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Abstract

The global presence of K-pop is evident in the mainstream news, magazine articles,
and blogs worldwide. However, cultural differences contribute to diverse depictions
of K-pop across these media outlets, providing nuanced perspectives on this global
phenomenon. Despite this, there is a notable lack of studies examining these different

media representations of K-pop.

To address this gap and focusing specifically on the New Zealand and South Korean
contexts, two corpora of online news articles, blog posts, and magazine articles discussing
K-pop were compiled - one representing the New Zealand media and the other representing
the South Korean media. Utilising the resources of corpus analysis, including frequency
analysis, collocation analysis, concordance analysis, and keyword analysis, this study

analysed and compared the media representations of K-pop across the two corpora.

The study found that the New Zealand media perpetuates the well-crafted global
expansion strategies of the K-pop industry, by localising their discussion of K-pop to
focus on artists, settings and cultural phenomenon that resonate with the local
audience, while the Korean media contributes to shaping the domestic cultural
landscape, arguably fostering national pride and identity among the Korean
population. These findings offer valuable insights into the distinctions in media
representations of K-pop between New Zealand and South Korea, contributing to the

growing body of research on the K-pop phenomenon.
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Chapter 1:

Introduction

1.0 Introduction

In recent decades, the global cultural landscape has witnessed a remarkable phenomenon in the
form of Korean popular music, commonly referred to as K-pop. Originating in South Korea,
K-pop has swiftly evolved into a global musical and cultural force, captivating audiences
beyond national borders. Known for its infectious melodies, visually captivating performances,
and meticulously crafted idol groups, K-pop sits at the intersection of music, dance, fashion,

and entertainment.

As the genre continues to surge in popularity, its global influence has grabbed the interest of
the world's media, and K-pop is now a regular focus of mainstream news and magazine articles,
as well as non-mainstream fan blogs, around the world. However, due to cultural difference,
the portrayal of K-pop in these media outlets tends to differ, offering a diverse and nuanced
perspective on this global phenomenon. As a Korean national who is a large fan of K-pop, and
has relocated to New Zealand, | have become aware of these different representations and have
become interested in finding out more about them. Subsequently, this dissertation examines
how the discursive representation of K-pop in the Korean media is different to that found in
the New Zealand media. The study also seeks to provide insights into the reasons behind these

different perceptions and the role played by the
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media in their construction.

The following sections introduce the research, commencing with a discussion of the definition,
historical emergence, global expansion and international success of K-pop and K-pop artists
(commonly referred to as idols), and the relationship between K-pop and the Korean
government and economy. Subsequently, attention is directed towards the portrayal of K-pop
in various media outlets, including Social Media and Mainstream Media. The chapter

concludes by outlining the organisational structure of the study, which comprises six chapters.

1.1 K-pop

1.1.1 Definition

K-pop, which is an abbreviation for Korean popular music, refers to commercial music widely
appreciated by the general population in Korea. While some experts in popular music use the
term broadly to encompass all popular music in Korea, a more precise definition would specify
predominant genres that are influenced by and incorporate various key aspects of dance, hip-
hop, R&B, ballad, rock, and electronic music (Leung, 2012). Oh and Lee (2014) also point out
that the K-pop genre incorporates elements of kayo, a traditional form of Korean popular music
influenced by Western music from Japan during colonial times or from U.S. military bases

during and after the Korean War.
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1.1.2 Historical emergence of K-pop

According to Lee and Pyun (2023), the K-pop industry first emerged in 1996 with the
introduction of the inaugural idol ensemble H.O.T. At that time, companies in the music-
related sectors of South Korea found themselves in a critical situation and realized that they
faced a threat to their survival if they were not able to expand into foreign markets. However
at that time, conglomerates and financial institutions showed little interest in the music
industry, making it challenging for entertainment companies to secure the necessary
financial resources. This changed with the opening of the KOSDAQ stock market in 19961

which enabled smaller enterprises to secure funding and expand their operations.

SM Entertainment became the first music industry company to list in the KOSDAQ in April
2000, and as a result was provided access to substantial finance. The first group that the
company invested in was H.O.T (Highfive of Teenagers). The group went on to sell over 6.4
million records in South Korea during their career and were commercially successful in China
and Japan. Lee and Pyun (2023) point out that H.O.T. were the first stars of the Korean Wave
in Asia and established a successful formula that served as a blueprint for subsequent K-pop
groups. This included the adoption of the term ‘idol’ to refer to K-pop artists. Lee and Pyun
(2023) go on to state that over the two decades following H.O.T.'s debut in 1996, a continuous
stream of innovative producers collectively established a sustainable K-pop ecosystem by

introducing innovation to the music industry's production, distribution, and

! The KOSDAQ market refers to the Korean Securities Dealers Automated Quotations. It is a stock market in
South Korea that operates similarly to the NASDAQ in the United States. Established in 1996, KOSDAQ was
created to provide a platform for smaller companies to raise capital and grow. It is known for its more relaxed
listing requirements compared to the main Korean stock exchange, the Korea Exchange (KRX). Companies listed
on KOSDAQ are typically in the early stages of development and may not meet the criteria for listing on the KRX.
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consumption cycles. This progress facilitated the proliferation of idol groups. By the end of
the twentieth century there were approximately 370 idol groups thus solidifying K-pop's

position as an independent genre within the global music industry.

1.1.3 Global Expansion and international success of K-pop idols

Seo (2012) identifies five key factors driving K-pop's success: “preparation, casting, training,
production, and global promotion” (p. 63). In the preparation stage, production companies lay
the groundwork for international expansion, meticulously crafting the process from identifying
stars to global promotion. In the casting stage, companies seek stars with commercial appeal
through auditions or celebrity recommendations. Overseas auditions, like SM Entertainment's
global efforts, attract 300,000 performers annually. The training stage represents a significant
long-term investment, involving daily routines overseen by expert teams, with periodic
assessments. Performers see their names on marquees after years of training. This stage
involves a comprehensive program lasting five to seven years, covering singing, dancing,
acting, language skills, and personal development. Despite completion, success on stage is not
guaranteed, but only reserved for the most exceptional individuals. In the production phase,
global ideas are explored, and managers collaborate with experts in music and choreography.
The global promotion stage involves active engagement with international partners, strategic
planning for overseas marketing, alliances with major labels, and tailored album releases for

local markets to overcome cultural barriers.
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1.1.4 K-pop, the Korean government and the Korean economy

Although K-pop’s global success is largely attributed to the entertainment companies and their
strategies, Choi and Maliangkay (2014) assert that the South Korean government should also
be acknowledged, particularly for their work in establishing a collaboration with the K- pop
industry. This collaboration began with the election of Soth Korea’s civilian government in
1993, which took the step of implementing a comprehensive set of deregulatory measures for
the creative industries. Subsequently, since the late 1990s, K-pop has experienced an
uninterrupted period of collaboration with the Korean government, which has provided funding
and other forms of assistance, such as tax incentives and support for overseas market expansion.
As a result, K-pop has had a remarkable exponential growth and has played a significant role
in growing the Korean economy. The rising impact of the K-pop industry on the Korean
economy is attributed to the expansion of revenue and operating margins from the big 4
companies. As of 2023, all four agencies have seen a minimum 20% growth in their revenues.
In the first quarter of 2023, HYBE Entertainment, YG Entertainment, and JYP Entertainment
reported remarkable operating profits of 41.5%, 461.5%, and 118.8%, respectively (Park,
2023).
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1.2 K-pop in the media

1.2.1 Social media

As indicated, K-pop entertainment companies largely employ social media as a tool for
distributing K-pop content (Cai, 2021). Social media accounts, for example, such as Twitter,
Instagram, YouTube, and Weibo, are established for their K-pop artists. Through these
platforms, artists can share images from their daily lives, while the entertainment companies
share music videos, tweets, and images of artists so as to engage with and grow the fan base.
More often than not, the different social media platforms present identical content but in
varying formats. This approach contributes to crafting a multi-dimensional representation of
K-pop artists. Ultimately social media serves as a means to efficiently disseminate information

to a broad audience, considering both speed and cost (Cai, 2021).

However, another important reason for the global success of K-pop is fan engagement and the
dedicated online communities that thrive on social media platforms. According to Trigo (2020),
K-pop fans, known as ‘stans’, actively and widely participate in discussions, share content, and
organise fan-driven initiatives, creating a vibrant and interactive online ecosystem (the term
‘stan’ is used positively to describe an enthusiastic and dedicated fan and has transformed from
its initial negative connotation, i.e., stalker + fan). Such social media engagement also involves
the creation of expressive content and continuous initiatives by group members to establish and
oversee the movement's scope and rules of participation (Galantowicz, 2021). Furthermore,
fans are able to foster close connections with K-pop idols who use Twitter to overcome
geographical barriers and reach their international fan communities (Cho, 2017). This diverse

fan engagement not only contributes to the industry's visibility but also plays a crucial role in
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shaping the narrative around K-pop artists. In brief, the interaction between K-pop idols and
their fan base through social media has become a key factor in sustaining and expanding the

genre's international appeal.

1.2.2 Mainstream media

The global phenomenon of K-pop has captured the mainstream media's relentless attention, and many
articles are dedicated to discussing its influence, its impact on culture, and the fanbase that propels its
unprecedented success. Discussions also focus on the lives of K-pop artists, their journeys and personal
stories, as well as the challenges they face in the spotlight. However, as highlighted earlier, media portrayals
of K-pop vary across different cultures, often presenting a diverse and nuanced perspective on the global
phenomenon. Kwon (2017), for example, observed a significant distinction in the discourse of the US and
the UK media’s reporting of K-pop. She found that in US newspapers, while K-pop is correctly presented
as imported from Korea, it is nevertheless discussed as strongly shaped by US music genres. Concepts like
the ‘boy band’ are suggested as being initially produced by the American pop machine (Caramanica, 2017).
The UK authors, in contrast, express fascination with the distinctive style of K-pop stars and believe that
K-pop audiences seek an alternative experience when engaging with K-pop music. The UK press typically
states that these unique characteristics are considered to be the reason why K-pop stands apart from other
music genres (Gani, 2014). As indicated in the introduction section of this chapter, such differences in the
way that K-pop is represented in the media has interested me since my move from Korea to New Zealand,
and it is this interest that motivates the focus of this study. | am particularly interested in comparing
differences between the way that K-pop is reported on and represented in the New Zealand media and the

Korean media. Taking this into account the research question for this dissertation is:

How do the media representations of K-pop differ between New Zealand and
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South Korea?

The next section introduces the organisation of the following dissertation that results from my

exploratory study in an attempt to answer this question.

1.3 Organisation of the Study

This study is divided into six chapters. Chapter 2 provides a review of the existing scholarly
literature related to this study. The literature review begins by exploring the historical roots of
the Korean Wave (Hallyu), a term used to refer to a phenomenon that describes the global
popularity and influence of South Korean popular culture, including K-pop. Following this, it
progresses to more focused investigations on the global ramifications of the Korean Wave
across five continents. The review then shifts its focus to an examination of K-pop and its
widespread influence on a global scale. Lastly, the chapter delves into the different

representations of K-pop.

Chapter 3 provides a methodological overview of the study, presenting a summary of research
methods that includes an explanation of corpus linguistics, corpus-based discourse analysis,
and the research paradigm utilizing pragmatic mixed methods (both qualitative and
guantitative) that underpins this study. Furthermore, the chapter outlines the procedures for
collecting the corpus data used to carry out this study, as well as information about constructing

the corpus, and selecting samples for analysis.

Chapter 4 begins with the initial stage of analysis, which entails a thorough examination of
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keywords for both the NZ K-pop corpus and the Korean K-pop corpus. This includes a
comprehensive categorisation and analysis of the keywords found for both corpora. The
concluding stage of the keyword analysis will focus on investigating multi-keywords within
the NZ K-pop corpus and Korean K-pop corpus. The keyword analysis finds that salient to the
NZ K-pop corpus is a focus on the localisation of K-pop within the New Zealand context, while

salient to the Korean K-pop corpus is the global expansion and international success of K-pop.

Chapter 5 uses corpus analytical tools to further investigate the localisation of K-pop in the
New Zealand media. The chapter will begin by providing a definition and an overview of the
concept of localisation. Following this, based on the earlier observations, the chapter will delve

into how the New Zealand media discursively localises its discussion of K-pop.

Chapter 6 uses corpus analytical tools to investigate the globalisation of K-pop in the Korean
media. The chapter begins with a definition of and an introduction to the concept of
globalisation. After this, the chapter employs the analytical tools of corpus analysis to explore

how the Korean media discusses the global advances and successes of K-pop globally.
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Chapter 2:

Literature Review

2.0 Introduction

To establish the background for this corpus-assisted discourse analysis, which compares
representations of K-pop in online news articles, magazines, and blog posts in Korea and New
Zealand, this chapter provides a literature review of relevant K-pop studies. It commences by
examining the history of the Korean Wave (Hallyu), a term used to refer to the increasing global
popularity of South Korean culture since the 1990s. Subsequently, the chapter will delve into
more specific studies spotlighting the worldwide impact of the Korean Wave (Hallyu) across
five continents, and then proceed to discuss K-pop and its global influence. Finally, the chapter
will delve into the different ways that K-pop is often conceptualised. Drawing upon the
discussion in the literature review, the chapter will then conclude by providing a summary of

the particular objectives guiding this study.
2.1 History of the Korean Wave (Hallyu)
Jin et al. (2021) state that early in the twenty-first century, South Korean (hence referred to as
Korean) cultural products, such as K-pop music, movies, television shows, cartoons, and video

games, become increasingly ingrained within the worldwide media landscape. As a
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result, they suggest that in terms of producing lively, international, popular culture and digital

technology, Korea has become one of the most well-known non-Western cultural hubs.

According to Yoon and Jin (2017), Chinese newspapers first used the term Korean Wave in
1999 to describe the surprising popularity of Korean television dramas in China. The Korean
wave, or Hallyu, as it is known in South Korea, is used to describe the global expansion of
Korean popular culture, including Korean drama, film, and music (Shim, 2006; Oh, 2022) and
is viewed by many as a project of Korean globalisation (Shin, 2009). Jin et al. (2021), suggest
that Korean Wave (Hallyu) can be divided into two distinct phases. The first phase (1990s to
the early 2000s) is characterised by the regional popularity of K-dramas in Asia, while the
second phase (mid-2000 onwards) is marked by the global expansion and success of K-pop.
The second wave is often referred to as the Korean Wave 2.0 (Lee and Nornes, 2015) or the

New Korean Wave (Jin, 2016).

Jin et al. (2021) state that the Korean Wave 2.0 has evolved into a global cultural movement
which has expanded into many continents, including North America, Latin America, Europe,
the Middle East, and Africa. As an example, they point to the K-pop group BTS's continuing
global prominence since the late 2010s, as well as the lucrative tours in Europe and Latin
America of the K-pop groups BTS, EXO, Blackpink, and TWICE. Referring to other instances
of the global success of Korea’s cultural products, Jung (2016) states that numerous Korean
TV dramas and reality shows have increased their international popularity, both in Asia and
more lately in other continents. For example, a sixteen-episode KBS 2 (Korean Broadcasting
System) TV drama called ‘Descendants of the Sun’ (Taeyangui Huye) garnered 440 million
online views cumulatively in China, while also performing well in Singapore, Malaysia,

Vietnam, and the US, primarily through online distribution channels like iQiyi,
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Viu, and Viki.

Jin et al. (2021) also mention that there have been continuous arguments over whether the
Korean Wave is a universal and, moreover, a universally hegemonic cultural movement, or
whether Korea as a country has attained superpower status in the global cultural market.

Epstein (2017) views the Korean Wave as a transnational niche market, while Yoon and Jin
(2017) argue it is distinct due to its development of popular culture and digital technologies,

exported strategically to both Asian and Western nations.

Hence, they state that Korea is arguably the only nation to successfully facilitate the expansion
of domestic cultural industries as well as the export of a variety of cultural products. Because
of this, Jin et al. (2021) contend that Korean Wave (Hallyu) cannot always be assessed and
determined by traditional market evaluation mechanisms (such as sales and the exportation of
finished goods and content) and that instead it denotes a new method of transnational popular

culture production, distribution, and consumption.

2.2 The global influence of the Korean Wave

2.2.1 Influence of the Korean Wave in Asia

According to Yoon (2014), Asia as a whole has been swept up in the Korean wave of popular
culture (Hallyu). However, while the popularity of Korean television shows across the entire
Asian continent is evident, East Asian nations, such as China, Japan, and Taiwan, are

particularly passionate about Korean TV shows and celebrities. Yoon states that the appeal in
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these regions, especially in East Asian countries, stems from Korean TV dramas' focus on
traditional Asian values, familial bonds, and romantic love, which resonate with Chinese and
Japanese audiences, as they rediscover the Asian identities and values they perceive as lost in
their countries’ modernising process. Yoon further explains that the portrayal of moral

superiority and the triumph of good in these dramas deeply satisfies viewers in these countries.

The Korean Wave has also taken hold of other Asian countries. In Indonesia, for example,
private TV stations have for the past decade been vying for viewership by airing popular
Korean dramas and films. According to Nugroho (2014), this strategy has played a significant
role in introducing the Korean Wave to Indonesian audiences, to the point that Korean cultural
products have indisputably become a part of many Indonesians' everyday lives. Moreover,
Malaysian lives have also been affected by the Korean Wave, resulting in an increasing
acceptance of Korean popular culture (Jenol et al., 2022). Interestingly, Lee et al. (2020) have
revealed that the interest in the Korean food seen in Korean dramas is one of the main subjects
of Korean Wave discourse on social media in Malaysia. Besides food, the Korean Wave
(Hallyu) has had an impact on various other aspects of life in Asia, including the institution of
marriage. Takeda (2014), for example, has identified a rise in marriages between Japanese
women and South Korean men, suggesting that the idealised portrayals of protagonists in South
Korean dramas have contributed to Japanese female viewers' favourable perceptions of South

Korean men.

2.2.2 Influence of the Korean Wave in Europe

25



Mazana (2014) suggests that while the Korean wave has swept Japan, China, and Southeast
Asia, Europe has not been overrun by K-pop, K-drama, or K-films. Nevertheless, a number of
European countries are showing an increasing interest in the Korean Wave. In the Czech
Republic, for example, K-pop contests and K-pop events have regularly occurred since 2011
(Mazana, 2014). Mazan4 also found that many citizens of the Czech Republic have expressed
a strong interest in the Korean language and Korean food. Despite this, the Czech attitude
towards Korean dramas and films is more passive, and at the time of Mazana’s study neither
public nor private broadcasts of K-drama are available on Czech TV. Instead only a small
number of Korean films were debuted by official theatre distribution and television broadcasts.
The situation of the Korean Wave in Poland is similar to that of the Czech Republic. Kida
(2014), for example, revealed that Poles do not attempt to emulate Korean fashion and do not
watch Korean dramas as frequently as is found in Southeast Asian nations. The author suggests
that this is most likely because (at the time of the study’s publication) there were no Korean
channels available on satellite TV and only two Korean programmes, Arirang and Tele 5 in

2014, could be easily viewed.

On the other hand, German fans have shown a very strong interest in the Korean Wave. A study by Jin et

al. (2021), finds that German fans are among the Korean Wave’s most significant global fan bases, despite

experiencing its arrival later than in the United States and Latin America. Jin et al. suggest that the German

fan base is increasingly expanding and exhibits a distinctive cultural environment. This stems from German

fans' willingness to openly discuss and reinterpret the meanings associated with Hallyu and its fandom. In

doing so Jin et al. state they are challenging stereotypes about K-pop and its supporters. The authors further

note that German fans perceive Hallyu and K-pop as a Gesamtkunstwerk—a comprehensive art form. They

recognize and incorporate diverse aspects of these cultural phenomena into their everyday lives.

2.2.3 Influence of the Korean Wave in North America
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According to Gannes (2009), the Korean Wave rapidly gained popularity in the United States
in the late noughties, Gannes (2009) pointed to (the now closed) popular Drama Fever website
as an example of a streaming service that offered Korean media material in the United States
and Canada. He found that a significant portion of its Korean drama viewers on Drama Fever
were non-Asian, suggesting that the Korean Wave had a wider audience than Korean
Americans. Jin et al. (2021) also found that according to estimates, the Korean Wave industry
in the United States is one of the biggest single cultural markets and a key entry point to other
international markets. They assert that the K-pop group BTS and Bong Joon-ho (from the
popular Korean film ‘Parasite’) have been leaders in expediting exposure of the Korean Wave
to the North American market. The popularity of K-pop in the United States has substantially
increased to the point that Yoon (2019) has suggested that it is a popular substitute for dominant

American music. It is also being recognized as a discrete genre.

While the United States has traditionally been the biggest overseas market for Korean Wave
cultural products, Jin et al. (2021) note that Canada has also grown to be a significant
international market for the Korean Wave. Shahzad (2017), for example, suggested that major
K-pop concerts had been held successfully in numerous major Canadian cities, and K-pop is
thought to be a facilitator in the expansion of Korean language programs at major Canadian
colleges. In another example, Nair (2017) pointed out that the Canadian city Vancouver was
enthusiastically depicted in K-pop media, when the K-pop idol group ‘TWICE’ filmed the

music video for their song, ‘Likey’.

Furthermore, a study by Rockingham (2018) revealed that three BTS concerts (12,000 seats
each) were completely sold out in less than an hour, and as a result, the emergence of K-pop

in Canada was dubbed ‘an invasion’ by the media.
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2.2.4 Influence of the Korean Wave in Latin America

ladevito et al. (2012) revealed that from approximately 2002, the South Korean government
was actively promoting South Korean culture in Latin America. In light of this information,
ladevito (2014) explored the impact of the Korean Wave in Argentina. Since 2006, he identified
numerous exhibitions of both traditional and modern Koren art, including photography, at
centres and museums throughout Argentina. ladevito also noted that Korea began attending the
Buenos Aires International Book Fair in 2007 and has continued to do so ever since.
Furthermore, the author suggests that there were roughly 20 screenings of Korean movies in
Argentina during 2006 and 2013. At the time, ladevito claimed, however, that the Argentine

television audience was not significantly interested in Korean soap operas.

Chile's interest in the Korean Wave and especially K-pop is also worth noting. According to Jin
et al. (2021), the Korean Wave appears to represent a new breed of Asian popular culture for
certain Chilean youth, as it deviates from and challenges their conventional cultural
preferences. Jin et al. point out that K-pop is viewed as a cutting-edge and hypermodern cultural
form through which they can create and construct new cultural identities.

Interestingly, Jin et al. also found that other cultural Korean Wave categories, such as K-

dramas or variety programs, were only marginally liked in Chile, even by Korean Wave fans.

Overall, they define the influence of the Korean Wave on the major cultural markets in Latin
America as relatively minimal. However, in contrast, Han (2017), had argued that the
transnational subculture of K-pop that existed on the periphery of Latin American mass culture,

was progressively, albeit cautiously, integrating into the culture at large.

2.2.5 Influence of the Korean Wave in Oceania
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According to Giuffre and Keith (2014), Australia provided a distinctive setting for the influence
of the Korean wave, specifically K-pop, among Western contexts. Due to its proximity to Asia
in both geographic and geopolitical terms, its substantial population of Asian-Australians, and
the role of SBS as a multicultural public broadcaster, K-pop had been able to permeate
mainstream broadcast platforms and capture public attention. In particular, the establishment
of SBS PopAsia could be viewed as an official recognition of the second wave of Hallyu, as its
creation for mainstream broadcast media was based on the already solidified popularity of K-
pop in both Asia and Australia. After that, SBS PopAsia exhibited impressive success for SBS,
achieving high viewer numbers, receiving critical acclaim from industry authorities, and
aligning well with SBS's mission and central objectives. This success was attributed to the
global appeal of K-pop and the broader Korean Wave phenomenon. The widespread popularity
of K-pop enabled SBS PopAsia to serve as both a product catering to the preferences of a
specific cultural demographic and a means to enhance cultural awareness for a broader

Australian audience (Giuffre & Keith, 2014).

2.3 K-pop

In the twenty-first century, K-pop stands out as the fastest-growing cultural form within the

Korean wave phenomenon. In brief, K-pop is a broad term for popular music originating from
South Korea, originally referred to as 7tR kayo (traditional pop music in Korean). It
encompasses a wide range of musical styles, including pop, hip-hop, R&B, and electronic
dance music, and characteristically features visually striking music videos, choreographed

dance routines, and a strong emphasis on the overall aesthetics of the performers and their

music (Leung, 2012).
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The majority of studies have characterised K-pop as a type of global hybrid culture (Fuhr, 2015;
Jin, 2016; Jung, 2009; Lie, 2012). This tendency corresponds with the growing consensus in
the fields of media and cultural studies, which argues that worldwide culture is ultimately a
fusion, combining various elements into restructured forms (Kraidy, 2005). Oh and Park (2013)
further point out that K-pop is essentially a type of music produced in Korea that is strategically
oriented towards a global audience, as the local music market is severely limited in size and

hindered by widespread, though decreasing, piracy.

Parc and Kim (2020) suggest that K-pop’s success is because rather than adhering strictly to
traditional methods and frameworks, the Korean music industry has recognized the shift
brought about by digitisation. This has encompassed a transition from analog to digital, from
offline to online, from albums to individual songs, from specialization to integration, from
local providers to global suppliers, from audio-focused content to visual content, from
ownership to accessibility, and from restricted interaction to collaborative networks. Crucially,
they suggest that the Korean music industry has responded to these shifts by modifying their
practices. This process of adaptation has markedly bolstered the sustainability of K-pop in the

worldwide market amid the era of digitization.

K-pop is now part of the terminology of popular global culture and has enthralled millions of
fans worldwide and garnered substantial attention from the international media. As such, Choi
and Maliangkay (2014) contend that it signifies a fresh benchmark in popular music.
However given the rapid global spread of this musical phenomenon, and the way it has
meaningfully impacted on different people and cultures in different ways, it is of interest
to look more closely at the various ways it has been conceptualised by these people and

cultures. This will be addressed in the next section.
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2.4 Conceptualisations of K-pop

2.4.1 K-pop as an inauthentic musical form

While K-pop is generally perceived as South Korean popular music, studies point out that K-
Pop is not necessarily representative of authentic Korean musical traditions (Lie, 2015; Yoon,
2017). A number of these studies argue that this inauthenticity stems from its hybridity. Lie
(2015) for example, states that “not only is it [K-pop] different from traditional Korean music,
it also diverges from the long tradition of Korean popular music” (p. 140). Taking the view
that authentic Asian music should possess a uniquely Asian element, Lie argues that K- pop
involves an approach to creating popular music that is intentionally commercial, which as a
result leaves it with a stronger resemblance to Western, rather than Korean musical traditions.
According to Glynn and Kim (2013), this perceived manufactured nature brought much
contempt to K-pop, particularly in the British media, where it was initially

seen as an unwelcome cultural import. Nevertheless, despite often being viewed as an
inauthentic Korean musical form, Yoon (2017) found, for example, that for Asian Canadian
fans, K-pop was viewed not as an imitation of Western popular music, but as a type of music

created by Asians.

2.4.2 K-pop as a challenge to cultural traditions

Many researchers have found that K-pop is often conceptualized as presenting a challenge to
cultural traditions, both in Korea and elsewhere (Jin & Ryoo, 2014; Kania, 2018; Ravina,
2009). Kania (2018), for example, examines how specific girl groups within the K-pop industry

have directly confronted the male gaze and questioned the longstanding patriarchal norms that
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have shaped South Korean society. Kania (2018) points to recent notable decreases in marriage
and birth rates in Korea, which she argues highlights the rise of a new generation of women
who are eschewing conventional roles as wives and mothers, opting instead to assert
themselves within a fiercely competitive job market. Similarly, while Japanese youth have
fully embraced K-pop and the other products of the Korean Wave, in fact, Ravina (2009) found
that older Japanese males viewed the rise of K-pop, as a challenge to traditional Japanese
constructions of career, family, and gender. Furthermore, the author stated that with the growth
of K-pop, South Korea faced challenges related to its traditional language and culture. For
example, K-pop’s global expansion has involved the integration of English lyrics. Research
conducted by Jin and Ryoo (2014) recognized this occurrence as a form of cultural (in)equality
arising from varying state influences between the local (Korean) and global (Western) spheres,

which posed a risk to the preservation of local languages and cultures.

2.4.3 K-pop as female empowerment

In a similar vein, researchers often conceptualise K-pop as having an impact on female
empowerment (Lee & Yi, 2020; Oh et al., 2023). Lee and Yi (2020), for example, discuss a K-
pop performance known as ‘Ssen-unni’ which directly translates to ‘strong sister,” but in its
social context the term refers to a bold woman who embodies traits of rebellion, thereby
defying conventional feminine norms. Expressing their Admiration of these Ssen-unni
performances as significantly facilitating the empowerment of women, allows K-pop fans to
achieve liberation not only in Korea but also globally. In another example, Oh et al. (2023)
propose that the evolution of the K-pop fandom over time has naturally led to the emergence
of a socially and politically conscious collective movement. This evolution began with
exposing female fans to the prevalent danger of sexism, subsequently leading to the formation

of communities centred around female universalism. These communities serve as guides,
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steering fans toward gender emancipation and the empowerment of women. Oh et al. illustrate
their point by citing the recent decision made by certain Arab countries to relax regulations on
K-pop and permit K-pop concerts to take place within their borders for the first time. This
decision is viewed as a triumphant achievement for female Arab fans who have actively

participated in such movements.

2.4.4 K-pop as a desexualized romanticism

As Jung (2009) observes, attempts to make Korean performers more sexually alluring for the U.S.
market have yielded mixed results. Interestingly, the latest promotion of K-pop in the

U.S. embraces its non-sexual romanticism. Jung (2009) gave an example from 2009 with
Wonder Girls, a Korean group who toured with the Jonas Brothers, and who are known for

their chaste image. This image underscores the Korean Wave as a celebration of modest

sexual appeal.

2.4.5 K-pop as an economic phenomenon

Many studies focus on the nature of K-pop as an economic phenomenon, one that has had a
positive impact in South Korea (Choi & Maliangkay, 2014; Oh & Lee, 2014; Seo & Kim,
2020). According to Choi and Maliangkay (2014), K-pop has experienced a lengthy and
uninterrupted period of favourable association with state-capital influence since the late 1990s
(the symbiotic relationship between the South Korean government's support for cultural export
industries and the capitalist interests of entertainment companies within the K-pop ecosystem).
Choi and Maliangkay state that viewed primarily as an economic phenomenon, K-pop draws
its fans to an array of cosmetic, fashion, culinary, and digital offerings. These products,

intricately tied to the visual components of K-pop, gain endorsement from their K-pop idols,
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ultimately enhancing their allure. Furthermore, Seo and Kim (2020) have found that the
economic impact of Hallyu extends beyond the realm of simply boosting the sales of items
such as Korean TV dramas, movies, music, gaming, and animation. It also includes a rise in
the number of foreign visitors coming to Korea, driven by their heightened familiarity with
Korea as a concept embedded in all aspects of Hallyu products. Interestingly, Oh and Lee
(2014) suggest that the Korean government is proactively endorsing Hallyu and K-pop as part
of a strategy to redirect the national economy towards fostering creativity, moving away from

the mass production of inexpensive goods.

2.4.6 K-pop as exotic other

A number of studies also discuss K-pop as an ‘exotic other.” The concept of ‘exotic other’ refers
to the perception and portrayal of people, cultures, or practices as unfamiliar, intriguingly
different, and often imbued with stereotypes, often by those from a dominant or mainstream
culture (Feagin, 2013; Glynn & Kim, 2013; MacKinnon, 2013; Oh, 2017; Yoon, 2017; Yoon,
2019). On this point, several studies carried out in North America have explored the
racialisation of K-pop within the context of Western fans (Oh, 2017; Yoon, 2019). Oh (2017),
for instance, indicates that in comparison to other racial groups, what she refers to as ‘white’
fans possess a relatively greater ability to either fetishise, or dismiss K-pop. Similarly, Yoon
(2019) proposes that certain ‘white’ fans in his research viewed K-pop as a selectable item that
offers convenient consumption, whereas fans with Asian heritage understood and took
pleasure in K-pop through the lens of their own ethnic identities. Feagin (2013), for example,
argues that although there are multiple potential ways to define K-pop on a global level, the
letter K in K-pop frequently gets simplified into a symbol of race or ethnicity, particularly
within the prevailing ‘white racial frame’ of Western media and society. In another example

provided by MacKinnon (2013), it is illustrated that the introduction of K- pop to Western
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media has been connected to its country of origin, implying cultural barriers for Western
audiences. K-pop was not only introduced as a musical genre but was also accompanied by
sensationalized media coverage of Korean society, which included aspects such as its
extravagant beauty industry. Additionally, Glynn and Kim (2013) propose that the worldwide
success of K-pop star Psy's ‘Gangnam Style” was linked to the enjoyment derived from the
portrayal of derogatory stereotypes of Asian masculinities present in Western media
discussions. A participant in Yoon's study (2017), a 29-year-old woman of Filipino-Canadian
origin, highlighted the fact that K-pop often faces media and public stereotyping as a foreign

entity enjoyed solely by individuals who are also fans of Japanese anime.

2.4.7 K-pop as a social movement

Numerous scholars have investigated the notion of K-pop as a social movement, in which fans
regularly donate to various charitable causes encompassing social, environmental, and wildlife
preservation (Gogoi, 2020; Kim & Hutt, 2021; Roberts, 2020; Zheng, 2018).

According to Zheng (2018), a considerable number of K-pop fans contribute to diverse
charitable endeavours related to social, environmental, and wildlife conservation, particularly
on their favourite artists' birthdays, and attribute these benevolent actions to their beloved K-
pop idols. Moreover, Gogoi (2020) and Roberts (2020) indicated that K-pop fans are
progressively initiating fundraising efforts for spontaneous concerns or appealing for financial
assistance in response to situations such as natural calamities and humanitarian crises, often
utilising social media as a platform to facilitate an immediate response. These activities indicate
the social awareness of the K-pop fan community and their collective desire to alleviate global
injustices and hardships. Similarly, Kim and Hutt (2021) found that the highly engaged conduct
of fans and their extensive productivity (i.e., the active involvement and creative output of fans)

within the realm of K- pop effortlessly transitions into civic activism. This is attributed to the
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fervour motivating fans to invest time and money in their K-pop idols, which can similarly be
harnessed to further champion social causes. In support of these claims, Kim and Hutt (2021)
show how in the summer of 2020, K-pop enthusiasts garnered extensive media coverage due
to their energetic involvement in advocating against racism and supporting the Black Lives
Matter movement in the United States. As racial inequalities and instances of police brutality
permeate American society, particularly following the international attention garnered by the
George Floyd case, a multitude of K-pop supporters have united in combating racism through

their unique and individual approaches to social activism.

2.5 This study

As indicated in this chapter, the global phenomenon of the Korean Wave, particularly the
soaring popularity of K-pop, has been a subject of extensive academic scrutiny. However, most
studies have predominantly focused on its impact in broad regional contexts, often
overlooking the nuanced differences in specific areas. This gap in the research is particularly
evident with regard to New Zealand, a nation that not only now hosts a significant Korean
population, approximately 35,000 strong, but also exhibits a growing enthusiasm for K-pop
among its non-Korean residents. As mentioned in the Introduction Chapter 1, as a Korean
national now residing in New Zealand, and a great fan of K-pop, | have become
particularly conscious of how K-pop is differently represented in the media here and have
become interested in finding out more about this phenomenon. As a result, this
dissertation examines how the discursive representation of K-pop in the Korean media is

different to that which is found in the New Zealand media.
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2.6 Conclusion

The literature discussed in this review has provided the background for this study. It started by
examining the history of the Korean Wave (Hallyu). Following that, it highlighted the global
influence of the Korean Wave (Hallyu) across five continents. Finally, it delved into K-pop,
discussing its global influence and the different ways in which it is conceptualised. The next

chapter presents the methods that will be used to carry out this analysis.
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Chapter 3:
Methodology

3.0 Introduction

This study aims to investigate how K-pop is differently represented in New Zealand and
Korea’s media. To achieve the research aim, the study employed corpus-assisted discourse
analysis (Baker, 2006; Gillings, Mautner, & Baker, 2023) to examine and compare two
specialised corpora. The first involved a corpus of online news articles, magazines, and blog
posts discussing K-pop collected from the New Zealand media, while the second involved a
corpus of online news articles, magazines, and blog posts discussing K-pop collected from the
South Korean media. This chapter provides a methodological overview of the study,
predominantly focusing on an explanation of the corpus-assisted discourse analytical method
used for the study. It includes an outline of the procedure for collecting the corpus data, building

the two corpora, and selecting samples for analysis.

3.1 Methodological Overview
3.1.1 Corpus linguistics

According to Leech (1992), a corpus is a collection of sampled, genuine texts (whether written
or spoken) that are typically indicative of a specific language or language community, and that

are presented in a format that can be processed by machines. Similarly, McEnery et al. (2006)
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define a corpus as a collection of (1) machine-readable (2) authentic texts (including
transcriptions of spoken data) which is (3) sampled to be representative of a particular
language or language variety (p. 5, original italics). Corpus analysis involves the use of
specially designed software (e.g., Sketch Engine, AntConc) to analyse corpora in order to
identify patterns, trends, and characteristics within the collected texts, and draw conclusions
about language use. Corpus-based research also employs both quantitative and qualitative
analytical methods (Baker, 2006). For example, frequency information to identify the salience
of a particular word in a corpus, is usually followed by a more interpretative analysis of the
functional quality of that word. While corpus linguistics was initially focused on identifying
linguistic trends and patterns in language use, more recently corpus linguistics has been
combined with discourse analysis to explore the social and contextual aspects of language use.

This is now frequently referred to as corpus-assisted discourse analysis (Gillings et al., 2023).

3.1.2. Corpus-assisted discourse analysis (CADA)

Corpus-Assisted Discourse Analysis (CADA) is an approach to discourse analysis that
combines the principles of discourse analysis with the analytical tools of corpus analysis, thus
allowing researchers to draw on both the insights of traditional discourse analysis and the
systematic analytical capabilities of corpora. Like traditional discourse analysis, CADA
focuses on the study of language in use, examining how language constructs and conveys
meaning within specific contexts. CADA researchers typically employ corpus analytical
resources to examine salient lexical items, language patterns, structures, and the use of
discourse markers to uncover the underlying meanings and hidden ideologies in a text (Baker,

2006; Gillings et al., 2023).

3.1.3. Research Paradigm

39



The use of both quantitative and qualitative research methods is often viewed as a pragmatist
research paradigm (Creswell, 2013). As a paradigm, pragmatism connects the structured
approach of more traditional scientific methods with the more flexible approach of
contemporary methods in order to emphasise the practical consequences and utility of ideas
and actions (Creswell 2013; Creswell & Clark 2011). In a Corpus-Assisted Discourse Analysis,
there is often a pragmatic orientation because it is used to address practical questions related to

language usage, language teaching, and language processing.

The notion of mixing qualitative and quantitative approaches has become increasingly
prominent in recent decades (Greene & Caracelli, 1997; Sandelowski, 1995; Swanson, 1992;
Tashakkori & Teddlie, 1998). Researchers have employed mixed-method techniques to
broaden the range of their studies and enhance the depth of their insights. Furthermore,
advocates of mixed-method research contend that the growing complexity of human

phenomena demands more sophisticated research design.

3.2 Corpus data

3.2.1 Contents and Size

In order to compare how K-pop is discursively represented in the New Zealand and South
Korean media, two specialised corpora were developed. The first, titled the New Zealand K-
pop corpus, comprises online articles, magazines, and blogs focusing on K-pop collected
from the New Zealand media. The second, referred to as the Korean K-pop corpus
encompasses online articles, magazines, and blogs focusing on K-pop collected from the
Korean media. The New Zealand K-pop corpus is therefore in English, while the Korean K-

pop corpus is in Korean. The data collected were published online between 2015 to 2023.
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Table 3.1 displays the composition of the NZ K-pop corpus. As well as the mainstream news
and magazine articles, blogs are included in the corpus data. Blogs are now considered to
play a significant role in the media landscape and widely contribute to the dissemination of
information (Cha et al., 2012). Kenix (2009), for example, states that, at their ideological best,
blogs can possess the potential to provide a more profound discussion of the news than
mainstream media, as they can draw on a variety of sources and involve contributions from
citizen commentators in a way that is not always possible through the corporate mainstream

media.

Table 3.1
Data from the NZ K-pop corpus in terms of Tokens, Types, and Type-Token Ratio.

Genre Number Tokens Types Type Token Ratio
Online news articles 53 25,427 4,288 0.17/17%
Blog posts 31 20,822 3,679 0.18/18%
Magazine articles 16 15,700 3,527 0.22/22%
Total 100 62,298 7756 0.12/12%

The table shows that the NZ K-pop corpus comprises one hundred texts, consisting of 53
online news articles, 31 blog posts, and 16 magazine articles. In total, it encompasses 62,298
tokens, 7,756 types, and a Type-Token Ratio of 0.12. Type-Token Ratio (TTR) is a metric
used to measure vocabulary diversity in a text or a corpus (McEnery et al., 2006). It analyses
the balance between unique words (types) and the total number of words (tokens) in a given
text or collection of texts. A TTR of 12 indicates a relatively low level of lexical diversity or
vocabulary richness in the text. Table 3.2 displays the composition of the Korean K-pop

corpus.
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Table 3.2

Data from the Korean K-pop corpus in terms of Tokens, Types, and Type-Token Ratio.

Table 3.2 shows that the corpus consists of a total of 100 data entries, including 33 online news

articles, 34 blog posts, and 33 magazine articles. Overall, it contains 43,853 tokens, 19,706

Genre Number Tokens Types Type Token Ratio
Online news article 33 9,621 5,334 0.55/55%
Blog posts 34 16,457 9,064 0..55/55%
Magazine articles 33 17,208 9,125 0.53/53%
Total 100 43,853 19,706 0.45/45%

unique types, and a Type-Token Ratio of 0.45. A TTR of 45 suggests a relatively high level of
lexical diversity or vocabulary richness. Korean typically has a higher TTR than English
because of its complex word formation and tendency to use diverse vocabulary in various
contexts, while in contrast, English has a comparatively lower TTR as historically it borrows

words from various languages leading to a more extensive use of common vocabulary.

Compared to large reference corpora, which often contain millions of words, the two corpora
used for this study are relatively small. However this is not uncommon in corpus-assisted
discourse analyses of specific texts. Koester (2010) has indicated that for these purposes
smaller, more specialized corpora can offer many benefits. Consequently, while extensive
corpora are useful for offering robust statistical insights into the overall lexico-grammatical
patterns of a language, more focused smaller corpora are more easily able to provide insights
into how language is used in specific settings. Furthermore, Flowerdew (2004) and
O'Keeffe (2007) state that, as in this study, which draws on a small corpus, the person who
compiles the corpus is often the same person who analyses it. This means they develop a

deep familiarity with the context of the corpus and the content of the texts. As a result, given
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the greater attention paid to the discursive content of the texts, the numerical results

uncovered through corpus analysis are supplemented and enhanced by qualitative findings.

3.2.2 Sample

The data gathered to form the two corpora had to satisfy a primary requirement; that is, they
had to be online articles, blog posts, or magazines that had a focus on K-pop. Furthermore, the
New Zealand K-pop corpus exclusively included data that had its origins in New Zealand, while
the Korean K-pop corpus exclusively included data that had its origins in South Korea. Every

attempt was made to incorporate as many posts as feasible within the data collection timeframe.

3.2.3 Data entry and analysis tools

Baker (2006) emphasises that in the corpus analysis process, it is crucial to clean all data to
ensure it can be effectively processed by corpus software. Therefore, after gathering the data,
elements such as images, videos, dates, author names, subtitles for images and videos, and links
to other pages were removed. Each of the individual data items were then saved as a
numbered Microsoft Word document file and then uploaded to the respective corpus in

Sketch Engine (Kilgarriff et al., 2004), the online tool used for the analysis.

According to Kilgarriff (2019), the primary metric employed in Sketch Engine for identifying
keywords, is termed simple maths. Simple maths involves a comparison of frequencies between
the focus corpus and the reference corpus. Carrying out a keyword analysis in Sketch Engine
requires setting the Focus on feature, a sliding scale that ranges from rare to common. Adjusting
the slider towards one end or the other will yield either more prevalent (common) or less

frequent (rare) results, represented in numerical form beneath the sliding bar (from 0.001 to 1

43



million) (Goulart & Veloso, 2023). For this study a measure in the midpoint between ‘rare' and
‘common,’ (100) was used. This measure aligns with default keyword settings in other corpus
tools such as AntConc. Furthermore the keywords search involved individual words rather than

lemmas or lempose.

3.3 Corpus Analysis

In order to answer the research questions, commonly employed techniques in corpus-assisted
discourse analysis were applied. These encompassed frequency analysis, concordance

analysis, collocation analysis, and keyword analysis.

3.3.1 Frequency analysis

Frequency analysis in corpus analysis involves examining the occurrence and distribution of
specific linguistic elements, such as words or phrases, to identify patterns and trends within a
large collection of texts. When people make a particular linguistic choice over another, or use
particular words more frequently than other words, then this can reveal something about their
intentions or values, no matter whether their language choices are conscious or unconscious
(Baker, 2006). Baker (2006) identifies frequency as a key foundational concept in corpus
analysis. However, frequency alone may not provide substantial insights into a corpus. This is
mainly because the most common words often belong to the category of function words (i.e.,
prepositions, articles, and conjunctions), and in the context of discourse analysis, these words

may not always offer significant information of particular interest (Baker, 2006).

3.3.2 Concordance analysis
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According to Baker (2006), a concordance is a tabulated list displaying instances of a specific
search term within a corpus, typically accompanied by the surrounding context, which
consists of a few words to the left and right of the search term. Each individual line of text
(search term and surrounding context) is known as a concordance line. Baker (2006) suggests
that through concordance analysis, we can pinpoint recurring language patterns that play a
role in shaping specific representations. He shows, for instance, how a set of concordance
lines containing the search word refugees indicates that this group is often constructed in the

media as having no real understanding of their particular situation or what motivates them.

3.3.3 Collocation analysis

Collocation refers to the tendency of certain words to occur together in particular contexts.
(Durrant, 2014; McEnery et al., 2006). The study of collocation in a corpus can facilitate a
deeper understanding of how language is used to construct meaning and convey specific
discourse elements in the context from which the corpus has been compiled (Baker, 2006). As
an example Baker shows that bachelor often collocates with positive words such as happy,
while spinster often collocates with less positive words such as elderly or widow, providing
insights into the perceptions and stereotypes associated with gender-specific terms. When
evaluating collocation, Mutual Information (MI) is used as important statistic, as it helps filter
out less significant collocates (Bednarek & Caple, 2016), including non-lexical words such as
the, to, or and. McEnery et al. (2006) identify the MI score as an indicator of the strength of
collocational relationships. A higher MI score signifies a stronger association and greater
exclusivity between the two items, while an M1 score closer to 0 suggests a higher likelihood
of random co-occurrence. In some case, an MI score may become negative if the two items
tend to avoid each other. For this study, lists of collocates are usually formed by selecting the

most frequent collocates of a node word that have an M1 statistic of over 4.0. The scope of the
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collocates is generally set at +5 and -5; that is, only collocates that occur within five places to

the left and right of the node word are considered.

3.3.4 Keyword analysis

When compared to the frequencies of the same word in a bigger reference corpus, the frequency
of a word in a target corpus that is exceptionally high is referred to as a keyword (McEnery et
al., 2006). Keywords can capture the overall salience or "aboutness” (Scott & Tribble, 2006,
p. 55) of a corpus, because in comparison to the reference corpus, they signify distinctive and
frequently occurring terms that characterise the specific content and themes within the
analysed set of texts. As indicated, to carry out a keyword analysis a reference corpus is
required. Baker (2006) suggests that a reference corpus, while it may not always align with
the primary research focus, constitutes a valuable type of corpus for discourse analysis. It
comprises an extensive collection of texts, typically encompassing millions of words from
diverse sources, and it reflects a specific linguistic variation, often though not necessarily
associated with a national language. Generally the analyst compares a very large reference
corpus with the typically smaller target corpus. In this study, two reference corpora were used.
The English Web corpus (otherwise known as the enTenTen21 corpus) was used to establish
keywords for the NZ K-pop corpus, while the Korean Web corpus (otherwise known as
the koTenTenl8 corpus) was used to establish keywords for the Korean K-pop corpus. A
keyword search can also be carried out for multiword items. The results are referred to as

multiword keywords (Thomaidou & Vazirgiannis, 2011).

3.4 Sketch engine

46



The corpus tool used to carry out the analysis is called Sketch Engine (Kilgarriff et al., 2014).
Sketch Engine is an online tool which has now been in existence for almost two decades. It is
widely used for lexicography and is considered a leading tool for corpus analysis. The tool was
developed by Lexical Computing Limited and facilitates the analysis of corpora in over ninety

languages.

3.5 Methodological Issues

While corpus linguistics remains a valuable tool for discourse analysis, it does have its
limitations. Firstly, the corpus itself does not interpret the text or suggest new ideas (Wallis,
2020). As a result, interpretations may vary depending on the researcher's experiences,
background, and biases. This can influence many aspects of the research process, from
selecting the particular question to investigate to deciding how to present the findings
(Johnson et al., 2020). Nevertheless, unlike traditional discourse analysis, the quantitative
dimension of corpus analysis does alleviate a degree of potential researcher biases. The use
of corpus analysis also enables the analysis of large collections of texts, thus facilitating more
robust findings than were often found in traditional discourse analyses focusing on single
texts (Baker, 2006). Secondly, Bluhm (2016) suggests that while the strength of corpora is
that they can provide evidence of real-world language usage rather than just theoretical
possibilities, a limitation is that they do not provide evidence of all potential forms or usage.
Evidence of discourses that do not appear in the corpus being analysed might be manifest in

relevant texts which are not included in the study.

3.6 Conclusion
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In brief, this study aims to answer the research question identified in Chapter 1. The researcher
employed a corpus-assisted discourse analysis as the investigative method for this study
because it is useful for revealing information about patterns, structures, strategies, and
ideologies embedded in language use. It is also particularly suitable for analysing data that has
been collected from online news articles, magazines, and blog posts (Baker, 2006). The corpus
analytical tool called Sketch Engine (Kilgarriff et al. 2014) was used for the study due to its
particular functions and features, including the ability to analyse both English and Korean. The

next chapter begins with a keyword analysis of both corpora.
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Chapter 4:
Keyword Analysis

4.0 Introduction

The initial phase of the analysis involved scrutinising the keyword lists of both the NZ K-pop
corpus and the Korean K-pop corpus. Identifying keywords in corpora is frequently considered
an advantageous initial phase in corpus analysis as it can reveal key patterns or the existence
of prominent discourses within a corpus, and offer directions for the subsequent analysis (
Aluthman, 2018; Baker, 2006). As a result, in the first part of this chapter, the keyword lists of
the New Zealand K-pop corpus and the Korean K-pop corpus will be presented and analysed.
Following this, the keywords will be semantically grouped, so as to provide a more nuanced
understanding of their relationships and to assist in the identification and comparison of the
salient themes occurring within each corpus. The final stage of the keyword analysis will
involve the examination of multiword keywords within the NZ K-pop corpus and Korean K-
pop corpus. Multiword phrases are often more specific than single word phrases and, therefore,
in some instances, can be more representative of the corpus in question (Thomaidou &

Vazirgiannis, 2011).
4.1 Keyword analysis
Table 4.1 shows the most frequent 30 keywords of the New Zealand K-pop corpus when

referenced against English Web 2021 corpus, while Table 4.2 displays the most frequent 30
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keywords of the Korean K-pop corpus when referenced against the Korean Web 2018
Corpus. The table also shows the relative frequency of each key word in its corpus (frequency
per million) and the number of texts in the corpus where the keyword is found (document
frequency). Words occurring in English were included in the Korean K-pop corpus’s keyword

list.

Table4.1

Top 30 single Keywords in the NZ K-pop corpus (English web 2021 as reference corpus).

Word Freq. Freq. per mill Doc.freq. Keyness

1 k-pop 675 9,289.30 99 93.0
2 korean 241 3,309.48 67 284
3 bts 151 2,073.58 35 215
4 fans 232 3,185.89 61 18.6
5 blackpink 96 1,318.30 25 14.2
6 auckland 100 1,373.23 32 13.8
7 music 310 4,257.01 72 12.3
8 zealand 106 1,455.62 35 11.8
9 korea 101 1,386.96 43 11.8
10 idols 80 1,098.58 25 11.7
1 dance 104 1,428.16 37 9.8
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12 pop 74 1,016.19 37 8.1

13 group 260 3,570.40 69 8.0
14 song 105 1,441.89 40 8.0
15 rosé 50 686.62 12 7.8
16 artists 83 1,139.78 39 7.8
17 maori 48 659.15 9 74
18 culture 101 1,386.96 40 7.1
19 fan 69 947.53 28 6.8
20 songs 72 988.73 32 6.7
21 girl 76 1,043.66 31 6.4
22 album 77 1,057.39 26 6.3
23 groups 103 1,414.43 37 6.3
24 band 81 1,112.32 36 6.3
25 entertainment 56 769.01 30 6.1
26 concert 48 659.15 27 59
27 idol 38 521.83 18 59
28 favourite 44 604.22 20 5.7
29 kiwi 34 466.90 20 5.6
30 debut 44 604.22 25 54

Given that the focus of this study is K-pop, it is not surprising that the highest-ranking keyword
in Table 4.1 is also k-pop. The keyword list also contains the names of the K-pop groups, bts,
blackpink, and the group member of Blackpink rosé. Pop music terminology including the
word music itself appear at the upper part of the keyword list, followed by pop, song, songs,

and album.
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Interestingly, the word idols appears in 10" position, and idol appears in 27" position. While,
idol is commonly defined as a person or object held in high esteem, affection, or reverence,
within the realm of East Asian music culture, the word idol specifically pertains to a
performer in the musical genres of Cantopop, J-pop, or K-pop, whether they are a solo artist or
part of a group (Oxford English Dictionary, 2023). As such, a K-pop group is usually referred
to using the term idols, rather than the term artists, which has been traditionally used for popular
music performers in the West. As a result, the keyword idols ranks higher than the keyword
artists which sits in 16" place in Table 4.1. Other keywords of note include auckland,
zealand (derived from the word New Zealand), mdaori, and kiwi. These all indicate that the
collected data in the NZ K-pop corpus originates from New Zealand. The implications

of these keywords and their semantic salience will be discussed further in Section 6.

Table 4.2 provides a list of the top 30 keywords in the Korean K-pop corpus. Each Korean

keyword is followed by its English translation in parenthesis.

Table 4.2

Top 30 single Keywords in the Korean K-pop corpus (Korean Web 2018 as reference corpus).

Word Freq. Freq. per mill Doc. Freq. Keyness
1 k-pop (01 &) 185 3,342.31 69 34.0
2 idol (O}O| =) 83 1,499.52 39 13.4
3 K-POP 69 1,246.59 22 13.3
4 BTS 42 758.79 20 8.5
5 album (¥ & 60 1,083.99 27 8.4
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11

12

13

14

15

16

17

18

19

20

21

22

23

24

25

26
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28

debut (G| )
member (B H)
group (1)
music (&<
black pink
(=383

solo (B &)
k-pop (K&)

bts (2 EFAHER
cover dance
(FH )

fan ()

album (S¢h
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dance (TH2)
global (2 24)
artist (OFE[AE)
korean wave
()

NCT

korea (2t=)

exo (Y2)
billboard (2 £ E)
stage (F-CH)
seventeen (M2 El)

youtube (f+7£)

47

46

60

65

33

37

29

28

25

28

27

23

24

57

23

23

21

113

21

21

25

20

25

849.13

831.06

1,083.99

1,174.32

596.20

668.46

523.93

505.86

451.66

505.86

487.80

415.53

433.60

1,029.79

415.53

415.53

379.40

2,041.52

379.40

379.40

451.66

361.33

451.66

25

29

35

29

17

11

11

14

12

12

17

24

17

10

0.28

31

10

18

12

8.0

7.9

7.8

75

6.9

6.9

6.2

6.0

5.5

5.4

5.3

49

4.9

4.9

4.8

4.8

4.8

4.8

4.7

4.7

4.6

4.6

4.6

53



29 concert (EAME) 22 397.46 11 45

30 festival (T A E[ ) 21 379.40 11 45

At a first glance, Table 4.2 contains a similar set of keywords to Table 4.1. Firstly, both indicate
that k-pop is the highest-ranking keyword. However, Table 4.1 only includes the single item k-
pop, whereas in Table 4.2, K-pop is represented through the three forms used in

Korean, 7| O| & (k-pop), k-pop, and K& (k-pop), respectively located in 1, 3" and 12
position. Secondly, while both tables include the K-pop groups BTS and Blackpink among the
top 30 keywords, Table 4.2 also includes the groups NCT, 22 (exo), and ME2EI
(seventeen), potentially indicating that the Korean media exhibits a key interest in a greater
number of K-pop groups than the New Zealand media, which tends to target specific groups.
It is also of interest that while Table 4.1 indicates that the words song and songs are key in the
NZ K-pop corpus, these do not appear as key words in the Korean K-pop corpus. Instead, it
would appear that the Korean media tends to focus more on the discussion of albums, as
album, represented by both =2t and &, the latter which is the 5™ highest keyword, are
found in Table 4.2. Like Table 4.1, Table 4.2 also indicates that idols (keyness = 13.4) has a

higher level of keyness than artists (keyness = 4.8).

Another area of note in Table 4.2 is the prevalence of English loanwords. Of the top 30
keywords, the Korean form of 19 keywords is based on the word’s English pronunciation.
Theseare O (k-pop), OtO|= (idol), ¥ (album), GilF (debut), HE] (member),
& (group), EZ A (black pink), =2 (solo), 7AH A (cover dance), T (fan),
CHA (dance), 229 (global), OE|AE (artist), A (exo), ZEE (Billboard),
M El (Seventeen), 752 (youtube), =A1E (concert) and H|AE|H (festival).
Korean words can be classified into Native Korean words (Hangeul), Sino-Korean words

(Hanja), and loanwords. English became the most common foreign language used by Koreans
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in the mid-1960s and is now viewed as the most crucial foreign language to learn. As a result,
there has been a marked increase over time of English vocabulary in Korean. According to one
estimate, about 90% of the loanwords used in South Korea are derived from English (Song,
2005). This is also why, as indicated above, Table 4.2 includes different

representations of the Korean words for K-pop and album. #|O| & (k-pop), which is the
highest-ranking keyword (keyness =34.0), is written to reflect the pronunciation of k-pop, K-

POP is the English form, while K&, is a combination of English letters and Korean words.

In order to examine their significance in more detail and following the approach of Csomay
and Young (2021), the next section organises the keywords into semantic categories. This

approach often provides a more accessible way to establish the salience of a corpora.

4.2 Keywords grouped into semantic categories.

Table 4.3 shows the top 30 keywords of the NZ K-pop corpus organised into semantic

categories.

Table 4.3

Top 30 Keywords of the NZ K-pop corpus organised into semantic categories.

Category Keyword

artists bts, blackpink, idols, group, rosé,

artists, girl, groups, band, idol,

music k-pop, music, pop, song, songs,
album
performance dance, concert, debut, entertainment
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New Zealand auckland, zealand, maori, Kiwi

fans fans, fan, favourite

Korea korean, korea, culture

The six semantic categories in the table are artists, music, performance, New Zealand, fans,
and Korea. These are sequentially arranged in the table according to the number of keywords
in each semantic grouping. In the artists category, keywords include those such as BTS,
Blackpink, and Rosé, which are the names used to refer to either a group or solo artists, as well
as words used to describe the artists, i.e., group, girl, groups, band, and idol. In the music
category, the keywords focus more on references to the music and its products, i.e., k- pop,
pop, music, song, songs, album and debut. The performance category contains words related
to the performance of K-pop music, i.e., dance and concert. The keyword entertainment fits in
this category because in the New Zealand K-pop corpus, it refers to K-pop entertainment
companies who organise the performances. According to SEOULSPACE (2023), the top four
K-pop entertainment companies are HYBE (Formerly Big Hit Entertainment), SM

Entertainment, YG Entertainment, and JYP Entertainment.

There is also a New Zealand category in Table 4.3, which contains words specifically related
to New Zealand. These include Auckland, the largest city in New Zealand, Zealand, as well as
Maori and Kiwi, the indigenous people of new Zealand and informal term for New Zealander
(also a well-known New Zealand bird) respectively. The fans category includes the keywords
fan, fans and favourite, while the Korea category, includes the keywords korean, korea, and
culture. The keyword culture appears here as it mostly collocates with the words korean or

korean pop in the New Zealand K-pop corpus.

Table 4.4 displays the top 30 keywords from the Korean K-pop corpus, organized into five
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semantic categories: artists, promotion, music, performance, and fans.

Table4.4

Top 30 Keywords of the Korean K-pop corpus organised into semantic categories.

Category Keyword

artists idol (OFO| =), BTS, group (L&), black pink (23 & 3), solo (E£), BTS (Y EFA AT,
artist (OFE| A E), NCT, EXO (2 2), seventeen (M2 El), member (H H),
promotion global (2 £ ), korean wave (), Korea (2H=), billboard (2 £ ),
youtube (55 &), festival (T 2 E| &)
music k-pop (A0 &), K-POP, album (& &), music (& <), k-pop (KE), album (&£H
performance  debut (Cll ), debuted (Gl $H), dance (TH2), stage (F-CH), concert (A E)

fans cover dance (7{H{ TH2), fan (M)

The artists category in Table 4.4 contains 11 keywords, the highest of all categories. Most
involve K-pop group names, such as BTS, =2 &3 (black pink), & EHAEHEE (BTS),
NCT, YA (EXO),and M|-=El (seventeen). The promotion category contains keywords
associated with the promotion of K-pop. It is perhaps evident, therefore, that a salient feature
of the Korean K-pop corpus is the global promotion of K-pop. This can be seen in the
appearance of keywords such as =2 & (global), ©F (Korean wave), and through
references to media such as X E (billboard) and 752 (youtube). In the music
category, as seen in Table 4.3, the keywords include{| O| & (k-pop), K-POP, and K& (k-
pop), as well as@ & (album), &2 (solo), and =&t (album). The keyword = Z (solo) is
included in music category because most of the keyword &= (solo) collocates with the

word &H (album).
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The performance category encompasses keywords related to the type of performances, i.e.,
Ol§| (debut) and Gl £|St (debuted), as well components of the performance T2 (dance),
£ (stage), ZA1E (concert) and H|AE|H (festival). The last category fans features
two keywords: 71H| T 2 (cover dance) and ™ (fan). Oh (2020) defines K-pop cover dance
as fan-created music videos that replicate the choreography from the idols’ original

music videos. From worldwide flash mobs to widely circulated cover dances on platforms
like YouTube, K-pop fans engage not just in listening to, but also mimicking the

performances of, K-pop.

Overall, the primary difference between Table 4.3 and 4.4 is the range of categories. While the
keywords in both tables include the semantic groupings artists, music, performance, and fans,
Table 4.3 includes the addition of the categories New Zealand and Korea, and Table 4.4 has the
additional category promotion. This perhaps suggests that the New Zealand media tend to
localise their focus on K-pop, yet at the same time draw attention to the increasing integration
of Korean cultural elements in the new musical landscape, while the Korean media focus on
broader promotional strategies within the music industry, possibly providing a more industry-

centric discussion.

These initial findings might also be evidenced in the second important difference between
Table 4.3 and 4.4, which involves the degree of specificity of the keywords found in the
categories. For example, in Table 4.3, the keywords in the artists category only include two
K-pop groups, one of which, Blackpink, has close links with New Zealand. One of the
members of Blackpink, Rosé, is also found in this category. All other words in the category
are more generally descriptive of the attributes of the K-Pop artists. In contrast, in Table 4.4,

the keywords in the artists category mostly refer to a range of different K-pop groups. A
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similar phenomenon can be observed in the music category. Table 4.3 provides general
keywords referring to K-pop music, while Table 4.4 focuses on specific music or specific

parts of the music. Differences in specificity are also evident in the category fans.

4.3 Multiword Keywords

Multiword keywords are combinations of two or more words that are used together to represent
a specific concept, topic, or idea (Thomaidou & Vazirgiannis, 2011). Table 4.6 displays the

highest-ranking multi-word keywords in the NZ K-pop corpus.

Table 4.5

Top 15 Multi Keywords in the NZ K-pop corpus (English web 2021 as reference corpus).

Rank Keyword Freq. Freq. per mill Doc. Freq. Keyness
1 new zealand 85 1,167.25 32 10.5
2 girl group 56 769.01 26 8.7
3 k-pop group 55 755.28 30 85
4 south korea 54 741.54 28 7.8
5 k-pop star 45 617.95 23 7.2
6 music video 47 645.42 22 7.0
7 k-pop idol 37 508.1 17 6.1
8 boy band 31 425.7 20 52
9 k-pop fan 30 411.97 1,207 51
10 korean culture 25 343.31 6,096 44
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11 cultural

23 315.84 9,384 4.1

appropriation
12 light stick 22 302.11 1,514 4.0
13 k-pop academy 18 247.18 0 35
14 korean pop 17 233.45 3,160 3.3
15 new zealander 17 233.45 51,808 33

As the NZ K-pop corpus is compiled from data originating from the New Zealand context it
is not surprising that the multi keywords new zealand and new zealander occupy the 1% highest
position and 15" lowest positions in the ranking. There are, however, two noteworthy
keywords in Table 4.5. The first keyword is cultural appropriation. According to Scafidi
(2005), cultural appropriation involves “taking - from a culture that is not one’s own - of
intellectual property, cultural expressions or artifacts, history, and ways of knowledge” (p. 9).
The second keyword is light stick. Yang et al. (2017) have pointed out that in South Korea
nearly every idol group has designated an official colour and stick. As a result, it has become
a customary practice for fans to express their devotion to their favourite idols by using these

official light sticks during performances.

Table 4.6 presents the top multi-keywords in the Korean K-pop corpus.

Table 4.6

Top 15 Multi Keywords in the Korean K-pop corpus (Korean Web 2018 as reference corpus).

Rank Keyword Freq. Freq. per Doc. Keyness
million freq.

1 Ot0|& & (idol group) 14 252.93 9 3.4

2 70| HeTHA 12 216.80 5 3.2
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(k-pop cover dance)
3 A O|& OFO|= (k-pop idol) 11 198.73 6 3.0
4 FHH CTHA T AEIH 10 180.67 4 2.8

(cover dance festival)

5 o5 &2 (debut album) 10 180.67 4 2.7
6 70|& & (k-pop group) 9 162.60 8 2.6
7 ™ MA (worldwide) 18 325.20 13 24
8 =S4 S BB (official youtube) 8 144.53 6 2.4
9 st=r =2t0r (korean drama) 7 126.47 2 2.2
10 MA EICH (world’s largest) 7 126.47 6 2.0
11 BLQlZ I A|OF 4=1 5 90.33 2 1.9

(south korea-indonesia

diplomatic relations)

12 ZE HAE™ (world festival) 5 90.33 1 1.9
13 MEtE MAAIIRE 5 90.33 2 1.9

(saemangeum world scouts)
14 LEE 02l (billboard main) 5 90.33 4 1.9

15 Oj= =< (american music) 5 90.33 3 1.9

Supporting the earlier observations that a salient feature of the Korean K-pop corpus was the global
distribution and promotion of K-pop, the multi-word Korean terms ™ M| A|

(worldwide), M| Al ZICHE| (world’s largest), and L E E O 2! (billboard main) are apparent

in the list, as are words that refer not just to the promotion of K-pop, but also to the promotion

of Korea. Other examples include ZAE{EHA T AE|R (cover dance festival), 34 F5E

(official youtube), and 2 E HAE|H (world festival).
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All these terms encompass events, platforms, and initiatives that showcase various aspects of
Korean culture, entertainment, and international engagement. For instance, the K-pop Cover
Dance Festival is an annual event that brings together K-pop fans from around the world to
display their skills in recreating K-pop performances (Korea.net, 2023). Official YouTube

videos contribute significantly to the global dissemination of K-pop (Ono & Kwon, 2013).

Table 4.6 highlights two further significant multiword keywords. The first is $+-Ql &= | A|Of
=1 (south korea-indonesia diplomatic relations). This multiword keyword demonstrates
the significance attributed to the role of K-pop and international diplomatic relations. The
second keyword is O|= &< (american music). The terms At (industry) and A|Z}
(market) typically collocate with the multiword keyword O|= &%} (american music). This
perhaps indicates that salient to the media’s conceptualisation of K-pop is its relationship to the
American music industry and market. Compared to Table 4.6, Table 4.5 provides a greater
general focus on South Korea and its culture, evidenced in the occurrence of multiword
keywords such as south korea and korean culture. In contrast, Table 4.6 explores more
specific facets of Korean culture, for example, #|O|& FHH A (k-pop cover dance),
FAHEHA T AE[® (cover dance festival), o= E=2t0b (korean drama), and E2E

HAE[H (world festival).

4.4 Conclusion
According to Baker (2006), a keyword analysis enables researchers to identify prominent

discourses within a corpus more readily and as a result, can provide a sense of useful entry

points into the corpus data for further exploration. On this point it is evident that the New
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Zealand K-pop corpus places greater emphasis on keywords where aspects of K-pop including
certain K-pop artists are specifically related to New Zealand, whereas the Korean K-pop corpus
emphasizes keywords related to the global promotion of K-pop. As a result, the following
chapters will examine the corpus in more detail to explore the way in which K-pop is
discursively conceptualised as localized phenomenon in the New Zealand context, and
discursively conceptualised as an economic and globalised commodity in the Korean context.
By doing this, the research will also analyse how users in both datasets react to and

linguistically shape their discourse about K-pop.
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Chapter 5:
Construction of K-pop as a localised

phenomenon in New Zealand

5.0 Introduction

The analysis of keywords in Chapter 4, indicates that the New Zealand media tends to localise
their discussions of K-pop, and that this occurs in three prominent ways. Firstly references to
members of K-pop groups and associated K-pop performers with a New Zealand connection
are foregrounded in the media narratives produced. Examples include the New Zealand born
K-pop performer Rosé Park, who was born in New Zealand, K-pop performer Jennie Kim, who
briefly lived in New Zealand, as well as the K-pop dancer, Isaiah Reid, and choreographer Rina
Chae, who are both New Zealanders. Secondly, references to K-pop promotional media, in
particular music videos, which have a New Zealand focus, are foregrounded. Examples include
videos featuring the New Zealand landscape or the Maori haka. Thirdly, the New Zealand
media routinely make connections between K-pop and New Zealand culture. This largely
involves references to Maori culture, but also includes references to places in New Zealand, as

well as the use of terms such as Kiwi.

Taking these initial findings into account, this chapter will continue to use corpus analytical
resources to further explore the localisation of K-pop in the New Zealand media. The chapter

will begin by providing a definition and an overview of the concept of localisation. Following
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this, and drawing upon the observations above, the chapter will then look at the way the New
Zealand media localise their discussion of K-pop by referring to members of K-pop groups and
associated performers who have connections to New Zealand. Subsequently, it will look at how
the New Zealand media frequently reference K-pop videos that are filmed in New Zealand
contexts, and finally it will examine the way that the media frequently reference New Zealand

culture when discussing K-pop.

5.1 Localisation

Esselink (2000) defines localisation as the adaptation of a product to be linguistically and
culturally suitable for the intended target location (which includes country/region and
language), where it will be utilised and marketed. Similarly Schéler (2007) states that
localisation is “the linguistic and cultural adaptation of digital content to the requirements and
locale of a foreign market, and the provision of services and technologies for the management
of multilingualism across the digital global information flow” (p. 157). Anastasiou and Schéler
(2010) highlight the substantial advantages localisation provides, not only for industry, but for
customers and governments. They state, for example, that localisation helps industries ensure
global product reach, with enhanced profits resulting from products tailored to the specific
needs and preferences of each locale. Simultaneously, customers are more likely to purchase
products when websites and user manuals are presented in their first language. Governments
can benefit from localisation both economically, through an increase in exports and the creation
of jobs, and culturally through an enhanced global image, as well as the attraction of tourists

and business to the country.
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Localisation is also a characteristic of news reporting; that is, a news story originating in one
place is often adapted into local contexts when reported by local media outlets (Orengo, 2005).
Such localisation plays a crucial role in connecting global events to the lives of their local
audiences. They do this by highlighting aspects of the story that are relevant to their
community, providing local perspectives, and offering context that resonates with local readers

or viewers (Clausen, 2004).

As indicated, the following sections will examine the way that the New Zealand media
localises K-pop by highlighting certain aspects of K-pop that have direct connections to the
New Zealand content and wider community by using members, music, and New Zealand

culture.

5.2 Localisation using members of K-pop groups and associated performers with a New

Zealand connection.

In Table 4.1 (Chapter 4), which listed the keywords of the NZ K-pop corpus, the items
blackpink and rosé, were the 5th and 15th highest keywords respectively. The only other
reference to a K-pop group or group member in the K-pop NZ corpus keyword list was bts.
BTS is the most well-known K-pop group globally. In contrast, the Korean K-pop corpus
keyword list contained five K-pop groups, but did not include the names of any individual
members. This suggests that the focus on blackpink and rose is particularly salient for the NZ

K-pop corpus and worth investigating further, particularly within the context of localisation.
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5.2.1 Blackpink

Blackpink is a South Korean K-pop girl group consisting of the members Jisoo Kim (Jisoo),
Jennie Kim, Roseanne Park (Rosé), and Lalisa Manoban (Lisa) (Septia et.al, 2021). Rosé Park
was born in Auckland and holds New Zealand citizenship. Jennie Kim was born in Seoul but
moved to New Zealand at the age of eight, where she lived with an Auckland homestay family
and attended Waikowhai Intermediate and ACG Parnell College. At 14 she returned to South
Korea (Brookes, 2021). According to Tikhomirova and Kuzmina (2022), Blackpink's official
debut release occurred on August 8, 2016, with the single album ‘Square One’. The tracks
in ‘Square One’ were all in the English language. Within two days of release, Square One
reached number one on iTunes's album chart, and within a week topped the US World Digital
Songs chart. Blackpink’s following release ‘Square Up’ was the highest-charting album by a
female K-pop group (Zellner, 2018), and their single ‘How You Like That’ achieved five
simultaneous entries in the Guinness Book of Records, including highest views on YouTube
for a music video within 24 hours and the largest audience for the premiere of a music video

(1.66 million viewers) (Tikhomirova and Kuzmina, 2022).

5.2.2 The analysis of Blackpink in the NZ K-pop corpus

In order to look more closely at the ways in which the keyword blackpink has been used in the
NZ K-pop corpus, salient patterns in the concordance lines which contained the node word
blackpink were examined. Table 5.1 provides concordance lines with blackpink that include
reference to the Maori-Samoan dancer Isaiah Reid, who has performed with the K- Pop group

Blackpink. Although these concordance lines occur in a single text in the corpus,
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they provide a strong indication of how references to individuals representing important aspects

of New Zealand culture are central to the Blackpink narratives found in the corpus.

Interestingly these concordance lines foreground Isaiah Reid’s identities as a Maori Samoan

dancer, or as an Auckland dancer, whose imminent success (line 1: the future is looking rosy)

would be the result of his connection with the Korean girl group.

Table5.1

Concordances with blackpink indicating a focus on Maori-Samoan dancer Isaiah Reid.

1 | doc#l4 | off by established groups? Maori- Blackpink | The future is looking rosy for Auckland
Samoan dancer Isaiah Reid to shake up dancer Isaiah Reid, who is joining K-pop
the stage with K-pop legends queens Blackpink on

2 | doc#14 | Blackpink The future is looking rosy Blackpink | on their world tour as a backing dancer.
for Auckland dancer Isaiah Reid, who At 24, Reid (Ngati Porou-Samoan) has
is joining K-pop queens carved out an impressive

3 | doc#l4 | (Ngati Porou-Samoan) has carved out Blackpink | at Coachella earlier this year, he has also
an impressive niche in the dance performed with Mariah Carey and Six60.
world. As well as appearing with He said he was proud

4 | doc#14 | for Pasifika and Maori. | take that job Blackpink, | the biggest-selling K-pop girl group,
very seriously. As well as being a Reid has also been assistant
backing dancer for choreographer alongside dance

The focus on New Zealand culture in the NZ K-pop corpus will be discussed in more detail

below, however it is of note that the word mdaori occurs 52 times in the corpus, with a

significantly high relative frequency of 659.15 per million. It is also the 17" highest keyword

in the corpus (keyness = 7.4).
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Table 5.2 contains concordance lines with blackpink that include reference to member Jennie
Kim. The reference to Jennie Kim serves to specifically foreground her New Zealand
connection. Line 1 states that she grew up in New Zealand, line 2 states that she left Auckland
when she was just 14, and lines 3 and 5 refer to her as a Kiwi connection. Line 4 indicates she
went to school in New Zealand, while line 5 also indicates that she, along with member Rosé

has close ties to New Zealand. It is also of note that line 4 specifically mentions that the two

Kiwi connections in Blackpink is why the band is a fan’s favourite.

Table5.2

Concordances with blackpink indicating a focus on Jennie Kim s New Zealand connection.

1 | doc#5 Fiesta! Blackpink star Jennie Kim says | Blackpink | star Jennie Kim, who grew up in New
she was ‘constantly' hurting herself Zealand before finding mega-stardom
performing in the band in the K-pop band, has revealed

2 | doc#28 music video, they first must put in Blackpink | (one of K-Pop's most acclaimed groups
years of gruelling work and of the moment), Jennie Kim left
development training. Now a member Auckland when she was just 14
of

3 | doc#33 receives ample rest and stability, the Blackpink | snub rumoured Auckland tour date The
statement explained. 'No longer Kiwi connection to the K-pop craze in
feasible": K-pop sensation South Korea Jennie has

4 | doc#56 a class where she learnt to make a BlackPink | , partly because the band features a
Hanbok, a traditional Korean dress. Korean New Zealander and a Korean
One of her favourite bands is who went to school in New Zealand.

5 | doc#70 released; BlackPink's first aloum came | BlackPink | is a South Korean band, two of its
out in 2016. And what is BlackPink's members have close ties to New
Kiwi connection? While Zealand. Rosé — full name Roseanne

Park —
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Table 5.3 provides a list of selected concordance lines with Blackpink that make reference to

Rosé (Roseanne Park), a member of Blackpink who was born in New Zealand. As indicated

rosé occurs 50 times in the corpus, and has a significantly high relative frequency of 686.62

per million. rosé is also the 15" highest keyword in the corpus (keyness = 7.8).

Table 5.3

Selected concordances with blackpink indicating a focus on Rosé’s New Zealand connection.

1 | doc#51 will do! Inside the life and career of | Blackpink | — Rosé She has set and broken world
our incredible cover star, Kiwi records (including having the most viewed
global icon and member of YouTube music video in 24

2 | doc#51 video in 24 hours), has garnered a Blackpink | bandmates, has taken K-pop to the world
whopping 67.9 million followers on like no other artist before. But for New
Instagram, and together with her Zealander, Rosanne

3 | doc#b51 her voice — and there are a lot of Blackpink | star Rosé (Rosanne Chaeyoung Park) is a
people listening. Just like Pavlova, New Zealand icon, despite our friends
the lamington and Russell Crowe, across the Tasman claiming her as their

own.

4 | doc#51 industry. Over the last seven years, Blackpink | ) to become a bona fide global superstar,
Rosé has risen (alongside the other and consequently, is one of our most
members of her girl group successful pop-culture

5 | doc#58 wins at MTV Video Music Awards, | Blackpink | , which features Kiwi member Rosé, took
act mistakenly announced as Group home Best Metaverse Performance at the
of the Year Popular K-pop group MTYV Video Music Awards

6 | doc#58 tweet read. More than three hours Blackpink | member Rosé, whose full name is
later fellow K-pop act BTS was Rosanne Park, was born in Auckland to
announced as the winner of the Korean immigrant parents, the
award.

7 | doc#70 released; BlackPink's first album BlackPink | is a South Korean band, two of its
came out in 2016. And what is members have close ties to New Zealand.
BlackPink's Kiwi connection? Rosé — full name Roseanne Park —
While

8 | doc#79 inspired. For starters, our new BlackPink | on its cover and offers a corresponding
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autumn issue boasts Rosé from the story that traces her meteoric rise from

record-breaking K-pop girl group early days in New Zealand

Table 5.3 clearly shows that when referencing Rosé in the context of Blackpink, the NZ K-
pop corpus consistently and explicitly discusses her New Zealand birth. Despite having moved
to Australia when she was seven years old and then relocating to Korea in 2012 at the age of
15, she is referred to as a Kiwi global icon and New Zealand icon in lines 1 and 3 respectively.
She is also referred to as a New Zealander in line 2, and a Kiwi member in line

5. In line 4, the possessive pronoun our is used to construct Rosé as belonging to New Zealand.
Two concordance lines also create a narrative of Rosé’s rise from what might be inferred to as
humble New Zealand origins to super stardom (lines 4 and 8). It is also of note that Rosé’s
Australian connection is rarely directly mentioned in the corpus. In line 3 for example,
Australians are indirectly referred to as friends across the Tasman and are criticised for claiming

her as their own. In another text (#51), she is discussed as returning to her antipodean roots.

Table 5.4 shows the frequency of references in the NZ K-pop corpus to the four members of

Blackpink.

Table5.4

Frequency of references in the NZ K-pop corpus to the four members of Blackpink.

Word Total Freq.
rosé, rosé’s, rosanne, Roseanne 62
jennie, jennie’s 30
lisa, lisa’s 18
jisoo 15

71




It is clearly evident from the Table 5.4 that reference to the New Zealand born Rosé in the
corpus occurs more than twice as often as any other member and is approximately equal to the
combined frequency of the other members combined. The other member with a New Zealand
connection, Jennie, has the second highest frequency, approximately twice that of Lisa and
Jisoo. This contributes to the evidence that the New Zealand media, including New Zealand
blogs, have a very strong tendency to localise the reporting of K-pop. The following section
furthers this discussion by examining the K-pop industry’s selection of international members

for K-pop groups in further detail.

5.2.3 K-pop’s use of international group members

Smarnmit (2020) indicates that K-pop entertainment companies intentionally approach and
include foreign idols in their Korean music groups so as to specifically target the international
market. They do this by organising worldwide auditions and airing live audition television
shows to discover young talents from the various corners of the globe, who are then offered
training to help them successfully debut as K-pop idols. According to Caruso (2023), for
example, Blackpink was established in 2016 through an extensive audition process that
spanned multiple countries. Rosé (Roseanne Park) became part of YG Entertainment in 2012,
achieving first place among 700 contestants during an audition held in Sydney. Moreover, Lisa
auditioned for YG Entertainment in 2010, participating in an open call in Thailand where there
were more than 4,000 applicants (Pham, 2020). The inclusion of foreign members in K-pop
groups not only facilitates the understanding of foreign cultures by the other members, but also
enables them to communicate effortlessly with international fans. Huth et al.(2021) suggest that
as the K-pop industry expanded globally, K-pop groups started incorporating more

international idols, and that these groups began releasing music in
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various languages.

At the present time, numerous Korean idol groups include members who either come from
overseas or have experienced living abroad for an extended period. Examples of such groups
are TWICE (with members from Japan and Taiwan), GOT7 (with members from America,
Hong Kong, and Thailand), Blackpink (with members from Australia, New Zealand, and
Thailand), EXO (with members from Canada and China), Stray Kids (with members from
America, Australia, and Malaysia), UNIQ (with members from Brazil and China), and NCT
(with members from America, Canada, China, Germany, Hong Kong, Japan, Macau, and
Thailand). Huth et al. state that this non-exhaustive list underscores the global representation
of K-pop idols. With members proficient in multiple languages, companies can diversify the
group's target demographics to countries where those languages are spoken. This not only
benefits the group in international music promotion but also enables their participation in
television and radio programs, facilitating effective communication with hosts and audiences.
Moreover, they possess the capacity to reach audiences at a wider local, regional, and global
level by releasing songs in a variety of languages including English, Japanese, or Chinese (Huth

et.al.,2021).

5.3 Localisation using music videos filmed in a New Zealand context
In Chapter 4, music was 7" highest keyword (keyness = 12.3) in the NZ K-pop corpus. It was

also the 24" most frequent word in the corpus overall (freq. = 310), and after K-pop, the second

most frequent noun. As such it warrants further investigation.
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Table 5.5 provides a list of the most frequent collocates with music in the NZ K-pop corpus
with an M1 higher than 4.0, to avoid grammatical collocates, and to foreground those words

whose relationship with music exhibits a greater exclusivity.

Table5.5

Most frequent collocates with music in the NZ K-pop corpus (-5/+5, Ml > 4)

Rank Word Freq. M

1 videos 25 7.06
2 korean 24 455
3 video 24 6.29
4 pop 16 5.88
5 her 13 4.04

What is evident from the table is that the words video and videos are two of the three highest
collocates with music in the corpus. Chapter 4 indicates that music video was the 6™ highest

multiword keyword in the NZ K-pop corpus (keyness = 7.0).

Table 5.6 contains a list of concordance lines containing video/videos as the node word.
What is evident from the concordance lines is that the K-pop music videos discussed in the
New Zealand media typically have an explicit connection with New Zealand. They are shot
in New Zealand (lines 2 and 3), New Zealand (or Kiwi) performers win awards for being in
them (lines 5 and 6), and questions are raised about the language used by New Zealanders
in them (line 4). Line 1 references the filming of a K-pop music video for a New Zealand

show titled ‘K-pop Academy’.
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Table 5.6

Selected concordances with video or videos indicating a New Zealand connection.

instead of travelling up to Auckland each | videos | and photoshoots into two weeks, she
1 | doc#52 week for a number of weeks, they says. Ngatahi Webster-Tarei will festure
crammed all the performances, music in K-pop Academy again for Season 3.
revolves around acknowledging | videos, | setamidst the captivating landscapes of
2 | doc#26 farewells as doorways to fresh Australia and New Zealand, serve as
beginnings. The above K-pop music delightful previews of the beauty these
and views that have been beautifully | videos | that have chosen Australia and New
3| doc#26 captured in these K-pop MVs. In this Zealand as their backdrop, spotlighting
piece, we will discuss K-pop music the enchanting locales that these two
4 | doc#29 K-pop fans support the group Blackpink | video? | Is it ok for a Kiwi K-pop fan to use
after they used sacred elements of Hindu Korean words and slang terms? In an era
culture in a music of heightened sensitivity to
5 fans. New Zealand-born K-pop star of | video Music Awards, act mistakenly
doc#58 Blackpink wins at MTV announced as Group of the Year Popular
K-pop group Blackpink, which
6 group Blackpink, which features Kiwi | video | Music Awards on Monday (NZ time) but
doc#58 member Rosé€, took home Best was wrongly announced as the Group of
Metaverse Performance at the MTV the Year before the ceremony

According to Koreaboo (2018), despite our association of K-pop with South Korea, it is of note

that a significant portion of K-pop music videos are not actually filmed within Korea, but

instead groups go abroad to film their videos in foreign countries, such as New Zealand.

As an article from Allkpop (2023) points out, two K-pop music videos were filmed in the

natural environments of Australia and three in those of New Zealand. One of these is

Taeyeon's solo debut music video, ‘I’, which has received over 200 million views and

showcases the diverse landscapes of New Zealand. Another is a video for the track ‘Starry

Night’ by girl group MAMAMOO. It was filmed in Auckland, New Zealand, and includes the

region’s landscapes, beaches, and cityscape. A third is a video for ‘A Song Written Easily’ by
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ONEUS, and features the Castle Hill stone structure near Christchurch in the South Island. The
inclusion of scenes from a foreign country in a K-pop video serves as a marketing strategy
to connect with the audience from that region. It can foster a sense of authenticity and cultural
resonance and engage international fans more effectively. It can also deepen the connection
between the artist and fans and strengthen their bond. Oh et al. (2015) discovered a positive
and significant correlation between participation in music videos and inbound tourism.
Similarly, Wang et al. (2020) observed that depictions of locations in music videos
substantially promote travel intentions. Notably, Rajaguru (2014) inferred that the presence of

K-pop music in Korean films has a positive impact on the intention to visit.

Table 5.7 contains a list of concordance lines with the node word video from the NZ K-pop

corpus that indicate a connection to the haka, a ceremonial Maori war dance or challenge.

Table5.7

Selected concordances with video or videos referencing the haka.

1 | doc#62 their fame in the early 2010s. They've | video | 'offensive’, says Maori lecturer A new K-
since shifted their focus to solo Pop music video which opens with a
projects. Haka in K-pop music traditional haka is
2 | doc#62 focus to solo projects. Haka in K-pop | video | which opens with a traditional haka is
music video 'offensive’, says Maori offensive, says a respected Maori
lecturer A new K-pop music lecturer and filmmaker.
3 | doc#62 tradition in any of my work, says | video | doing the haka, then I think it'd be
Rangihau. If they came to New fabulous. NCT 127 is a popular 10-
Zealand, or if they had a Maori in that member group formed in 2016.
4 | doc#62 can appreciate how the haka's use in | video | with that lens, then I'm offended. But if |
their video might seem okay. I'm from wore my Te Arawa hat, I'll be more
Tahoe and if | view that music understanding because Te
5 | doc#62 Arawa have been engaged in tourism | video | isone of a long list of acts and media
and international cultural events for a adopting Maori culture into their work.
very long time. The K-pop In the past the haka and
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6 | doc#69 other, but I just think it can be done | video | asan inauthentic version of trying to
respectfully. She referred to the adapt other culture. More research could

sampling of haka in NCT 127's have been done, and

The concordance lines reference the use of the haka in a K-pop video by NCT 127. While the
members stated that they incorporated haka movements into the video to express their
confidence and ambition as they ventured into new realms, aiming to share this message with
a wider audience (Park, 2019), the use of the haka, is undoubtedly another K-pop industry
strategy to globalise the K-pop product. Arguably, this use of the haka, as with the
incorporation of New Zealand scenery and the employment of foreign K-pop members, thus
provides the New Zealand media with an opportunity to unconsciously reinforce the global

strategies of the K-pop industry.

NCT 127’s use of the haka was received negatively by some in New Zealand. According to
Awarau (2018), for example, Maori lecturer and filmmaker, Karlite Rangihau, found the music
video’s use of the haka offensive as she viewed it as another instance of Maori culture being
inappropriately utilised. It is of note that in Chapter 4, Table 4.5 indicated that cultural
appropriation was the 11th highest multiword keyword, and can be attributed to this
discussion. Nevertheless even though the resulting news reports were critical, they still drew

attention to K-pop group NCT 127, potentially contributing to engagement with the.

The following section will look further at the New Zealand media’s localisation of K-pop with

regard to New Zealand culture.
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5.4 Localisation using New Zealand culture

In Chapter 4, it was found that auckland, zealand, maori and kiwi, words specifically related

to New Zealand and its culture, were among the highest 30 single Keywords in the NZ K-pop

corpus. The keyness and frequency of these keywords are reproduced in Table 5.8. It is of note

that auckland and zealand appear in approximately a third of all texts in the corpus, while maori

and kiwi appear in one fifth and one tenth of all texts respectively. Previous sections in this

chapter have already included a focus on auckland and (new) zealand, and therefore this section

focuses primarily on the keywords maori and Kiwi.

Table 5.8

Key New Zealand cultural words in the NZ K-pop corpus.

Rank Word Freq. Freq. per mill Doc. Freq. Keyness

6 auckland 100 1,373.23 32 13.8

8 zealand 106 1,455.62 35 11.8

17 maori 48 659.15 9 74

29 Kiwi 34 466.90 20 5.6
5.4.1 Kiwi

The most frequent collocates with kiwi, which have a Mutual Information (MI) score of over 4

can be seen in Table 5.9. While is clear that the overall frequency of these collocates is low, the

collocate kiwi connection is of some interest as it is used to semantically foreground a
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connection between K-pop and the New Zealand Context?.

Table 5.9

Most frequent collocates with kiwi in the NZ K-pop corpus (-5/+5, Ml > 4)

Rank Word Freq. M

1 connection 5 10.06
2 as 5 4.56
3 K-pop 5 542
4 African 5 10.39
5 artists 3 6.33

Concordance lines containing the node expression kiwi connection are presented in Table
5.10. As was discussed in the sections above, the concordances explicitly indicate the way in
which K-pop has a connection to the New Zealand context. For example, the link between
New Zealand and the K-pop phenomenon in South Korea (lines 1 and 4). Line 2 discusses the
phenomenon of Blackpink and their association with New Zealand. Line 3 gives more
information about what Blackpink's New Zealand connection entails. In addition to Blackpink's
connection with New Zealand, line 5 highlights K-pop superstar Paul Kim's affiliation with

New Zealand.

2 In New Zealand, the word kiwi has three distinct meanings. It can refer to the bird which also serves as the
country’s national symbol, it can refer to the edible berry of a species of woody vine widely grown in New
Zealand, or as in the NZ K-pop corpus, it can refer to a person who was born in New Zealand (Civitatis, 2023).
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Table5.10

Concordances with Kiwi

1 | doc#33 'No longer feasible': K-pop | Kiwi to the K-pop craze in South Korea Jennie
sensation Blackpink snub | connection has conveyed her regrets for not being
rumoured Auckland tour date. The able to stay with the fans until the end,
2 | doc#70 on YouTube. Here's everything | Kiwi What's this about Coldplay, then? Oh yeah
you need to know about the | connection — the group BlackPink tied with for
BlackPink phenomenon, and their YouTube views is Coldplay.
3 | doc#70 their first album was released; | Kiwi While BlackPink is a South Korean band,

BlackPink's first alboum came out | connection? two of its members have close ties to New

in 2016. And what is BlackPink's Zealand. Rosé — full name Roseanne Park
4 | doc#73 performing 'Pink Venom' at the | Kiwi to the K-pop craze in South Korea, we put
VMA s earlier this year. K-pop | connection in a lot of work so we could look like
band BTS announce hiatus The superwomen, rapper Jennie told Time
5 | doc#93 | andso K-pop seemed like the right | Kiwi K-pop superstar Paul Kim made his debut
outlet to go down, she says.K-pop | connection in 2014 and he's no stranger to Aotearoa -
fever hits Aotearoa! he spent his high school years in Otautahi.

Of the other kiwi collocates in Table 5.10, as is used prepositionally (e.g., kiwi artists such as
Rosé and Jennie), the collocates with african occur in an article that includes frequent reference
to Kiwi African artists (doc#49), the collocate artist is used more generally to refer to Kiwi
artists, while K-pop is used variously, although does include the multiword expression kiwi k-

pop star.

5.4.2 Maori

The word mdori, which is the 17" highest keyword in the NZ K-pop corpus, occurs 52 times
in the NZ K-pop corpus (mdaori freq.=48 maori freq.=3). In one notable instance of the NZ
media’s attempt to localise K-pop and the increased interest in the Korean language, a news

article (doc#86) in the corpus makes a connection between the learning of the Korean
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language by New Zealand K-pop fans and the way in which the increasing use of the Maori

language (te reo maori) in New Zealand popular music might encourage New Zealanders to

begin learning the Maori language. This can be seen in the concordance lines in Table 5.11.

Table5.11

Selected concordances with Maori indicating a K-pop connection with the Maori language.

1 | doc#86 rumoured to make a comeback Maori cool: What language revitalisation can learn
next year. We can only hope that from the 'Korean wave' Maori language
it will happen. Making te reo revitalisation researcher Dr Rachael Ka'ai-
2 | doc#86 learning Korean as a second Maori language Specifically, given the importance of
language. It made me wonder teenagers in those revitalisation efforts, what
what lessons could be learnt for can we learn from the way the so-
the revitalisation of the
3 | doc#86 After meeting the K-pop-loving Maori language revitalisation movement tapped into
Korean language graduate, | that age-group: trendsetting, fandom-building
began to imagine what it might teens. Challenging English language dominance
look like if the The Korean wave is challenging the
dominance of English as the lingua franca of
pop culture.
4 | doc#86 young people in Aotearoaare | Maori language revitalisation movement can learn
inspired by Korean pop culture from the Korean wave. The Korean wave is
to, it at least provides an actually the result of a hugely
insight into what the

As seen in Table 5.12, other concordances with Maori discuss how Maori K-pop performers

view their engagement with K-pop groups as a way to increase the prominence of te reo Maori,

Maori waiata (songs), as well as influence young Maori. One of these performers who also

identifies as Samoan and queer (doc#14) has the same attitude towards their influence on the

young Samoan and queer communities.
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Table5.12

Concordances of Maori K-pop Performers on Promoting Te Reo Mdaori, Waiata, and Youth

Influence within K-pop Groups

1 doc#14 this year, he has also performed | Maori | , Samoan and queer communities on the
with Mariah Carey and Six60. world stage. | hold my community and
He said he was proud to culture close to my heart and
represent the
2 doc#14 how big of an impact | could | Maori | ... | take that job very seriously. As well as
make by being a role model on being a backing dancer for Blackpink, the
stage specifically for Pasifika
and
3 doc#14 said every time he performed on | Maori | and queer people. A win for me is a win for
the international stage, he hope everyone. AUCKLAND CBD BRINGING
to inspire young Pacific Island, POWERFUL K-POP
4 doc#49 trend that defines New Zealand's | Maori | on the air, and in our playlists, has only
pop culture today. Maori is strengthened. The singer Rei is on a mission
mainstream The mabhi to keep to make waiata
waiata
5 doc#49 on the air, and in our playlists, | Maori | sexy. He is something of a record-making
has only strengthened. The machine, releasing back-to-back bilingual
singer Rei is on a mission to tracks that
make waiata

Finally, as seen in Table 5.13, concordances with Maori indicate connections between the use

of te reo Maori and the use of the Korean language in K-pop songs written for the K-pop

Academy show, or the cultural connections made between the Maori people and Korea as a

result of the strong cultural interest towards K-pop and the Korean wave (Hallyu) in New

Zealand.
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Table5.13

Selected Concordances with Mdaori lllustrating Relationships between the Korean Language

and K-pop.
1 doc#52 Academy vocal coach Turanga | Maori | , in which Ngatahi rapped. Ngatahi says
Merito helped create a trilingual K- the process for getting into season three
Pop song in Korean, English and te was the same as the

reo

2 doc#52 | atrio Ngatahi is part of in the show. | Maori. | It was very different because I'm used to

She says Turanga helped her write singing one language and now it was three,
her own rap, which included te reo but it was cool |
3 doc#52 I'm used to singing one language | Maori | . | wanted to show who | was and where |
and now it was three, but it was come from. She says it was also a way to
cool I got to sing some of my lyrics show that there are
in
4 doc#93 like groups that you have to | Maori | people, people of all backgrounds who
audition for. It's just for everyone, just want to dance and have fun, Whaitiri
like queer people, Pasifika people, says. The Korean festival begins

tomorrow at 5pm at Freyburg Square
beginning with the K-pop Concert.

5 doc#99 buyers not just from other Pan- | Maori | as well as Pakeha audiences. Aotearoa is
Asian- Kiwi fans, but the very missing out on valuable opportunities -
strong interest in Hallyu from both export and

Pasifika,

5.5 Conclusion

It is clearly evident from this analysis that the New Zealand media foreground local aspects of K-
pop, for example, the New Zealand members in K-pop groups, music videos filmed in a New
Zealand context and with aspects of New Zealand culture, and that this in turn impacts on some of
the New Zealand public, who due to these localised aspects of K-pop become interested in the
musical phenomenon. As such, it could be argued that the New Zealand media uncritically
support the economic and cultural strategies of the K-pop industry and the Korean government

in bringing K-pop to the New Zealand audience.
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Chapter 6:

The Korean media’s promotion of K-

pop as a global phenomenon.

6.0 Introduction

In Chapter 4 it was seen that words semantically related to K-pop as a global phenomenon were
key in the media texts of the Korean K-pop corpus. The most evident of these was
=24 (global), the 19" highest keyword (keyness = 4.9) which appeared in almost a quarter
of all texts in the corpus. However other keywords such as 2 2 = (billboard) (keyness = 4.7),
referring to the Billboard American charts, also point to a Korean media focus on the global
spread of K-pop. Similarly, multiword keywords in the Korean K-pop corpus include & Al A|
(worldwide), MAl Z=[CH (world’s largest), EE HAE[® (world festival), and -
QI {|A|OF =11 (south korea-indonesia diplomatic relations) in 7" 10, 121" and 11™ place
respectively. As was evident in Chapter 5, the keywords of the NZ K-pop corpus largely
prioritised local New Zealand people and contexts, and rarely discussed K-pop as a globalised
phenomenon. Following Chapter 5, this chapter will continue to use corpus analytical resources
to examine how the Korean media contribute to, and reinforce, the conceptualisation of K-pop
as a global phenomenon, effectively contributing to the work of the companies behind K-pop,
as well as the Korean government, who play a pivotal role in promoting K-pop for economic

purposes and global influence.
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The chapter starts by defining and introducing the concept of globalisation. It subsequently
employs corpus analysis to explore how the Korean media promote K-pop as a global
phenomenon, focusing on international success, festivals, and promotion through platforms
like YouTube and Billboard. Please note that as the dissertation is written in English, the
English translations of phrases of interest from the Korean concordance lines will be used first,
followed by the Korean in parenthesis. This is to avoid disrupting the flow of the discussion in
the paragraph. However, when specific terms from the keyword analysis are referred to, they

will be written in Korean first, followed by a translation in parenthesis.

6.1 Globalisation

According to Spich (1995), globalisation can be defined as the process of increasing
interconnectedness and interdependence among countries, economies, and cultures on a global
scale, and that regardless of whether economic activities are local, regional, or national, they
should always be approached with a global and worldwide perspective. Furthermore, Cox
(1999) has outlined the features of globalisation, which he states as encompassing the
globalisation of production, the emergence of a new international division of labour, increased
migratory movements, as well as a fresh competitive landscape that expedites these processes,
and the globalisation of the state. He points out that this transformation has turned individual
states or countries into active agents in the globalising world. Furthermore, Featherstone (1995)
has indicated that globalisation presents two simultaneous cultural images. The first image
involves the expansion of a specific culture to a global scale. In this image, diverse cultures are
assimilated and merged into a prevailing culture that ultimately spans the entire world. The
second image highlights the convergence of cultures, bringing previously separate elements
into contact and juxtaposition. K-pop, originating in Korea, but with a worldwide fan base,

exemplifies the dynamic interplay between these two cultural images in the globalisation
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process. As indicated, this chapter examines how the Korean media industry has navigated and

contributed to these global cultural dynamics.

6.2 The promotion of the international success and achievements of K-pop groups.

In Table 4.4 (Chapter 4), it was seen that the largest semantic grouping of keywords in the
Korean K-pop corpus involved five K-pop groups, BTS, Blackpink, NCT, EXO and Seventeen.
The two forms of BTS were the 4™ and 13" highest keywords in the corpus, Blackpink was the
10™, NCT was the 22", while EXO and Seventeen were the 24™ and 27" respectively. Given
that they are some of the most celebrated K-pop groups, it is not surprising that these groups
are key in the Korean K-pop corpus, however an examination of concordance lines that contain
these group names can offer valuable insights into how the Korean media reinforces the global

triumph of K-pop.

Table 6.1 displays concordance lines with BTS and & 233 =1 (Blackpink), emphasizing the

Korean media’s attention to the global success of BTS. For instance, in line 1, BTS and K-pop

are identified as the trendiest and most popular thing (7t& E&IC|SI Q17| e Z10[0 Q)

in the United States. In line 2, BTS is recognized as being particularly popular in Europe,

especially in Germany, due to UNO BTS cards or mini dolls that resemble BTS (UNO BTS

FtELt RFEFAACHES G2 OJL| 21™). Meanwhile, line 3 highlights North American

students expressing their adoration for BTS and Blackpink, mentioning a roommate who used
to eagerly watch award ceremonies featuring these groups, resulting in a desire to make Korean
friends. Lastly, line 4 indicates that the Australian Minister for Climate made reference to

Black Pink and stated that collaborating with Australians for clean air will be as captivating as
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K-pop (HIOIEXE H#O|Z2= A).

Table 6.1
Concordance lines containing BTS, and =24 & 3 (Blackpink), highlighting how the Korean

media focuses on the global popularity of K-pop artists .

1 doc#21 ot= E2f0rE Z0i5t=0 K, BTS, o Q17| U0{?  Sydney,
cCatopb Y7 e st Kami , Jackie , Rachel &
Hi2S0| HF 240! SEHZ. AO[E2 0[=0A
7t EdCsta 217 A=
20[0| L.
I love Korean dramas. They are BTS, Why are they so popular?
cute, and the actors are so Sydney, Kami, Jackie, Rachel
handsome! It's truly amazing. K-pop is the

trendiest and most popular thing

in the United States.

2 doc#21 S5 HEAEEHE2 RENME | BTS FHELt HEAETHS &2
IR Q17| B2 S M= oL oIy mf=off §&
UNO 217|7F Bota n
Especially, BTS is really popular in BTS cards or mini dolls that
Europe, but in Germany, because resemble BTS, it's really
of UNO popular!
3 | doc#21 BTS W& ZOrotit | S2E3 , =LEFA A0 = B A
SwSHEAM oh=elat Tstn JS0| Hee AdME
HOE SEEE JA/UD netme YAEHE




BTS2}
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Some students were excited, | Blackpink, and MONSTA X. There was a

saying they really like BTS and roommate who used to eagerly
expressing a desire to make watch award ceremonies where
Korean friends. | also had a these groups were featured.

roommate who was deeply into

BTS
4 | doc#a7? AolmM zZtoj2e 2 s= | YT Ao Ol 3 ol X|

o= AT
The Australian Minister for | Blackpink, stating that there is readiness to
Climate mentioned hear the Korean voice in clean

energy collaboration, which

will be as captivating as K-pop.

Table 6.2 displays concordance lines featuring the terms 2EFAEHEE (BTS), the Korean

name for BTS, and =2 & 3 (Blackpink), showcasing the global achievements of these
groups as highlighted by the Korean media. For instance, Line 2 highlights BTS securing the

top position on the Billboard main chart, described as the most iconic moment (7t
AR Ol AR, Line 3 notes BTS's nomination for Best Group and that it is their fifth

consecutive nomination (5 & A% ZE) for Best K-pop Group at the American Music
Awards (AMA). Line 4 mentions that Blackpink's song 'DDU-DU DDU-DU' has become the
first K-pop idol group video to surpass 2.1 billion views (HO|& 1& A 21 &7 =ub
on YouTube. Line 5, referencing the same AMA nomination from Line 3, adds that other K-

pop groups like =2E3 (Blackpink), Al=El (Seventeen), £ 2 ZERHIO|EAH

(TOMORROW X TOGETHER) and E2}0|A (Twice) have also solidified their places

among formidable K-pop artists. The Korean media also describes the international success
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of BTS as having established K-pop as a cultural phenomenon (O| 3Lt E3t2

A2 H s HEAE=H L) in Line 1.

Table 6.2

Concordance lines featuring the term 2 Et2 A B (BTS) and & 24 & 3 (Blackpink),

demonstrating the Korean media's attention to the international achievements of K-
pop

artists.
1| doc#48 | REIAEERS| 7|52 HEIAEHEI0| | HERAEEE = L2220 7| EE Y
MCh 2t= S SOEM H STt ASLCH
A2 A7tR 2 K-pop 2] ME22 HEFAETO] dE2 K-
FAHE MU 7= Pop O] EAIH RS XLt
tLtel 23t2 A2 EE
HEA=OR
Have you ever heard the phrase, 'BTS | BTS continues to break their own
breaks BTS records!'? They are scripting records, soaring to greater
a new history for K-pop. heights. The success of BTS has
transcended the transient trend
of K-pop, establishing it as a
cultural phenomenon.
2 | doc#52 21 M7| AHOIE MRSl HALE | HIEFALHEE (BTS) O] Dynamite £
=0 7he SEH A2 2EE o XE 1 9E
AL HiH = Mole AOFE 25 HSE
THAEY0| 78 EFYAH 002 0|t .
ol A =21,
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The most iconic moment in the history | BTS seized the top spot on the
of the 21st-century K-pop industry was Billboard main chart with
generally the moment when Psy's Dynamite.
Gangnam Style echoed across New York
Times Square. And when
doc#89 AMA = ZAl ZH0|X|9f sNs & | SEAET = HOo[E & 72 dF1
2o MA2E HOo|EE
S 23 A4S 4 sE _
70| OfE[AE BEZ0f
SFESHCH LOHOIE &5 H A%
SHO| SRLE
AMA announced this year's award | BTS has been nominated for Favorite
nominees through its official website Pop Duo/Group and the newly
and social media channels. established category of Favorite
K-pop Artist at this year's
awards, marking their fifth
consecutive nomination.
doc#81 =483 FETF RAHHe

AolE A8 21 9"

n

St 278 23Ya0)

[

Cli
e

n

Ot
m
B[
16

4R
4n

B

=i
A
o

Ll &

i

Z3|5=7t A 0| F Ofo|=

OF #x2 21 o Ue
=L
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The music video for | Blackpink 's hit song DDU-DU DDU-DU
has become the first K-pop idol
group video to surpass 2.1
billion views on YouTube.
doc#89 HEIAHCHS HOo|23 B R | EUE3A  M=El
Q23 28 AME Ho|Lal EDZQH0|EH D
7|0|E OtE|AE 2F0| =0|H0|E E20|A7} A Ol ES
E 5 @ oS 2L SRO. O =28 27| ==t
Qo = 7O|E OtE|A~E 2|AEE
eSS
BTS has been nominated for the newly | Blackpink, SEVENTEEN, TOMORROW

established categories of Favorite Pop
Duo/Group and Favorite K-pop Artist at
this year's awards, marking their fifth
consecutive year as nominees.

Additionally,

X TOGETHER, and TWICE
have also added their names to
the formidable list of K-pop
artists, making it a strong and

illustrious lineup.

6.3 Festivals and the promotion of K-pop as a global phenomenon

6.3.1 HAE[& (festival)

In Table 4.2 (Chapter 4), which displayed the keywords of the Korea K-pop corpus, the word
H|AE|H (festival) ranked as the 30th highest keyword (keyness=4.5). Furthermore, the
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multiword keyword 7 H T A T A E[H (cover dance festival) appeared in Table 4.6 (Chapter
4) in 4" place. The word H|AE|H (festival) will be further examined in this

section.
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Table 6.3 presents concordance lines containing the term Lf|AE|® (festival) along with
mention of K-pop idols such as M2 El (Seventeen), 2| =Bl (Red Velvet), and 722
(New Jeans). The concordance lines in Table 6.3 demonstrate that the Korean media are not
solely focused on reporting festivals held in Korea, but strongly emphasise the achievements
of K-pop artists in participating in festivals abroad. Line 2, for example, mentions the
involvement of the K-pop group Red Velvet (2| =28 in a festival held in Spain (21| Q1) ,
while line 4 indicates the participation of the idol group New Jeans (++%!2) in festivals in
America (O0|=) and Japan (). Line 2 also employs the phrase ‘world's largest® (Al A|
Z|CH), line 4 uses ‘substantial global’ (&S =2 48), and line 3 “Asia's largest urban
music festival’ (OFA|OF Z|CH EAM& &2 I|AE|) to convey the global nature of these

festivals.

Table 6.3
Concordance lines featuring the term L2 E[® (festival), highlighting the emphasis on K-

pop idols performing internationally.

1 | doct#l < GOING SEVENTEEN > o| | HAE|E | 2 &8%3%t0 , OtRE|7HXA| 2529
AYSQl CHSOof E otte MAZL =20 2METES
2| 25 &I Zotr. Cta0| ol 7t U= MEE 3¢9

o 7|CHEl= MEE AlauMetn g 5= e B3

d-d5ket
The lyrics convey a farewell | Festival , their sense stands out until the end.
message: Until we meet again next As the concert is heading towards its
time. Let's not be sad. Looking conclusion, it would be regrettable to
forward to the next, Seventeen miss out on Seventeen's signature
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Utilizing the

anthem, Very Nice.

doc#31 Z2|0m2t AR E= 2001 | HIAE[R | T StLIO|AF AT Q1S CHESH=
HEE ARE OjE 5 E ~6 = FHCH. YEEH
2ol Eel= MA zth =9 o710l et Aol
OfE|AE 2 AA3Ct
Primavera Sound is one of the | festival of Spain. Red Velvet attended this
world's largest music festivals, festival as the sole K-pop artist.
which has been held annually from
2001 in May to June. Itisa
representative music
doc#64 A R ST SA0 | HAEE | RO Mok =8 E O/
MEE, €3, 2% dd0l2t= AlZtao| SRt €2
22N A2z MUE AL C30|M 74| E|= OFA[O} Z|CH
ER LT FEo| EAY o HAE|Hel
MO Hof ZFSCH.
With New Jean's first appearance, it | festival stage. They are invited to perform at

quickly became a sensation, trend,
and cultural phenomenon, earning
New Jin a significant spot on the

global

major global events, including
Lollapalooza in Chicago, USA,
scheduled for August, and Summer
Sonic, the largest urban music
festival in Asia, held in Tokyo,

Japan.
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6.3.2 A O|E HHHA (k-pop cover dance) and HH{ A HAE|[E (cover dance

festival)

In Chapter 4, Table 4.6, | O| & HH tHA (K-pop cover dance) was ranked as the 2" highest

multiword keyword in the Korean K-pop corpus (keyness=3.4), and 7HH{ A T AE|H

(cover dance festival) was ranked as the 4™ highest multiword keyword in the
corpus (keyness =2.8). A K-pop cover dance involves a fan’s replication of a dance routine

originally performed by a K-pop artist. According to Khiun (2013), the numerous, often
parodic, cover dance performances in videos uploaded to social media platforms such as
YouTube or Tik Tok, elevate the popularity of the K-pop idols and their dance routines and
bring them to the forefront of the public consciousness internationally. She states that, to
some extent, the widespread involvement of fans from around the world in performing cover
dances of K-pop groups contributes to making these groups appear more cosmopolitan, or
globally inclusive. Without this type of international fan participation, these groups might
have been seen as overly crafted and artificial, but the global fan engagement adds an element
of authenticity and broad appeal to them. In essence, fan cover dances make K-pop groups
seem more genuine and connected to a diverse global audience. The K-pop Cover Dance
Festival is a yearly competition where K-pop fans worldwide come together to showcase their
talent in covering K-pop performances. This event is organized by the Seoul Shinmun Daily in
collaboration with Korean Cultural Centers worldwide (Korea.net, 2023). Importantly, the K-
pop Cover Dance Festival is an annual event held in 13 countries worldwide, including Korea,
U.S.A, Australia, Canada, Mexico, Vietnam, Philippines, Indonesia, Tlrkiye, Bulgaria, Japan,
Hong Kong, and Thailand (Audouin, 2023). Some of the groups that perform in the festival
have prior experience working with Korean choreographers and have had the opportunity to

perform in front of Korean audiences. The 2023 event showcased 104 dancers from teams
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representing the 13 countries, all who were winners in the finals held in their respective
countries (Audouin, 2023). The K-pop Cover Dance Festival is another example of the
globalisation of K-pop which, by fostering international cultural exchange and expanding the
global K-pop fanbase, has a significant impact on the Korean economy. The reporting of the
festival in Korea highlights K-pop's global influence to the Korean audience and reinforces the

festival’s presence on the international stage.

To examine the Korean media’s reporting of 71 ¥ tH 2~ 9| ~E]*H (cover dance festival), Table 6.4
provides a list of concordance lines featuring the multi word term. Table 6.4 illustrates that the
central participants in the festival can either be K-pop idols, as was demonstrated in Table 6.3, or
the fans who take pleasure in K-pop (Korea.net , 2023). Various nations, including Bulgaria
(Z7F2] %} in lines 1 and 2, Hong Kong (£-&) in line 3, Tirkiye (%] 27] <) in lines 4, 5, and 6,
and Indonesia (1 =4l A] ©}) in line 7, are mentioned, reflecting the fact that K-pop cover dance
festivals take place in 13 countries (Karagyozov, 2023). It is noteworthy that two terms, passion
(€ 7) and hot (*=71 %), are recurrent in Table 6.4. Specifically, passion (€ %) is present in all
the documents within the Korean corpus that are associated with the festival. Hot (=4 ) is found
in lines 1 and 5, and it is associated with either the performers or the audience. This indicates the
enthusiasm of both performers and audiences towards the festival. Korean media underscores the

adoration of K- pop fans by consistently employing the terms passion (&€ ) and hot (= 4 %). In
line 6, there is an intriguing use of the expression eternal friend (3 1 g+ %1 ) in connection with
the country Turkiye (¥] 2 7] <l). The term blood brother is commonly employed to describe the

relationship between Korea and Turkiye, mainly due to Turkiye's dispatch of 15,000 troops to
Korea during the Korean War from 1950 to 1953 (Yoon, 2017). Special relationships between
South Korea and Turkiye are also evident in this Korea K-pop corpus. The statement in line 4,

which mentions setting aside the pain of earthquakes and enduring 40-degree heat, illustrates how
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K-pop is fostering a connection between Korea and Tirkiye (%] %! o} -4 0% U 9]% a1,

Aok, FH27|dE Bat).

Table 6.4
Concordance lines featuring the term #|O| & FHH A (K-pop Cover Dance Festival),

emphasing the globalisation of K-pop.

1 | doc#5 2T|O, A OO S WhX|CE | A O & el =7t2lo 4= 15 7HE

i

AT | AOIE BY IYHQ AEE

HAEE | EAE 25 . £7t2(0F

2y
Sofia, Fully Immersed in K-pop. The | k-pop in Bulgaria saw success with 15
Cover teams passionately performing
Dance synchronized K-pop dances, and
Festival the team Toxic emerged

victorious. As representatives of
Bulgaria, they are invited to
perform in Seoul in September,
where fans will take centre stage

in the hot performance

2 | doc#s 2 13 2ME X2 AHolF | AHolH ol £712|0t= M4 2ot
A HAE|HL 33 232 | AHWA | F27H2(0}
HAE[E | CistRigCiALRO] 35
MO =z wan ste meg | EHE | =0l S5
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The K-pop Cover Dance Festival, now | K-pop in Bulgaria is co-hosted by The
in its 13th year, is widely recognized as | Cover Seoul Shinmun and the Embassy
a festival that promotes Korean culture | Dance of the Republic of Korea in
globally and engages with Hallyu fans. | Festival Bulgaria, with the support of the
The Seoul Metropolitan Government,
doc#32 | 8 LOf= Z2|OtH 2} Ab2E 2023 | KE o823 4= X229 &
OtE2|E S0 Mo St | AHHHA | (XAIZH) 230|130t
I oob B ghE o g OICt. ool | HIAE|® | K72 E IS HY (Jockey Club
FHRAE =28 KE €4 Auditorium) Of|A H&l
On the 8th, they are scheduled to | K-pop in Hong Kong achieved success
participate in the Primavera Sound | Cover on the 29th (local time) at the
2023 concert in Madrid, where they | Dance Hong Kong Polytechnic
will meet the audience once again. | Festival University Jockey Club
Defying the midsummer heat, the K- Auditorium.
pop passion prevails. The
doc#53 | XTI OFE - 40 & M= Y10 Aol ol Fl27(0] S FlEs 5
O, S|27(0|8 BECt mAp. | 0o | 000 CHEAES
| AE|
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Easing the pain of an earthquake and | K-pop in Turkey, hosted by the
forgetting the scorching heat at 40 | Cover Embassy of the Republic of
degrees, K-pop embraced Turkey. The | Dance Korea and the Yunus Emre
Festival Institute in Turkey, shook the
venue with cheers from over
5,000 spectators.
doc#53 | 40 =0 |95t= =AHR XS | A O ol Fl27[0] ¥A=0] S/
7| A0S et 2= | AL | IjOict 2O1E 0|2 224 5
HOWAe] @82 017|1% XL | HIAEIE | 000 HHE EAR SR
gds EHCL
The intense Mediterranean heat nearing | K-pop in Turkey was revealed, over
40 degrees couldn't overcome the | Cover 5,000 spectators filled the stage,
passion of the audience and | Dance sending hot cheers.
participants towards K-pop. Every time | Festival
a participating song for the
doc#53 Fl270] S2t= d= 100 FE1H| A O E ol f=27|0= MELEat
SI27)017t SR HBHY YW 7| Av{HA | FE27|0] H2234A0|
0 FHS HOF ot=1t §|27(|0= | HAEE | S5 FZUC
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In celebration of the 100th anniversary
of the establishment of the Republic of
Turkey and the 70th anniversary of the
armistice in the Korean War in which

Turkey participated, the

K-pop
Cover
Dance

Festival

in Turkey was held under the
theme Korea and Turkey,
Eternal Friends. The event was
co-hosted by The Seoul
Shinmun and the Embassy of the

Republic of Korea in Turkey.
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7 | doc#68 O - &= B AolE @8 | AolE ol QI=HAOF d=& X[ 15
A | (HX[AIZE) A=A
HAE[E | gESA0f ?/X[et cGv
mf2|A gk XHHE (Paris van
Jawa )Of| A
Showcasing charm and skills, the | K-pop in Indonesia achieved success on
passion of K-pop enthusiasts. The | Cover the 15th (local time) at CGV
Dance Paris Van Java located in
Festival Bandung City, Indonesia.

6.4 YouTube and Billboard and the promotion of K-pop as a global phenomenon.

In Chapter 4, Table 4.2 indicated that the term 752 (YouTube) was the 28th highest

keyword in the Korean K-pop corpus (keyness = 4.6) and Table 4.6 indicated that S 4] FFE
(official YouTube) was the 8th highest multiword keyword in the Korean K-pop

corpus (keyness = 2.4). YouTube is a video-sharing platform where users can upload, share,

and view videos. Created in 2005, it has become one of the most popular websites globally.

In Chapter 4, Table 4.2 also indicated that & 2 = (Billboard) held the 25th position among
the most significant keywords in the Korean K-pop corpus (keyness = 4.7), and Table 4.6
indicated that 22 E 0|2l (Billboard Main) was the 14th highest multiword keyword in

the Korean K-pop corpus (keyness = 1.9). A closer examination of the use of these items
shows that both the YouTube and Billboard platforms are routinely used by the Korean media

to promote the global success of K-pop bands to their Korean readers.

Table 6.5 lists concordance lines containing the term -+ . (YouTube). The majority of these

concordance lines centre around the record number of video views achieved. In line 1, for
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example, Blackpink’s hit song is identified as surpassing 2.1 billion views on Youtube, the
first K-pop group to reach this milestone (K3 o}o] & 15 H %22 21 JHE= 53300,
Line 2 points to BTS’ popularity and success on YouTube (7 E. A t] & K- Pop<] <171 <}
’d-&) while line 3 indicates that a New Jeans video has surpassed 132.9 million views on the
platform (1 3 2 9 ¥+3]E WX T}). Line 4 makes the point that the solo track Larisa by
Blackpink’s Lisa was the most-watched YouTube video by a solo artist and received 73.6
million views (7 3 6 0 ¥F 23|55 7| 5-3\t}), surpassing the record set by international

superstar Taylor Swift.

Table 6.5

Concordance lines featuring the term 2 (youtube) that indicate how the Korean media

uses the platform to promote the global success of K-pop bands to their Korean readers.

1 | doc#25 EULI FEFEFE MY, AOH OE H 21 | RFE R34 KE
odF =4t 1§ =HEA JES ool 1&
R i LA Ko HER 21 9RE
SLHUCE
The music video for BLACKPINK's hitsong | YouTube |, marking the first K-
DDU-DU DDU-DU has surpassed 2.1 billion pop idol group to
views on achieve this
milestone.
2 doc#48 HEIAHEEIO] dEZ2 K-pop O] EAH | RFE O AL &£ K-
7S XLt StLte 2otz X ER Pop 2 217|2t
UHEA=HR. 432 Ol
AlZrd @ L Ch
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BTS's success has not only transcended the | YouTube | are justthe
temporary trend of K-pop but also established beginning!
itself as a culture. The popularity and success of
K-pop in the era of
doc#77 wlAECHE & EHO[L e EEE | fRE z3|ee= 29 4
N _ Hd3Y7|FE 132
ASKE 8100 Of 2R FOE Z4 =0 F
Ors|2 Wzr
It climbed the Billboard Hot 100 two months | YouTube | asof April 3rd this
earlier than New Jeans, The official music video year.
for Cupid has surpassed 132.9 million views on
doc#92 Xetslf 9 @ MEQ W £2 WY | fRE oA 7360 BF

EtO|S= 2t2|Are] A HIC|27F 24 AlZH

ZOF J}AF Oi0| 2 &2 OFE|AEQ)

L o Lo

|z
02

Ll goz QU2 A 2 AL

SEH|C| Qs B2 24 AlZH BHof

7153}t

i

Z3|
ZAl0 2019 4

B 22 A9IZEO|
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The music video for the title track Larisa from | YouTube within the first 24

her first solo album, released in September last hours of its release.

year, has been recognized as the most-watched Simultaneously, it

YouTube video by a solo artist in the first 24 competed with the

hours. The music video recorded 73.6 million previous record set
views on by Taylor Swift's

ME! music video in
2019, surpassing the
category's highest

record of 65.2

million views.

Table 6.6 provides concordance lines containing &4 /2 (official YouTube). All of these
lines involve Blackpink's official YouTube channel, and as with Table 6.5, they indicate

how the Korean media use the platform to promote the global success of Blackpink to their
Korean readers. For instance, in line 1, Blackpink's Official YouTube channel has amassed an
impressive subscriber count of 90.3 million (Xf'2 +=XAt === 9030 TtQH), establishing
itself as the number one global artist (& M| 4| OFE|A~E 1 ?|C}), as indicated in line 2. Line

3 emphasizes the success of Blackpink’s official YouTube channel by employing the

expression YouTube conquest accomplished (52 HE 2 F).

Table 6.6
Concordance lines featuring the term S| 7&F & (official youtube) that indicate how the
Korean media uses the platform to promote the global success of Blackpink to their Korean

readers.
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doc#25 MA ) S ZHE | 34 e FEXE 4= 9030
AZE|TO|ME 6 93] O|Ate| | R5H otgoz =EX ol
2E2|d = 7|F FO|Ct 2HE A9 FRE 20| ot
As of now, the global music streaming | Official channel has garnered an
platform Spotify has surpassed 600 | YouTube impressive 90.3 million
million streams for BLACKPINK. subscribers, solidifying their
Furthermore,
BLACKPINK's position as the unrivaled
YouTube Queens.
doc#74 MNA =cf S 212 AXE|TIO| | SA e REX &= Qg
AEZ|Y g4 6 9 3| ojAlO|Ct | REE= 30 BHEo=E AO|HE
otH S;EA9 HO{ T MA OtE|AE 1
SICt .
The global music streaming platform | official channel boasts
Spotify has accumulated over 600 million | YouTube approximately 90.3 million
streams. On the other hand, subscribers, making them
BLACKPINK's the top artist worldwide,
surpassing not only the
realm of K-pop but standing
out as the number one artist
globally.
doc#92 SEE B2 AREULI| | 34 Mg PER $7ho € &
rRE 8000 2t S SLRUCE .
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YouTube conquest accomplished! | official channel surpassed 80
BLACKPINK's | YouTube million subscribers in early

September.

Table 6.7 compiles concordance lines featuring the term 22 = (Billboard). Similar to the

previous examples, these lines demonstrate how the Korean media employ the charts to

highlight the global success of K-pop idols to their Korean readers. In line 1, for instance,

BTS achieved a triumphant feat by securing three major awards (3222 AU} at the

Billboard Music Awards. Line 2 highlights Jungkook's dominance, capturing the top spot on

all three major Billboard charts (8 3 Of XAtEE 25 1 & AHX|SHH A ZYCH in

the United States.

Line 3 underscores the success of New Jeans, describing it as a remarkable feat for making a

name (O|&& Z2|= MItE O|ZCH on the Billboard Hot 100 singles chart.
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Line 4 suggests that Blackpink set a record as the highest-ranking K-pop girl group at

that time (ZA| A O|E 218 A0 %[ =2E 7|Z}HLH on the Billboard 200 and
Hot 100 charts in 200. Line 5 mentions that the girl group FIFTY FIFTY quickly rose to the
top of the Billboard Hot 100 chart, surpassing the speed of New Jeans (=2 A £ C 2]y,
It is also of interest how certain hyperbolic or elevated language is regularly employed in the
concordance lines to elucidate the idols’ achievements. These include terms such as 2§
(triumphant) in line 1, iconic (&&X Q1) in line 2, dominated (A HZHCH in line 3,

highest-ranking (S Z|21 =%{)in line 5, and faster (22]) in line 6.

Table 6.7
Concordance lines explore how Korean media uses 2 2 = (Billboard) charts to showcase

global K-pop success.

e
HT
[n
=i
ial
<
(¢}
| ¥
w
=]}
oo
(o))

1 | doc#43 BTS,

29 A4 F stitel
4 B o Y=0|A

BTS achieved a triumphant feat at the | Billboard Music Awards, one of the

Billboard Music Awards, winning three major three major music award
awards for the sixth consecutive year. The ceremonies in the United
South Korean group BTS secured three States.

crowns at the prestigious
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doc#62 | Ea2 X|h25 Y X EE &= Seven | HEE FQ3M XAEE 251
( feat . Latto )2 2 O|= fIE ApX[StH MHMCE
On the past 25th, Jungkook dominated all | Billboard charts in the United States
three major with his debut solo single
Seven (feat. Latto),
claiming the top spot.
doc#64 | wZI2o M= THE X2 + Qloh | 2REE ool &= XHE 3t 100
A2 EREs 7|2 g2 U0 o 0|55 2el= du=E
O| AL,
JBHE|X| =Tt B = 6 HY Do
The growth trajectory of New Jean's | Billboard main singles chart, Hot 100.
popularity is unprecedented. Their influence
and appeal, marked by an unbounded appetite
for music, extend beyond the domestic
borders. Within just six months since their
debut, they achieved the remarkable feat of
making a name for themselves on the
doc#74 =W XE1 = 22 0l=F | EEE 200 1t gk 100 O

217t 40 91,55 20

to

20 S3d3= G4

Aolg 23& 9o 22

i
N

=
=

2

2 Ct.

M
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Securing the top spot on domestic charts and

reaching 40th and 55th positions on the U.S.

Billboard

200 and Hot 100,
respectively, Blackpink set a
record as the highest-

ranking K-pop girl group at
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that time.

5 |doc#77 | Z1E L|ZE|LDZE| (FIFTYFIFTY) Q| | 2EE MSXLE 3H 100 Of
N2 FROEs R2EOE £ =L

2O|L} EE

The first single Cupid of the girl group | Billboard Hot 100 chart even faster

FIFTY FIFTY rose to the top of the than New Jeans by two

months.

6.5 Conclusion

This analysis clearly reveals the Korean media's dedicated attention to promoting the
globalisation of K-pop to their Korean readers. This takes place through various strategies, such
as indicating the international success of a diverse array of K-pop artists, the global organisation
and impact of K-pop cover dance festivals, as well as the success of the K-pop idols on YouTube
and in the North American the Billboard charts. Consequently, it is evident that the Korean

media invest significant effort in promoting K-pop as a global phenomenon.

Arguably, the Korean media’s promotion of K-pop to their Korean readers has the effect of
fostering a sense of national pride and prestige among the Korean population, contributing to a
positive national identity and boosting the Korean morale. It also serves the interests of the
entertainment industry by attracting more attention and investment to the Korean entertainment
sector, ultimately leading to the development and promotion of new talent, shows, and
music. The following chapter commences by addressing the key findings presented in
Chapters 4, 5, and 6. Subsequently, it explores the study's limitations, discusses its implications

for future research, and concludes with a comprehensive summary of the overall research.
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Chapter 7:

Discussion

7.0 Introduction

The aim of this study was to carry out an exploratory analysis comparing the way that K-pop
is differently represented in the New Zealand and South Korean media. To achieve this goal,
the study used corpus-assisted discourse analysis (Baker, 2006) to examine and compare a
corpus of online news articles, magazines, and blog posts discussing K-pop which were
collected from the New Zealand media and a corpus of online news articles, magazines, and

blog posts discussing K- Pop which were collected from the South Korean media.

This final chapter begins with a discussion of the key findings outlined in Chapters 4, 5, and
6. Next the limitations of the study are discussed, followed by a discussion of the study’s
implications for further research. Finally, the chapter offers an overall summary of the
research. As outlined in Chapter 3, the primary objective of the study was to address the

research question:

How do the media representations of K-pop differ between New Zealand and South Korea?
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7.1 Main findings

7.1.1 Keyword analysis

Based on the results of the keyword analysis, it is clear that the New Zealand K-pop corpus
prioritised words associated with those elements of K-pop, including specific K-pop artists,
that have a close connection to the New Zealand context. In contrast, the Korean K-pop corpus
placed emphasis on words linked to the global promotion and success of K-pop. For example,
as illustrated in Table 4.1 (Chapter 4), a prominent keyword in the New Zealand K-pop corpus
is rosé, which refers to the New Zealand born K-pop artist Roseanne Park. In contrast, the
Korean K-pop corpus, as demonstrated in Table 4.4, includes keywords associated with the

global promotion of K-pop such as & = (global), 3+ (korean, wave), ' 2. = (billboard)
and X (youtube). These key initial findings prompted further exploration into the

localised and regionally contextualised representation of K-pop in the New Zealand media
landscape, and the representation of K-pop’s broader international influence and global

impact in the Korean media landscape.

7.1.2 The Localised Representation of K-pop in New Zealand Media

Further analysis showed that the New Zealand media prioritises local elements of K-pop, such
as the New Zealand backgrounds and connections of K-pop group members, K-pop music
videos shot in a New Zealand setting, and associations between K-pop and key aspects of New
Zealand culture. These, in turn, arguably captivate the New Zealand public, who, intrigued by

such localised aspects of K-pop, are likely to develop an interest in this musical phenomenon.
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The K-pop industry’s inclusion of non-Korean artists, international K-pop talent contests, use
of international settings or reference to local cultural in videos, is most likely underpinned by
the industry’s awareness that localisation is a characteristic commonly associated with news
reporting (Clausen, 2004; Orengo, 2005), and is therefore able to play a crucial role in
enhancing the global appeal of K-pop. In other words, the industry understands the significance
of tailoring K-pop to align with the linguistic nuances, cultural preferences, and contextual
sensitivities of diverse audiences worldwide, a strategic approach which acknowledges the role
of localisation, not only as a fundamental aspect of effective news reporting, but also as a key
driver for international success and cross-cultural connection. This strategy is acknowledged
and strongly supported by the South Korean government who play a crucial role in fostering a
positive environment for the K-pop industry, as economically the country benefits from the

global progress of K-pop, and the wider overall spread of South Korean culture (Park, 2023).

This study shows how the New Zealand media perpetuate and become active participants in
reinforcing the economic and cultural strategies of both the K-pop industry and the South
Korean government. By selectively highlighting and featuring K-pop content that connects
with New Zealand's unique cultural and social landscape, the media do more than just report
on a global phenomenon, they actively work to shape the narrative prescribed by Korea’s K-

pop industry.

7.1.3 Promotion of global expanse and international success of K-pop in the Korean media

The findings clearly illustrate the Korean media's committed efforts to consistently promote

the global impact of K-pop to its readers. This involves showcasing the international
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successes of K-pop such as those in award ceremonies, global events such as K-pop cover
dance festivals, and K-pop accomplishments on platforms such as YouTube and the Billboard
charts. The Korean media’s advocacy of K-pop’s success solidifies K-pop's status as a
substantial global phenomenon in the minds of the Korean public. It could be argued that this
consequently nurtures a sense of national pride among the Korean population, constructs a
positive national identity and ultimately boosts the Korean population’s morale. It arguably
also bolsters the entertainment industry by drawing attention and investment, and facilitates the
ongoing creation of new talent, shows, and music. Furthermore, and as Reimeingam (2014) has
stated, the successful promotion of Korean culture boosts the economy through increased

exports of cultural products, and also enhances foreign relations.

In short, through their discursive representations of K-pop, the New Zealand media
inadvertently perpetuate the K-pop industries’ carefully crafted global expansion strategies,
while the Korean media shape the domestic cultural landscape, and foster a sense of national

pride and identity among the Korean population.

7.2 Implications

Through a close examination of language usage, this dissertation provides insights into how
media discourse serves as a conduit for the dissemination of K-pop narratives, shaping the
perception of the musical genre on both local and global scales. It shows that the media’s role
goes beyond mere reporting, in that it has the capacity to shape public opinion. (Christen &
Huberty, 2007), whether by emphasising its local connections or by showcasing its global
triumphs. As a result, the normative tendencies of the media open up diverse possibilities for

the K-pop industry to enhance its global attractiveness (Kong, 2016) and in
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doing so contribute to the construction of national and cultural identity. Ultimately, this study
contributes to an understanding of how the media discursively mould public opinion, shaping
how cultural products are perceived both locally and globally, constructing and reinforcing

national identity, and generating economic effects.

7.3 Limitations

Perhaps the primary limitation of this study involves the size of the corpora. The New Zealand
K-pop corpus comprises 62,298 tokens, while the Korean K-pop corpus consists of 43,853
tokens. These could be deemed modest considering the continuously expanding sizes of
corpora in contemporary corpus research. However, as noted by Hocking (2021), smaller
corpora are frequently considered suitable for the investigation of specialized language. He
cites research by Bowker and Pearson (2002), who proposed that "a range from a few thousand
to several hundred words has proven beneficial for LSP studies™ (p. 54), primarily because it
enables the analyst to become closely familiar with the contents of the corpora, and as a result
make informed decisions throughout the interpretative stages that might be less manageable or
robust with a much larger corpora. Vaughan and Clancy (2013) have also asserted that
examining the features of a specialised language corpora can be effectively accomplished with

small corpora in the range of 50,000 words.

7.4 Possibilities for future research

There are a number of possibilities for future research. First of all, the corpus size could be

enlarged to incorporate a more extensive number of articles, aiming to yield more robust
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results. Secondly, the data for this research is primarily sourced from online news articles, blog
posts, and magazine articles in both New Zealand and South Korea. However, this study has
the potential to expand its scope to various social networking sites (SNS) such as Facebook,
Instagram, Twitter, and TikTok, in order to explore the localisation and globalisation of K-pop.
For instance, according to Li (2023), K-pop's growing popularity has resulted in the formation
of an international fanbase. In this context, social media have facilitated intermediate
transculturation, assisting foreign fans in overcoming language obstacles. Additionally, Abidin
and Lee (2023) have stated that K-pop content on TikTok is presented through a distinctive
dance style that emphasizes upper-body movements and involves collaborations with other K-
pop artists, serving as a means of communication and service for fans. Furthermore, Malik and
Haidar (2020) have proposed that the K-pop stan X (formerly known as Twitter) community
represents a cohesive entity formed through shared interests and distinguished by strong
interpersonal relationships among its members. These different platforms all provide potential
for the further analysis of the discursive, and even semiotic, representation of K-pop which is
differently conceptualised across cultures. Thirdly, this study specifically concentrated on the
K-pop phenomenon within the two cultures, as opposed to exploring other aspects of Korean
culture such as Korean drama and foods. Subsequent research could involve comparing the
diverse media representations of other cultural aspects of the Korean wave, such as Korean
drama or Korean movies, not only in New Zealand and South Korea, but among other cultures.
Lee (2018), for example, has stated that Western fans are drawn to the unique format and
cultural aspects of K-dramas, providing a brief escape into a romantic fantasy world with
themes of innocence, respect, and positive outcomes, and featuring attractive and

compassionate male characters.
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7.5 Conclusion

In conclusion, this study investigated how media representations of K-pop differ between New
Zealand and South Korea, beginning with a focus on keywords in NZ and Korean media reports
of K-pop. These initial results led to an examination of the localisation of K-pop in the New
Zealand media, and the promotion of the global expanse of K-pop in the Korean media. It found
that the New Zealand media inadvertently perpetuates the carefully crafted global expansion
strategies of the K-pop industry, while the Korean media shapes the domestic cultural
landscape and fosters a sense of national pride and identity among the Korean population. The
findings contribute to the increasing number of studies focusing on the K-pop phenomenon and

provide insights into how media representations of K-pop can differ between different cultures.

118



References

Abidin, C., & Lee, J. (2023). K-pop TikTok: TikTok’s expansion into South Korea, TikTok
Stage, and platformed glocalization. Media International Australia, 188(1), 86—
111. https://doi.org/10.1177/1329878X231186445

Allkpop. (2023). Scenic serenades: 5 K-pop MVs capturing the beauty of Australia and New
Zealand. https://www.allkpop.com/article/2023/05/scenic-serenades-5-k-pop-mvs-

capturing-the-beauty-of-australia-and-new-zealand

Aluthman, E. (2018). A corpus-assisted critical discourse analysis of the discursive
representation of immigration in the EU referendum debate. Arab World English
Journal (AWEJ). https://awej.org/a-corpus-assisted-critical-discourse-analysis-of-

the-discursive-representation-of-immigration-in-the-eu-referendum-debate/

Anastasiou, D., & Schéler, R. (2010). Translating vital information: Localisation,
internationalisation, and globalisation. Syntheses Journal.
https://www.academia.edu/1814938/Translating_Vital Information_L ocalisation

Internationalisation and Globalisation#:~:text=Internationalisation%20precedes%
20localisation%2C%20by%20making,t0%20business%20processes%20and%20m

odels

Audouin, C. (2023). K-pop cover dance festival world final wows crowd in Seoul.

Korea.net. https://awej.org/a-corpus-assisted-critical-discourse-analysis-of-the-discursive-

representation-of-immigration-in-the-eu-referendum-debate/

119


https://doi.org/10.1177/1329878X231186445
https://www.allkpop.com/article/2023/05/scenic-serenades-5-k-pop-mvs-capturing-the-beauty-of-australia-and-new-zealand
https://www.allkpop.com/article/2023/05/scenic-serenades-5-k-pop-mvs-capturing-the-beauty-of-australia-and-new-zealand
https://awej.org/a-corpus-assisted-critical-discourse-analysis-of-the-discursive-representation-of-immigration-in-the-eu-referendum-debate/
https://awej.org/a-corpus-assisted-critical-discourse-analysis-of-the-discursive-representation-of-immigration-in-the-eu-referendum-debate/
https://www.academia.edu/1814938/Translating_Vital_Information_Localisation_Internationalisation_and_Globalisation#:~:text=Internationalisation%20precedes%20localisation%2C%20by%20making,to%20business%20processes%20and%20models
https://www.academia.edu/1814938/Translating_Vital_Information_Localisation_Internationalisation_and_Globalisation#:~:text=Internationalisation%20precedes%20localisation%2C%20by%20making,to%20business%20processes%20and%20models
https://www.academia.edu/1814938/Translating_Vital_Information_Localisation_Internationalisation_and_Globalisation#:~:text=Internationalisation%20precedes%20localisation%2C%20by%20making,to%20business%20processes%20and%20models
https://www.academia.edu/1814938/Translating_Vital_Information_Localisation_Internationalisation_and_Globalisation#:~:text=Internationalisation%20precedes%20localisation%2C%20by%20making,to%20business%20processes%20and%20models
https://awej.org/a-corpus-assisted-critical-discourse-analysis-of-the-discursive-%20%20representation-of-immigration-in-the-eu-referendum-debate/
https://awej.org/a-corpus-assisted-critical-discourse-analysis-of-the-discursive-%20%20representation-of-immigration-in-the-eu-referendum-debate/

Awarau, A. (2018). Haka in K-Pop music video 'offensive’, says Maori lecturer. Stuff.

https://www.stuff.co.nz/entertainment/108899046/haka-in-kpop-music-video-

Baker, P. (2006). Using corpora in discourse analysis. Continu

Baker, P. (2023). Using corpora in discourse analysis. Bloomsbury Publishing.

Bednarek, M., & Caple, H. (2016). Rethinking news values: What a discursive approach can
tell us about the construction of news discourse and news photography. Journalism,

17 (4), 435-455. https://doi.org/10.1177/1464884914568078

Bluhm, R. (2016). Corpus analysis in philosophy. evidence, experiment and argument in

linguistics and the philosophy of language. Peter Lang.

Brookes, E. (2021). All about BlackPink, the Kiwi-infused K-Pop band that's nearly bigger

than Coldplay. Stuff. https://www.stuff.co.nz/entertainment/music/124972907/all-

about-blackpink-the-kiwiinfused-kpop-band-thats-nearly-bigger-than-coldplay

Cai, A. (2021). How social media helped K-Pop become a global phenomenon.

Nyucommclub. https://www.nyucommclub.com/content/2021/11/24/how-social-

media-helps-k-pop-become-a-global-phenomenon

Caramanica, J. (2017). Can K-pop conquer America? The New York Times.

https://www.nytimes.com/2017/06/30/arts/music/popcast-kpop-kcon.html

120


https://www.stuff.co.nz/entertainment/108899046/haka-in-kpop-music-video-
https://doi.org/10.1177/1464884914568078
https://www.stuff.co.nz/entertainment/music/124972907/all-about-blackpink-the-kiwiinfused-kpop-band-thats-nearly-bigger-than-coldplay
https://www.stuff.co.nz/entertainment/music/124972907/all-about-blackpink-the-kiwiinfused-kpop-band-thats-nearly-bigger-than-coldplay
https://www.nyucommclub.com/content/2021/11/24/how-social-media-helps-k-pop-become-a-global-phenomenon
https://www.nyucommclub.com/content/2021/11/24/how-social-media-helps-k-pop-become-a-global-phenomenon
https://www.nytimes.com/2017/06/30/arts/music/popcast-kpop-kcon.html

Caruso, S. (2023). All about the members of Blackpink: Jennie, Lisa, Jisoo and rose.

Peoplemag. https:/people.com/music/blackpink-members-everything-to-know/

Cha, M., Pérez, J. A. N., & Haddadi, H. (2012). The spread of media content through blogs.
Social Network Analysis and Mining, 2, 249-264.

https://link.springer.com/article/10.1007/s13278-011-0040-x#citeas

Christen, C. T., & Huberty, K. E. (2007). Media Reach, media influence? The effects of
local, national, and internet news on public opinion inferences. Journalism & Mass
Communication Quarterly, 84(2), 315-334.
https://doi.org/10.1177/107769900708400208

Cho, J. K. (2017). "Sure It’s Foreign Music, but /z’s Not Foreign to Me" Understanding
KPop’s Popularity in the U.S. Using Q Sort [Master's thesis, Brigham Young
University]. ScholarsArchive, Theses and Dissertations.

https://scholarsarchive.byu.edu/etd/6612

Choi, J., & Maliangkay, R. (Eds.). (2014). K-pop - The International rise of the Korean
music industry (1st ed.). Routledge. https://doi.org/10.4324/9781315773568

Civitatis. (2023). 10 facts about New Zealand. https://www.civitatis.com/blog/en/facts-

about-new-zealand/

Clausen, L. (2004). Localizing the global: ‘Domestication’ processes in international news
production. Media, Culture & Society, 26(1), 25-44.

https://doi.org/10.1177/0163443704038203
121



https://people.com/music/blackpink-members-everything-to-know/
https://link.springer.com/article/10.1007/s13278-011-0040-x#citeas
https://doi.org/10.1177/107769900708400208
https://scholarsarchive.byu.edu/etd/6612
https://doi.org/10.4324/9781315773568
https://www.civitatis.com/blog/en/facts-about-new-zealand/
https://www.civitatis.com/blog/en/facts-about-new-zealand/
https://doi.org/10.1177/0163443704038203

Cox, R. (1999). Multilateralism and the democratization of world order. The International

Symposium on Sources of Innovation in Multilateralism, 26-28. URL?

Creswell, J. W., & Clark, V. L. P. (2011). Designing and conducting mixed methods

research (2nd ed.). Sage.

Creswell, J. W. (2013). Qualitative inquiry and research design: Choosing among five

approaches (3rd ed.). Sage.

Csomay, E., & Young, R. (2021). Language use in pop culture over three decades: A
diachronic keyword analysis of Star Trek dialogues. International Journal of Corpus

Linguistics, 26(1), 71-94. https://doi.org/10.1075/ijcl.00037.cso

Durrant, P. (2014). Corpus frequency and second language learners' knowledge of
collocations: A meta-analysis. International Journal of Corpus Linguistics, 19(4),

443-447. https://doi.org/10.1075/ijcl.19.4.01dur

Epstein, S. (2017). From South Korea to the Southern Hemisphere: K-Pop below the
equator. Journal of World Popular Music, 3 (2), 197— 223.

https://doi.org/10.1558/jwpm.v3i2.28863

Esselink, B. (2000). A practical guide to localization. John Benjamins Pub.

Feagin, J. R. (2013). The white racial frame: Centuries of racial framing and counter-

framing (2nd ed.). Routledge. https://doi.org/10.4324/9780203076828

122


https://doi.org/10.1075/ijcl.00037.cso
https://doi.org/10.1075/ijcl.19.4.01dur
https://doi.org/10.1558/jwpm.v3i2.28863
https://doi.org/10.4324/9780203076828

Featherstone, M. (1995). Undoing culture: Globalization, postmodernism and identity. Sage.

Flowerdew, L. (2004). The argument for using English specialized corpora to understand
academic and professional settings. Discourse in the professions: Perspectives from

corpus linguistics. John Benjamins.

Fuhr, M. (2015). Globalization and popular music in South Korea: Sounding out K-Pop.

Routledge.

Galantowicz, S. M. (2021). Understanding K-Pop Twitter as a site of transnational social
media activism [Undergraduate honors thesis, UVM College of Arts and Sciences
College]. UVM College of Arts and Sciences College Honors Theses.

https://scholarworks.uvm.edu/castheses/104

Gani, A. (2014). K-pop: A beginner's guide. The Guardian.

https://www.theguardian.com/music/musicblog/2014/mar/03/k-pop-music-a-

beginners-quide-south-korea-sxsw

Gannes, L. (2009). Korean TV dramas get their own U.S. Hulu-like site. Gigaom.com.

www.gigaom.com/video/korean-tv-dramas-get-their-own-us-hulu-like-site/

Gillings, M., Mautner, G. & Baker, P. (2023). Corpus-Assisted Discourse Studies. Cambridge
Elements. Journal of Corpora and Discourse Studies, 6(1),53-60.

https://www.cambridge.org/core/elements/corpusassisted-discourse-

studies/37A2C82178A5554D9EB2BAF43FBBA74D

123


https://scholarworks.uvm.edu/castheses/104
https://www.theguardian.com/music/musicblog/2014/mar/03/k-pop-music-a-
https://www.theguardian.com/music/musicblog/2014/mar/03/k-pop-music-a-
http://www.gigaom.com/video/korean-tv-dramas-get-their-own-us-hulu-like-site/
https://www.cambridge.org/core/elements/corpusassisted-discourse-studies/37A2C82178A5554D9EB2BAF43FBBA74D
https://www.cambridge.org/core/elements/corpusassisted-discourse-studies/37A2C82178A5554D9EB2BAF43FBBA74D

Giuffre, L., & Keith, S. (2014). SBS PopAsia: Non-stop K-Pop in Australia. In R.

Maliangkay & J. Choi (Eds.), K-Pop politics: Digital mediation and global
fandom, Routledge, 81-97.

Gogoi, A. (2020). Who are the BTS Fans who raised Rs 5.9 lakh in a day for Assam flood

relief? The Better India. https://www.thebetterindia.com/233176/bts-fans-inspiration-

assam-floods-donation-south-korea-bangtan-boys-k-pop-ang136/#google vignette

Goulart, L., & Veloso, I. (Eds). (2023). Corpora in English language teaching: Classroom
activities for teachers new to corpus linguistics. Open Educational Resource.

https://doi.org/10.5281/zen0do.7900420

Greene, J. C., & Caracelli, V. J. (1997). Advances in mixed-method evaluation: The

challenges and benefits of integrating diverse paradigms. Jossey-Bass.

Glynn, B., & Kim, J. (2013). "Oppa"-tunity knocks: PSY, "Gangnam Style" and the press
reception of K- pop in Britain. Situations: Cultural Studies in the Asian Context,
7(1), 1-20.

http://situations.yonsei.ac.kr/product/data/item/1535538940/detail/eae967b8fb.pdf

Han, B. (2017). K-Pop in Latin America: Transcultural fandom and digital mediation.
International Journal of Communication, 11, 2250-22609.

https://ijoc.org/index.php/ijoc/article/view/6304/2048

124


https://www.thebetterindia.com/233176/bts-fans-inspiration-assam-floods-donation-south-korea-bangtan-boys-k-pop-ang136/#google_vignette
https://www.thebetterindia.com/233176/bts-fans-inspiration-assam-floods-donation-south-korea-bangtan-boys-k-pop-ang136/#google_vignette
https://doi.org/10.5281/zenodo.7900420
http://situations.yonsei.ac.kr/product/data/item/1535538940/detail/eae967b8fb.pdf
https://ijoc.org/index.php/ijoc/article/view/6304/2048

Hocking, D. (2021). Artist’s statements, ‘how to guides’ and the conceptualisation of creative
practice. English for Specific Purposes, 62, 103-116.

https://doi.org/10.1016/j.esp.2020.12.006

Huth, T., Munson, J., Adams, R., Gunderson, A., & Gonzalez, V. (2021). South Korean

popular music industry: Globalization of identity and exploitation [Undergraduate

honors thesis, Lycoming College]. Lycoming College Faculty.

lycoming.edu/library/archives/honorspdfs/huth taylor-2021.pdf

ladevito, P., Gavirati, P., & Castiglione, C. (2012). Visualidade(s) e Identidade(s): Una
interpretacion cultural de las comunidades coreana y japonesa en la Ciudad de
Buenos Aires. In M. Giuffré (Ed.), Argentina y Corea 1962-2012: 50 afios de

amistad y cooperacién, Ediciones Suarez, 117-135.

ladevito, P. (2014). Hallyu and cultural identity: A sociological approach to the Korean Wave in
Argentina. In V. Marinescu (Ed.), The global impact of South Korean popular

culture: Korean Wave (Hallyu) unbound, Lexington Books/Fortress Academic, 135

148.

Jenol, N. A. M., & Pazil, N. H. A. P. (2022). "'l found my talent after | become a K-pop fan":
K-pop participatory culture unleashing talents among Malaysian youth. Cogent

Social Sciences, 8(1). https://doi.org/10.1080/23311886.2022.2062914

125


https://doi.org/10.1016/j.esp.2020.12.006
https://www.lycoming.edu/library/archives/honorspdfs/huth_taylor-2021.pdf
https://doi.org/10.1080/23311886.2022.2062914

Jin, D. Y., & Ryoo, W. (2014). Critical interpretation of Hybrid K-Pop: The global-local
paradigm of English mixing in lyrics. Popular Music and Society, 37(2), 113-131.
https://doi.org/10.1080/03007766.2012.731721

Jin, D. Y. (2016). New Korean Wave: Transnational cultural power in the age of social media.

University of Illinois Press. http://www.jstor.org/stable/10.5406/].ctt18j8wkv

Jin, D. Y., Yoon, K., & Min, W. (2021). Transnational Korean Wave (Hallyu): The

globalization of Korean digital and popular culture. Rowman & Littlefield.

Johnson, J. L., Adkins, D., & Chauvin, S. (2020). A review of the quality indicators of

rigor in qualitative research. American Journal of Pharmaceutical Education,

84(1), 138-146. https://doi.org/10.5688/ajpe7120

Jung, E.-Y. (2009). Transnational Korea: A Critical Assessment of the Korean Wave in
Asia and the United States. Southeast Review of Asian Studies, 31.

https://medialit.massir.ir/wp-content/uploads/2022/01/Korean-wave.pdf

Jung, E-J. (2016). ‘Descendants of the Sun” hits 440m views in China. The Korea Herald,

http://www.koreaherald.com/view.php?ud=20160314000815

Kania, J. (2018). The Woman in the Mirror: The empowerment of South Korean Women
Through K-Pop. In Ray Browne Conference on Cultural and Critical Studies, 4(7).

https://scholarworks.bgsu.edu/rbc/2018conference/008/7/

126


https://doi.org/10.1080/03007766.2012.731721
http://www.jstor.org/stable/10.5406/j.ctt18j8wkv
https://doi.org/10.5688/ajpe7120
https://medialit.massir.ir/wp-content/uploads/2022/01/Korean-wave.pdf
http://www.koreaherald.com/view.php?ud=20160314000815
https://scholarworks.bgsu.edu/rbc/2018conference/008/7/

Karagyozov, K. (2023). K-pop cover dance festival to take place for first time in

Bulgaria. Bulgarian News Agency. https://www.bta.bg/en/news/culture/490915-k-pop-

cover-dance-festival-to-take-place-for-first-time-in-bulgaria

Kenix, L. J. (2009). Blogs as alternative. Journal of Computer-Mediated Communication,

14(4), 790-822. https://doi.org/10.1111/].1083-6101.2009.01471.x

Khiun, L. K. (2013). K-pop dance dancers and cover dancers: Global cosmopolitanization
and local spatialization. In Y. Kim (Ed.), The Korean Wave: Korean Media Go

Global. Taylor & Francis Group, 165-182.

Kida,P.(2014). Wind of change: Poland is one step away from the Korean wave. In V. Marinescu
(Ed.), The global impact of South Korean popular culture: Korean Wave (Hallyu) unbound.
Lexington Books/Fortress Academic, 65—74.

Kilgarriff, A. (2009). Simple maths for keywords. In M. Mahlberg, V. Gonzalez-Diaz, & C.
Smith (Eds.), Proceedings of the Corpus Linguistics Conference(CL2009)

University of Liverpool.

Kilgarriff, A., Rychly, P., Smrz, P., & Tugwell, D. (2004). The Sketch Engine. Euralex
Proceedings, 105-115.
https://www.euralex.org/elx_proceedings/Euralex2004/011 2004 V1 Adam%20KILGA
RRIFF,%20Pavel%20RYCHLY ,%20Pavel%20SMRZ,%20David%20TUGWELL_The%
20%20Sketch%20Engine.pdf

Kilgarriff, A., Baisa, V., Busta, J., Jakubi¢ek, M., Kovat, V., Michelfeit, J., Rychly, P., &
127


https://www.bta.bg/en/news/culture/490915-k-pop-cover-dance-festival-to-take-place-for-first-time-in-bulgaria
https://www.bta.bg/en/news/culture/490915-k-pop-cover-dance-festival-to-take-place-for-first-time-in-bulgaria
https://doi.org/10.1111/j.1083-6101.2009.01471.x
https://www.euralex.org/elx_proceedings/Euralex2004/011_2004_V1_Adam%20KILGARRIFF,%20Pavel%20RYCHLY,%20Pavel%20SMRZ,%20David%20TUGWELL_The%20%20Sketch%20Engine.pdf
https://www.euralex.org/elx_proceedings/Euralex2004/011_2004_V1_Adam%20KILGARRIFF,%20Pavel%20RYCHLY,%20Pavel%20SMRZ,%20David%20TUGWELL_The%20%20Sketch%20Engine.pdf
https://www.euralex.org/elx_proceedings/Euralex2004/011_2004_V1_Adam%20KILGARRIFF,%20Pavel%20RYCHLY,%20Pavel%20SMRZ,%20David%20TUGWELL_The%20%20Sketch%20Engine.pdf

Suchomel, V. (2014). The Sketch Engine: Ten years on. Lexicography, 1(1), 7-36.
https://doi.org/10.1007/s40607-014-0009-9

Kim, P., & Hutt, E. (2021). K-pop as a social movement: Case study of BTS and their
fandom army. Journal of Student Research, 10(3). 1-15.
https://doi.org/10.47611/jsrhs.v10i3.1772

Koester, A. (2010). Building small specialised corpora. The Routledge Handbook of Corpus

Linguistics. Routledge.

Kong, H-Y. (2016). The globalization of K-Pop: The interplay of external

and internal forces [Master's thesis, Furtwangen University]. Hochschule

Furtwangen. https://opus.hs-furtwangen.de/frontdoor/index/index/docld/1294

Korea.net. (2023). [2023 Korea Week] 2023 K-Pop Cover Dance Festival.

https://www.korea.net/Events/Overseas/view?articleld=17705

Koreaboo. (2018). 15 K-Pop MVs that you might not have realized were filmed everywhere

but South Korea. https://www.koreaboo.com/lists/kpop-mv-might-not-realize-

filmed-everywhere-south-korea/

Kraidy, M. (2005). Hybridity, or the cultural logic of globalization. Temple University

Press. http://wwwv.jstor.org/stable/j.cttlbwlk8m

Kwon, E-J. (2017). Korean Wave: Discourse analysis on Korean popular culture in US and

128


https://doi.org/10.1007/s40607-014-0009-9
https://doi.org/10.47611/jsrhs.v10i3.1772
https://opus.hs-furtwangen.de/frontdoor/index/index/docId/1294
https://www.korea.net/Events/Overseas/view?articleId=17705
https://www.koreaboo.com/lists/kpop-mv-might-not-realize-filmed-everywhere-south-korea/
https://www.koreaboo.com/lists/kpop-mv-might-not-realize-filmed-everywhere-south-korea/
http://www.jstor.org/stable/j.ctt1bw1k8m

UK digital newspapers [Master's thesis, Radboud University]. Radboud Educational
Repository. http://theses.ubn.ru.nl/handle/123456789/4898

Lee, S,J., & Nornes,A.M. (2015). Korean Wave (Hallyu) 2.0: Korean Wave in the age of

social media. University of Michigan Press.

Lee, H. (2018). A ‘real’ fantasy: hybridity, Korean drama, and pop cosmopolitans. Media,
Culture & Society, 40(3), 365-380. https://doi.org/10.1177/0163443717718926

Lee, Y-L., Jung, M., Nathan, R. J., & Chung, J.-E. (2020). Crossnational study on the
perception of the Korean wave and cultural hybridity in Indonesia and Malaysia
using discourse on social media. Sustainability, 12(15), 6072. 1-33.
https://doi.org/10.3390/su12156072

Lee, J., & Yi, H. (2020). Ssen-Unni in K-Pop: The makings of ‘Strong Sisters’ in South

Korea. Korea Journal, 60(1), 17-39.https://doi.org/10.25024/kj.2020.60.1.17

Lee, J., & Pyun, L. (2023). Is there innovation in the K-pop industry? A theoretical

perspective. Asia Pacific Business Review, 29(5), 1425-1447.

https://doi.org/10.1080/13602381.2023.2264042

Leech, G. (1992). Corpora and theories of linguistic performance. Directions in Corpus

linguistics, 105-122. https://doi.org/10.1515/9783110867275.105

Leung, S. (2012). Catching the K-Pop wave: globality in the production, distribution, and
129


http://theses.ubn.ru.nl/handle/123456789/4898
https://doi.org/10.1177/0163443717718926
https://doi.org/10.3390/su12156072
https://doi.org/10.25024/kj.2020.60.1.17
https://doi.org/10.1080/13602381.2023.2264042
https://doi.org/10.1515/9783110867275.105

consumption of South Korean popular music. Senior Capstone Projects, 149, 1-85.

https://www.academia.edu/10066931/Catching the K Pop Wave Globality in t

he Production Distribution and Consumption of South Korean Popular Music

Li, R. (2023). Contributions of Social Media and Digital Globalization to K-pop
Transmission. Transactions on Social Science, Education and Humanities Research, 1.
https://wepub.org/index.php/TSSEHR/article/view/2

Lie, J. (2012). What is the K in K-Pop? South Korean Popular Music, the Culture Industry,
and National Identity. Korea Observer, 43(3), 339-363.

https://www.researchgate.net/publication/292866159 What Is the K in K-

pop South Korean Popular Music the Culture Industry and National ldentity

Lie, J. (2015). K-Pop: Popular music, cultural amnesia, and economic innovation in South Korea

(1%t ed.). University of California Press.

MacKinnon, M. (2013). Chasing eternal youth in Seoul’s beauty belt. The Globe and Mail.

http://www.theglobeandmail.com/news/world/chasing-eternal-youth-in-seouls-

beauty-belt/article10242906/

Malik, Z., & Haidar, S. (2020). Online community development through social interaction—

K-Pop stan twitter as a community of practice. Interactive Learning

Environments, 31(2), 733-751. https://doi.org/10.1080/10494820.2020.1805773

Mazan4,V. (2014). Cultural perception and social impact of the Korean wave in the Czech

130


https://www.academia.edu/10066931/Catching_the_K_Pop_Wave_Globality_in_the_Production_Distribution_and_Consumption_of_South_Korean_Popular_Music
https://www.academia.edu/10066931/Catching_the_K_Pop_Wave_Globality_in_the_Production_Distribution_and_Consumption_of_South_Korean_Popular_Music
https://wepub.org/index.php/TSSEHR/article/view/2
https://www.researchgate.net/publication/292866159_What_Is_the_K_in_K-pop_South_Korean_Popular_Music_the_Culture_Industry_and_National_Identity
https://www.researchgate.net/publication/292866159_What_Is_the_K_in_K-pop_South_Korean_Popular_Music_the_Culture_Industry_and_National_Identity
http://www.theglobeandmail.com/news/world/chasing-eternal-youth-in-seouls-%20beauty-belt/article10242906/
http://www.theglobeandmail.com/news/world/chasing-eternal-youth-in-seouls-%20beauty-belt/article10242906/
https://doi.org/10.1080/10494820.2020.1805773

Republic. In V. Marinescu (Ed.), The Global Impact of South Korean Popular
Culture: Korean Wave (Hallyu) Unbound, (pp. 47-63), Lexington Books/Fortress

Academic.

McEnery, T., Xiao, R., & Tono, Y. (2006). Corpus-based language studies: An advanced

resource book. Routledge.

Nair, R. (2017). Is Vancouver the New Gangnam? Korean Pop Video filmed in Vancouver
gets millions of views upon debut. CBC.

http://www.cbc.ca/news/canada/british-columbia/is-vancouver-the-newgangnam-

korean-pop-video-filmed-in-vancouver-gets-millions-of-views-upon- debut-

1.4380373

Nugroho,S.A. (2014). Korean wave (Hallyu) in Indonesia. In V. Marinescu (Ed.),
The Global impact of South Korean popular culture: Korean Wave (Hallyu)

unbound. (pp. 19-32), Lexington Books/Fortress Academic.

Oh, I., & Park, G. S. (2013). The globalization of K-pop: Korea’s place in the global music
industry. Korea Observer, 44(3), 389-409.

https://www.researchgate.net/publication/296774877 The Globalization of K-

pop Korea%?27s Place in the Global Music Industry

Oh, I., & Lee, H. (2014). K-pop in Korea: How the pop music industry is changing a post-
developmental society. Cross-Currents: East Asian History and Culture

Review 3(1), 72-93. https://doi.org/10.1353/ach.2014.0007

131


http://www.cbc.ca/news/canada/british-columbia/is-vancouver-the-newgangnam-
http://www.cbc.ca/news/canada/british-columbia/is-vancouver-the-newgangnam-
http://www.cbc.ca/news/canada/british-columbia/is-vancouver-the-newgangnam-
http://www.cbc.ca/news/canada/british-columbia/is-vancouver-the-newgangnam-
https://www.researchgate.net/publication/296774877_The_Globalization_of_K-pop_Korea%27s_Place_in_the_Global_Music_Industry
https://www.researchgate.net/publication/296774877_The_Globalization_of_K-pop_Korea%27s_Place_in_the_Global_Music_Industry
https://doi.org/10.1353/ach.2014.0007

Oh, S., Ahn, J., & Baek, H. (2015). The effects of social media on music-induced tourism: A case of Korean
pop music and inbound tourism to Korea. Asia Pacific Journal of Information Systems, 25(1),

121-143.

https://www.researchgate.net/publication/279161518 The Effects of Social Media on Music-

induced Tourism A Case of Korean Pop Music and Inbound Tourism to Korea

Oh, D. C. (2017). Korean wave| K-pop fans react: Hybridity and the white celebrity-fan on
YouTube. International Journal of Communication, 11, 2270-2287.

https://ijoc.org/index.php/ijoc/article/view/6307

Oh, C. (2020). From Seoul to Copenhagen: Migrating K-Pop cover dance and performing
diasporic youth in social media. Dance Research Journal, 52(1), 20-32.

https://doi.org/10.1017/S0149767720000030

Oh, Y. (2022). How media reported on Korean wave?: Focusing on the analysis of news
coverage of Republic of Korea. Journal of Intercultural Communication Research,

51(4), 417-429. https://doi.org/10.1080/17475759.2021.1937280

Oh, 1., Kim, K-J., & Chris Rowley, C. (2023). Female empowerment and radical empathy for
the sustainability of creative industries: The case of K-Pop. Sustainability, 15(4),

3098, 1-18. https://doi.org/10.3390/su15043098

O'Keeffe, A. (2007, July 27-30). The Pragmatics of Corpus Linguistics. [Conferenece
Presentation] Corpus Linguistics Conference 2007, University of Birmingham.

https://www.birmingham.ac.uk/research/activity/corpus/publications/conference-

archives/2007-birmingham.aspx

Orengo, A. (2005) Localising news: Translation and the ‘global-national’
132


https://www.researchgate.net/publication/279161518_The_Effects_of_Social_Media_on_Music-induced_Tourism_A_Case_of_Korean_Pop_Music_and_Inbound_Tourism_to_Korea
https://www.researchgate.net/publication/279161518_The_Effects_of_Social_Media_on_Music-induced_Tourism_A_Case_of_Korean_Pop_Music_and_Inbound_Tourism_to_Korea
https://ijoc.org/index.php/ijoc/article/view/6307
https://doi.org/10.1017/S0149767720000030
https://doi.org/10.1080/17475759.2021.1937280
https://doi.org/10.3390/su15043098
https://www.birmingham.ac.uk/research/activity/corpus/publications/conference-%20archives/2007-birmingham.aspx
https://www.birmingham.ac.uk/research/activity/corpus/publications/conference-%20archives/2007-birmingham.aspx

dichotomy, Language and Intercultural Communication, 5(2), 168-187.

https://doi.org/10.1080/14708470508668892

Oxford English Dictionary. (2023). Idol. In Oxford English dictionary. Retrieved November
27, 2023, from https://doi.org/10.1093/OED/3853717962

Parc, J., & Kim, S. D. (2020). The digital transformation of the Korean music industry and the
global emergence of K-Pop. Sustainability, 12(18), 7790, 1-16.

https://doi.org/10.3390/su12187790

Park, B. (2019). Marking 1st year since debut, stray kids return with riotous EDM album.
Yonhap News Agency. https://en.yna.co.kr/view/AEN20190325009800315

Park, J. (2023). From cultural export to economic engine: Examining the role of K-Pop in the
growth of the South Korean economy. Open Journal of Business and Management,

11, 2198-2214. https://doi.org/10.4236/0jbm.2023.115121

Pham, J. (2020). Blackpink’s 4 members were discovered in completely different ways.

StyleCaster. https://stylecaster.com/entertainment/music/1074655/how-blackpink-

members-discovered/

Rajaguru, R. (2014). Motion picture-induced visual, vocal and celebrity effects on tourism
motivation: Stimulus Organism Response Model. Asia Pacific Journal of Tourism

Research, 19(4), 375-388

Ravina, M. (2009). Introduction: Conceptualizing the Korean Wave. Southeast Review of

133


https://doi.org/10.1080/14708470508668892
https://doi.org/10.1093/OED/3853717962
https://doi.org/10.3390/su12187790
https://en.yna.co.kr/view/AEN20190325009800315
https://doi.org/10.4236/ojbm.2023.115121
https://stylecaster.com/entertainment/music/1074655/how-blackpink-%20members-discovered/
https://stylecaster.com/entertainment/music/1074655/how-blackpink-%20members-discovered/

Asian Studies, 31, 3-9. https://doi.org/10.1080/10941665.2013.764337

Reimeingam, M. (2014). Korean wave and Korean media consumption in Manipur. Journal

of North East India Studies, 4(2), 15-30.
https://www.researchgate.net/publication/337414905 Korean Wave and Korean Media C

onsumption in Manipur

Roberts, P. F. (2020). Are K-pop fans the new anonymous? Don't count on it. Forbes.

https://www.forbes.com/sites/paulfroberts/2020/06/24/are-k-pop-fans-the-new-

anonymous-dont-count-on-it/

Rockingham, G. (2018). BTS army invades Hamilton for K-Pop Band’s three sold-out

shows. Toronto Star. https://www.thestar.com/entertainment/2018/09/20/bts-army-

invades-hamilton-for-k-pop-bands-threesold-out-shows.html

Sandelowski, M. (1995). Triangles and crystals: On the geometry of qualitative
research. Research in Nursing & Health, 18(6), 569-574.
https://doi.org/10.1002/nur.4770180612

Scafidi, S. (2005). Who owns culture?: Appropriation and authenticity in American law.

Rutgers University Press.

Schéler, R. (2007). Localization. In M. Baker & G. Saldanha (Eds.), Routledge Encyclopedia

of Translation Studies (2nd ed.) (pp. 157-161). Routledge.

Scott, M., & Tribble, C. (2006). Textual patterns: Key words and corpus analysis in language
134


https://doi.org/10.1080/10941665.2013.764337
https://www.researchgate.net/publication/337414905_Korean_Wave_and_Korean_Media_Consumption_in_Manipur
https://www.researchgate.net/publication/337414905_Korean_Wave_and_Korean_Media_Consumption_in_Manipur
https://www.forbes.com/sites/paulfroberts/2020/06/24/are-k-pop-fans-the-new-anonymous-dont-count-on-it/
https://www.forbes.com/sites/paulfroberts/2020/06/24/are-k-pop-fans-the-new-anonymous-dont-count-on-it/
https://www.thestar.com/entertainment/2018/09/20/bts-army-%20invades-hamilton-for-k-pop-bands-threesold-out-shows.html
https://www.thestar.com/entertainment/2018/09/20/bts-army-%20invades-hamilton-for-k-pop-bands-threesold-out-shows.html
https://doi.org/10.1002/nur.4770180612

education. John Benjamins. https://doi.org/10.1075/scl.22

Seo, M-S. (2012). Lessons from K-pop’s global success. SERI Quarterly, 5(3), 60—66.

https://silo.tips/download/lessons-from-k-pop-s-global-success

Seo, J. H., & Kim, B. (2020). The “Hallyu” phenomenon: Utilizing tourism destination as
product placement in K-POP culture. Tourism Economics, 26(4), 719—

728. https://doi.org/10.1177/1354816619837111

SEQOULSPACE. (2023). Top 20 Kpop entertainment companies - Ranked.

https://seoulspace.com/top-20-kpop-entertainment-companies-ranked/

Septia, G. T., Hidayat, D., Alek, A., & Husna, N. (2021). Figurative language used in
Blackpink featuring Selena Gomez's song lyric "lce Cream™: A discourse analysis.
Journal of Applied Studies in Language, 5(1), 1-9.
https://doi.org/10.31940/jasl.v5i1.2281

Shahzad, R. (2017). Here’s the unexpected reason why Korean Language courses are so
popular at U of T. CBC.

https://www.cbc.ca/news/canada/toronto/programs/metromorning/korean-interst-

1.4022395

135


https://doi.org/10.1075/scl.22
https://silo.tips/download/lessons-from-k-pop-s-global-success
https://doi.org/10.1177/1354816619837111
https://seoulspace.com/top-20-kpop-entertainment-companies-ranked/
https://doi.org/10.31940/jasl.v5i1.2281
https://www.cbc.ca/news/canada/toronto/programs/metromorning/korean-interst-1.4022395
https://www.cbc.ca/news/canada/toronto/programs/metromorning/korean-interst-1.4022395

Shim, D. (2006). Hybridity and the rise of Korean popular culture in Asia. Media Culture &

Society, 28(1), 25-44. https://doi.org/10.1177/0163443706059278

Shin, H. (2009). Have you ever seen the Rain? And who’ll stop the Rain?: The globalizing
project of Korean pop (K-pop). Inter-Asia Cultural Studies, 10(4), 507-523.
https://doi.org/10.1080/14649370903166150

Smarnmit, S. (2020). The strategy of using foreign idols to make K-POP entertainment
companies success in global market: The case study of Thai K-POP idols [Master's
thesis, Chulalongkorn University Theses and Dissertations (Chula ETD)].
https://doi.org/10.58837/CHULA.THE.2020.282

Spich, R. (1995). Globalization folklore: Problems of myth and ideology in the discourse on
globalization. Journal of Organizational Change Management, 8(4), 6-29.

https://doi.org/10.1108/09534819510090196

Swanson, S.C. (1992). A cross-disciplinary application of Greene, Caracelli and Grahams'’s
conceptual framework for mixed method evaluation [Unpublished doctoral

dissertation]. Georgia State University.

Takeda, A. (2014). Japanese-Korean international marriages through the Korean wave in
Japan, In V. Marinescu (Ed.), The global impact of South Korean popular culture:

Korean Wave (Hallyu) unbound (pp. 35-45). Lexington Books/Fortress Academic.

Tashakkori, A., & Teddlie, C. (1998). Mixed methodology: Combining qualitative and

quantitative approaches. Sage.

136


https://doi.org/10.1177/0163443706059278
https://doi.org/10.1080/14649370903166150
https://doi.org/10.58837/CHULA.THE.2020.282
https://doi.org/10.1108/09534819510090196

Thomaidou, S., & Vazirgiannis, M. (2011). Multiword keyword recommendation system for
online advertising. International Conference on Advances in Social Networks

Analysis and Mining. 423-427. https://doi.org/10.1109/ASONAM.2011.70

Tikhomirova, D. N., & Kuzmina, K. G. (2022). English as a key factor of popularity in the music
industry (on the example of musical groups BTS, Black Pink, Maneskin). In
K. V. Zemlyakova (Ed.), Topical Social, Communication and Language Issues
(pp. ?). Bonch-Bruevich Saint Petersburg State University of

Telecommunications.

Trigo, L. A . (2020). Performance and K-Pop Stans: Digital activism in 2020. PopMeC

Research Blog.

https://www.researchgate.net/publication/346922427 Performance and K-

Pop Stans Digital Activism in 2020

Vaughan, E., & Clancy, B. (2013). Small corpora and pragmatics. The Yearbook of Corpus
Linguistics and Pragmatics, 1, 53-73. https://doi.org/10.1007/978-94-007-6250-

3 4

Wallis, S. (2020). Statistics in corpus linguistics research: A new approach (1st ed.).

Routledge. https://doi.org/10.4324/9780429491696

Wang, F., Xue, T., Wang, T. & Wu, B. (2020). The mechanism of tourism risk perception in
severe epidemic:The antecedent effect of place image depicted in anti-epidemic
music videos and the moderating effect of visiting history. Sustainability, 12(13),

5454, https://doi.org/10.3390/su12135454
137



https://doi.org/10.1109/ASONAM.2011.70
https://www.researchgate.net/publication/346922427_Performance_and_K-Pop_Stans_Digital_Activism_in_2020
https://www.researchgate.net/publication/346922427_Performance_and_K-Pop_Stans_Digital_Activism_in_2020
https://doi.org/10.1007/978-94-007-6250-3_4
https://doi.org/10.1007/978-94-007-6250-3_4
https://doi.org/10.4324/9780429491696
https://doi.org/10.3390/su12135454

Yang, J., Bai, Y., & Cho, J. (2017). Smart light stick: An interactive system for pop concert.

Atlantis Press. https://doi.org/10.2991/icmmcce-17.2017.110

Yoon, S. (2014). Cultural identity and Korean historical television
dramas. In V. Marinescu (Ed.), The global impact of South Korean popular
culture: Korean Wave (Hallyu) unbound (pp. 7-17). Lexington Books/Fortress

Academic.

Yoon, K. (2017). Cultural Translation of K-Pop among Asian Canadian fans.
International Journal of Communication, 11, 2350-2366.

https://www.researchgate.net/publication/317089743 Cultural Translation of

K-Pop Among Asian Canadian Fans

Yoon, T-J., & Jin, D-Y. (2017). The Korean Wave: Evolution, fandom, and transnationality.

Lexington Books.

Yoon, K. (2019). Transnational fandom in the making: K-pop fans in Vancouver. The
International Communication Gazette, 81(2). 176-192.

https://doi.org/10.1177/1748048518802964

Yoon, W.-S. (2023). Turkey, Korea blood brothers. Koreatimes.

https://www.koreatimes.co.kr/www/nation/2024/04/113 4062.html

Zellner, X. (2018). BLACKPINK makes K-Pop history on Hot 100, Billboard 200 & more

with 'DDU-DU DDU-DU". Billboard. https://www.billboard.com/pro/blackpink-
138



https://doi.org/10.2991/icmmcce-17.2017.110
https://www.researchgate.net/publication/317089743_Cultural_Translation_of_K-Pop_Among_Asian_Canadian_Fans
https://www.researchgate.net/publication/317089743_Cultural_Translation_of_K-Pop_Among_Asian_Canadian_Fans
https://doi.org/10.1177/1748048518802964
https://www.koreatimes.co.kr/www/nation/2024/04/113_4062.html
https://www.billboard.com/pro/blackpink-k-pop-history-hot-100-billboard-200/

k-pop-history-hot-100-billboard-200/

Zheng, M. H. (2018). Korean pop integration into American music culture. The Science

Survey. https://thesciencesurvey.com/editorial/2018/03/01/korean-pop-

integration-into-american-music-culture/

139


https://www.billboard.com/pro/blackpink-k-pop-history-hot-100-billboard-200/
https://thesciencesurvey.com/editorial/2018/03/01/korean-pop-integration-into-american-music-culture/
https://thesciencesurvey.com/editorial/2018/03/01/korean-pop-integration-into-american-music-culture/

