi style.

In both instruments, all rising misrs aksara are pronounced as
mahaprana; however, neither mabaprina nor alpaprina is actually heard
during the playing of the aksaras. In this context, the alpaprina aksara
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 Niatyam 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, mabaprana aksaras are extensively used in the verses played,
whereas in Kandyan dance, when the Kandyan drum is employed, all the verses

played are in alpaprina aksara.

The term "tala" 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 mahaprana aksaras 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 mabaprina aksaras 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 mabaprana aksara also play a significant role in
dividing many Tabla bols like gaida, gat, réla, into two parts. Furthermore,
they are capable of delivering distinct sounds that are closely tied to the specific
tala 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 mahaprana aksara 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 aksara used for playing the membranophones
are represented by two syllables in speaking and writing. Presently, mabaprana
aksara are used as misra aksara, which are exclusively used in Tabla and

Pakhavaj. In conclusion, the aksara used in Tabla and Pakhavaj can be classified
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into suddba and misra aksara as well as kula and band aksara based on the
manner of playing and sound respectively, while a separate classification can be

made for mahaprana and alpaprana aksara used in speech and writing only.
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Non-verbal Communication in Ancient Sri Lankan Society

M. Nandana Wijenama
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.

Keywords: Sri Lankan society, collectivism, non-verbal communication, symbolic

communication methods, agricultural society
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Sri Lankan Femininity Reflected in its Folklore

Wimalasiri Munasinghe

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.
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