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Abstract

This thesis represents the first ever study ofLanka’s leading genre of contemporary
popular song covering a period of over twelve yearsl how its artists and principal
audience interpolate ‘global’ and ‘local’ (linguistitnd musical) elements in their invention
and negotiation of the genre. The central objedsvi® articulate the collective linguistic
identity of the genre’s artists and principal ande They are shown to constitute a
community of over 5.5 million youth and young adutif Sinhala ethnicity, more than a
guarter of the country’s population. Notably, tlesalso the first ever study of macro-
societal linguistic identity in a musical contertolving an interdisciplinary linguistic and
musical-structure based approach. Underlying therakobjective the thesis addresses
broader questions about whether our perceptionndf response to language/language-
mixing in music differs from our perception of aresponse to language mixing (language)
in non-musical (i.e. conversational) contexts ahda, how such differences might be
explained in terms of linguistic and/or musico-limgfic structure.

The genre explored is termed ‘Post 1998 Leadind-&mkan Popular Song’ (98+LSLPS):
1998 marks the symbolic year in which the firstgoof the genre emerged and became
hugely popular in Sri Lanka. At present, it inclade&round 300 songs. A community of
practice model (Wenger 1998) is used to describethilee-way relationship between the
artists, audience and songs. The song data anatyseth audio format. Musically, the
songs are heterogeneous involving blends of styéegjing from indigenous Sri Lankan
folk tunes to hip hop rhythms to western classmalodies. These are delivered through
four presentational techniqgues among which rapsamging are dominant. It is English and
Sinhala mixed language lyrics which distinguish fuags as a genre. Not surprisingly,
there is evidence that the community regard thgs@s ‘mixed’: however, they are also
found to regard the songs as simultaneously ‘needii The portrait corresponds to the
community’s identification of the songs as simuétansly homogeneous Sinhala and
Sinhala-Sri Lankan systems on the one hand anddgeteeous multicultural systems on
the other. Exploring the salience of this portedithe level of the songs’ lyric organisation
constitutes the major part of the thesis and isrugial forerunner to articulating the
collective linguistic identity of the community, v is based on interpreting the findings.

Accordingly, 1 advance a novel musico-linguisti@abpical framework based on the notion
of the musical rhythm derived ‘line’ for analysirige songs. The framework is also a
response to the fact that the song lyrics are dhicaiormat rather than being assigned a pre-
determined structure by transcription. The analydemonstrate that the songs’ lyric
structure is entirely congruent with the portrasigned to the songs by their community.
Interpreted in relation to the community’s collgetilinguistic identity, it is described as
representing a form of overarching monolingualisi@riving from active multilingualism
in music. Drawing on the relationship between Satehnicity and the Sinhala language
and the fact that the community members are ofénathnicity, the study concludes by
suggesting that this linguistic profile may be oative of the community’s definition of the
‘Sinhala’ language in this musical domain. Overd#ile study establishes that musical
structure governs the organisation of languagediagg mixing in music and that this is
reflected in how communities perceive languageliagg mixing in music.

Vi
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Chapter 1

Introduction

“Popular music is nothing if not dialogic, the pumtl of an ongoing historical
conversation in which no one has the first or l@std. The traces of the past that
pervade the popular music of the present amoumtai@ than mere chance: they are
not simply juxtapositions of incompatible realiti@hey reflect a dialogic process,
one embedded in collective history and nurturedhieyingenuity of artists interested
in fashioning icons of opposition” (Lipsitz 199(8)9

This thesis is an interdisciplinary (linguistic ardusicological) investigation
constituting the first study of Sri Lanka’s leadiggnre of popular song, its artists
and principal audience. It explores how ‘globalddiocal’ elements are juxtaposed
and blended musically and linguistically in the g®nn relation to the significance
attached to the songs by their artists and prihcgualience in their desire to
simultaneously identify with a Sinhala Sri Lankalemtity and an English-Sinhala
‘multilingual’ Sri Lankan identity. Crucially, thdefining feature of the songs is that
they have mixed language lyrics mostly comprisingylish and Sinhala, the latter
being the first language of over 80% of Sri Lankadpulation. A few songs include
English, Sinhala and Tamil mixed language lyricapping and singing are two of
the four rendition types identified in the songasién, Sinhala pop, ballad and hip-
hop are some of the terms used by the artistseacéeiand the media to describe the

genre.

The core objective of this thesis is to understamdl describe the collective
linguistic identity of the genre’s community of iats and principal audience. What
distinguishes the song data analysed in this thesibat the songs are in their
original* default audio format and therefore without intémrl cues which indicate
clausal boundaries and which underlie most formspafken output. Accordingly,
(and for further reasons explained later), thisdgtintroduces a novel musico-
linguistic analytical framework based on the notmfnthe musical rhythm derived

line for analysing song lyrics in audio format. Té@ecifically South Asian context

! Subsequent to their initial release, some of tmgs have been re-released as remixes. This study
concerns the initial audio form of the songs.



that is the focus of this study is a point of déy@ from which to address issues
surrounding the more general relationship betwesmguage mixing, music and
societal perception. One of the crucial questisnsiow do we perceive and respond
to language mixing (and language) occurring in ¢batext of music? Does our
perception differ from how we perceive and resptmthnguage mixing (language)
in non-musical (i.e. conversational) contexts dmsbi how might this be explained
at the structural level of the languages occuriing musical context? Moreover, the
analytical framework developed in this thesis maysben as a response to Lerdahl
and Jackendoff’'s observation about the need “tatermusical grammar that models
listeners’ connection between presented musicdaseirand the structure he/[she]
attributes to the piece” (Lerdahl and Jackendof83t93, see alsd-iske 1993;
Raffman 1993; Monelle 1992, 2000).

The genre explored is termed ‘Post 1998 (leading) L&nkan Popular Song’
(98+LSLPS) in this study: 1998 marks the symbogaryin which the first songs of
the genre emerged and became hugely popular ihaBka. At present, the genre
consists of around 300 songs. The study demonstthse the artists and principal
audience of 98+LSLPS represent a community excgeBif million Sri Lankan
youth and young adults of Sinhala ethnicity rougbdyween 15 and 39 years of age,
resident in Sri Lanka and abroad. The majority of [Sankans are of Sinhala
ethnicity and comprise over 80% of its total popiol& the 98+LSLPS community
members resident in Sri Lanka represent over ateuaf the country’s total
population (Department of Census and StatisticadHaok 2010).

It is initially necessary to clarify the use of thenstruct ‘mixed language’ in this
study as defining the songs. In the strictest seasenixed language’ refers to a
language arising out of a ‘fossilization of codeatshing [that has] the grammar of
one language and the lexis of another (Gardner+@s12009: 35; see also Bakker
and Mous 1994; Bakker 1997; Matras and Bakker 20@8yus 2003). However,
reference to the notion in this study is to mulgluals’ language mixing (which
would typically be termed code-switching or codedmg) in the context of the

particular song genre under investigation. Indesddemonstrated in the study, the



mixing of languages in the context of the songsairsense reflects a kind of
fossilisation of the language mixes, owing to threque musical environment in
which they are positioned; the difference is theg mixing is the consequence of
active multilingualism by the songs’ artists and diaace. Widespread
multilingualism is a defining feature of Sri Lankalinguistic profile; 98+LSLPS

represents a manifestation of this at the levelagiular culture.

Overall, this thesis is organised into ten chapexduding the present chapter) and
four appendices. Accordingly, chapter 2 providesoaarview of English, Sinhala
and multilingualism in Sri Lanka to facilitate anderstanding of the wider linguistic
context of 98+LSLPS, its artists and principal @mndie. Chapter 3 begins with an
outline of Sri Lanka’s musical development and emwinent to give the reader a
sense of the musical background underlying the utioml and development of
98+LSLPS. It then introduces 98+LSLPS detailing defining features and
explaining the reason for terming the genre ‘P@88lleading Sri Lankan Popular
Song'. The rest of the chapter provides an ovenoéwesearch relating to language

mixing in music, in particular 2dand 2% century music.

A detailed description of the artists and principaldience and the relationship
between them is provided in chapter 4. Wenger'98) proto-type ‘Communities of
Practice’ (i.e. CofP) model, typically used to dése small closely located groups of
individuals is employed for this purpose: the #stignd principal audience of
98+LSLPS are shown to resemble a CofP despite iaamgg over 5.5 million
individuals. The reasons for adapting Wenger's@tgpe are also explained in the
chapter. An important aspect of chapter 4 is thesqmtation of a portrait of how
98+LSLPS is regarded by its CofP. Notwithstandihg songs’ defining mixed
language lyrics, the genre is assigned an idethiy incorporates two seemingly
paradoxical counterparts. Specifically, the somgsprojected as being ‘mixed’ and
simultaneously ‘not-mixed’. In other words, the gerare seen to be considered as
simultaneously mixed and not-mixed by the commumtyheir negotiation of the
genre which in simplistic terms involves primaritiie recursive communication (by

artists) and reception (by the principal audienaaminers) of the songs. The portrait



draws on a spectrum of sources ranging from semétsired interviews with the
98+LSLPS artists and selected audience membeesxdimring how the songs are
projected in the media (e.g. radio networks, pand electronic media). Moreover,
Wenger’s (1998) CofP model includes two complenmgntamponents: the CofP’s
‘participation of their practice’ and their ‘reiion’ (i.e. their output which in

98+LSLPS are the songs). Chapter 4 represents@oration of the former.

Chapter 5 introduces the 98+LSLPS song sample selin chapters 7, 8 and 9.
They represent the leading songs of the genre ketd@98 and 2009 and are part of
a song sample consisting of two sets of eight andags respectively with each set
selected according to a specific method, the lagermvolving the evaluation of data
relating to nearly 300 songs. The reason the sarggdescribed in a separate chapter
is because they form the basis of the analyseshapters 7, 8 and 9 and are

consequently the focus of the analytical framewdekeloped in chapter 6.

Accordingly, chapter 6 introduces the new musiogplistic analytical framework
based on the notion of the musical rhythm derivied for analysing the songs.
Crucially, the development of the framework coreggs to the attempt to explain
the 98+LSLPS CofP’s ‘portrait’ of 98+LSLPS at thevél of 98+LSLPS lyric

organisation. Consider the following.

L60 [(M) _sangabodhi maligavedi na
/ sagobo:01  maligavedi may/
(Fm) = | see ya grooving to this]

Sangabodhi palace-the-in |
{Sangabodhi in the palace I}

L61 [(Fm) This is our histo-
(F) histo-
(M) daeka
Bako /]
see-having
{having seen}



L62 [(Fm)-ry  This is all about who we are
(M)pranehani venta baeta dem

pmehant vents bato Oem /

(Fm) Who we]

life-harm happen-to beat will
{(Dwill beat (him) to (cause his) life harm}

L63 [(Fm) Are and its no mystery (N)ri
[{ri/
(Fm) Myste- ]

shri

{(Shri}

The extract belongs to a famous 98+LSLPS song,lyiso part of the sample
Observe the mix of English and Sinhala at diffelerels in the extract. On the one
hand, the extract when viewed in its entirety carsben to contain both languages.
Equally, we find the integration of languages witk&ch line in the form of English
and Sinhala lines occurring horizontally which meahey are communicated
simultaneously. However, as already stated, thd. S8PS CofP identify the songs
as being both ‘mixedand ‘not-mixed’. For example, comments such as “moghef
songs are mixed with both Sinhala and English” @éas De Silva: interview:
2009).and “as a mix of the west and Sinhala is hlmsvsongs are communicated”
(CAC-3% interview: 2009) portray the songs as heterogasie®n the contrary,
comments such as “there was a need for one langaagemedium for everyone to
feel comfortable and communicate” for a “unifiedoguct [with] no division”

(Santhush Weeraman: interview: 2009) portray tlhiggs@s homogenous systems.

The challenge of trying to reconcile this portraitthe level of the song lyrics is
particularly apparent in the obvious conflict bedéwethe ‘not-mixed’ counterpart of
the portrait and the language mixing which chargss the song lyrics. Moreover,
the comments of the CofP members about the soegmigthe portrait, concern the
songs in their entirety as well as aspects of thiemm:only by evaluating the salience

of the portrait at the level of the songs’ lyri¢sat we can determine whether the

2 Appendix 2 contains the complete lyric and fultails about the conventions used for transcribing
and translating the sample lyrics.
% 98+LSLPS audience member: refer appendix 1 faildet



portrait is reflective of the CofP’s linguistic idiity. Chapter 6 also includes a brief
discussion of linguistic perspectives/models usea@ralyse and understand mixed
language phenomena. It too highlights the need dor alternative analytical

framework in order to address audio data like 984RS.

Together, chapters 7, 8 and 9 represent a thréaupalysis of the 98+LSLPS sample
in terms of the analytical framework advanced iapthr 6. Accordingly, though not

explicitly stated in the chapters, the analyses lbanseen to correspond to the
exploration of the second component of the CofP ehothe CofP’s reification

(Wenger: 1998). Overall, the dual (mixed and nated) identity assigned to the
songs by their CofP is found to be entirely congtw the level of the songs’ lyrics.
Chapter 7 explores the songs in terms of grammiaaptér 8 does so in terms of
song theme. Moreover, chapter 8 concludes withseudsion about the relationship
between 98+LSLPS lyrics and English and Sinhalguage varieties in Sri Lanka.

Chapter 9 applies the analytical framework to the@e in terms of an exploration
of the relationship between the lyrics and musisaiucture. Generalisations
regarding 98+LSLPS grammar, theme and its musleatents and the relationships

between them are addressed in the course of tigsasan all three chapters.

Having established the relevance of the dual itleassigned to the songs by their
CofP at the level of the songs’ lyrics, the conalgdchapter involves returning to the
core objective of the thesis by interpreting thalduixed and not-mixed identity in
terms of the 98+LSLPS CofP’s collective linguigtientity.



Chapter 2

Sinhala, English and multilingualism in Sri Lanka: An overview

“The dividing lines between languages, like thoséwleen dialects, are hidden in
transitions. Just as dialects are only arbitrargdsusions of the total surface of
language, so the boundary which is supposed torateptwo languages is only a
conventional one” (De Saussure 1959: 204).

2.1 Introduction

This chapter provides an overview of the two camgliages of 98+LSLPS lyrics,
Sinhala and English. It includes a descriptionhe&fit development in and impact on
Sri Lanka, the speakers of these languages inipdspendence Sri Lanka and the
overall nature of and entailed analytical challengmsed by the (multilingual)
linguistic output of these speakers. Accordingbgteon 2.2 deals with Sinhala; 2.2.1
outlines its development, 2.2.2 describes its spmsakvhile 2.2.3 provides a
description of some core linguistic properties asged with the language with
reference to the categories of vernacular andatiyeBinhala according to which it is
typically defined. Then 2.3 explains the developmanEnglish in Sri Lanka and
speakers; 2.3.1 provides a description of the Istguproperties attributed to the
standard variety of English spoken in Sri Lankecti®a 2.4 engages in a discussion
about the linguistic output of the speakers of ¢hlesguages and entailed analytical
challenges focusing especially on a recent studigrgglish-Sinhala language mixing

in Sri Lanka. A conclusion and summary of the chafiillow in section 2.5.
2.2 Sinhala

2.2.1 Its development

The Sinhala language is native to Sri Lanka arghig.1 if not LZ to over 80% of
Sri Lanka’s gross national population of over 2@lion and as such, is the country’s

dominant language (Department of Census and $tatistri Lanka-Census year

4 L1 = first language. L2 = second language.



2001; see also, K. N. O. Dharmadasa 2007; Goones@k@5: 19; The Government
of Sri Lanka: website; see also De Silva 1979). il.avtalay, Arabic and English are
among the other languages of Sri Lanka coexistiitly $inhala. The dominance of
Sinhala in contemporary Sri Lanka is obvious in fhet that it is the principal
language of the country’s audio-visual, audio andtpnedia (see Senaratne 2009:
33).

The evolution of Sinhala corresponds to Sri Lankaisy standing involvement in
the region since ancient times as a member of East‘West’ trading negotiations
concerning the sale of spices, pearls and eleph@his history gave rise to diverse
linguistically defined ethnic communities who caclieely comprise the country’s
population. The country’s main ethnic communitiee #he Sinhala community
(comprising over 80% of its population) for whorm&ala is an L1 or L2, Tamils for

whom Tamil is an L1 or L2, Muslims (7% of the coyd population) consisting of

two sub-groups, the Moors and Malays with Arabid dualay functioning as an L1

or L2 to each sub-group respectively, and the Bemghconstituting 1% of the
population) for whom English is an L1 or L2. Tanslthe L1 of the second largest
ethnic group in Sri Lanka (Department of Census @tadistics; Goonesekera 2005:
19: The Government of Sri Lanka: website-the couistin of Sri Lanka). Today,
Sinhala and Tamil are Sri Lanka’s official languagehile English occupies the
constitutional status of a ‘link’ languaye

Having evolved in relative isolation owing to itsland location, Sinhala tradition

associates the advent of Sinhala in Sri Lanka thth final passing away of the

® The introduction of Tamil to Sri Lanka owes to tival of the Dravidians to the Island. 177 B.C.
is cited as the year in which Anuradhapura, the ttepital of the country came to be ruled by two
South Indians for twenty years followed by anothElara tens year on, who, according to the
religious-historical chronicle thslahavamsaheld power for over forty years. So by thé Gentury
B.C, the influence of the Dravidians on Sri Lankaswparticularly marked (De Silva 1988). The
Burgher community evolved as the consequence efrirdrriages between Sri Lankans and members
of the Portuguese Dutch and British communities winabited the island during the periods when it
was under occupation by the Portuguese, Dutch aitidhB

6Although accorded ‘official’ status in the NorthchBast of the country under the ‘special provisions
act of 1958, it was not until 1972 that Tamil waoaled constitutional provision albeit as a
‘national’ language of the country and it was oimlyl987 that Tamil was granted equal status and
declared an ‘officialand ‘national’ language along side Sinhala.



Buddha parinibba/na) around 544-543 B.C. Some scholars agree that thitsl be

a plausible dating owing to the existence of oldh&la inscriptions belonging to the
second and third centuries B.C (Gair 1998: 3; dee Adikaram 1946; De Silva
2005; De Silva 1997). The proto-type form of Sirhial referred to as tHelu/Hela-
basava(‘Hela-Language) (See also Gair 1998: 218). The precise originshef
language, however, remain debated among scholace $he language possesses
linguistic characteristics that on the one handysgginfluence from Northern Indian
Indo-Aryan languages while others are suggestiveootact with Southern Indian
Dravidian languages, in particular Tamil-Malayafathe monolithic linguistic form
that existed prior to its separation as Tamil andlayalam which are today
recognised as separate languages. Some notabsexfgenth century influences on
Sinhala include the North Indian Sanskrit and Rahguages. Pali, the most
researched descendent of Prakrit (a term used roteglencient Indian vernacular
languages) was the language of the Therevada Bstdstfriptures introduced to Sri

Lanka along with Jainism and the Brahmi inscripgion

Moreover, Buddhism played an influential role ie thevelopment of Sinhala and the
two remain inextricably linked: Sinhala is the lingtic core of Buddhist practice in
Sri Lanka (Adikaram 1946; Paranavithane 1967; Walpdhero 1966).
Consequently, a plethora of Pali (including Sarskerms made their way into
Sinhala reflected in the various Sinhala repersoinsed for formal educational,
administrative and in particular religious purpodasrthermore, the earliest writings
of the Sinhala people were in Pali (De Silva 2088 also Ludowyke 1956: 91;
Scott 1994). It has also been suggested that @imhaght have been influenced by
the now nearly extinct non-Dravidian language/syratassified as Sinhala dialects)
spoken by the aboriginal community, (tdeddha} who inhabited Sri Lanka prior
to the evolution of the Sinhala language (Gair 1998see also Dissanayake 1976:
19).

" Nationalist discourse relating to language noras dften tended to ascribe an elevated statussto th
form as representing the ‘pure’ and hence authémtin of Sinhala.

® The areas of similarity include the lexicon, phimgy, morphology and syntax (Gair 1998: 4-12; see
also Karunatillake 1974; Silva 1961).



Subsequent influences on Sinhala have includedyya@kmil, Portuguese Dutch'®,
and English. Tamil made a notable contribution e expansion of the Sinhala
vocabulary (Karunatillake 1974; see also Gair 1998or examples and De Silva
1967) while Geiger (1938) suggests that Tamil atdluenced Sinhala phonology,
morphology and syntax. The exposure of SinhalaRortuguese, Dutch and English
followed the country’s successive colonisation Iy Portuguese, Dutch and British
between 1505 and 1948 (Rogers 1994, 2004). UnhikeQutch and Portuguese
languages whose influence on Sinhala waned aftesdttlers left the Island, English
continued to influence Sinhala after Sri Lanka gdimdependence from the British
in 1948 and remains the dominant linguistic infloeron Sinhala in contemporary
Sri Lanka.

A key factor that contributed to the persistenceEafylish influence on (Sinhala)
across the threshold of the country gaining inddpane was its status as the
country’s official language between 1796 and 1%tecifically, the British declared
English the official language of the country (tH@eylon) in 1796 (the year when the
country came under British colonisation): the |aaggi retained this status until 1956
when the Official Languages Act No33. (also knoventhe ‘Sinhala Only Act’)
declared Sinhala the sole official language of l%mka (The Government of Sri
Lanka, constitutiotf). The socio-cultural economic and political infoe English
exerted as a consequence of its constitutionalstdverely undermined the status
of Sinhala. However, as explained in section 28 displacement of English in 1956
did not prevent it from continuing to occupy thatas of a dominant language of Sri

Lanka’s linguistic fabric and influence on the dieyenent of Sinhala.

Importantly, the legislation of Sinhala as the @#l language of Sri Lanka in 1956
was analogous to consummating Sinhala as the stiguore of Sri Lankan society
and culture (Dissanayake 1976: 33). The legislaivas therefore, an explicit act of

® For research on the linguistic and other influsneePortuguese on Sri Lanka refer De Silva (1972),
Gunasekera (1891: 368-75) and Winius (1971; seettathern 2006).

1 For research on the linguistic and other influsnoeDutch on Sri Lanka see Gunasekera (1891:
375-378), Hart (1974) and Sannasgala (1976).

' The Official Languages Department of Sri Lankah only authority vested with the power to
implement policies pertaining to language in tharaoy.
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opposition to the dominance of English in the adstiative and educational sectors
of the country and the adoption of English as anblla minority of Sri Lankans,
referred to as the ‘Ceylonese elite’ and descriimedection 2.3 (Wickramasuriya
1976: 17; see also De Silva 1997). A nationalishh8la-Buddhist’ socio-cultural
revival during the second half of the nineteenthtagy was among the earliest and

most notable consequences of the legislation (Dadasa 2000: 148).

2.2.1 The speakers of the Sinhala language

It has already been stated that the Sinhala ettomemunity include the dominant
speakers of the Sinhala language. More specyitiad vast majority of habitual/L1
speakers of Sinhala belong to the Sinhala ethnmmnoonity while nearly all
individuals of Sinhala ethnicity, certainly thossident in Sri Lanka, will have some
knowledge of the langualfe(De Silva 2005; De Silva 1979; De Silva 1997;
Paranavithane 1967; Spencer 1990). Of course, utdMme wrong to assume that all
speakers of Sinhala are of Sinhala ethnicity. Mamgmbers of Sri Lanka’s ‘non-
Sinhala’ ethnic communities also possess knowledginhala using it regularly for
both domestic and instrumental purposes. Howelieryast majority of speakers of
Sinhala as an L1 are of Sinhala ethnicity. The comity are dispersed across the
country. However, most individuals of Sinhala etityireside in the southern part of
the country with urbanised areas containing a @aerly high concentration of
individuals of Sinhala ethnicity (Department of Gaa and Statistics, Sri Lanka —
Census year 2001).

Crucially, the association between the Sinhaladagg and individuals classified as
being of Sinhala ethnicity is important: the Sighdhnguage is regarded as the
linguistic core of the Sinhala ethnic community ri@@atne 2009: 70-73; see also
Bandaranayake 1986; De Silva 1988; Dharmadasa 19@ncan 1990;
Gunawardane 1990; Holt 1991; Jeganathan 1985; Kef§#l; Malalgoda 1970;
Nissan and Stirrat 1990; Rajasingham-Senanayak®; B8berts 1993, 1994, 1996,

12 This was not always the case. Roberts, for exanofdans that there were families who considered
themselves of Sinhala ethnicity but who spoke Tahihome in early-to mid Z0century Sri Lanka
(Lanka-library: website; see also Gair 1998: 214 ).
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1997, 2000, 2001, 2002, 2003; Spencer 1990). In&asdld (1984) explains that it

Is usual for language to be congruent with etheéntity.

2.2.3 Some structural features of contemporary Sirdla

Traditional descriptions of Sinhala have tendedlassify it as diglossic (Ferguson:
1959), including vernacular/spoken styles on the lmend and written/literary/formal
styles on the other (Cardona and Jain 2003; Dhaas@aad000; Gair 1998: 13, 213-
214, 220-221, 305; Herath 2006; Premawardhena 2088y example, the
dominance of Pali and Sanskrit is regarded as aypitliterary Sinhala. Therefore,
Buddhist religious practice and discourse are @adrly noted as reflecting literary
Sinhala. More specifically, it was stated in 2.that Pali and Sanskrit influenced the
development of Sinhala owing to their associatioithwBuddhism (see also
Malalgoda 1970; Scott 1994). Consequently, Pali &adskrit terms have tended to
substitute for colloquial equivalents in specifisdgihist religious formal contexts

Sinhala is left-branching and its default word ordeSOV. However, SVO OVS
and OSV organisations are equally permissible aowyrin both literary and

vernacular Sinhala (see Gair 1998: 127) though mpostalent in the vernacular.
These syntactic traits of Sinhala correspond to ctenplex derivational and
inflectional system comprising mostly suffixes: fbditerary and spoken Sinhala
distinguish a number of cases (Gair 1998: 13*43&xamples [1] to [6] represent all

the subject, object and verb combinations occurinngpntemporary Sinhala.

[1] mama gedere giyaAhome went’ — SOV
[2] mama giya gederd went home’ — SVO
[3] gedere mama giyahome | went’ — OSV
[4] gedera giya mamahome went I’ — OVS
[5] giya mama gederawent | home’ — VSO

13 For research on vernacular Sinhala refer Gair §L,98arunatillake (1998), Paolillo (1987) and
Fairbanks, Gair and De Silva (1994, 2001). Forditg Sinhala including samples, a glossary and
grammatical analyses of the form see Gair and Kaillake (1976).

% For details about Sinhala morpho-syntax refer Blaatasa (1967), De Silva (1967), Dissanayake
(1991), Karunatillake (1969, 2001), Sannasgala §),.9ilva (1961) and Weerakoon (1982, 1988).
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[6] giya gedera mamavent home I' - VOS

The language’s amenability for varied word ordecamplemented by the fact that it
is a super pro-drop language, a feature partigugsparent in the vernacular form
(Gair 1998: 127) and illustrated by the empty praim@l in the exchange between A
and B in [7]:

[7] A:ave nethe?
Trans: didn’'t came?’
B:ouava

Trans> yes came

Importantly, notwithstanding the association of Iaila with two core forms, there
exist indications particularly at the lexical lewd#lcontemporary (post independence)
Sinhala that the division between the two categongay not be as stark. For
example, the third person singular pronohathemdhe) andothomo(she) represent
a set of pronouns classed as literary pronoungnfeas differentiated from
‘acquired’ forms. Eya (s/he) the third person singular pronoun and delgesd
equivalent typically serves as the quotidian spofeerd hence ‘acquired’) form (see
also Gair 1998: 216). Yatyacan and does also occur in written Sinhala. Likewis
Sinhala verbs also inhabit multiple identities iottb forms. For example, the
inflected verbal correlates of the verb lobllamiandbalamucorresponding tthe
first person singular and plural pronoumama‘l’ and api ‘we’ respectively are
normally associated with literary Sinhala. Howewbe forms command salience in
both writtenand spoken contexts. The Sinhala vernacular equivagbgalanawa
(Gair 1998: 216). Importantly, neither of the véobms associated with literary and
vernacular Sinhala can be considered exclusivehémnt Furthermore, Pali and
Sanskrit elements (associated with literary Sinhedan be found in both vernacular
and literary Sinhala. As will be explained in clexp8, 98+LSLPS demonstrates a
blurring of the diglossic spoken and written coupéets according to which Sinhala

is typically classified.

15 Trans. is an abbreviation for translation.
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What follows are brief descriptions of some of #ey morpho-syntactic features
corresponding to the primary Sinhala word claseaad in 98+LSLPS. Some of the
features are directly connected to the integratbienglish with Sinhala. As will
become evident in the analyses of the songs intetsaf, 8 and 9, examples of the
word classes in 98+LSLPS differ from how they appeahe following discussions
owing to the musico-linguistic framework through ielh 98+LSLPS lyrics are
shown to be organised.

Nouns
Sinhala nouns inflect for case and are an opers.cBx®adly, as listed below, seven

cases can be identified for Sinhala nouns alth@aghe scholars exclude the locative

case from this category (see Gair 1998: 13-24).

DIRECT putuwa’(the) chair’ lamaya‘(the) child’
DATIVE putuwate lamayate
GENITIVE putuwage lamayage
INSTRUMENTAL putuwen lamayagen
pututhia lamayathtfi
ACCUSATIVE - lamayawe
VOCATIVE - lamayo
LOCATIVE putuwele e

The accusative, instrumental and locative caseg ootur with a comparatively

limited set of substantives while the rest are camito nearly all substantives.
Verbs
Sinhala includes twenty-five verb forms derivingrfr aspects of past and non-past

tense, themselves structured around verb stemsstingsof both roots and roots
with derivational affixes (Gair 1998:17-18). Accord to traditional classifications,

®The underlined formswathin and yathin represent phonological assimilation following the
integration ofputuweandlamayawith athin.
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Sinhala vernacular verbs are not required to ekBilhject verb agreement whereas
literary verbs are expected to do so. In other wo&inhala vernacular verbs are not
marked for person, number or gender. Instead dessigfix accompanies Sinhala

vernacular verb roots (refer Dissanayake 1976r @famplesy’.

There also exists a highly productive class of &krbominals involving the
conjunction of the suffixeke(which represents both the inanimate numeral ‘amel
the definite article ‘the’) with verbkarana-ekethe (act of) doing’,kana-ekethe
(act of) eating’ are two examples. The suffix giéays a leading role in assimilating
English inanimate nouns into Sinhala. As shownda][and [9b] the suffixeke
serves as a definite article ‘the’ to mark an Estglhoun as a singular inanimate noun

while its variantekakserves as the indefinite counterpart.

[9]

a caeke
Trans: the car
b car ekak

Trans: a car

Sinhala phrasal verbs (a form which may be optlignatrbal followed by a verb
stem containing the main inflection) also featureontexts of English occurring in
Sinhala clauses. [10a] presents an example of halirphrasal verb involving a
Sinhala verb (earn) and the Sinhala progressivacye karanava(doing) (Gair

1998: 19): [10b] presents an example of the sarngressive participle occurring

with the English verb ‘slice’.

" The language also contains conditional verbssiceed set of quasi-verbs with the number of verb
forms ranging between four and six (Gair 1998: 1®ynditional verbs are formed through the
conjunction of tensed verbs with the suffith (or —ethdepending on the phonological environment of
the verbal stem that attaches to the suffix).
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[10]

a hamba karanavdindeterminate stem + PROG-patrticiple)

Trans: earning

b slicekaranava

Trans: slicing

Note that section 2.4 explores the sociolinguistiplications of such English and

Sinhala assimilation.

Postpositional particles

Postpositional and substantive particles compige ttvo forms of postpositional
particles found in Sinhala. The former is made aftiples that combine with
substantives to form postpositional phrases; theyat by themselves inflect for
case: e.gthamai‘is’ as in eke_thamaiprashne‘that is the problem’ (see Gair for
other examples 1998: 22). Substantive particldedahfor case and govern the case
of the particular phrase they create upon conjonctvith a substantive (Gair 1998:
22). [11a] and [11b] containing the base and iméldcforms of the particleda

(above) respectively illustrate this:

[11]

a lamayavauda thibba— ‘the child_ aboveplaced’

b lamayava_udirthibba— ‘the child_on abovelaced'.

Furthermore, Sinhala also includes particles whigiction as focus forms, as the

focus of a focused clause, or following either abver non-focused clause. The

interrogativeda /do/ reportativelu /lu/ particles and a few emphatics are among

notable examples. These in particular, occur reyula Sinhala mixed language

clauses (Senaratine 2009; see also Gair 1998: 53).
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Adjectives

Sinhala adjectives manifest in a number of ways,nierging of roots with selected
post-position particles being one wayath and vath are two semantically similar
suffix counterparts which occur regularly: for exgethe adjectiveishnavath ‘hot’
involves the merging of the noun ragsthnawith the suffixwath while the adjective
vashpanath ‘steamy’ involves the merging of the noun rootvashpa‘steam’ with
the suffix math. The deletion of particles in substantives (e.g. ddgctiverasne
‘hot’ derived from the deletion of the particle from the nounrasneye ‘heat’) is
another way in which Sinhala adjectives are fornidakre are also a few uninflected
forms which represent dual adjectival and (predamily plural) substantive status
(e.g. pol as plural noun ‘coconuts’ and as adjective ‘catbas inpol piti-‘coconut

flour’).

Adverbials and adverbs

Particularly differentiated on the basis of instental and dative case
representations Sinhala adverbials are a robuss derived through the inflection of
both substantive and adjectival counterpart for@air 1998: 44; Reynolds 1995:
134). [12a] and [12b] contain clauses with advdsbiapresenting the instrumental

and dative cases respectively.
[12]
a mang eke auwen pichchuwa
I that sun-by (deliberate use of by ‘I'purnt
Trans: ‘I burnt iby aid of the sun
b mangauvate pichchuna

I sun — by (‘I' as recipient) ofburnt
Trans: ‘I was burrity the sun (The sun burnt me)
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Sinhala adverbs are a restricted class exclusiwengplementing either predicators
or clauses in their entiretyantan‘barely’ and nitere ‘often’ being two examples
(see also Gair 1998: 22, 40-41, 97; Reynolds 1998:144).

Demonstratives

Sinhala has a unique four-way deictic system ctingisof four primary
demonstrative rootane ‘this’ (1 proximal), oye ‘this’-further way (2% proximal),
ara ‘that’ (distal) ande ‘that’-furthest (anaphoric) which substitute forums and
noun phrases and inflect for gender. The first pnak (‘this’) inflects for four forms
of the demonstrative pronoun (Gair 1998: 23). Tdraaining three inflect for fewer
forms as illustrated by the three forms comprisihg anaphoric demonstrative

‘that’ (referring to a temporal and/or spatiallgtint context) in [13F.
[13]

a.eke'that one /it' — inanimate ( e.gke giya It left’)

b.eka' It — non-human male or a derogatory male humeuy.éka giyalt/He left’)
c. eki ‘It- non-human female or a derogatory female hurtag. eki giya‘lt/She
left’)

Pronouns

Sinhala contains specific first and second persmmquns while third person

pronouns are based on the demonstrative pronosessdied previously. All three
categories inflect for number while second anddtiperson pronouns also inflect for
gender. A number of alternatives are availablellinheee categories corresponding
to a complex network of differing levels of forntgli Not only is there significant

semantic variability in associated levels of forityabetween these alternatives in
each category but the variability, a salient featoir ‘vernacular’ Sinhala, extends to
literary Sinhala as well. Moreover, Sinhala pror®ane grammatically optional as

'8 (13b) and (13c) are often used to refer to indisid in a derogatory sense in both vernacular and
literary Sinhala.
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especially evident in the vernacular. This corresjsoto the previously stated fact

that Sinhala is a pro-drop language, a featurecgspeapparent in its vernacular.

2.3 The development of English in Sri Lanka and Sriankan English/es; an

overview

As stated previously, the English language wasodhtced to Sri Lanka, then
‘Ceylon’, by the British (who succeeded the Dutoch)l796 as the colonial rulers of
the Island. English was made the country’s onlyca@f language in the same year
and although the country was granted independand®48, English remained its
official language until 1956. The British ‘visiowas both ‘commercial’ and ‘civil’
and therefore, involved developing a system thaiated both these aspects unlike
the specifically commercial motivations of the poess European occupants of the
Island, the Portuguese (1505-1658) and Dutch (I6%8)'°. English played a
decisive role in this enterprise. Sri Lankans rdgeduin to the new bureaucracy
established by the British were required to havevkdadge of English which meant
that English became the language of the countrgmiimistrative spheres and
linguistic core of a new social structure. Dutche tlanguage of the colonisers
preceding the British, and the vernaculars, Sinlzad Tamil were displaced (C.
Fernando 1976; Goonesekera 2005). English wasratste the sole language of
instruction in most (urbanized) schools and renthise until 1956 (Goonesekera
2005: 16; Raheem: 2005). Consequently, Englishrheca means of social mobility
within this newly evolving social structure (sesalGoonesekera 2005; Kandiah
1984, 1991; Parakrama 1995; Rogers 1994, 2004).

These developments gave rise to a Sri Lankan midliss ‘elite’ community
comprising members from most of the ethnic groupsl @astes and defined
exclusively in terms of their adoption of Englisbr fdomestic and instrumental

purposes. The adoption of English as a virtual eotongue’ by this group can be

19 Notwithstanding the dominantly ‘commercial’ intete of the Portuguese and Dutch colonizers, a
number of lexical items did enter the vernaculaglzages, some of which were also subsequently
appropriated into the localised variety of Standamgjlish spoken by Sri Lankans. Certain historical
accounts (see Tennant: 1850) attest to the presaleh(Portuguese and Sinhala/Tamil) bilingualism
among Sri Lankans in some of the Maritime Provird@sng the period of Portuguese occupation.
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said to represent the genesis of ‘Standard Sri &ankr ‘Lankan’ English
(Canagarajah 2005a: 422; S. Fernando 1985: 42;rKac986: 41; Kandiah 1984;
Meyler 2007: xi), the form regarded as the standamnch of localised English in Sri
Lanka, henceforth SSLE. However, notwithstandingjrtladoption of English as a
first language, members of this community did aodtiue to possess knowledge of

one or more of the vernacular languages (C. Fem&tfivo).

The subsequent institution of Sinhala as the @lffiinguage of Sri Lanka in 1956,
had an important impact on both the developmerirglish in Sri Lanka and Sri
Lankans’ attitudes towards it. On the one hand JiEmgontinued to occupy a central
place as ale factoofficial language in senior administrative domamfighe nation’s

state sector.Today, it is a lingua franca of the private se¢®enaratne 2009: 12)
and the principal medium of instruction in educatat tertiary level: English is the
principal medium of instruction of most degree @@ in Sri Lankan universities
(Raheem 2005 see also Herath: 2006). Consequethity,denationalisation of
English did little to reduce its overall statusaasimportant tool of communication

capable of promoting upward social mobility.

On the other hand, however, the establishment oha&a as the only official

language of Sri Lanka meant that English was ngdothe medium of instruction in
local schools notwithstanding the continuing statdsEnglish as an important
language in Sri Lanka. Instead, English came tootfered as just one subject
especially in state owned schools (Senaratne 2009:The abolition of the English
medium in school education was followed by a desweia teachers qualified to
teach subjects in the English medium as well ashtéd@e English language. English,
therefore, become increasingly inaccessible tovést majority of Sri Lankans. The
consequence was the emergence of a new generdti&n dankans for whom

English was at best an L2.
Importantly, the inaccessibility of English coupledth its continuing status as a

language of empowerment made it an even more devammodity for most Sri

Lankans. For individuals of Sinhala ethnicity, thed to the growth of resentment on
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the part of speakers of Sinhala as an L1 towardke&kans for whom English was

an L1 and who were regarded as ‘privileged’ byuarof their knowledge of English

(Goonesekera 2005; Pask948; Senaratne 2068) These developments paralleled

the widening of the already existing socio-econorai@ cultural gulf between
habitual speakers of English and L1 speakers ofdneacular languages: the former
became an alienated group despite remaining polvsottietally (Senaratne 2009:
36-37). Kandiah (1984) advances a cogent argunfeghtsoconflict in his analysis of
the notion of th&kaduva the Sinhala term for sword which came (and com®) to
be used as metaphor for the double-edged powededddy Sri Lankan L1 speakers

of English: English as a source of simultaneous@mgpment and alienation.

However, the attitude of speakers of Sinhala at&lamowards English appears to
have been changing in recent times with their ferheestility giving way to a more
affective orientation. More specifically, the majprappear to want to acquire
English and even indigenise it. Representing ov@% 8of the country’s total
population, this attitudinal shift of the Sinhaldn@ic community can be considered
representative of the dominant attitude of Sri lak towards English in
contemporary Sri Lanka. The change of attitudeat unrelated to the prevailing
prestigious status of English as an internatioingiula franca (see also Kachru 1986:
1). The fact that Sri Lankans who have a good comthw@ English enjoy a clear
advantage over those who do not in obtaining enmpéyt in the country illustrates
the prestige and perceived importance of Englistoimemporary Sri Lanka. As will
become clear in later chapters, 98+LSLPS fully cemgnts the observation that
English is no longer regarded with the hostilitgttit was formerly.

The current demand for and growth in privately oaviighglish language teaching
centres also reflects individuals’ recognition dfetimportance of English for
purposes of self advancement in contemporary Stkagsee also Kandiah 1987).
Moreover, next to Sinhala, English is a dominamiglaage of local print and

electronic media such as the radio, television, spapers and magazines.

%0 The impact of these linguistic developments onatier minority communities is not addressed in
this discussion since the focus of this thesisgiestto Sri Lankans of Sinhala ethnicity.
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Importantly, these including the internet consétihe leading informal avenues
through which the vast majority of Sri Lankans gagtess to and acquire English.
Moreover, the fact that the vast majority of Srnkans who wish to acquire English
are compelled to fall back on the services of pelaowned English language
teaching centres and other informal avenues atentasy to the tragic inability of

the country’s mainstream education system to mbet dhallenge of teaching

English.

Nevertheless there have been some significantmatianguage policy initiatives in
recent times to promote English language skillsSm Lanka. Moreover, they
demonstrate the importance being given to Englishthe highest levels of
governance. Most notable among these initiatives we re-introduction of an
‘English medium’ stream in all public schools inG&0giving students the choice of
undertaking their education in either English, @ialiramil or a combination of
these languages (Sri Lanka Government WebsitelardNo.18). The expected
outcomes of these initiatives, however, are ydigseen. According to the national
census figures of 2005 (Department of Census amiis&ts, Sri Lanka), only 362

of a total of 9727 government/public schools wesgported as currently offering
students the option of an English medfdmducation. Furthermore, the census also
revealed that the number of students enrolled amdymg in the English medium in
any grade was under 1% of the total student populatiddri Lankan public sector
school$®. These realities may owe in part to the fact that introduction of the
English medium into public schools remains as yetelatively new initiative.
However, the situation is also a consequence ofsiwere dearth of teachers
qualified to teach subjects in English (let alongglish as a subject) in Sri Lankan

public sector schools (see also Canagarajah 199%2.

21 249 schools were reported to include a SinhalaBarglish medium; 86 were reported to include a
Tamil and English medium while 27 were reportedinolude a Sinhala, Tamil and an English
medium.

22 In order to be deemed eligible to be classed assfgssing an English medium stream’, schools
were expected to demonstrate that they were ablHfén three or more subjects for at least one
grade/school year in English.

23 33,795 students of a total number of 3,942412 wererded as studying in the English medium.
See also Canagarajah (2005) for details about Emtginguage planning issues in Sri Lanka.
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The problem is compounded by the fact that mosthi@s qualified to teach in
English tend to be concentrated in the countryslileg urban cities (i.e. Colombo
and Kandy) and there too the best teachers tebhd tmnfined to the small collective
of more prestigious state and privately owned skshdogher pay being the draw of
the lattef. Consequently, not only do children attending ¢hsshools tend to be
from more affluent backgrounds but wield an edureati advantage. A highly
competitive national level annual scholarship exation organised by the country’s
Ministry of Education for 8 grade students (mostly twelve year olds) is thénma
pathway through which students gain access to higlasses in state run schools.
Consequently, the prestigious state run schoobtéaocin the urban cities attract the
students gaining the highest marks: this cons@gl#te schools’ reputation as the
country’s leading state run schools. However, taedtion system does tend to
ensure that the country’s leading state run schoutkide students from more

varying socio-economic backgrounds compared ta fireiately run counterparts.

Crucially, the majority of the Sri Lankan populatjohabitual speakers of the
vernacular languages (the majority being speake&rhala as an L1), remain the
most disadvantaged when it comes to acquiring Elngh contemporary Sri Lanka.
As a result, they are also the most economicallgllehged Sri Lankans. Their
acquisition of the language occurs primarily thidoute informal avenues listed
earlier. Consequently, these individuals contittuind themselves at the lower-end
of a veiled English language based class systevitituals who regard themselves
as L1 speakers of SSLE in contemporary Sri Lankdtarse who have either grown
up with the language or have had the privilege @hdp educated in the leading
private or public sector schools referred to earlidot surprisingly, therefore,

speakers of SSLE remain a minority. Perhaps thda matsble consequence of the
widespread and expanding usage of English by therityaof Sri Lankans coupled

with the unconventional methods of their Englisiquasition has been the evolution

of various localised forms of English usage. Soasearch do refer to their presence

24 85 private schools were identified of which 31 écitg to 56,947 students) are located in Colombo
(Department of Census and Statistics, Sri Lanka5p0h total the 85 schools were recorded as
providing services to just fewer than 106,000 atttime the study was conducted.
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but as yet, there exists no rigorous linguistic lgses of these forms (see for

example, Parakrama 1995; Goonesekera 2005).

The growth of such diverse manifestations of Emhglisage corresponds to the
growing opacity about the precise grammatical casitpm and identity of ‘Sri
Lankan’ English particularly in relation to its stiardised counterpart, SSLE,
associated with the previously described Sri Lank@mority community and which
until recently was regarded as analogous to SrkaarEnglish. An example of this
is found in Senaratne’s (2009: 54) definition cdu®tard and non Standard SLE. She
states that SSLE is modelled on British English )(BHile non-standard forms of
SLE reflect Sinhala and Tamil, a representationcildiffers from the way in which
SSLE has been defined by researchers such as Karf@281, 1984, 1987,
1991,1994¥°. Senaratne’s (2009: 54) view does, however, apgeaginforce the
results of a recent survey (Goonesekera 2005: 3@efiucted in Sri Lanka in order
to assess language attitudes. Nearly 51% of halspgakers of English resident in
Sri Lanka’s capital Colombo, specifically those sioiered to be part of the minority

of standard Sri Lankan English speakers, claimatltttey speak ‘British’ English.

Furthermore, a more recent sociological trend inL8nka has been the tendency of
affluent Sri Lankans (who include some habitualagees of English) to send their
children to English speaking countries (e.g. USA, @nd Australia) for tertiary

level education. Naturally, the linguistic repergoof the returning Sri Lankans often
reflects the influence the various English vargtgpoken in the countries of their
study have had on them. This, in turn, has alstuented the development of
English locally. The spectrum of accents of thengpresenters of privately owned
English radio networks evocative of American andigr English varieties is an

example. Therefore, the definitions of researchHies Senaratne (2009) are not
entirely unexpected nor are the views of the 51%hefindividuals interviewed for

the afore-mentioned study surprising. Another rea$or researchers’ varying

% Critics such as Dasgupta (1993: 135) comment eruttderlying problematic of pivoting analyses
of so called ‘peripheral Englishes’ on the normsEofglishes deriving from the ‘centre’ circle as
defined in Kachru’'s model of World Englishes (198ge also Mufwene 1994; Pennycook 2003:
519.520)
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definitions of English output by Sri Lankans sedmse either the absence of clear
criteria or conflicting criteria used to distinghishe Sri Lankan habitual speaker of
English from the Sri Lankan speaker of English asL2. For example, Herath
(2006) defines ‘habitual’ speakers of English (they words speakers of SSLE) as
individuals who have a “fairly high level of fluepin the language but who do not
use English as a first language in the home” clagnhat this definition additionally
incorporates L2 speakers of the language”3{69)

What these conflicting projections portend is theead for research focusing on
comparative evaluations of the linguistic (grameltand sociolinguistic) properties
of Sri Lankan English usage variously labelled &S and non-standard SLEs. As
yet, however, most research on English in Sri Lahka focused on the older
‘standard’ form of SLE. For example, the primaryuds of Kandiah one of the
leading contributors to linguistic scholarship ongksh in Sri Lanka (1981, 1984,
1987, 1991, 1994) has been on SSLE or what he téamgan English’ (see also S.
Fernando1985).

What follows is a brief description of some linguedeatures associated with SSLE.
As will become evident in later chapters, the ratese of the description owes to the
fact that English is one of the two languages whsdurce the language of
98+LSLPS and fact that the kind of English foun®8#LSLPS differs from SSLE
and yet in its domain of 98+LSLPS is an ‘L1’ to i&®mmunity of artists and
principal audience.

2.3.1 Standard Sri Lankan English (SSLE) — some atbuted linguistic features

Linguistic features advanced in support of the vibat SSLE is an ‘institutionalised

new variety’ (Kandiah 1987: 3%) are congruent with the view that it is the

% The debate about the identity of Sri Lankan Emglishether or not it comprises sub forms, is not
restricted to academic circles but is widely deBhaite the context of Sri Lankan socio-political
discourse itself straddled within wider discourskating to aspects of national identity.

" See also Kandiah (1981, 1987, 1991, 1994) forilddtanalyses of SSLE.
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consequence of interaction between an ‘originaindard BE model and the
country’s indigenous, in particular Sinhala and Tdanguages, over the course of
the adoption and subsequent indigenisation of Ehghy Sri Lankans (see also
Kandiah 1987: 6f}. Semantic ‘transfer’ is among the contexts refeeen to

highlight the indigenous roots attributed to SSLEhe following are some

example§’,

The use of ‘no’ as a yes-no tag.

[14] Manel is going to come nd®anel is going to come isn’t she?)

The use of ‘no’ as an operator that affirms/ assertinvites assent to the truth of a
proposition (Kandiah 1981).

[15] She couldn’t have been in Colombo. She was her

‘Here’ used in order to secure the attention ofatidressee.

[16] Here, where is that shop?

‘There’ used to draw the addressee’s attentiotheofact that the proposition is an

announcement, often of a novel nature.

[17] There, the Perera’s are planning to sell thait

Similarly the following are examples of featureguwed to have no equivalent
counterparts in any of the languages which havkiented the development of
SSLE and therefore presented in support of the et SSLE is a unique self-

contained language variety.

% The influence of Sinhala on English in Sri Lankgpears more pronounced than that of Tamil:
unsurprising considering that Sinhala is the Lthef majority of Sri Lanka’s population, individuals
of Sinhala ethnicity.

29 Rhythmic, intonational and stress patterns playugial role in nuancing the various meanings of
these expressions.
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‘My’ implying a rather mild sense of wonder.

[18] My, | never thought a packet of rice coulddmeexpensive.

The non-interrogative tag element ‘will you’ attamipto an imperative sentence and

functioning as a way of coercing the addressesderd to the request being made.

[19] Go and collect the parcels, will you, withaamplaining all the time

Kandiah (1981: 95) argues that even though clalikes[19] evoke a degree of
functional resemblance to the Sinhala bound elemkatthey remain distinct and

cannot be considered translations of this SinHalaent.

‘Will you' (Kandiah 1981) attaching to a pledge andso doing evoking a sense of
reassurance and emphasizing the speaker’'s detéionin@ accomplish his/her

pledge:

[20] I will collect the parcel from the post officeill you. So rest assured.

A further feature associated with SSLE involves speaker firstly identifying the
intended ‘focus’ of the clause and then placinig iinitial position (Kandiah 1981).
The speaker thereby engages in a significant ‘comeative act’ by not only
providing the addressee with information but byiaddally signalling the locus of
his/her own attention concerning the informatiohe Tollowing are some examples.
Observe the subtle difference in emphasis betw@8&h &and [26] both of which

contain the ‘same’ information

[21] For one hour | was waiting.
[22] Now itself you want the box?
[23] The lecture is when?

[24] Twenty-five eggs she bought.

[25] Today no mangoes?
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[26] Mangoes today haven't?
[27] Chocolates she likes a lot.
[28] For the explosion it must have broken.

This feature resembles the phenomenon of ‘topiatdin’ (Kandiah 1981) also
presented as defining SSLE. Topicalization involtles speaker identifying the
‘nominal’ of a sentence, associating it as itsitgpmoving it to the front of the main
clause from its subject, object or post-preposéigosition in the sentence’s main or
subordinate clause/s and leaving a nominal tracesiplace. [29], [30] and [31]
represent three examples: the co-referential ndmihave been highlighted for

illustrative purposes:

[29] Manel, | knewshewould get the job.
[30] Nihal, who would have thoughihe bloke could be so unscrupulous.
[31] Vimali, you knowthe idiot thinks she is going to be elected president.

Moreover, [32], [33] and [34] illustrate a charaitc associated with SSLE
described as ‘non-redundancy’. It pertains to esqons eliciting a very restricted
degree of specification thus enabling the speakawoid over articulation (Kandiah
1981).

[32] If Nadesan comes, sure succéddNadesan comes, he is sure to be a success).
[33] No point going to Colombo tomorroWThere is no point in going to Colombo
tomorrow).

[34] Are they teachers? | thought students and dbheen the forms(= Are they

teachers? | thought they are students and gavettieeforms).

Broadly, the syntactic features attributed to SSH& appear to differentiate
English/es in Sri Lanka from those found in cowgriwhere a majority of the
population speak English as an L1 as evidencetidpverall response of a group of
fourteen non Sri Lankan speakers of English as &nfrom the UK, Ireland,

Australia, Canada and the USA to examples [1438].[ Most of them stated that
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the clauses would appear awkward in the prevalenéties of English found in their
respective countries. Nearly all of them were @ thew that placing the intended
‘focus’ of the clause in initial position as illuated by the clauses form [21] to [28]
would be particularly strange. However, it may lmsgble to argue that [18] and
[19] can also be interpreted as compatible withmforof archaic vernacular BE.
Importantly, examples [14] to [33] were also prasdnto a group of South Asian
multilinguals from India and Pakistan for whom Hgglis arguably an L1.Their
responses differed from those of the previous grff to [28] were described as
awkward but the rest were identified as not uncomnmothe varieties of English
spoken in their respective counti®sThis suggests that the features are not
exclusive to SSLE but distinguish habitual Englisisage in South Asia.
Furthermore, while a comprehensive documentatiothefsyntax of non-standard
forms of SLE is yet to be undertaken, it is likéhat these forms may also exhibit

some of the features described in relation to SSLE.

Phonological evidence is also used to describe S&idE advanced as serving to
differentiate SSLE from its source BE model (seE&nando 1985; Senaratne 2009:
55-56). For example, SSLE is considered to mairttaendifferentiation between the
two contrasting vowel phonemesu/ (road, boaetc), and3:/ (as in, caught, fought
etc), typically associated with standard BE butised differently. In SSLE the long
pure vowel [0:] substitutes fopu/. Similarly, speakers of SSLE are considered to
have an [o:] in words such as ‘fort’, ‘court’, ‘b’ etc: this would be presented as
contrasting from thedf] vowel most likely to occur in such words in stardi BE. A
number of morphological processes have also besociased with SSLE. [35a, b

and c] illustrate three associated processes.

[35]

avadai /vade:/ - a savoury ‘snack’

b yaka /jAkA/ - devil
cuncle

%0 Members of each group were contacted through tieevsocial network Facebook. Specifically,
the members of each group were sent a group messggesting them to evaluate the clauses on the
basis of the variety or varieties of English thpgak and/or is/are spoken in their countries.
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[35a] is a ‘borrowing’ from Tamil. [35b] is a Sinke&borrowing’ and is the semantic
equivalent of the noun devil; however, it can afsoction as an adjective when
inflected and collocated with English nouns to tweaompounds such as, for
example,yako-fellow.This translates as devil-fellow but in actual fachnotes a

crude/crass individual. [35c] functions as a redpederm of reference for adult
male relatives, adult males occupying a similafsd@tatusand as a derogatory term
of address for adult males, (Kandiah 1987).

Hybridizations, constructions involving the intefipa of elements from at least two
languages (Kachru 1983) and lexicalised Sinhalapoamds involving English,
Sinhala (mostly) and Tamil are among further fesdwited as distinguishing SSLE

(see also Senaratne 2009).
2.4 The Sinhala ethnic community and Multilingualisn in Sri Lanka

In 2.2, Sinhala was described as the linguistie ajrthe Sinhala ethnic community
who account for over 80% of Sri Lanka’'s total pgtign. Subsequently, the
description of English in Sri Lanka (in 2.3) refsirto the fact that the vast majority
of Sri Lankans in post independence contemporary&rka, most of whom are of
Sinhala ethnicity, have some knowledge of Englisla,consequence of their overall
growing affective attitude towards English and pggsus status of English in Sri
Lanka. This demonstrates that the linguistic contjwss of the Sinhala ethnic
community is one of English and Sinhala multilinigm. The size of the
community entails that Sri Lanka is a fundamentaiiyltilingual nation (see also C.
Fernando 1976; S. Fernando 1982; Parakrama 19@8ged, according to Sri
Lanka’s Department of Census and Statistics (2865: over 90% of its population
are multilingual. An important consequence of treality is widespread language
mixing. This is confirmed in Senaratne’s (2009) poethensive sociolinguistic study
on language mixing in Sri Lanka which establishes fanguage mixing involving

Sinhala and English is the defining feature of ldependence Sri Lanka

3L For reasons explained in chapter 1, | use the teixed language’ to describe language mixing in
98+LSLPS. However, its closest parallel is the mime@non of code-switching. Note also, that this
study does not differentiate between the terms -swdtching and code-mixing. In the present
discussion, the term code-mixing may be used sinisethe term used by Senaratne (2009) whose
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Section 2.3 also noted that a vast majority of L&rnikans for whom English is an L1
belong to the Sinhala ethnic community while set®a2.2 noted that Sinhala is the
L1 of a majority of individuals of Sinhala ethrticiand that those for whom Sinhala
is an L1 speak different forms of English (see afenaratne 2009: 65-68).
Accordingly, it may be possible to (albeit broadigientify multilingualism of the
Sinhala ethnic community in terms of the three ggoshown below: (1), (II) and

(111 represent the largest, second largest andlesta@roups respectively.

() Multilinguals for whom Sinhala is an lahd English an L2
(1) Multilinguals for whom both Sinhala aahglish are L1s
(111) Multilinguals for whom English is anlLand Sinhala an L2

However, it is important to bear in mind that these only surface representations
concerning individuals’ linguistic repertoire. Onéthe major analytical challenges
arising out of attempts to research the consegsenue widely diffused

multilingualism (i.e. language mixing) found in cdrties like Sri Lanka involves

having to establish criteria for differentiatinghtage mixing from forms which

have been borrowed and subsequently nativisedtiv@dost languages, rendering
them no longer foreign but rather part of the reipe host languages/language
varieties or altogether new codes. Senaratne’s9j2@3earch is an example. As will
become apparent in subsequent chapters, 98+LSIlgP&emnts a domain of language
mixing involving essentially Sinhala and Englisht there the consequence of this

‘mixing’ resembles unified codes.

Senaratne’s (2009) study is relevant to the contéxthis thesis as it concerns
Sinhala-English code mixing among urbanised indigld of Sinhala ethnicity
(Senaratne 2009: 14): the core artists and audieh®8+LSLPS are urbanised and
semi-urbanised youth and young adults of Sinhdlaiety. Data analysed included
questionnaire information gathered from 200 respoig] 40 semi informal
interviews with respondents known to the researemer a matched guise attitude
test on 20 of the 40 respondents were intervievigahgratne 2009: 10-19, see also

analysis is being reviewed. Elsewhere, with theeption of direct quotations, the term code-
switching is used to refer to both.
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chapter 4) All the respondents were above theo&d®8; but no upper age limit was
provided. They are all employed in the country’'yggmment and private sectors.
The structural analyses concerned elicitations fteenrespondents interviewed. The
researcher maintains that the data are represantitSinhala dominant and English
dominant Sri Lankan bilinguals from urban areag ¢hiterion used to distinguish

between the two bilingual types was employment.

Accordingly, government sector employees were ifladsas Sinhala dominant
while private sector employees were classified ragliEh dominant (Senaratne 2009:
78). While Senaratne’s classification is broadlywate owing to the fact that
Sinhala and English are the key operating languagése government and private
sectors respectively, it does appear arbitrarypiamposes of establishing specific
linguistic profiles of the kind constituting thedas of Senaratne’s (2009) study.
Consider, for example, the linguistic profile ofsthwriter: she and most members of
her immediate and extended family consider Englesid Sinhala dominant

languages but are employed in the government seSiarilarly, the claim that

English is the dominant language in the privatetseapplies mainly to higher

ranking job positions; there are many individuaigpéoyed in the private sector, for
whom English is not an L1.

Senaratne (2009: 133-249, see also 247-249) c#&egobinhala-English language
mixing in terms of four types: code-mixing (i.e.desswitching: see footnote 31),
borrowing, Sinhalization and hybridization. Sheoalfferentiates code-mixing from
borrowing and Sinhalization on the grounds that lditer two are part of the
nativisation of non-Sinhala (essentially Engliskgneents into Sinhala (2009: 136),
the subsequent occurrence of such elements in ISimteuses reflecting a single
language. Phonological criteria are used to diffeate between nativisations and
code-mixing especially at the level of lexis. Semae (2009: 237) defines

borrowings from English as “the addition of a Silghsuffixye to the English word

that is mixed, the stress on the final /r/ consomédrEnglish mixes and a shift from
short vowels to long vowels”. Sinhalizations ardirtkr as “mostly identifiable by

the front close vowel prefix /i/ which follows camsant clusters beginning with /s/,
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the replacement of /f/ with /p/, the replacement3sfwith /o/ and the deletion of /s/

word finally. Elsewhere in the same discussion Benaratne also references
Muysken’s interpretation of the distinction betweleorrowing and code-mixing:

‘code-mixing takes place above word or clause levadl borrowing takes place
below word level’ (2009: 142).

In theory, it is possible to differentiate betwderms which have been nativised into
a language (borrowings or Sinhalizations) from cad&ing interpreted as a
phenomenon involving ‘two distinct varieties’ (Sestae 2009: 133). Indeed Sinhala
abounds with ‘English’ words and includes compoualds such as ‘home-coming’,
‘face-book’ and so on and so forth. Yet the taskproven complicated and
problematic in the context of trying to describeéhamtic multilingual output. This is
particularly apparent at the level of lexis. [3@htains examples of what Senaratne

(2009: 133) describes as a nativisation and coder@spectively.

[36]

a. layerekak

N  Indefinite case maker (a layer)

b. booteke
N  GEN (in the boot)

Senaratne (2009) argues that the noun in #abtemains phonetically congruent
with English phonetics whereas ‘layekak is phonetically congruent with Sinhala.
Consider first, [36a]. It represents a classic adsthe phenomenon of ‘linking [r]’
whereby the final ‘r of the noun ‘layer’ mergesttvithe initial vowel ‘e’ of the
Sinhala suffixekakfor phonotactic reasons which are not specific tth8a (see
Giegerich 1992). Therefore, the argument that faigean example of Sinhalization
owing to being ‘patterned according to Sinhala @tims’ (Senaratne 2009: 133) is
problematic. More specifically, the integration hesthing to do with the phonetics

of Sinhala but rather owes to predictable phonatsieinderlying the consonant and
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vowel implicated in the merger; the integration Wabbave yielded similar results
had the suffix been an English one including ahahie’ vowel. Similarly, in [36b],
the phonotactic environment of the final ‘t" conaoh of the noun ‘boot’ and initial
‘e’ vowel of the Sinhala suffix does not entail aolgvious phonetic alteration to
either the noun or suffix when integrated. Therefar is not possible to justify the
claim that the phonetic congruence between the 'adgtinconsonant following its
integration with the Sinhala suffix and Englishisates that it is a code-mix and not

a nativisation.

The problem of referencing such phonological adateis perhaps predicted in
Senaratne’s subsequent reference (2009: 134) tty“pehich she argues is part of
Sinhala owing to its integration with the Sinhal#fix ye (denoting the definite

article) without providing supporting phonologicavidence of the kind she
elsewhere claims distinguishes a nativisation feoborrowing. The fact is that the
integration of the noun and the suffix does noerathe phonetics of either in a
manner which makes the construct specifically regmeative of Sinhala phonetics
and therefore a nativisation. [37] illustrates htwve construct would most likely

sound when pronounced:

[37]

[patijo]

Isteeshanrepresenting the English noun ‘station’ is a furtrexample of a
Sinhalization presented by Senaratne (2009:134).a8jues that it is a Sinhalization
because it represents an ‘item where a front clogeel is inserted as a prefix to the
English element’. This form does indeed exist amdaiguably a member of the
Sinhala lexicoff but the problem owes to its low prestige assamiatidue to its
affiliation with the lexicon of lower-middle clagdinancially challenged) Sinhala

speakers for whom Sinhala is a dominant L1 andimgl marginal L2 as it were, a

%2 A bilingual Sinhala-English speaker of Sinhalangthy had this to say about the ternh:ttink
istsation and isstické have become part of the (Sinhala) vocabulary’ Qe Fonseka: Facebook message:
11/8/10).Istickerrefers the proper noun ‘sticker’.
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veritable sub-group of the group of multilingualsr fwhom Sinhala is an L1
represented by group (1) of the three groups @dlias representing Sinhala ethnic
multilinguals®®. The point is that it would not be at all unuséai an L1 Sinhala
speaker to use ‘station’ in a ‘Sinhala clause’;eid this is very likely to be the
preferred and occurring form over its alternative@eeshan considering its
associations with speech of individuals of a lowecio-economic background and
entailed low prestige. Crucially therefore, theuamgnt that the Sinhala speaker who
uses ‘station’ instead a$teesharin a Sinhala clause is engaging in code-mixing as
opposed to uttering a Sinhalized term cannot bifipe on the basis of Senaratne’s

phonological criteria.

Another example of code-mixing in a Sinhala clacised by Senaratne (2009: 153,
180) is ‘friendska’. The author presents an analysis of the mergirtbeoplural noun
‘friends’ and Sinhala suffix la based on the assumption that the noun remains
English in its Sinhala clausal environment. Retfadl phonological basis which the

author claims distinguishes nativisations from anses of code-mixing. Indeed

[frendz/s-k] is likely to be the most probable and regular ipdta realisation of the

construct. In this sense, the noun’s pronunciatioes not differ from how it would
be pronounced when occurring in an English claGsasidered in isolation (from its
Sinhala suffix) there is one element which doesleerthe noun ‘friends’ alien to
Sinhala phonology namely, [z]; Sinhala phonologyes not have a [

Nevertheless, the phonetic consequence of its raieg with the Sinhala suffix

diffuses this seeming incongruence. More speclficshe preceding [d] consonant

of the noun coupled with the short back vowg|df its Sinhala suffix counterpart

resulting in [k] predicts that the letter <z> in ‘friends’ will bgronounced as a

3 A Sinhala-English bilingual professor of Sociology the University of Colombo, Sri Lanka
described the use @fteesharas follows: ‘hardly used nowadays by young peopthink as a result
of the expansion of electronic media and Englistgleage instruction (irrespective of qualit@o if
someone uses it, he or she is likely to be in ljlei§/50s or above and would not have much formal
education’:‘'most likely used by folks who do not deal reguawith the cities/towns’ (S. Perera:
Facebook message: 10/08/10n a similar note, when asked to describe theikelcio-economic
background of the typical user of this term, angjlial Sinhala-English speaker of Sinhala ethnicity
stated that the user will most likely be of a ‘lowaiddle class, working class background’ (L De
Fonseka: Facebook message: 11/8/10).

% However, the phoneme is quite common in spokettecoporary Sinhala though not included in the
documented phonological inventories of Sinhala.
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voiceless [s] counterpart of the fricative. Thiegb the question, how then, can we
assume the noun is not part of Sinhala, has not &egmilated into the language, is

not a nativised term in its own right?

The challenges and potential pitfalls entailedtterapting to understand Sri Lanka’s
Sinhala-English multilingual output in terms of atimised form (borrowings or
Sinhalizations) versus code mixing (i.e. ‘two disti varieties’ according to
Senaratne 2009: 133) dichotomy without establiskslegr criteria for distinguishing
between them is also reflected in Senaratne’s (2089-207) discussion of Sinhala
elements in English in Sri Lanka. On the one hatd, provides details of a ‘Sri
Lankan’ English’ (2009: 52-60) citing the lexicat®on of Sinhala elements and
compounds, collocations and hybrids associated 8hE as characteristic of the
variety. Yet her subsequent analyses of examplesiqed as representing the
presence of Sinhala elements in English confliath the kind of examples of ‘Sri
Lankan English’ presented previously according toclw she appeared to subscribe
to the view that there exists an identifiable l®d standard variety of English in
Sri Lanka. It seems that having detailed the atteb of SSLE without giving any
indication that they may be problematic, Senaraf@@09: 135, 184-249) then
abandons the premise that there exists a standdrdaiety of English in Sri Lanka
in her analysis of what she presents as code-nibxgish data (2009: 52-60). She

embarks on identifying code-mixing in terms of armatandard (BE) form of

English instead. Consider Senaratne’s (2009: 18&nele of the nouperehaep®
in [38].

[38]

Theperehaeps are a must.

The author’s discussion centres on the fact thamntiun in this clause includes the
English plural suffix —s. Crucially, the noun issamed to represent an instance of a

Sinhala element in an English sentence. Howeverntun refers to a very specific

% Senaratne’s spelling.
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cultural pageant unique to Sri Lanka held annu&lyecifically, it is a proper noun
arguably a member of the lexicon of some forms af l&nkan Englishes as
indicated by the fact that it is listed in theeety published first dictionary of Sri
Lankan English ‘A Dictionary of Sri Lankan EnglisiiMeyler 2007: 197). This
problem is similarly echoed in Senaratne’s disarssif Sinhala compound nouns
(187-9), Sinhala modifiers (191-3), Sinhala mulord modifiers (193-194) Sinhala
adverbs (195-6), Sinhala particles, interjectiongd quotatives (201-5): the examples
cited are amenable to being interpreted as pateotollective lexis of ‘Sri Lankan

Englishes’. If on the other hand, the author chedsemaintain that words such as

perehaep are Sinhala elements, then it follows that the tugyrcollocations and

compounds referred to by the author as examplettahdardised) ‘Sri Lankan
English’ are not acceptable since they too wouldeh® be interpreted as Sinhala
elements occurring in English clauses/speech.

Recall also the example of uncle [35c] cited in tigcussion about SSLE (2.3.1).
The term occupies a similar identity in Sinhalagnicompasses a range of semantic
nuances some of which are sexual and not associgtiedhe noun when occurring
in standardised BE. This noun is among numeroumezies which have dual
identities in both English usage in Sri Lanka andh&8la and whose identities
contrast from their older standard BE source. TihgliEh noun ‘deposit’ in the
following dialogue between two friends as descrilbsdone of them epitomises

English adaptation into Sinhala

“Some years ago a young woman talking in Singligld,s"ane eya harideposit
keneK. With my good Sinhala and somewhat acceptabldi§Engt took me quite a
while to figure this one out” (Professor S. Per&racebook message: 12/08/10). [39]

presents the English transcription and translaticthe clause.

[39]
ane eya harilepositkenek

Transcription: ‘Oh she is a very deposit-person’
Translation: ‘Oh she is a very reserved person’
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“By deposit, she mearihenpathas in reservedlhenpaths also Sinhala for ‘deposit’

in the sense of banking” (Professor S. Perera:lfeatemessage: 12/08/10).

Observe also, the above definition of the clauseepgesenting ‘Singlish’. This term
is commonly used locally in Sri Lanka to refer isaurse involving the fusion of
English and Sinhala. The term anticipates the prablof deconstructing the
discourse in terms of its source languages andforees the importance of
establishing clear criteria regarding the diffenc between
‘nativisations’/borrowings (in the sense of Senaea use of the terms) and ‘code-
mixing' before attempting to classify linguistic tput according to such notions.
Establishing such criteria also entails being systec in terms of how one chooses
to define the parameters of the linguistic systéines language varieties, languages
etc) involved. More specifically, the complicatiaf Senaratne’s discussion of
Sinhala elements in English (2009: 184-249) relates two conflicting
classifications; she describes what she considetbe properties of (standard) Sri
Lankan English but then goes on to analyse outputiwcould be considered as
representing Sri Lankan English in terms of BE marrivoreover, it is highly
unlikely that those (i.e. researchers such as thefrenced in the description of
SSLE in 2.3) who adopt the view that there existargety or varieties of Sri Lankan
English eliciting unique linguistic characteristiasthe level of phonology, lexis and
syntax will analyse the examples provided by Sdnaras examples of Sinhala
elements in English and therefore as examples @é-coixing. Instead the ‘Sinhala’
elements are more likely to be classified as regagive of ‘Sri Lankan English/es’

(see also, Canagarajah 1995).

Importantly, (as will become clear in later chapjer98+LSLPS demonstrates
different uses of English and projects a differgurtrait of Sinhala-English
multilingual output in Sri Lanka owing to the musidomain in which the output is
generated. Overall Senaratne’s (2009) study cosftirat language mixing involving
Sinhala and English is the defining dominant nofrSm Lanka. Crucially, however,
Senaratne’s study also demonstrates the challeags®g in trying evolve an

accurate description of the country’s multilingudentity by differentiating its
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multilingual output in terms of frameworks (i.e.n8alization, borrowing, code-
mixing) as well as notions of language/languageetias (e.g. Sinhala, SSLE)
without first establishing specific criteria forstinguishing between them.

2.5 Summary and Conclusion

The first part of this chapter (2.2.1 and 2.2.2ndastrated that in addition to being
native to Sri Lanka, the Sinhala language is theidant language of Sri Lanka
owing to the fact that it occupies the status tihguistic core of Sinhala ethnic

identity. Specifically the Sinhala ethnic communityas shown to represent over
80% of Sri Lanka’s total population and comprise tiajority speakers of Sinhala as
an L1. Importantly, some structural features asgedi with the Sinhala language
considered the linguistic core of Sinhala ethnientity in terms of the two forms

(vernacular and literary) by which it is typicaltyassified were then presented in
section 2.2.3. This description informs an impadrgaart of the discussion about the
collective linguistic identity of the 98+LSLPS @&t and principal audience in
chapter 10 and is accordingly reviewed in chapt@r Section 2.3 described the
development of English in Sri Lanka and providedoatline of its speakers. The
language was shown to be very dominant in conteanpd8ri Lanka prevailing as

indigenised language varieties (Sri Lankan Enghst8LES) or an L2 to a vast
majority and as an L1 to a minority, the latterie®r termed standard Sri Lankan
English (SSLE) and being the most researched. $talso stated that the majority of
SSLE and SLE speakers belong to the Sinhala etiroigp. Section 2.3.1 detailed

some linguistic features attributed to SSLE.

The discussion of English was followed by an owvawiin section 2.4 of the
contemporary linguistic situation in Sri Lanka wisipecial reference to a recent
study on the context by Senaratne (2009). The &nhthnic community were
shown to be fundamentally multilingual with Engliahd Sinhala functioning as the
core constituents of the community’s multilingualisConsequently, language/code
mixing was shown to be the norm of the communitgn§idering the size of the
community, language mixing and multilingualism ihxog the two languages were

also established as defining Sri Lanka’s linguigtiafile. The linguistic composition
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of Sinhala individuals was presented in terms oédhbroad categories. Sinhala
individuals who speak Sinhala as an L1 and for whglish is an L2 were shown
to constitute the majority group. Importantly, ghiecussion highlighted some of the
complexities entailed in trying to advance analyséshe community’s linguistic
output. Examples were used to show that their duipuamenable to being
interpreted variously as Sinhala-English code-ngxam the one hand or as English,
Sri Lankan English/es, or Sinhala on the other dépg on the perspective of the

researcher.

As stated previously in chapter 1, 98+LSLPS impésaindividuals of Sinhala
ethnicity. Approximately, over 5.5 million Sinhajauth and young adults constitute
its core artists and audience. As also explainezhapter 1 language mixing defines
98+LSLPS. Discussed in chapter 4, the attitudehef38+LSLPS core artists and
audience towards the genre epitomises the comipinsathat would arise in trying to
define the diffused character of their linguistiatmut solely in terms of such
categories as Sri Lankan English/es, language miwinSinhala. Indeed, as also
explained in chapter 1, their perspectives undénkeanalytical framework and song
analyses of this study in chapters 6, 7, 8 ani®analyses portray the community’s
output (as occurring in the songs) rather diffdgertbo how Sinhala-English
multilingual output has been classified so far xiseng scholarship. The language
integration in 98+LSLPS reflects simultaneousltrilatites of code-mixing (i.e.

code-switching) and attributes of a unified code.

It is also worth noting that Senaratne’s study @0(b-84) demonstrated that code-
mixing is viewed negatively whereas output where inguages involved remain
intact is viewed more positively by the Sinhala nethcommunity. However,
Senarate’s observations are based on a matcheetgeist conducted on just 20 of
the 200 urban bilingual participants selected Far $tudy (2009: 83-84). So it is by
no means indicative of the collective perceptiorihaf urban bilingual population of

Sri Lanka’s gross population of approximately 20lion individuals.
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Crucially (as discussed in chapter 4), the coNectperception of the 98+LSLPS
artists and core audience regarding their ‘mixedjleage’ is far from being negative
and thus differs radically from the perceptions Sfnaratne’s 20 participants.
Moreover, the collective perception of the 98+LSLBSBists and audience are
representative of over 5.5 million Sri Lankans. vBlitheless, it is also the case that
the core of 98+LSLPS is youth and young adults i@pmately ranging between the
ages of 15 and 39). Senaratne’s (2009) study iesludlder members of the
community as well; recall that as stated in 2.4, shly provides a lower age limit of
18 years for her participants. So it may be posdibat there is a generation based
attitudinal shift with regards to attitudes towatdsguage mixing with ‘younger’ Sri
Lankans being positively orientated towards it.

In conclusion, one thing remains clear notwithstagdhe contradictions stemming
from different analytical approaches towards defyrand representing English in Sri
Lanka, Sinhala and language mixing. Sinhaad English are the defining
components of the linguistic repertoire of postependence Sri Lanka's Sinhala
ethnic community and are therefore also the leadmgponents of Sri Lanka’s

linguistic profile.
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Chapter 3

Music in Sri Lanka, the evolution of 98+LSLPS anddanguage

mixing in world musics

“If all meanings could be adequately expressed byds, the arts of painting and
music would not exist” (Dewey 1934: 74).

3.1 Introduction

This chapter commences with a broad outline of daeelopment of Sri Lankan
music in 3.2 to facilitate the reader’s understagdf the evolution of 98+LSLPS in
terms of the Sri Lankan socio-historical and cualturaditions foregrounding the
genre. Then, 3.3 describes the reasons for namtuajlection of songs 98+LSLPS
and in so doing establishes them as a genre oflopong. The key feature which
distinguishes the songs as a genre, is their mieguage lyrics: this is described
further in section 3.4. Some features specificungsmixed and unmixed language
or, expressed differently, language delivered tghomusic which differentiates such
output from (a) natural speech and more genersdiy f(b) other mediated linguistic
phenomena are explained in 3.5. A description &f kiey zones or genres of
language mixing in contemporary music includingoaerview of linguistic research

on the subject follows in 3.6. The discussion B Bdistinguishes between *hip-hop’
music (the genre which embodies language mixingpimemporary music), and the
phenomenon of rap which defines it. The relevarfct® distinction relates to the
identity of 98+LSLPS which is then further clardieSections 3.7 and 3.8 outline the
relationship between 98+LSLPS and the Sri Lankad aontemporary global

popular music industries respectively.
3.2 The development of Sri Lankan music; an outline

Notwithstanding a history of over 2500 years, ditts known about Sri Lanka’s
earliest musical traditions and culture. Archaemlalgevidence does indicate the
existence of a number of percussion and stringunstnts dating back to around
1500 BC (Abeywickrama 2006; De Silva 2005; Kulakd 2004). Broadly, the
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various indigenous musical forms found in Sri Laaka associated with its Sinhala,
Tamil, Muslim and the Burgher ethnic communitiesxi@d Music Online).
However, there exists no comprehensive study ofyreesis of Sri Lankan musics,
especially relating to the origins of the early masand musical practices of the
country’s ethnic, in particular its minority ethnite.g. Tamil and Muslim)
communitied® (Oxford Music Online). The Portuguese, Dutch anditigh
colonisation of Sri Lanka, the advent of indeper@efrom British colonisation in
1948, Buddhism and contemporary global pop cultmeeamong the principal socio-
political forces that have influenced the developmef Sri Lankan musics
(Ariyaratna 1989, 1997, 2002; Baddage 1989).

The central influence of Buddhism on Sri Lankan imyeertains to genres directly
related to Buddhist religious practices as embodieithe early traditional music of
Sri Lanka. More specifically, Sri Lanka’'s early ditional music is typically
classified according to three geographical regiomsmely the southernlov-
country), north-central (p-country and the centralised south-western
(Sabaragamuwparegions. The early musics of these regions ewblive relative
homogeneity and yet exhibit similarities in that sh@f them involve monotonic
chanting and recitations centred on repetitive whielcstructures (Oxford Music
Online). These correspond to Buddhist religiousciicas which prevailed in all
these regions (Oxford Music Online). Examplesudelpirith chanting,a single

monotonic chant of religious content.

However, Sri Lanka is also home to a number of lsgén particular secular popular
(as opposed to secular classical) musical gentgmugh some of them have also
been influenced by Buddhism. Folk music genresamreexample of the indirect
influence of Buddhism on Sri Lankan music. The geofJana Kavitranslated as

‘folk-poems’ involving the monotonic rendition oihbuistic sequences concerning

36 Overall, the Tamil community’s contribution to Srankan music is described as incorporating a
range of dance and folk musical styles which haneesevolved alongside other Sri Lankan musical
genres. Some of them, especially dance music, #xdfiaracteristics of Indian musical styles while
the social history and structure of Tamil prososlyaigued to have had a direct bearing on forms of
music now regarded as Sinhala music (Oxford Musitir®).
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secular topics is among the most famous: the poeftes celebrate values and
traditions evocative of Buddhist ideology. MoreqvB8okari, (based on melodies
originating from the southern part of the countiyadagam(a form of sung music
whose lyrical content tends to be comic in characed Nurthi (Abhayasundara
1963; Alawathukotuwa 2004; Arawindha 1996; Gunasindl997; Makuloluwa
1962) are among the best known Sri Lankan populasiengenres, in particular
associated with secular open-air theaBaila a style of dance music attributed to
African slaves known a&affrinhas brought to the country by the Portuguese is

another well known genre of Sri Lankan secular pexpuusic (Ariyaratna 2002)

A relatively recent addition to the domain of masigenres found in Sri Lanka
somewhere between the laté"gnd early 18 centuries during the period when Sri
Lanka came under British colonisation (and relevent98+LSLPS), was music
which might be classed as belonging to the traditb‘western classical music’ or
more specifically western tonal music. It is likelyat Sri Lanka would have been
exposed to this form of music during the Portugumseé Dutch occupation of the
country. However, unlike the Portuguese and Dutiel, British colonial enterprise

was (as discussed in chapter 2) both commercialty aulturally motivated. This

may underlie their stronger contribution to esttihg a culture of ‘western classical
music’ in Sri Lanka: the creation of the Symphonyl@stra of Sri Lanka, the oldest

western classical orchestra in South Asia, is @amgte of their contribution.

Unlike the musical genres described in the precggegeragraphs, ‘western classical
music’ in Sri Lanka, in particular its study andrfpemance was and to a
considerable extent remains to date the preservea a§mall urbanised elite
community (see also Abeywickrama 2004; Ariyarat@87/2003). Most Sri Lankans
who study it seriously hail from families of predmantly urbanised (affluent)
upper-middle/upper class social backgrounds; antioggy are many Sri Lankans for
whom English is an L1. This owes to the fact ttadtly private tutelage offered in
the country’s most urbanised cities is the principgethod through which Sri
Lankans can engage in a serious study the gearagquire technical skills required

to perform ‘western classical musical’ instrumeasswell as developing an overall
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nuanced understanding of the musical traditionnsequently, most Sri Lankans at
the forefront of producing and disseminating muswarks (through performance)
classified under the heading of ‘western classicasic’ belong to this affluent elite
community. Western classical music is, howeveferetl as an optional subject
alongside traditional Sri Lankan music in nearlyséhte and private sector schools.
Yet the lack of qualified teachers and infrastruet(e.g. instruments) has meant that
studying the subject at school level offers litlpportunity for acquiring in depth
knowledge of the musical genre or necessary sialigiired to become competent
performers of the musical instruments (e.g. piaasyociated with the genre. This
reality echoes that of the English language tearhituation in Sri Lanka (described
in chapter 2: 2.3).

Nevertheless, it would be incorrect to concludé tha vast majority of Sri Lankans
are therefore unfamiliar with western classical mudn reality, a significant
collective of Sri Lankans would have heard of tleanical figures (such as J.S
Bach, Mozart and Beethoven) associated with theegamd possibly be familiar with
their best known compositions. Indeed, it wouldthes to say that Sri Lankans’
interest in the genre is growing. This is reflectedhe manner in which western
classical music has been influencing the developmoémrmore recent indigenous
genres of Sri Lankan music. The evolution of Siahahssical opera pioneered by
the musician/composeKalasuri Khemedhasan the early 1970s is a notable
example. 98+LSLPS is another more recent exanpee:principal theme of the
debut 98+LSLPS hit sing¥asanthaydy the duo BNS who pioneered the genre, is
an adaptation of J.S Bach’s Overture No. 3 in Dom&WYV 1068.

Moreover, as detailed in chapter 2, the advenhdépendence in Sri Lanka in 1948
was succeeded by a socio-cultural renaissance ifitmsa 2000: 148). Naturally,
Sri Lankan music was among the cultural domainsi@niced by this. For example,
the ‘Sinhala’ vocal music of the late 1950s wasrabi@rised by lyrics in the Sinhala
language that were strongly poetical and which egad nationalistic sentiments
(Kulathilaka 1976). Also, many artists involvedtive musical efforts of the era had

roots in Sri Lankan theatre and this is reflectethe fact that the emergent music of
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the era demonstrated features of some of Sri Lank&der indigenous musical

genres (e.gSokar) associated with secular theatre (Ariyaratna 2Q008).

Indian film music was among the most popular mderens in Sri Lanka in the
1960s. However, the subsequent emergence of Skabafpop’ music by local
bands who drew on older forms of music, most ngtéie afore-mentionedaila
genre as well a€alypsomusic of theCaribbeandisplaced Indian film music as the
most popular music of the era until the 1980s whigtmessed Indian film music
regain its former popularity. Furthermor8arala-gi or ‘light classical music’
(Oxford Music Online) was another form of music ttremerged and became
extremely popular during the 1960s. Drawing onitiadlal Sri Lankan sources it
reflected a nationalistic reaction to the presesfcedian film music in Sri Lanka at

the time.

Genres of international music especially genrew@dtern popular music (e.g. rock
and pop), that emerged in the latter half of th& @éntury were also popular in Sri
Lanka. The main medium through which these gemree disseminated to the
general public initially was through the Englistadnel of the state-owned Sri Lanka
Broadcasting Cooperation (SLBC) previously ‘Radiceyfon’. Private radio

networks are the main medium through which weseyp’ musics are disseminated
in contemporary Sri Lanka: as explained in chap@g(3.3) and 5, it was not until the
1990s that privately owned radio networks becanmmidant in Sri Lanka. These

musics influenced the development of Sri Lankan pogsic which included the

accentuated rhythmic pulse quintessential to wegiep musics although with lyrics

in the vernaculars.

In 98+LSLPS we see a more radical form of musicdkgration combining
indigenous Sri Lankan melodies with adaptationsve$tern classical melodies and
contemporary musical styles (i.e. western pop musythmic structures, rap etc).
Indeed, that a linguistic feature (as briefly dfai@ chapter 1) unites the songs as a
musical genre demonstrates their musical diversdigarly, although 98+LSLPS

may on the one hand be regarded as reflecting a&antexaspect for musical
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integration in Sri Lanka it also represents a farenf notthe most radical form of
such integration in Sri Lanka so far. As explaimedections 3.3, 3.7 and chapter 4,
the evolution 98+LSLPS has been greatly facilitdigdhe corresponding growth of
the private sector and privately owned media neéta/on Sri Lanka which have

fostered and promoted the local entertainment imgus
3.3 The development of 98+ LSLPS

The construct ‘Post 1998 (leading) Sri Lankan papwong’ (which informs the
abbreviation 98+LSLPS) assigned to the songs hawestigated in this thesis is the
consequence of identifying the key stages of theeld@ment and socio-cultural
features of the songs. 98+ refers to the year E3fiBthe ensuing years up to the
present time. 1998 was the year when a handfubcéivpop songs by the duo BNS
(Bathiya Jayakody and Santhush Weeraman), gair@adipence in Sri Lanka. The
songs encompassed a wide array of musical styles @ntained mixed
Sinhala/English language lyrics. Broadcast on legdsri Lankan radio networks
they became chart hits. It must be noted thatetlhre other pop groups prior to
BNS whose songs also included the defining mixedh@a-English) language lyric
trends of BNS. The earliest song to demonstratsettieends within the musical
context of a popular song appeared in 1992; narhelye Samaa(by the well
known pop bandypsie$. This particular song was hugely popular at threetit was
released and remains so to date. Yet the song wax@eption within a context
where monolingual songs were dominant. The sond@NS epitomised the style of
Sinhala-English mixed language lyrics. Moreoveg #Himost instant popularity of
the songs was paralleled by the almost instantlpapuof this mixed language lyric
style in a country where, until then, the style hehained dormant

Crucially, the songs’ popularity led to a massiuege of new songs by new artists
(also described in chapter 4) exhibiting the definfeatures of the duo’s songs.
Consequently, this song type grew to become th@straam popular song type in
the world of Sri Lankan contemporary music. Ithe tpopularity of this song type

" The success of the songs also corresponded tuthie success at an international music festival
around the same time the songs were released aiah \phovided them and their songs with
considerable national publicity.
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among Sri Lankan music artists following its symbogenesis in 1998 which
underlies its transformation from being a smalllestdlon of a ‘new’ form of Sri
Lankan pop songs into the country’s mainstreameyefpopular musi. The term
‘leading’ is intended to reflect this fact. Explathin chapter 4, the popularity of the
song form made BNS local celebrities establishiment as the leading members of
the Sri Lankan popular music industry. Chaptesécijon 5.2) details the method
used to clarify the status of 98+LSLPS in term#&opopularity in Sri Lanka as part
of introducing the 98+LSLPS sample analysed in egbsent chapters. Moreover, as
stated in previous chapters and detailed in chagtethe artists and principal
audience of 98+LSLPS, are Sri Lankans or have &nkan roots. The genre is,
therefore, quintessentially Sri Lankan: hence tngusion of ‘Sri Lankan’ in the

construct.

Finally we come to the words ‘popular music’: itagnusical concept but one which
has increasingly tended to be defined in sociodcalt terms (Frith 1998.
Generally speaking, most musical concepts are efaccording to or associated
with specific musical features. However, musicsssifled as ‘popular music’,
particularly in the domain of contemporary musie aot necessarily governed by
specific musical constraints relating to musicainfoor structure. Instead, popular
music serves as an umbrella term for musics ainhem ancompassing a mass or
general (as opposed to socially exclusive/elitejience: popular music “stages
identifications, imagines subjectivities and pemisr community” (Zuberi 2001:
195). The artists and principal audience of 98+LSL{Eescribed in the following
chapter) constitute over 5.5 million individualspsh of whom are resident in Sri

Lanka while the others are dispersed across thielwor

Moreover, the fact that musics, especially conterayomusics classified as popular
music involve the presence of a mass audience sponels to a further important

attribute of popular music. Popular music genreséss people together as audience

% Evidence of this is presented in the discussiauathe artists and principal audience of 98+LSLPS
in chapter 4.

39 1t is worth noting that the discipline of populamusic and in this sense the conceptpopular
music is relatively new having emerged and dewsdoim as recently as the 1980s ( Oxford Music
Online).
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members and artists, people who may have nothirgpmmon except for the fact
that they celebrate and promote a particular sif/lmusic. They are thus rendered a
community. The fact that the popularity of a poputausic genre is dependent on the
strength and size of its supporting community @eowerful popular music genre
will possess a large community of fans and artisgsplts in an interesting pattern.
The greater the popularity of a popular music getire larger_andnore cohesive
will be its community of artists and audience. Thmsturn, reinforces the identity of

the genre’s artists and audience as members dfreedeommunity.

Typically, fan/audience support of popular musiorgs range from attending gigs or
concerts where a genre’s songs are being perfobyats artists, listening to the
songs on media networks such as radio and thenetteto purchasing the songs in
their audio and if available, audio-visual formatke important role of the audience
in music is reflected in the claim that they areti\zely involved in the construction
of meaning” (Bennett 1999: 86; Ang 1996; Fiske 1988 is a similar close bond
between the 98+LSLPS artists and principal audiericgeveral million individuals
scattered across Sri Lanka and resident abroaditiolgrlies the status of 98+LSLPS
as the leading form of popular music in Sri Lankaapter 4 explores the notion of
‘community’ in relation to the 98+LSLPS artists gorihcipal audience.

Furthermore, in the prevailing climes of globalisai popular music is a concept
that has come to “connote genres whose styles baotved in an inextricable

relationship with their dissemination via the mas=dia and their marketing and sale
on a mass-commodity basis” (Oxford Music OnlinefisTexplains the heightened
musical diversity of musics classified as ‘poputarsic’ in the zone of contemporary
global music (see Otchet 2000). The diverse déimstassigned to 98+LSLPS by its
artists (and audience) reflects fflis‘New age Sinhaleé& pop music” (Chinthy

% All the core and most of the leading artists al m@a sample of the audience of 98+LSLPS were
interviewed. Chapter 4 contains a detailed explanaif them and their definitions and descriptions
of the songs. Appendix 1 provides details about twevartists and audience members referenced in
this study have been classified.

“l The term Sinhalese is the anglicised equivalenSiohala as in often used to refer to both
individuals of Sinhala ethnicity and the Sinhalagaage.
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Fernando: interview: 2009) “ethnic fusion music’N8: websit&) “Sinhala hip-
hop” (Fill-T: interview: 22.12.08) “Sri Lankan canporary hip-hop” (Santhush
Weeraman of BNSinterview: 9.02.09) “R&B, pop/ethnic, southern Hipp, dirty
south, crunk, hip-hop soul, etc” (about Yashan: Téland Newspaper: 31.07.07)
“ethnic R&B and Sri Lankan pop with a little bit afap as well” (Amila
Paranamanage: interview: 2009) “pop, commerciathap, its not really hip-hop
(Krishan Maheson: interview: 2009) “Asian Sri Lankhip-hop” (Iraj Weeraratne:

interview: 2009) are some definitions assigneda6lSLPS by its artists.
3.4 The principal distinguishing feature of 98+LSLFS

It has already been stated that 98+LSLPS involvesrttegration of various musical
styles embodied in the pioneering 98+LSLPS hitlsifiy BNSin 1998,Vasanthaye
which, as mentioned in section 3.2, centres ondaptation of J.S Bach’s Overture
No. 3 in D major, BWV 1068. The integration of musical styles is by no means
unique to 98+LSLPS: what distinguishes the integnatof musical styles in
98+LSLPS from other Sri Lankan musics deriving frdme integration of musical
styles is that 98+LSLPS involves the integrationpafticularly dissimilar musical
styles. lIronically, while this form of integratiomay distinguish 98+LSLPS from
other Sri Lankan musics, it does not necessarilieuthe songs as a genre. This is
because each of the songs tends to draw on differasical sources. The multiple
definitions assigned to the songs by their arf{isggerred to in section 3.3 and also
discussed in chapter 4: 4.5) demonstrate that #neyaware of the songs’ musical
heterogeneity. This being said, there is perhaps roasical feature present in the
songs which does distinguish 98+LSLPS as ‘genaahely rap. Yet there are also a
few songs which do not contain rap. We revisitghenomenon of rap in section 3.5.

Importantly, what does clearly distinguish 98+LSLBS a genre, is a linguistic
feature, the songs’ mixed language lyrics. Mosbiwe integrations of Sinhala and
English (or, as will be debated in the ensuing t#rap language thappearsto

resemble English). The total song output of thistareind core-artists between 1998

“2 Details of the websites of the core and leadingL$8 PS artists referred to in this study are
included in appendix 1.
3 The musical diversity of 98+LSLPS is also discdsisechapter 4 (section 4.4).
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and 2010 is around 300 songs: over 230 songs wegsad to identify the main
languages occurring in the songs. A few songs delfinhala—English integrations
containing a little Tamil while even fewer compriSenhala-English integrations

with fleeting occurrences of Divehi and Arabic restively.

Figure 1 relates to the languages of the songsbelg to the leading albums of the
leading artists of 98+LSLPS since the genesis GfLSBPS in 1998. The artists
include the core artists, BNS and Iraj and the ilgademale and group/band of the

artists’ circle (described in chapter 4).

Figure 1

Artists’ Total Songs containing @ik Mixed language lyrics

Number of songs language lyrics containing Sinhala + English
(i.e. combiiats of English,
and/or Sirdnahd/or Tamil)

BNS 33 22 22

IRAJ 30 24 13

Ashanthi 15 9 9

Centigradz 10 5 5

Of a total of 88 songs 60 songs that is, over 65%he songs contain lyrics

combining Sinhala, English and at times Tamil. Kése, over 80% involve Sinhala
and English blends. Sinhala is the language ofmbgrity (over 90%) of the few

remaining songs including monolingual lyrics. Imamtly, these figures project
Sinhala and English blends as the defining feattiB8+LSLPS lyrics.

Although language mixing in 98+LSLPS is unpreceddnn as far as Sri Lankan
music is concerned and therefore distinguishes S8#S from other musics in Sri
Lanka, the trend of language mixing in music hasnbgresent in many parts of the
world for centuries and is also extremely commorontemporary popular musics
elsewhere in the world. For example, the ancientdvianic carols as well as hymns
and poems, a medieval form of music and intendedidmcing included aspects of

Latin along with either of two vernaculars FrenehEmglish (Schendl 1996, 1997).
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A further example of language mixing in early mugenres is the troubadour verse
involving a number of Romance languages (Steing61288-189). Other examples
of language mixing in world musics are Peruvian yjap songs called Waynos
involving the integration of Spanish and Quechuadbservation made by Muysken
1990), musicalised Spanish-Arabic mixed languagetrgoof the Middle Ages, the
genre of Matruz(translating as ‘embroidery’) belonging to a Morogelewish
community involving Arabic-Hebrew mixing (Zafrani9&3: 189), and Arabic-
French mixing in Rai music (Bentahila 1983a, 198Bbntahila and Davies 2002:
187-207). What distinguishes 98+LSLPS from othexbglised musics containing
mixed language is the languages involved in thegrations, in particular, Sinhala.
Recall that as explained in chapter 2, Sinhalais/a to Sri Lanka.

Importantly, the trend of language mixing music basome particularly dominant
in the zone of global popular music in recent timesgpecially since the latter half of
the 20" century. The status of 98+LSLPSaal not theleading genre of music in Sri
Lanka since its symbolic genesis in 1998, is a mang testimony to this ‘norm’.
Two distinguishing features of this contemporagntt are that most of the language
mixing involves English and another language arad the music contains rap. We
explore this further in section 3.6. That a lingieideature appears to distinguish
contemporary popular music also supports the vieat the concept of ‘popular

music’ is largely resistant to being defined ingdymusical terms.

3.5 Some features which distinguish un/mixed langg@ in music from other

domains of un/mixed language

Language in music regardless of whether it comgriseced or unmixed language
falls within the domain of mediated linguistic ple@mena such as, for example,
drama and poetf§. Some researchers exploring language mixing iniereich as,

for example, Potter (1995) and Sarkar and Aller0@2@&dopt the view that language
mixing in music is similar to vernacular speechwewger, the more widely held view

is that such phenomena contrast with the spontagitl immediacy of natural

“4 For analyses of language mixing in prose (noveks$, Gorden and Williams (1998) and N’Zengou-
Tayo (1996): for similar research on mixed languagpoetry see Flores (1987), Keller (1979) and
Tessier (1996).
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speech contexts (see also Bentahila and Davies: 282193; Schend| 1997)
“code-switching in song lyrics is a very differggienomenon from code-switching
In conversation, as it is neither spontaneous,isiar intimate” (Sarkar and Winer
2006: 178; see also Androutsopoulos 2010: 20 amiaBéa and Davies 2002: 192-
193).

This view is supported in the analyses of 98+LSId88gs in later chapters which
establish that the Sinhala-English mixes of thegsodiffer from spontaneous
Sinhala-English mixed language elicitations. A®alstailed in later chapters, this is
due to the musical context through which the s@argscommunicated: bear in mind
that this study concerns songs in their audio forrar now, suffice to say that
while language mixing in music falls within the ridoof mediated language such as
novels and poetry there is one feature which djsishes it fromall other (non-
mixed and mixed) linguistic phenomena: musical lsage involves the embedding
of language in musical (rhythmic and notationaijsture.

As for the relationship between the language andical structure, Lerdahl and
Jackendoff (1983) argue that “musical events agamsed around a fixed and
regular metrical structure that must be maintaittedughout” (326) whereas the
rhythm of natural language “is flexible and is nefquired to conform to any
particular pattern” (326). Elsewhere they clainattfthemes, motives and other
musical ideas (in the limited sense in which they asually meant) are relatively
local patterns that are subsumed under more gesextaberceptions of rhythmic
structure and pitch elaboration” (Lerdahl and Jadedf 1983: 286). Langer's
(1953) statement that “though the material of po&rverbal, its import is not the
literal assertion made in the words, but the wayahsertion is made, and [that] this

“5 For contrastive research on songs lyrics and $psee, for example, Alpher (1976), Dixon (1984),
Donaldson (1984), Merlan (1987), Sutton (1987) &ndstill (1995) and for research on songs which

also contain ‘spoken language’ see Crozet (201@xeM (2010), Rodguez-Vaquez (2010), Sollis

(2010), and Stebbins & Planigale (2010). Researtleross linguistic text-setting in music include
Fabb & Halle (2008), Halle & Lerdahl (1993), Hay€008), Hayes & Kaun (1996), Kiparsky

(2006), Lerdahl & Jackendoff (1983), Rogltez-Vaquez (2007) and Turpin (2007).
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involves the sound, the tempo...and the unifyingeaibracing artifice of rhythm”
(260-261) supports Lerdahl and Jackendoff's (128d)ns.

Likewise Kiparsy (2006: 7) maintains that “the campr and performer construct a
match between three tiers of rhythmic structumguistic prominence, poetic metre
and musical rhythm” (see also, Abercombie 1967; r20@999; Duffell 1999: 8;

Halle and Keyser 1971: 140; Halliday 1967, 1994yétaand Kaun 1996; Liberman

1979; Morgan and Janda 1989; Rgdez-Vaquez 2010). Moreover, Krims (2000)

in his study of rap in English refers to the mukieavironments in which the

language is situated (42-92 and elsewhere). Heareh explores the poetics of rap
in terms of how the phenomenon of rap has beenenfied by and in turn influences
the domain of cultural politics. However, his is@io-musicological study and not a
linguistic analysis. As such he does not engage istructural analysis of rap

language. It is also worth noting that his reseatoés not explore the phenomenon
of language mixing in rap which is what characesisap in 98+LSLPS and many

other contemporary musics as discussed in sectén 3

Overall, these studies signal that musical strectnay well govern the distribution
of linguistic material in music. However, their f@&is on non-mixed language in
music and none concern music from South Asia. Asbecome evident in chapter
4, the perceptions of the 98+LSLPS artists and eme#i regarding 98+LSLPS
support this view while the subsequent analysethefsongs reinforces the view at
the level of the songs’ lyric structure. Importgnthe (arguably key) consequence of
the positioning of language in music is that sumiiglage, regardless of whether it
comprises multiple languages or a single langudgeks intonational markers
characteristic of natural speech. Such markerscateipauses, full stops and other
features crucial to affecting effective communicatbetween individuals, markers
which to the linguist, signal clausal and phrasalindaries necessary for linguistic
(structural) analyses. This characteristic togethién the implications for analysing
the lyrics of 98+LSLPS are explained in chapte68). Some linguistic studies on
language mixing in music do explore features relabethe attendant musical context
of the language such as the ‘refrain’ (Bentahilal ddavies 2002: 202, 204).
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Nevertheless, (as will become apparent in secti6p &usical structure has not yet
been invoked in linguistic analyses of mixed largguaccurring music. This is
because the data analysed are lyrics of the sohg$wave been isolated from their

musical environments and interpreted in terms tiinahspeech.

An attendant feature of the entirely mediated attaraof song lyrics, (especially of
the kind found in 98+LSLPS where the lyric of a gas never altered), which
distinguishes it from spontaneous speech is thafy dgrics are devoid of the
inevitable errors of spontaneous speech (see albd$99). By implication, the

Sinhala-English mixed language data of 98+LSLPS lmarregarded as devoid of
accidental errors that are likely to be presentspontaneously elicited Sinhala-

English mixed language data.

There is also a further consideration as regardf/sing language in popular music;
recall that popular music engages large groupseoble (i.e. fans). As noted by
Sarkar and Winer (2006) analyses of language iet@nfbr large groups of
individuals need to reflect an awareness of this f&hen code-switching moves into
the arena of public discourse, discourse intendethfge audiences of strangers and
carefully pre-written at that, it requires a di#fat approach to analysis” (178). The
effort of this study to first present a portrait38+LSLPS songs on the basis of how
they are perceived by the 98+LSLPS artists ana¢jpal) audience and thereafter
advance a structural explanation for the portramplements this view.

3.6 Language mixing in contemporary music: core zas and prevailing

linguistic research

As noted in 3.3, not only has language mixing irsioexisted for centuries but it is
particularly dominant in the zone of contemporappylar music with most instances
of such mixing involving English as one of the papating languages. This feature
can be seen to correspond to the contemporary lgtelitaire of language mixing

within which English occupies centre stage (see s¢xtions 2.4 and 3.8). Linguistic
interest in language mixing in music has been gngwateadily but remains a new

development in linguistic scholarship: “[llinguistanalysis of popular music and
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investigations of the globalisation of popular ntuas an aspect of culture are both
recent developments in research culture” (Omon@D& 197). Bentahila and
Davies, (2002: 187-207) and Pennycook (2002) a@ngnothers who also recognise

the paucity of linguistic investigation pertainit@glanguage mixing in music.

Among the principal foci of most prevailing lingticsresearch on language mixing
in music stands the domain of hip-hop music (Antkopoulos 2010; Garley 2010;
Hassa 2010; Lee 2010; Omoniyi 2006, 2009 (a); Peowky 2003; Simeziane 2010;
Terkourafi 2010; Williams 2010). Hip-hop is a muwdlg sourced concept
“encompassing dance and performance, visual attimadlia, fashion and attitude”
(Enculturation 1999: 2) that evolved in the 197@sre specifically, it is a culturea
lifestyle, an ideology incorporating dress, attéaddance (particularly ‘breaking’, a
form of acrobatic dance popularised by young Lafijaand language (Rose 1991;
277; Walcott 1995: 5; see also Alim 2003: 2, 55 &idhitriadis 2001). Music,
however, plays an especially important role in miefy the ‘culture’ that is hip-hop
(Oxford Music Online). The initial development ofpkhop is attributed to the
resistance politics of marginalised African Amensaof the Bronx of New York
City (Oxford Music Online; see also Pennycook 20R8se 1994; Terkourafi 2010).
In this sense, hip-hop can be said to foregroundemtity of African-Americanism.

Today hip-hop is a global phenomenon (Terkourafi®0 Widely associated with
youth culture (see also Bennett 2000; Cutler 1%%hnycook 2003) no longer is it
considered solely “an expression of African-Amemiceulture: it has become a
vehicle for global youth affiliations and a toolrfeeworking local identity all over
the world” (Mitchell 2001: 1-2). Moreover, it is¢hassociation between hip-hop and
resistance movements by marginalised communiti@s #nguably underlies its
appeal globally. More specifically, due to its amg hip-hop culture is typically
characterised as a zone encompassing radical cgolitvhich criticises dominant
ideologies and engages with issues of poverty aadyimalisation (Akindes 2001:
95; Mitchell 2001: 31; Osumare 2007: 62; Terkour2®10: 2). Importantly, the
adoption and indigenisation of hip-hop by diversemmunities globally has

“6 See Schloss (2009).
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paralleled a broadening of its identity in termsadfat it represents: “we may in fact
be dealing with a case of reappropriation rathanthn example of North American
cultural imperialism spreading on the wings of gllidation’s structures” (Omoniyi
2009 (b):118; see also Omoniyi 2005, 2006). As achie Terkourafi (2010: 4, 7 and
elsewhere), the adoption of hip-hop culture by digecommunities has also posed
challenges to researchers seeking to theorisedgtity of hip-hop and hip-hop
music: it is not a monolith (see also Dyson 199®t as also noted by Terkourafi
(2010), hip-hop does nevertheless appear to maimtaioverarching homogeneous
identity of sorts. She observes that the hetereigeand homogeneity of globalised
hip-hop is signalled in researchers’ propensitytheorise the culture in terms of
notions such as ‘transculturalism’ and ‘global f&dwdeveloped by Pennycook
(2007) and Alim et al (2009) respectively (see afgmpadurai 1996; Terkourafi
2010: 4).

The emergence of hip-hop music also known as R&®Blumpop is believed to be the
consequence of the rhythmic splitting of populamgsoby DJs in 1970s discotheques:
key among the DJs was the Jamaican-born Kool H&r@ndmaster Flash, and Afrika
Bambaataa were the notable successors of Kool Wleocfacilitated the evolution of
hip-hop music (Oxford Music Online). As the centcamponent of hip-hop culture
adopted and indigenised by a spectrum of commaunitean around the world hip-hop
music is today a global phenomenon (Alim 2009; ltijp$994a, 1994b; Omoniyi 2006:
197; Stokes 1994; Terkourafi 2010). However, akd@rafi correctly notes (2010: 2)
it is certainly not the first musical genre to deyeinto a globalised one through its
adoption by different communities globally, the gnof Jazz and rock’n’roll being

notable predecessors.

Furthermore, hip-hop culture and therefore its mungive experienced stigmatisation
throughout its development as a global phenomemangoto the radical politics with
which hip-hop is associated. However, just as ttiience of globalisation has not
been unique to hip-hop music neither has stigmadisgazz and rock’n’roll were also
stigmatised (Terkourafi 2010: 2). Hip-hop music eart® be recognised by the

mainstream music industry around 1979 (Oxford M@ndine). Crucially, the core of
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hip-hop music and therefore of hip-hop culturetsslanguage: the language of hip-hop
resideswithin its music and is therefore transmitted through-Hop music. It is the
language of hip-hop then, which is directly imptazhin its stigmatisation.

Rapping stands chief among the linguistic practibesugh which the language of hip-
hop music is negotiated and communicated. Indegathdp music is considered
synonymous with rap music (Bennett 1999: 78). iefprapping is a “narrative form of
vocal delivery which is spoken in a rhythmic patoiger a continuous backbeat, the
rhythms of voice and the beat working together’r(Bett 1999: 78). Importantly, it is
rapped lyrics, then, which have been the centi@ldmf considerable linguistic research
on hip-hop music. That this is the case is quitei@us in researchers’ tendency to use
the terms rap (i.e. rap lyrics, rap song etc) amdhbp interchangeably (Terkourafi
2010: 1, 14). For example, ‘hip-hop’ is the nameegito the genre of song in the title of
Androutsopoulos’s (2010: 19-43) paper investigatingltilingualism and ethnicity in
the song genre. However, the term rap features cuifew times in the author’s
reference to the songs as reflected in the papgnepsis: “Overall the chapter aims at
demonstrating that multilingualism in rap lyrics ascomplex discourse process that
cannot be properly understood without taking genamd institutional factors into
account” (Androutsopoulos 2010: 21). We revisit thlationship between rap, hip-hop
and 98+LSLPS in section 3.6.1. Considering thatntfagority of research on language
mixing in contemporary music has tended to conceimhop music, a domain
dominated by rap, it is possible to deduce thattraosh research is in fact about rapped

language mixing.

Language mixing is the principal tool through whadmmunities indigenise hip-hop
(see Cramer and Hallett 2010 for work on theme ixech language hip-hop lyrics).
However, language also serves as the principal unedihrough which the
homogeneity or authenticity (as Terkourafi 201Ge8Bns it) of hip-hop is in some
sense preserved. As stated previously, Englishftesncamong the participating
languages in most contexts of language mixing irsimdescribed as representing
hip-hop music. This, in turn, projects the seemjirigdterogeneous hip-hop musics as

part of a single domain of global hip-hop musiceTkind of English found in the
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musics is also argued to unite them: the Englisimost hip-hop musics tend to
include forms reflective of the Black inner cityots of hip-hop such as AAE
(Garley 2010; Hassa 2010; Williams 2010), while apérical and embellished
language as well as rhyme are also associated tivthEnglish of such musics
(Smitherman 1995).

The dominance of English in contemporary globalypapmusic such as hip-hop has
led researchers to recognise that hip-hop musitcesithe potential to offer valuable
linguistic insight regarding the spread and adeptbEnglish by various communities
(see also Androutsopoulos 2010: 19). Accordinglmicook (2003: 526) suggests
that hip-hop may be one of the best domains fazaieh “if we are looking for some

notion of emergent global Englishes”.

As yet, though, a majority of linguistic researehlop-hop music/rap and consequently
on English in hip-hop has tended to centre on Naurterica, Europe and to a lesser
degree, the African subcontinent (Pennycook 20@3: $ee also Laing 1990; Denzin
19692 For example, Ibrahim’s (1999) study on rap amAfrigan students in Canada
shows that rap represents a form of Black stylisadlish (a derivative of AAE) and
plays an important role in enabling students t@rddbeir ‘blackness’ in the racialised
contexts they inhabit: that rap, therefore, “mustread as an act of resistance” (365-
366; see also Adams and Winter 1997; Cutler 1998itlterman 2000 for further
research on rap in other North American contexts).

Multilingualism in German rap songs involving Ersffliand the languages of Germany’s
migrant communities (i.e. Romani, Turkish, Italigd&reek and Russian) and entailed
ethnic projections are the foci of Androutsopousa®cent paper titled ‘Multilingualism,
Ethnicity and Genre in Germany’s Migrant Hip-Ho@0(0: 19-43). Based on a corpus
of 220 songs and drawing on notions of ‘base laggu@Auer 2000) and the ‘symbolic

function of language choice’ he outlines the wayswhich English and the migrant

47 African-American Englishes.

“8 Examples of such research include Androutsopd@@%0), Auzanneau (2001), Bennett, (1999: 21-
77), Bentahila and Davies (2002, 2008), Garley 2(H#&ssa 2010; Higgins (2009), Ibrahim (1999:
349-369), ldtke (2007), Omoniyi (2006:195-208, 2009a, 2009nrycook (2003: 513-533)
Simeziane (2010) and Williams (2010)
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languages have been resourced in rap which he ilbescin terms of three
developmental phases (23). The manner in whichi@thns inscribed onto language
choice (i.e. migrant languages as indexical of ietidentity) and the way in which the
relationship reflects underlying issues of identitg also described. Further aspects of
the study involve exploring the structural orgatia of the lyrics as well as the
relationship between the generic categories of s@ng. stanza and refrain) and
language choice. Bennett's study (1999: 77-91) emt@n rap of migrant Turkish and
North African youth communities in Frankfurt am Masupports Androutsopoulos’
findings. He explores the cultural significancetioé languages found in the rap lyrics
arguing that hip-hop in Frankfurt is being usecaasedium for the expression of issues
relating to racism and national identity.

Omoniyi's*® (2006: 195-208) investigation of language miximgNigerian hip-hop
concerns songs incorporating a mix of Yoruba andxaof Englishes such as Standard
English and Pidgin English. Overall, the invesiigatencompasses the levels of
phonology, lexis, syntax and discourse, the anmalg$ithe lyrics at discourse level
being the most comprehensive. The author also seepleatures which distinguish the
genre from other genres of hip-hop. Examples pexvidnclude the absence of
“gangsta, heavy sexualisation, misogyny, politicgl anonolingualism” (Omoniyi
2006: 198). Language mixing in the songs is presknas indicative of the
community’s “desire to preserve aspects of theiteDCircle identity and at the same
time acknowledge and recognise the reality of $atiange that include Inner Circle
norms as a consequence of globalisation in conteampaociety” (Omoniyi 2006:
196). Accordingly, the genre is described as a“sitenternationalised entertainment
which result[s] from and contribute[s] similarly tine same cultural processes of
globalisation” (197).

In arguing that aspects of Nigerian hip-hop languagflect indigenisation Omoniyi

contrasts his analysis with Pennycook’s analysidaganese rap lyrics (2003: 513-
533). Pennycook defines the presence of EnglisthenJapanese lyrics as signalling
affiliation with what is seemingly a cultural ‘otheOmoniyi (2006) argues that this

“9 For more research on hip-hip in Nigeria see Omd@i§05, 2006, 2009a, 2009b).
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comparison “subscribes to the principle that ragh laip-hop are traditionally domiciled
in the African American community but fails to egpe the deeper roots of transplanted
cultural repertoires” (201). However, there is amportant difference between the
environments under consideration by Omoniyi andnieook. Nigeria is a post-
colonial nation where English functions as an LL Jome and as an L2 for others
(Omoniyi 2006: 196-197). In Japan, English is anus2d essentially for instrumental
purposes: the status of English in Japan owes phita the forces of globalisation
and the fact that English is the global de factileage of commerce. The discussion
on English in Sri Lanka in chapter 2 (section 2i8nonstrated the multiple identities it

possesses in Sri Lanka.

Importantly, it is necessary to recognise that EBhgloccupies varying and often
multiple identities as an L1, L2 and/or de falihgua francain various societies owing
to its unique socio-political and historical deyaleent across these societies as part of
its evolution as a global language and that thetitleof English in a particular society
or community will undoubtedly influence and argyable influenced by the way in
which it is represented in musics emerging from t@mmunity or society
(Androutsopoulos 2010: 19; see also Rutten 1996)s lalso worth noting that
Pennycook’s research informs a handful of researtHanguage mixing involving
English in contemporary music beyond North Ameri€rope and the African

subcontinent.

Crucially, the observation about the differencewmatn Omoniyi’'s and Pennycook’s
hip-hop contexts, signals the importance of addngsghe paucity of research on
language mixing involving English in contemporarysit beyond North America,

Europe and the African subcontinent in efforts tonprehend the nature of English
adoption and reinvention in contemporary mixed lage music. As discussed in
chapters 7, 8, 9 and 10, 98+LSLPS contributes i ghucity and also demonstrates
how the status and identity of English in Sri Lamkuences and has been influenced

by its dominance in the songs.
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Moreover, the complexity of trying to make sensdoiv English is being adapted and
represented in such contemporary domains is peztlicy researchers working within
the frame of ‘World Englishes’ who recognise thBhglish in its international context

is still not well understood” (Kachru 1985: 11) awi primarily to the “monolingual

model of analysis and logistical problems relatioghe scale of the global spread of
English” (Pennycook 2003: 518; see also Dujunco22@arofalo 1993; Harris 2002;

Lavie and Swedenburg 1996; Lee 2002, 2004; andord@97 for research on hip-hop
with a focus on English varieties). This issue iamplicitly addressed in the present
study due to the fact that the structural analggeéke songs in terms of a new musico-
linguistic analytical framework are part of theaffto explain the songs’ structure in

terms of how they are perceived by the genre’s camiy of artists and audience.

Bentahila and Davie¥ (2008: 1-20 see also 2002: 187-207) exploratiorke®iaa
notable contribution to research on language mikingusic concentrating on a context
which does not involve English, the Rai lyrics oigéria and Morocco which include
rap involving Arabic and French. Accordingly, Arabis shown to be the dominant
language of the lyrics. The authors also explom@ lamguage mixing interacts with the
structural components of song; the relationshipvbeh code-switches and rhyme
scheme is an example (4-9). The manner in whidiereifit languages in a lyric function
to highlight and marginalise aspects of a lyric dhds enhance communication and
contribute to the overall poeticism of a song isoatliscussed. Chapters 7, 8 and 9
explore similar features in relation to 98+LSLPI® tifference is that 98+LSLPS lyrics

are interpreted in terms of their musical strudtarevironment.

Overall, and importantly (as also noted in sectb), we see that existing linguistic
scholarship on mixed language in contemporary m(essentially hip-hop music and
therefore rap), comprise socio/ethno-linguistic gndmmatical analyses of the mixed
language considered in isolation of their attendmaunsical structural contexts in which

they are positioned and through which they are comoated (i.e. rendered and

% For reasons provided in chapter 1, note that wheiauthors referenced in the present discussion
term code-switching, is what | refer to as ‘langeagixing’ in relation to 98+LSLPS. Chapter 6
explores code-switching scholarship generally (iug.with music).
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perceived). On the contrary the present study perta mixed language in music in its

audio format.

3.6.1 Clarifying the relationship between rap, hiphop and 98+LSLPS

As stated, rap is the principal mode through whhighthop language is negotiated and
communicated and is consequently a global phenomémacontemporary culture
indexical of ‘post-modern practice’ and radicalipcs (Krims 2000: 8, see also Potter
1995; Rose 1994; Shusterman 1992) albeit stignthtteeaccount of the stigmatised
hip-hop music with which it is associat&d Although rap music is associated with the
development of hip-hop in the 1960s (by pioneershsas Kool Herc, Afrika
Bambaataa and Grandmaster Flash referred to ¢aviiéh 1974 considered its
symbolic birth year, the roots of rap can be traiwetheGriots (musician poets of an
oral tradition) of West Africa (Keyes 1991: 40) atiterefore predates hip-hop by
several centuries. Importantly, even though hip-nogsic has become a principal
locus for rap, the art form is not native or unigaehip-hop. As Krims (2000: 10)
states “there is music that is often labelled ag-Hop’ that may not include
rapping....there is some rap music that many conssiofethe musics would deny the
status of the term ‘hip-hop’.” Instead, he arguest tap is a mode of communication
which belongs to the genre sbng(Krims 2000: 41 see also 10-11), noting too that
today it is a global phenomenon: “there is scareetpuntry in the world that does not
feature some form or mutation of rap music” (206): Indeed, that rap is not
analogous to hip-hop music was exemplified in ajp@&eson theatre show presented at
the Edinburgh Festival in 2010: rap is the medilmough which the actor presents
narrations of historical accounts, novels, the Daiam story of evolution being the

topic on the actors show at the festival in 201s@ibed on Babas Word website).

Krims (2000) references rhyme to distinguish ragdiom other modes of song lyric
communication. Moreover, rap is said to elicit manéernal rhyme and less line-
terminal rhyme (2000: 43). In tracing the developtr& the art form Krims (2000: 43)
proposes that the rhythm of rapping has become mregular. Elsewhere, the author

*! For research which seeks to validate rap andgfeatise it, see Brennan (1994), Dyson (1996),
Keyes (1996) Potter (1995), Rose (1994: chapteBi®)sterman (1991).
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presents rap in terms of four genres (Krims 200@pter 2). They arparty rap (57)
dealing with celebration, pleasure and humaouack rap(62), a sexualised form of rap
concerning sexual prowess, sexual politics, womé#re desire for sex etc,
Jazz/bohemian ra|68), a politically conscious form of rap engagwgh issues of
exploitation and injustice arméality rap concerning ‘ghettocentricity’ and social issues
arising from marginalisation and impoverishment.isTis discussed in relation to
98+LSLPS in chapter 8.

Establishing the distinction between rap and hip-music, that the former is not
exclusive to the latter but is rather, a definimgl antegral component of the system of
song is important to 98+LSLPS. As stated in 8, is dominant in 98+LSLPS despite
not occurring in all 98+LSLPS songs and therefastijuishes the genre from other
genres of Sri Lankan music. However, the genre @iabha defined as hip-hop music.
For example, even though the term hip-hop doesifean the descriptions of the genre
by its artists and principal audience (see chaptet.5) they also include a range of
other terms and phrases such as fusion, pop, &lpdbSri Lankan rock, Sinhala pop
and hip-hop (as discussed in section 3.3). MoreaWet, rap and hip-hop are separate
is exemplified in the fact that hip-hop never featuin descriptions of the core songs of
98+LSLPS, the songs by the pioneers of the gen¥&, Besponsible for the evolution
of 98+LSLPS in 1998 and which continue to defindritleed, when interviewed, the
duo made very clear that these songs are not epegve of hip-hop music (refer

chapter 4 for details).

Additionally, some of the comments by 98+LSLPS séstiand audience indicate a
disassociation between rap from its (African and efican) hip-hop roots further
demonstrating the extent to which the art form Iiegesn appropriated and reinvented by
the 98+LSLPS community. The following comments bywall known 98+LSPS

lyricist and audience member respectively are netidibstrations:
“A certain style of ancient Sinhala folk songs aapped. It's like rap you hear now.

Rap isn't alien to Sri Lanka.” (Interview with astiWasantha Duggannarala: Murder
Dog Magazine, Vol.15, No. 2, p.70).
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“When you say rap, it is like we always think ofstlwestern culture but in our [Sri
Lankan] culture there was something related to papple have just not figured it out
so far. In old way of worship systems and you kribere’s something like that” (IAC

16: interview: 2009).

Whether indigenous Sri Lankan musical genres coethforms of musical utterance
similar to rap is something that needs to be ingattd further. Some traditional forms
of chants associated with traditional dance carsdsn to elicit some resemblance to
rap since the chants involve speech deliveredenctintext of acoustically prominent
musical rhythm due the fact that they are accongmhmiy indigenous percussion
instruments. However, these chants do not exhiitcompression of language within
strict and short musical rhythmic sequences entpiNery rapid rendition which
distinguishes rapped language; rendering rappeylitage as natural speech would take
much longer (this is explained in detail in cha@grImportantly, the significance of
the quotes pertain to the fact that the 98+LSLP&manity regard rap as indigenised
within a unique genre of Sri Lankan music. Furthemen singing is dominant among
the four presentational techniques through whichLS.PS songs are delivered; rap
comes in second (this is discussed in chapters &dd9). Overall, these reasons
contribute to the classification of the songs uraersideration in this study in terms of
the abbreviation 98+LSLPS: the effort is to avdié pitfall of delimiting the songs
according to terms and phrases which may maskdimplexities and unique character

of their composition.

Moreover, it follows that due to the fact that éxig linguistic research on hip-hop
song lyrics (see section 3.5) does not considelyties in terms of musical structure
(i.,e. musical rhythm and attendant notational fre)ynehere exists no linguistic
research on rap (which in contemporary music istrposvalent in hip-hop music)
which considers the phenomenon in terms of musstaicture. That it may be
important to do so is signalled in clarificationeeférenced previously) about
differences between mediated language and spontanepeech as well as
differences between language occurring in musicahdther linguistic output (see
for example, Hill 1999: 550-551, qgtd. in Pennycd®03). As already stated, the
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analytical framework developed to explore 98+LSlLi®8ased on musical structure.
Furthermore, presently, there appears to be noamgseon rap occurring in
contemporary mixed language musics from South ASiae investigation of
98+LSLPS addresses this issue being a contemp8@uth Asian genre of mixed

language music dominated by rap.

3.7 The relationship between the Sri Lankan musiaidustry and 98+LSLPS

The evolution of Sri Lankan contemporary populaisimoumusic geared towards the
‘mass’ essentially Sri Lankan market, paralleled #mergence of what could be
regarded as a quasi local commercially orientecufampmusic industry: 98+LSLPS
occupies the status of the mainstream style/fornrmasic within this industry a
status the genre came to occupy soon after itsgamee in 1998 (Murder Dog
MagazineVol. 15 No.2, p 64-84see also figure 2 in chapter 4 for a diagrammatic
summary of the 98+LSLPS community and its placehiwitthe Sri Lankan and

global music industries).

The 1960’s marked the advent of commercial populasic in Sri Lanka. Its growth
paralleled the growth of Sri Lankan radio. Thetfredio broadcasting service was a
state-run network (Radio Ceylon subsequently desegh the Sri Lanka
Broadcasting Corporation or SLBC). The SLBC hasagkvincluded English,
Sinhala and Tamil channels. However, the media déingtiably revolutionised the
status of Sri Lankan contemporary popular music @&sthblished it as the
unequivocal mainstream of Sri Lankan music gargealmost the entire population
of Sri Lanka were private radio and TV networks ethfirst emerged in the 1990s.
Explained in chapters 4 and 5, the networks arelgygppular; the privately owned
radio networks identified as ‘Sinhala’ (medium) icadetworks are among the most
highly rated in the country.

Crucially, as stated in section 3.3, the develogmé&f8+LSLPS owes to the growth

of Sri Lanka’s privately owned radio networks. Thetworks that provide the

greatest airplay to 98+LSLPS songs are the mostlpopadio networks in the
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country. (e.g. Sirasa FM Hiru FM, Y-F4 according to the Sri Lanka Market
Research Bureau and Ogilvy Marketing Internaticfal) turn, the sustained airplay
of 98+LSLPS on these networks maintains the staft@83+LSLPS as the country’s
leading genre of music. As explained comprehengiuelchapter 4, the principal
audience of 98+LSLPS chiefly responsible for prangthe status of 98+LSLPS
represent nearly 40% of the country’s youth. Enaging the airplay of the songs on
radio networks by listening to, voting for and regting the songs is an important
method through which these individuals support 9BHRS. The audience’s
affirmation of their affection for the songs encages the radio networks to continue
to air the songs in the expectation that the irsgdaairplay of the songs would
further augment audience support for the netwdrk€onsequently, both the
privately owned local radio networks and 98+LSLP&ée benefited hugely from

their partnership. 98+LSLPS also dominates somiefleading Sri Lankan music

internet archives (e.gelakiri.com).

Overall, though, a lack of proper organisation dedpvith a weak national economy
has prevented the Sri Lankan music industry fronohéwg into a cohesive
organisation capable of fostering local musiciand @romoting new music in a
manner that provides the musicians with the finr@nsupport they require and
deserve. Most local musicians are unable to eadeaent living through music
(production and performance) alone and as suchttendllaborate with other artists
to minimise the costs entailed in the productionl amarketing of music and be
involved in related business occupations - thdissussed in chapter 4.

2 The website of Y-FM is provided in appendix 1.

*3 The Lanka Market Research Bureau (LMRB) and Ogjlladia International private limited are the
two leading institutions which provide evaluatimfg¢he popularity of Sri Lankan media networks on
the basis of viewer ratings. The information ungied the claim that the listed radio networks dre t
most popular in Sri Lanka include annual natioredessments carried out by the LMRB between
2002 and 2010 and similar assessments carried yo@dilvy Media International between 2005-
2009. The findings are corroborated by the 98+LSkERiSts who were interviewed. Further details
are included in chapters 4 and 5.

** Ensuring that they have a consistent and ideatlyaeding audience is crucial to these radio
networks since it is this that guarantees that tietworks are selected for purposes of
marketing/advertising which in turn provides therithwihe revenue necessary for their survival and
growth.
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3.8 The relationship between the contemporary globhgopular music industry
and 98+LSLPS

Popular music is the core of the contemporary dlotasic industry: globalisation is
the undisputed underlying influence driving thebglbpopular music industry (Frith
2007; Giddons 1999; see also Heller 2005). Spedificthe industry is driven by
multi-national music marketing co-operations whagaverning ethos centres on
promoting and marketing music for a global ‘massketi audience (Garofalo 1993;
Taylor 1997). As Pennycook (2003: 523), states,balieation parallels global
corporatisation involving the exchange and merghgoncepts and ideologies. He
argues that these processes manifest in differays gocietally and nationally. The
consequence is heterogeneity; the emergence ofdoevains and reinvention of old
domains (Appadurai 1996). The kinds of contemporaugic discussed in section 3.6
illustrate this. 98+LSLPS involving the fusion ofinBala and English within
heterogeneous integrations of musics and varioaslgsed by its community (e.g.
popular/pop hip-hop, fusion, pop-fusion etc.) emiiges this exchange of concepts and
ideologies at the level of ‘art’ (see also Bentalihd Davies 2002; Otchtet 2000). The
result is the evolution of new art which is nevel#iss not altogether independent but
echoes other artistic sources too. As also merdiamaection 3.6.1, the emergence of
such concepts as ‘transculturalism’ and ‘globaivBo (Appadurai 1996; Pennycook

2007; Alim et al 2009) demonstrate researchershgits to deal with these realities.

The artists who occupy centre stage within glolmgdytar music industry are among
the most celebrated and wealthiest individuals ba planet. It is therefore

unsurprising that the ultimate aspiration of mogpydar music artists is to become
members of this financially lucrative domain. Theel of the financial benefits

awaiting artists whose music is recognised intéonatly is perhaps stronger for
artists from developing countries: recall the insecfinancial status of the popular
music artists in Sri Lanka mentioned in 3.7. Impotly, the artists’ aspiration entails
that their music conform to the dictates of theustdy which are based on mass-
market demands. It is also a fact that the gloloplufar music industry is a part of
the economy of developed countries and therefohes tominant musical

expectations of the industry at any given pointdtéo stem from the musical
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traditions of these countries. Consequently, artfsbm developing countries are
faced with the task of endeavouring to generateicaubat have the capacity to
capture the peoples of their own countries whikeo ahaving the potential to be
accepted into the mainstream global music indystisiville 2000: 40).

The dominance of rap in 98+LSLPS may be interpraedn example of the above
mentioned effort. However, as explained in 3.6, isaplso regarded as part of Sri
Lankan music by the 98+LSLPS community of artistal grincipal audience.
Similarly, the presence of blends involving diversasical styles in contemporary
popular musics (such as 98+LSLPS) may also beprgtyrd as another example of
musicians’ effort to address both local and glanaliences. The feature of musical
blending is particularly apparent in the contempprausical output of countries like
Sri Lanka that possess unique indigenous traditioneical genres. A consequence
of this kind of musical output is the paucity ofrtes suited to defining the musics
since the lexicon of global musical discourse degiprimarily from ‘western’ and
European musical traditions (Monelle 1992, Email:032008): a further reason why
the songs implicated in this study are termed 98RAS The varying definitions
assigned to 98+LSLPS by its artists and audienesfljormentioned in 3.6 and
detailed in chapter 4 demonstrates the communitgtognition that prevailing
musical terminology is inadequate for purposeseasfcdbing heterogeneous musics

which inhabit the space of the contemporary gl@oglular music industry.

As for language, English (discussed in section, 3s6bhe dominant language in the
field of contemporary global popular song (see ggample, Bentahila and Davies
2002: Pennycook 2003: Sancton 2000: Otchect 2008)s is not surprising

considering the prestigious status English occugiebally (described in chapter 2
and 3.6) and the afore-mentioned geographical notl¢he contemporary global

popular music industry. Therefore, the inevitablellhood is that contemporary
popular song artists will conform to the linguispcactices of the musics of these
regions (tantamount to the use of English) in tleéiorts to gain a stronghold within

the highly lucrative industry. Nevertheless, andcally, the analyses of 98+LSLPS
in chapters 7, 8 and 9 demonstrate that the preg@gmdeed dominance) of English
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in the songs is not simply about artists’ endeasoir become internationally
recognised but forms part of a complex reinventama expression of collective
linguistic identity by the 98+LSLPS community.

3.9 Summary and conclusion

The outline of Sri Lanka’s musical development éctéon 3.2 provided insight into
the Sri Lankan socio-historical background of 98tPS. In explaining the reasons
for grouping a set of songs under the construcst'd®98, (leading) Sri Lankan
popular song’, in 3.3, the songs were shown toesgrt a separate musical genre.
The chapter proceeded (in 3.4) to detail the spefghture which distinguishes the
songs from other Sri Lankan and non-Sri Lankan osusMixed language lyrics
consisting essentially of Sinhala and English béewith the occasional inclusion of
Tamil and even rarer occurrences of Divehi and &ratere described as the key
distinguishing feature of 98+LSLPS. Section 3.5lesgul factors which differentiate
language mixing in music from spontaneous speecWedisas all other linguistic
phenomena. That language mixing in music represemsliiated’ communication
embedded in musical (rhythmic and notional) strrectuas the most important factor

noted.

Hip-hop music was described as the leading conteampalobal music genre for
language mixing in section 3.6. The discussionrpcoated an overview of hip-hop
culture, its globalisation and indigenisation highting the dominance of English
within this context, a description of the definifeature of hip-hop music, namely
rap, and an overview of prevailing linguistic resdaon hip-hop music including
mixed language lyrics. It was noted that theretexi® research which considers the
musical and linguistic interface of language mixingnusic or linguistic research on
language mixing occurring in South Asian musicghbareas are addressed by the
present study on 98+LSLPS. Section 3.6.1 explaiaedimportant distinction
between rap and hip-hop with which it has tenddoetonost associated. Specifically,
rap was shown to be an independent art form ocwuin various kinds of music
despite being integral to hip-hop music. 98+LSLP& wresented as an example of

rap occurring in a genre which cannot be definestpsesenting hip-hop alone.
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The description of the relationship between 98+LSldhd the Sri Lankan music
industry in 3.7, showed 98+LSLPS to be the maiastrenusical genre in what is
essentially a quasi poorly organised network. $ac8.8 cast 98+LSLPS within the
broader locale of the contemporary global populasimindustry. With reference to
98+LSLPS, the discussion demonstrated how artist® wish to become
internationally recognised and enjoy the entailedrfcial benefits are compelled to
engage in a constant mediation of their own indigsnexpressive impulses in
relation to the musical and linguistic ‘norms’ dfet commercialised global music

industry in which they are straddled.
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Chapter 4

The artists and principal audience of 98+LSLPS: ACommunity of

Practice’

“Music, then, plays a significant part in the wayat individuals author space,
musical texts being creatively combined with lokabwledges and sensibilities in
ways that tell particular stories about the lo@d impose collectively defined
meanings and significance on space” (Bennett 28D4:

4.1 Introduction

This chapter concerns the artists and principalesuog of 98+LSLPS. It describes
them explaining how they collaborate with each othe their invention,
communication and preservation of 98+LSLPS. Acaaglyi, they are shown to be
Sri Lankan youth and young adults of Sinhala eibnigetween approximately 15
and 39 years of age representing a group of over rbillion individuals.
Urbanisation interpreted in terms of individualgice-economic backgrounds is
used to further describe the principal audience (@na lesser degree the artists)
while gender is also referenced briefly in the dgston about the artists.

It might be worth noting that descriptors used ¢satibe the 98+LSLPS community
of youth and young adults are congruent with thasesidered to underlie the major
youth categories of Sri Lanka: “In Sri Lanka, majorisions among youth are based
on ethnicity, class, language, ideology and rurbbo differences” (Hettige 2002:
63). Crucially, an adaptation of Wenger's (1998&tiatly presented in Lave and
Wenger 1991) prototype Community of Practice (Coffddel is used to describe the
98+LSLPS artists and principal audience who aresequently shown to resemble a
CofP. The discussion draws on interview data frotista and audience and a range
of metalinguistic sources (e.g. artists’ websitdg, principal media through which
the songs are aired and naming practices). Theviaetes with the artists and
audience members comprised semi-structured informtaiviews. Questions were
posed with a view to generating a discussion wlikeeinterviewees would feel

inclined to talk about the songs as well as thaatronship with and attitude towards
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them. All artists were interviewed individually. &hnterviews included person to
person interviews, phone interviews and email comoation. Members of the
98+LSLPS audience were interviewed in groups. Egohp consisted of between 3
and 6 individuals. Appendix 1 includes the quewsti@asked from the artists and

audience members respectively and which formedqgbdhie interviews.

Section 4.2 introduces the CofP model and procee@splain how the 98+LSLPS
artists and audience are described in relationt.tolfie model comprises two
complementary components, one which relates to GoW#® members interact with
each other in their endeavour to realise a joinkerpnise referred to as their
participation of their practicewhile the other concerns their collective output
referred to as theireification. Both components are typically defined in terms of
three conceptsnutual engagemenshared repertoireand joint enterprise This
chapter describes the 98+LSLPS CofP’s ‘participatd their practice’ in terms of
these three concepts. Chapters 7, 8 and 9 reprasemgestigation of the 98+LSLPS
CofP’s reification on the basis of an analysis aLSLPS song sample introduced
in chapter 5. Section 4.2 concludes with a diagadnthe 98+:LSLPS artists and
principal audience representing their interactiith each other and the relationship
between them and the Sri Lankan and global popuissic industries (explained in
the preceding chapter in sections 3.7 and 3.8)rdsieof the chapter which follows is

in many respects an explanation of this diagram.

Section 4.3 concerns the mutual engagement of k&L PS artists and principal
audience. The artists are described in terms ofgwaps in 4.3.1: the core artists
(4.3.1.1) and non-core artists (4.3.1.2). Next24 @escribes the genre’s principal
audience in terms of ethnicity (4.3.2.1), generat{@.3.2.2) and ‘urbanisation’
(4.3.2.3). Section 4.3.3 elaborates further onrthgual engagement between the
98+LSLPS artists and principal audience. A desiompbf the resources used by the
artists and principal audience of 98+LSLPS in thmrticipation of their practice
representing their shared repertoire constitutesme4.4. Their shared repertoire is
presented as including a linguistic, musical andsiouilinguistic component.

However, due to the linguistic objective of thigsis, the emphasis in this chapter is
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on the linguistic component of the CofP’s sharegerwire. The composition and
character of the musical and musico-linguistic conents are clarified in later
chapters. In section 4.5, the 98+LSLPS CofP’s gigdtion of their practice in terms
of their joint enterprise is presented as a ‘pditcarresponding to how 98+LSLPS
is regarded by the members and drawn on the bhdigerview data and a selection
of other metalinguistic information. The portrsitshown to consist of two opposing
profiles’®. The manner in which the CofP’s participation loéit practice influences
and is influenced by two constellations, the Smkan and global popular music

industries is discussed in section 4.6.
4.2 On adapting the Community of Practice (CofP) Mdel to 98+LSLPS

Since its introduction, Wenger’'s (1998) CofP prgpat has been used extensively
for sociolinguistic study (see Meyerhoff 2002) iarficular for the study of small
groups of individuals. Linguists such as Eckert daConnell-Ginet (1992, 2003)
define a community of practice (CofP) as “an aggte®@f people who come together
around mutual engagement in an endeavour” (1992) 46d who engage in the
“construction of a shared orientation to the watdund them- a tacit definition of
themselves in relation to each other and in refatio the nature of other
communities of practice (Eckert 2005: 16). The wdlial's identity is seen to evolve
in terms of “a sense of place in the social wor{Etkert 2005: 17) by virtue of
his/her membership in the many communities of jpradhat define her/him. These
fundamentals correspond to Wenger's presentatiothefmodel. However, here |
draw on Wenger’'s (non-discipline specific) modetdngse the context explored in
this thesis is one which involves the blend of laage and music. Interestingly, it is
the musical nature of the context which underliese model’'s applicability to
describing the relationship between an extremelgelaand widely dispersed

collective of several million individuals.

For Wenger, (1998practiceis the core that unites individuals as participaott a

‘community of practice’ (i.e. CofP) and generatex@nmunity’s ‘output’. The

%5 As explained in chapter 1, the analytical framdwiotroduced in chapter 6 and used to analyse the
98+LSLPS song sample in chapters 7, 8 and 9 imaetpience of trying to reconcile this portrait at
the level of the songs’ lyrics.
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‘output’ of a CofP sustains its identity and reirtes solidarity between the
community members. Wenger descripeacticeas an aspect of “human engagement
in the world [which] is first and foremost a prosed negotiatingneaning(1998:
53) neither in the literal sense of the word asngef in dictionaries nor in an abstract
philosophical sense. Instead, the word used in dbigext refers to meaning “an
experience of everyday life” (Wenger 1998: 52). Blgpecifically, it is important to
be acutely conscious of the ‘constructedness’ eftidy, especially linguistic and
cultural (collective or individual) identity whenrteculated through the prism of
individuals’ perceptions and views. So in the ca$ehe 98+LSLPS artists and
principal audience, the description and theoretiedsoning of their collective
linguistic identity becomes tantamount to a desitmpand theoretical reasoning of
how they have chosen to construct and project tel®s in and through their state

of comprising the 98+LSLPS community.

As stated in 4.1, two complementary compongpésticipation andreification form
the basis of a CofP’s ‘practice’ as defined by Wanl998: 66-68). Typically, a
CofP’s practice (as participation and reificationy, explored through three
interrelated concepts, namelyutual engagemeng shared repertoireand joint
enterprise(Wenger: 1998; see also Meyerhoff 2002: 526-54962@hapter 9). It is
the desire to realise jaint enterprisewhich unites individuals as a CofMlutual
engagemenbetween individuals through the negotiation ollzared repertoire
foregrounds the realisation ofi@nt enterprise Accordingly, a CofPs ‘participation
of their practice’ refers to members’ negotiatidntleeir shared repertoire through
mutual engagement with a view to realising a jeinterprise. A CofP’s ‘reification’
refers to the output/joint enterprise of membersitumal engagement through their
negotiation of a shared repertoire. Wenger argued the participation and
reification of a CofP’s practice “do not imply eacther and therefore do not
substitute for each other” (1998: 66) but remaiexiricably bound together (1998:
61-62). In other words, he maintains that it issesial that both be evaluated in order
to understand the dynamics of a CofP.

So in brief, the 98+LSLPS artists’ and audienc@cpice of their participation can be

described as incorporating the processes of 98+BSlddng invention and
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preservation. This includes the artists (the irdirails responsible for performing and
inventing the songs) and principal audience memf@esponsible for promoting and
sustaining the genre by listening to and purchagiegsongs in CD and DVD format
etc), engaging with each other through the negotiabf a shared repertoire
comprising linguistic, musical and musico-linguistomponents. The Sinhala and
English languages form the core of the shared tape’s linguistic component. The
repertoire’s musical component includes both nahgenous and indigenous
musical (notational and rhythmic) styles while aafefour presentational techniques
(i.e. rap, singing, rhythmic and A-rhythmic rendit) through which the songs are
communicated/performed (discussed in chapters 68 and 9) constitute the

repertoire’s musico-linguistic component.

Figure 2 is a visual synthesis of the 98+LSLPSstxtiand principal audience’s
participation of their practice to be explainedtiwe ensuing discussion in terms of
their mutual engagement, shared repertoire antl ¢oiterprise.

Figure 2

The CofP of Post 1998 Leading Sri Lankan contenrgquapular song (98+LSLPS)

and its place within the Sri Lankan and global papmusic industries.

-~ CORE™ e

K > ARTISESFARTISTS\ AUDIENCE

. <——_SINHALA; SRI LANKAN YOUTH
o v— urban semi

A

Sri

Transnationals ankan
MTusic Indus

76



» All the circles within the thick black line bordag the mauve circle represent
the 98+LSLPS CofP. The mauve and yellow circlesasgnt the Sri Lankan
and global music industries respectively.

« The arrows represent links between the circlesinglao how the groups
represented by them influence each other. The bktek arrow corresponds
to the direction of the influence, the tail its smI

* The arrows concerning links between the CofP mesbee in black; the
arrows in red concern the relationship between9@we SLPS CofP and the
Sri Lankan and global popular music industries.

* The patterned arrows represent comparatively wiekk between their
source and reach.

* Non-patterned arrows represent close bonds.

* The double arrow represents heightened influence.

* The patterned lines separating the two inner dra@ded the ‘Local’/Sri
Lankan audience’ circles are intended to refleet féct that the groups are

connected to each other.

4.3 The artists and audience of 98+LSLPS and theiparticipation of their

practice’ in terms of their mutual engagement

Typically, mutual engagement (the negotiation betw¢he members of a CofP)
involves individuals having personal contact witaclke other (Meyerhoff 2006:
chapter 9, 2002). However, as will be shown, theadyics of engagement between
the 98+LSLPS community members do not always irs/alirect interpersonal
contact between them. This is due to the size awhrgphical diffusion of the
98+LSLPS community members coupled with the musicladracter of their
enterprise. Music is “not an embodiment of an ibde& an expression of an idea”

(Monelle 1992: 8) and includes communication betwé&so groups, inventor/s,
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performers (artist/s) and an audience through muise&e communication could, for

example, involve the audience listening to a piEamusic on CB".

Collectively, as will become apparent in what fely (and as stated in 4.1), the
artists and principal audience of 98+LSLPS are lyand young adults of Sinhala
ethnicity’’” within the approximate age range of 15 to 39. Mast resident in Sri
Lanka, mainly in the country’s more urbanised sitisome are resident abroad.
According to demographic statistics based on thuaincensus’ between 2001 and
2006, over 40% of Sri Lanka’s gross populationyareth ranging between the ages
of 15 to 39 (Department of Census and StatistidsL.&ka> The Government of
Sri Lanka: website). However, these statistics dbrapresent the relatively smaller
group of youth of Sinhala ethnicity or who have [&ila roots referred to in section
4.3.2.2 who are temporarily or permanently residdimbad and who are part of the
98+LSLPS principal audience (represented by thercaudience circle of figure 2):
hence the reason for the statement that the 98+8&SCBfP compriseover 5.5

million individuals
4.3.1 The (core and non-core) artists of 98+LSLPS
The artists of 98+LSLPS are the individuals resfmes for

communicating/performing and most often inventin§8tLSLPS song and can be

identified in terms of two groups, ‘core artistsica‘artists’ (represented by the two

56 Wenger proposes three modes of individual belongihizh he maintains are distinct (1998: 173).
They areengagement, imagination and alignmemicording to which individuals’ participation of
their practice can be further classified. Howeuars study is essentially about identifying broad
patterns of participation for members in termshe toles of artist and audience comprising the role
categories of the 98+LSLPS CofP. This focus onstigating group identity relates to the objective
of this thesis which concerns articulating the ective projected linguistic identity of the 98+LSEP
artists and principal audience.

" Edwards and Krakow (1985), Edwards (1991) and Kr(a©91) are some researchers who have
explored ethnically defined networks.

%8 These censuses were derived during the time oéttigic conflict in Sri Lanka. Specifically, data
from four northern districts of the twenty four wlists constituting the country are absent as the
districts were inaccessible at the time being ommuperritories of the Liberation Tigers of Tamil
Elaam (LTTE). However, the majority of the popubatiresiding in these districts are of Tamil
ethnicity whereas the core of 98+LSLPS include$viddals of Sinhala ethnicity.
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inner circles of figure 23°. The members of the two groups interact with eattier
as part of their artistic negotiations as represerity the patterned boundary line

separating the groups in figure 2.

4.3.1.1 The 98+LSLPS core artists’ participation oftheir practice in terms of

their mutual engagement

Members of the core artists circle are the epieeafro8+LSLPS and include three
artists/musicians. They are the male duo BNS (tioly Bathiya Jayakody and
Santhush Weeraman), the pioneers of the quinteskemtixed language lyrics
within  musical-blends’ style which distinguishes +@&LPS, and the
musician/producer Iraj (Iraj Weeraratne). Their maus the core of 98+LSLPS. All
three artists are of Sinhala ethnicity, are betw2emnd 35 years of age and can be
regarded as belonging to the category of ‘urbanissles. The artists are famed
both within the 98+LSLPS community as well as nadity; this is due to fact that
98+LSLPS is Sri Lanka’s mainstream popular musiergddescribed in chapter 3:

3.4; see also Murder Dog Magazine 2068)°°.

As stated in chapter 3, it was in 1998 that BNShegairecognition in Sri Lanka
following their hit songvasanthaydrom their debut album titled the same. The song
was the first in a series of songs and albums mediby the duo. The unparalleled
popularity of Vasanthayeand the huge successes that accompanied the duo’s
subsequent releases established them as the ceuetgling artists in the field of
contemporary popular music as affirmed by the estten media coverage they

received and continue to receive. Indeed, it wanddvery difficult to find Sri Lankan

% The creation of music, particularly music followitthe development of the phonograph cylinder,
the first device that could preserve music perforcea has incurred the growing contributions of
individuals other than composers and performems. @ound technicians) to music production.
However, performers remain the most important doutors to the invention and realisation of music.
% The homepage of Y-FM one of the country’s leadingth radio contains a feature on BNS on its
homepage describing the duo as “ Sri Lanka’s mospraplished musical duo in the field of ethnic
fusion music” (Y-FM: website: 18.09.2009). Moreoyall the artists interviewed confirmed that Y-
FM is a leading Sri Lankan youth radio network ¢hi— webmaster of the country’s leading online
Sri Lankan music archive ElaKiri.com: interview: @) ‘Fill- T'; interview: 2008; D.Ekanayake:
interview: 2008 [leading DJ formerly of Hiru FM]; rishan Maheson: interview: 2009; Amila
Paranamanage: interview: 2009; Hiran Thenuwaranigw: 2009; Santhush Weeraman: interview:
2009; Chinthy Fernando: interview: 2009; Iraj Weatae: interview: 2009).
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youth (and in all likelihood adults) resident in Banka who have not heard of BNS
and this includes youth of all the country’s etho@ammunities. The following are
some notable achievements of BRSof 2009 (BNS: website; Santhush Weeraman:
interview: 2009 and the Y-FM radio network).

(a) Over 450 live performances (as of January 2011) witdiences exceeding
20,000 individuals (BNS: website).

(b) 14 entries in the Sri Lankan music charts, 7 nat$, fand eight albums
including a total output of over one hundred sofagsof mid 2009).

(c) Composers and performers of the Official Sri Lankdanket anthem (by the
Board of Cricket Control in Sri Lanka).

(d) A music publishing and recording contract under v@rsal Music
Publishing, Hong Kong and Sony BMG Music Entertagmin

(e) Performing the opening act for prestigious musieslents involving
internationally renowned artists (e.g. UB 40 in 20€he ‘Vengaboys’ in
2001) held in Sri Lanka (see BNS website for furithetails).

() Runners-up place in the 4th Pop Music Festivalemjanin Serbia in 2003.
Silver award winners at the "Azia Dauzey" Music tied in Kazakhstan in
2001 and bronze award winners at the 4th Shangbiai Music Festival in
China 2001.

Although the duo’s achievements may not seem likehmwhen compared with the
kind of internationally recognised accolades (€&gammys, Brit awards etc) and
chart successes enjoyed by the leading names ahtémnational global popular
music industry, the achievements are significarthecontext of Sri Lanka’s cultural
topography. In other words, the kinds of accomptlishts that underlie artists’
stardom in the international zone of pop-cultummae somewhat peripheral to the
dynamics of the Sri Lankan music industry. Forregke, Sri Lanka is not on the
tour circuit of internationally reputed popular nwartists. Therefore, the concerts
involving internationally acclaimed artists listau relation to BNS were the only
ones of their kind to have been held in the countryeach of those years.

Consequently, each of these concerts received eusrpublicity. Sri Lanka’s weak
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economy, climate of political instability (due mbjirto its protracted thirty year war
albeit recently concluded), and lack of an orgahieeal music industry (discussed
in chapter 3: 3.6), are the key factors underlyinig situation. Importantly, the
paucity of these kinds of events in Sri Lanka hasam that performing at one of
them automatically confers on the selected artissstatus of the country’s leading

musicians.

Reputed as a musical ‘institution’, Irég arguably the only other artist whose
financial and musical status parallels that of BM&in the domain of contemporary
Sri Lankan popular music (Iraj: website; DJ-Dilanterview: 2008, [DJ of one of
the country’s leading Sinhala radio channels HiMPE For the most part, Iraj’s
presence as a performer involves group performamgds various 98+LSLPS
artists: “I have a big team working with me...sometsrl work with senior people
sometimes new” he statéllaj Weeraratne: interview: 2009). Specificallpnepared
to BNS, Iraj does not possess a strong identity a®calist. Instead, his artistic
identity in 98+LSLPS is diffused and encompasses ¢ vocalist, composeand
producer. The tendency for artists to collaborai wne another is by no means
unique to Iraj but is rather a defining trait oktimutual engagement between the
98+LSLPS artists generally: a number of BNS’ soimg®lve collaborations too.
Discussed in sections 4.3.2 and 4.3.3 this is ¢lasan for the patterned border line
between the two artists’ circles in figure 2. WHadtinguishes Iraj’s contribution in
his collaborative songs from BNS’ contribution imeir collaborative songs is that
Iraj’s contribution as a vocalist is marginal wheseBNS are the principal vocalists

in their songs.

As of 2010, Iraj’'s song output includes around ya®bngs incorporating two song
albums, his debutRAJ in 2004 andAloke in 2007 and a number of singles (lraj:
website; Iraj Weeraratne: interview: 2009). Furnthere, Iraj holds fifteen No.1 Sri
Lankan chart hits to his credit and his debut allthoids the record for the fastest
selling debut album and fastest selling album in l%mka’s history with over

100,000 copies sold in Sri Lanka in just four weékaj: website). However, his

overall artistic output (in terms of generating genis comparatively less than BNS.
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Importantly, the iconic reputation he possessesiwi®8+LSLPS notwithstanding
these quantitative figures is testimony to the panity of the songs for which he has
been responsible. Another noteworthy feature gfsirsongs is that many of them
contain mixed language lyrics involving Sinhala,gish and Tamil; untypical for
98+LSLPS (discussed later in sections 4.3.2 and. &4&call too the linguistic

definition of the genre presented in chapter 3:13.4

Overall, the musical output of the core artist®tigh the invention and performance
of 98+LSLPS songs constitutes their engagement with 98+LSLPS audience
(Santhush Weeraman: interview: 2009, Murder Dog &zage: 2008: 68). As core
artists whose songs epitomise the trends of 98+9, NS and Iraj play a central
role in sustaining and promoting the genre andetherestablishing a sense of
community between both the 98+LSLPS artists and/dsent the artists and principal
audience. Bearing in mind that the performance/camaoation of a song may
involve a live performance at a concert, a CD rédicay or recorded transmission
through the radio or internet, each time a coréstagerforms/communicates a
98+LSLPS song he (they are all males) engages thitlcommunity at two levels.
At one level, the performance represents an intpdici of communication between
the artist and members of the artists circle byueiof the fact that the song reaffirms
the defining features of 98+LSLPS. However, it atepresents a relatively more
explicit act of communication between the artistd aprincipal audience of
98+LSLPS since the songs are specifically direatetthis audience. The arrow from
the core artists’ circle to the artists’ and audegircles is intended to represent this

directionality of mutual engagement between the rooimity members.

Moreover, because the core artists consist of Bpeand very well known

individuals regarded as the pioneers of the gehes; mutual engagement reflects a
more definitive act of sustaining and promoting ¢femre and hence the community
compared to their community counterparts, the membkthe artists’ and audience
circles (also represented in figure 2). As expldiimesection 4.3.1.2, the membership
of the artists’ circle tends to vary as it is aygavhich continues to expand gathering

new members. So while their mutual engagement usiar to the CofP, most
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members of this group (there are exceptions sudbaaingartists also explained in
section 4.3.1.2) do not reflect the same degresxplhicit association with the genre
as do the core artists. Likewise, the membership@B8+LSLPS principal audience
is also highly dynamic, indeed far greater thart tifathe artists. Furthermore, the
audience’s engagement with the community (explainesctions 4.3.2 and 4.3.3) is
collective by nature; individuals do not stand astis the case with members of the

artists’ circles.

The core artists’ circle members’ iconic statushwmit98+LSLPS is complemented
by their entrepreneurship. They have managed vtelo their musical prowess as
successful businesses while concurrently engagitigel development of 98+LLSPS.
Saregama Production@BNS: website) one of Sri Lanka’s leading statethad art
recording studios and event management compan@snsd and run by BNS. The
studio is where many of the best selling chart Iwt®thers in the industry have also
been produced. Similarly, Iraj hosts both televisamd radio shows related to music.
According to listener ratings, the show ‘The higplparty’ aired weekly on Y-FM,
one of the country’s leading Sinhala radio statisnsceeded in becoming the most
listened to teenage radio programme in the countone year (Iraj: website, Y-FM
radio: website). Moreover, Iraj too owns his ownguction studio.

Furthermore, the artists have in more recent tibveen tending to get increasingly
involved with the movie industry. BNS’s contributido the sound tracks of local
movies includeHiripoda Wassan 2006AsaiMang Piyambannan 2007 (this sound
track went on to become the highest selling sousmtktof the decade in Sri Lanka),
Rosa Kelen 2008,Julia in 2009 andUthatharain 2010. Similarly, Iraj completed
the soundtrack for a Sinhala/Hindi movie producedindia in early 2009 (Iraj
Weeraratne: interview: 2009).

4.3.1.2 The 98+LSLPS (non-core) artists and theirparticipation of their

practice’ in terms of their mutual engagement.

This discussion of the 98+LSLPS non-core artisfgdaes their mutual engagement

with each other and the core artists. The popwlaaitd success of 98+LSLPS
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epitomised by the core artists led to a massivdifpration of (non-core) artists
(represented by the artists’ circle in figure 2ngeting songs that emulated the
defining mixed language and mixed musical styléuess of the core artists’ songs.
As summarised by a 98+LSLPS audience member, “Bidfe a change and there
were others who followed after them” (IAC-16: intew: 2009). Recall that the
arrow stemming from the core artists’ circle to theists’ circle is intended to
represent the core artists’ continuing influencetlogse artists. The membership of

this group is quite large.

As with the core artists, these artists too wereébto be Sri Lankan youth/young
adults predominantly of Sinhala ethnicity betweéle ages of 20 and 39 and
urbanised: most of them, certainly the leadingstgtof the group reside either in the
capital Colombo, the country’s urban locus or ibwbs. While some have been
born in Colombo others have moved to the city ideorto develop their musical
careers (Fill-T: interview: 2009; Santhush Weeramamterview: 2009; Irgj

Weeraratne: interview: 2009; Yashan De Silva: wigaw: 2009; Murder Dog

Magazine 2008: 82). The number of artists of Taathnicity in this group is

marginal. Furthermore, the core audience’s germraliparameters and ethnicity
(they are youth/young adults of Sinhala ethnicpyg¢dict that the artists are also
probably youth/young adults of Sinhala ethnicityor@l specifically, successful
communication between artists and audience ineatiee communicative sphere
such as popular song is likely to be greatly featifid if there is generational and
linguistic parity between them. 98+LLSPS’ statuglas country’s leading genre of
popular song owes to the successful communicaigween its artists and principal

audience

Importantly, the dominance of 98+LSLPS in Sri Lankaes equally to the

contributions of these artists as it does to thes @otists. As with the core artists,
each time an artists’ circle artist generates aLS®-PS song s/he re/affirms his/her
identity as a 98+LSLPS artist. The engagement edpoesents an engagement
between the artist and the genre’s principal awgieithis is depicted by the thick

black arrow commencing from the core artists cjrpi@ceeding through the artists’
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circle and leading to the audience circles in fegt. Likewise, this process
reinforces the status of the core artists as tieepfye of the 98+LSLPS community.
The arrow stemming from the artists’ circle anddieg to the core artists’ circle in
figure 2 represents this. We revisit the mutualagyggnent between these artists and

their community later.

Another feature of the artists’ circle group (noteéviously) is that its membership
tends to be unstable. That is to say, new memlmtes #equently while others cease
to be members, the popularity of the artists’ soagng the 98+LSLPS principal
audience being the sole determinant. Judging €y98+LSLPS songs aired on the
most popular Sri Lankan radio networks (e.g. Y-Fh &liru-FM), it would appear
that the artists’ circle contains around one huddngists at any given tirfle Even
though it is impossible to ascertain the numberadists of this group in more
specific terms it is possible to identify specifieading artists’ within the group
whose popularity and fame throughout the 98+LSLP&Us extensive and whose
position within the circle arguably borders the tanbists’ circles. Between ten and
twenty percent of the artists’ circle members can donsidered leading artists
(‘Lich’: interview: 2008). Overall, the 98+LSLPS tests’ popularity and status
within the community resemble a clfiecommencing from the core artists’ circle

and culminating at the end of artists’ circle (Egare 2).

It is also particularly interesting to find thaetSinhala ethnic identity of these artists
is reinforced by the context of 98+LSLPS song na(aes also Bentahila and Davies
2002: 191; and Omoniyi: In Press: 206, who recagitige importance of naming

practices). Now it may be argued that the analysB3+LSLPS song names belongs
to the exploration of the 98+LSLPS CofP’s reificatisince a song’s name is, after
all, part of the song. However, reification as ipteted in this thesis refers to the

internal organisation of the songs. Accordingly, considex fbllowing summary

®1 Some details about these networks were providechapter 3. Chapter 5 provides more details
about them including information regarding the bdsir referring to them as the country’s leading
radio networks.

62 A scale of sustained gradation.
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relating to the languages of the names of the atband songs of the core artists as

well as of three of the leading artists/groupshef artists’ circle.

BNS’ output included 6 album releases between 1998 aidd 20073 namely,
Vasanthaye(1998) Life (Manusathkule) (2000 harunyaye (2002) Neththara
(2005) andRas Vihidend2007). 4 of the 6 albums have titles that arg&gtin the
Sinhala language while ongife-(Manusathkuly has an English and Sinhala

component to it. Moreover, 29 (approx. 89%) of 3esongs comprising the albums

have Sinhala titles: the remaining 4 have Engitsst

Iraj has released two albums to date. The first sctllRAJ (a Sinhala name) while
the second includes a Sinhala and English comparhts titledChapter 2;_Aloke.
17 (over 50%) of the albums’ 30 songs have Sinhafaes.

Ashanthi, the only female to have earned a reputation laading_soloartist of the
artists’ circle has to date released one solo alblime album has a Sinhala name,

Sandawathureril4 (over 90%) of its 15 songs have Sinhala names.

Centigradz is one of the leading all male groups/bands ofatttists’ circle. The title
of their debut bestselling album kteritage (Urumay3g: it contains an English and
Sinhala component. Of the album’s 10 songs (whickudes an instrumental piece),

9 (over 90%) have Sinhala names.

6" Lane is the oldest group/band within the artists’ @rdEven though their debut
bestseller album bears their nadieLane an ‘English’ name, 13 (over 90%) of the

14 songs comprising the album have Sinhala names.

In brief, over 85% of the ninety songs constitutihg aloums summarised here have

Sinhala names. Furthermore, seven of the ten allhawves names that are entirely in

%3 BNS released three more albums; one in late 2667%wao in 2009. They too were found to include
Sinhala titles while over 90% of the album songseh&inhala names. However, the calculations
presented in this part of the chapter were donerbahe albums were released. Crucially, the naming
practices of these albums support this discussion.
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Sinhala while two of the remaining three albumsehaames combining English and
Sinhala. Sinhala identity is also evident in thenh@la names of the twelve
98+LSLPS sample songs analysed in chapters 7, 8.aDderall, the artists’ practice
of assigning their songs and song albums Sinhat@esaspecifically names with
Sinhala root¥ projects the songs as strongly Sinhala in idenibys is particularly
interesting in light of the fact that English anitit&la are both equally dominant in
the songs as apparent in the analyses of 98+LSbR& sample in chapters 7, 8 and
9.

As we know, L1 speakers of Sinhala are typicallymhers of the Sinhala ethnic
community (refer chapter 2 for details). If in antext of music such as this, all its
defining songs are found to elicit a Sinhala idgntihen it is very likely that the
artists who seek to become members of this grodp bei those who intend to
produce songs that complement and promote thigitgeand who therefore have a
close affinity with the identity. Furthermore, hiréiny songs in the above list have
Tamil titles despite the remarkable fact that maoygs by the core artist Iraj
(although a minority in terms of the 98+LSLPS cdiliiee), have lyrics that combine
English, Sinhaleand Tamil. Firstly, recall that (as explained in chap2® Sinhala
and Tamil are the only two languages that corregporspecific ethnic communities
in Sri Lanka. English does not reflect ethnic idignin Sri Lanka. Although the vast
majority of speakers of English as an L1 and L3&inLanka are of Sinhala ethnicity
(see chapter 2), this owes to the fact that thenconity is the country’s largest
ethnic community. Indeed, English usage can be geennceal individuals’ ethnic
identity. Consequently, the absence of Tamil amtlidance of Sinhala in the songs’
titles reinforces the Sinhala identity of the somgsch, in turn, predicts that their

human source must also be of Sinhala ethnicity.

Additional evidence that the artists are Sinhala loa seen in the fact that nearly all

98+LSLPS audio songs are aired exclusively on $nhadio networks: “Sinhala

% Note that the effort here is to identify signdiattpoint to an overarching Sinhala ethnic ideruiy
far as the artists are concerned; this is not fyirthat ‘English’ titles are incompatible with $iala
identity but rather to recognise elements (suchaases with Sinhala roots) that project a more tirec
affinity with Sinhala ethnicity in terms of the $i@la language.
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radio channelssjc] the most powerful weapon for us to cater to teepgie” (Fill-T:
interview: 2008). “Today | would say most of ourngs are played on Sinhala
channels” “since most of our songs are Sinhalaamagjority of the country also
speak Sinhala definitely Sinhala hawi] a definite stronghold” was what the core
artist’s circle member Santhush of BNS had to smuaradio networks that promote

the duo’s songs (Santhush Weeraman: interview: 2009

It is also interesting to note that nearly all teading artists of the artists’ circle are
male. Recall also that the three core artists laeraale. Moreover, only three of the
98+LSLPS sample songs analysed in later chapteis i(@roduced in chapter 5)
feature a female lead performer; in two, the penfaris an artist called Ashanthi De
Alwis (better known as ‘Ashanthi’)As stated in the preceding summary concerning
song names, Ashanthi is a leading 98+LSLPS femsdist.almportantly, she is
among a handful (of around five) female artisthéwe achieved such a status (see
also Murder Dog Magazine 2008: 64-84). She receavguliblishing contract from
Sony Music and M-Entertainment for the period bemwe&003 and 2007 and is
reportedly the first and youngest Sri Lankan fermatést to have signed with an
international music label (Ashanthi: website). Hoe®l notwithstanding her status as
a soloist, she is often identified as a crew menab&NS (‘Lich’: interview: 2008);
recall the reference to the tendency for artistsditaborate with each other in the
invention and performance of the songs. Indeed,nthgrity of the songs of her
album Sandawathurer(released in 2006) involve collaborations betwéen and
other artists (Murder Dog Magazine 2008: 64-84).

Let us now revisit the mutual engagement of the LS artists with the
98+LSLPS community. Their engagement varies acogrth their particular artistic
roles: some are soloists (e.g. Ashanthi, Ranisduhesare in groups as band members
(e.g. 8" Lane, Centigradz) while others occupy multipleniitées as soloists and part
time band members (through collaboration) in specs#iongs. Soloists interact
directly with their audience. That is, they comnuoate directly with their audience
whereas being a member of a band involves thetsrirgeracting with their

respective band members first (in the process dbpeance) before engaging with
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their audienc®. As briefly referred to in section 4.3.1.1, theowing tendency
among members of this circle as well as between lmeesnof this and the core
artists’ circles is for collaborative song prodocs. In fact, an important reason for
the popularity of the ‘leading artists’ of the at§’ circle is that many of their songs
involve collaborations with the core artists. Thiis is not just a prevailing but
growing trend is apparent in the musical develogmannew artists entering
98+LSLPS such as Yashan De Silva described as fotfe dyoungest artists in Sri
Lanka’'s mainstream music industry” (“Leisure Landlrhe Island Newspaper:
10.06.2009). Twelve of Yashan’s seventeen songs t(iial song output in 2009)
aired on local (Sinhala) radio networks involvedlalmorations between him and
other artists from both the core and artists’ eir@imilarly, nearly all the songs in
his maiden album involve collaborative efforts. §flan De Silva: Email: 2009;
“Leisure Land”: The Island Newspaper: 10.06.2009).

Both groups of artists can be seen to benefit ftioisiinteraction. On the one hand,
the effort affords members of the artists’ circhee tkind of professional career
exposure they seek by virtue of being associatetth wie core artists’ circle
members. Similarly, the core artists’ circle mensbeenefit artistically from the
contributions of different artists. This sort of lleboration also heightens the
potential for a member of the 98+LSLPS artiststleirto become a core artists’
circle member. The roots of this trend for collai@mn lie in the financial instability
of what was described previously (in chapter 3pad.anka’s quasi popular music
industry. As a Disc Jockey of one of the countigading Sinhala radio networks
stated, “these artists can’t make it on their owBJ-Dilon: interview: 2008).
Specifically, however, the financial insecuritiesperienced by 98+LSLPS artists
relate to the artists’ circle members: the coréstsrtare among the most affluent
musicians in the country. Notably, excluding pmfigenerated through live
performances, many musicians in Sri Lanka are @ndbl sustain themselves
financially solely through music unless they uélisheir musicianship for other
commercial activities such as, for example, adsegi and producing ‘jingles’ for
radio channels.

% Bear in mind, that as stated previously, the perémce/communication of a song may be achieved
in various ways (i.e. as a live performance, throad-D recording or electronic media).
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According to the webmaster of one of the countigigest online music archives
Elakiri.com, the approximate remuneration per boaating that some leading
98+LSLPS artists received when their songs weoadwast on a leading television
network in 2007 was Rs. 2.00 (around 0.01 Eurdkjch’: interview: 2008). BNS
were reportedly paid a mere Rs. 640.00 (4.20 EURa local radio network for a
song from their albunNeththera(released in 2005) which was subsequently aired
over 300 times on the network (‘Lich’: interview:0@3). This problem is
compounded on account of the very steep finanoiadstments required in order to
produce and record music (‘Lich’: interview: 2008he 98+LSLPS core and artists’
circle artists interviewed by this researcher war@animous in their view that
98+LSLPS song production is very costly (see alaarddr Dog Magazine 2008:
66). Consequently, very few artists select musi&intgdperformance as a principal
career. Moreover, the core artists’ overall finahstability has meant that the songs
they produce are of a superior sound quality whnckurn ensures that their songs
are at a decided advantage as far as the zonei dlakan music chart hits are

concerned.

4.3.2 The audience of 98+LSLPS

That an initiative of a little known duo (BNS) inving the invention of a song type
blending two languages (Sinhala and English) witfeent musical styles evolved
into a distinct local genre of music could not hdxeen possible except for the
consistent support and patronage of a cohesivesaceli The principal audience of
98+LSLPS are mainly semi/urbanised Sri Lankan ylyotmg adults of Sinhala
ethnicity; most range between the ages of 15 andC&@ectively they comprise
several million individuals (see Hettige 2002: 2Bigure 2 represents the audience
in terms of three concentric circles (two in paigeband one in pale green).

The members represented by the two interconnedieel dircles closest to the
diagram’s epicentre are distinguished on the bafsigbanisation. Collectively they
are the 98+LSLPS audience resident in Sri Lank&neé the pre-modifier ‘local’.

The use of the terms ‘urban and semi-urban’ in shusly corresponds broadly to the
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98+LSLPS audience members geographically (explailaer). The individuals
represented by the third audience circle are atsbeékans of Sinhala ethnicity or
with Sinhala ethnic roots, and Sri Lankan transmatis of Sinhala ethnicity

resident/studying/working abroad (i.e. individuataployed in the middle east éft)

We first explore the 98+LSLPS principal audience tetms of ethnicity and
generation; the locally based audience is alsohdéartdescribed in terms of
urbanisation. This is followed by a discussionhs tnutual engagement between the
audience members of the three groups as well as é@mgagement with the
98+LSLPS artist¥.

4.3.2.1 The audience of 98+LSLPS as ‘Sinhala’

Generally, determining the identity of the prindipaidience of a musical genre on
the basis of its artists’ definition of their inted target audience can be problematic:
the individuals who actually listen to the musicynrafact be completely different to
the people who are being targeted by the artistal pet, to do so in relation to
98+LSLPS does appear to make perfect sense dbe tadt that it is &eadingform

of popularmusic in Sri Lanka. What renders and sustains alpogenre of music a
leading genre (as also discussed in chapter 3:i8.8)e close bond between an
audience and its artists. Specifically, the gensatus owes to the audience’s
support of the genre and artist's awareness of dhi sustained satiation of the
audience’s expectations whilst at the same timeirerg that his/her own artistic
creativity continues to evolve. Consequently, ildws that the artist's ability to
consistently meet the expectations of an audieterassfrom the artist's awareness
about the broad identity (in terms of nationalége range language etc) of his/her
audience. So it is in this sense that the comnwtiise 98+LSLPS artists garnered

66 Strictly speaking, diasporic communities are thessmuence of ‘forced migrations while voluntary

migrations lead to the formation of transnationamenunities’. However, it is argued that it is not

always possible to distinguish migrant communitesording to these criteria (see Cheran 2001,
2002).

®” Note that members of all three audience circlggesented in figure 2 were interviewed. Refer
appendix 1 for details about the way in which themmbers are referenced in this thesis.
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from the interviews and their websites become i of the 98+LSLPS principal

audience’s identity.

Nearly all of the artists’ comments indicated theliance to be of Sinhala ethnicity,
regardless of whether the members are residenirw@h Lanka or abroad. For
example, Santhustf BNS had this to say: “since most of our songs&inhala and

a majority of the country also speak Sinhala dediyiSinhala we have a definite
stronghold” (Santhush Weeraman: interview: 200®9)eCartist Iraj’s description of
his audience echoed Santhushdescription; “Sinhalese, Sinhalese, definitely
Sinhalese (Iraj Weeraratne: interview: 2009). Sany artists’ circle member Amila
of the group Centigradz stated that “obviouslyriegority is [sic] people who speak
Sinhala” (Amila Paranamanage: interview: 2009)anelcomplemented by another
leading artist: “Sinhala radio channetsc] the most powerful weapon for us to cater
to the people” (Fill-T: interview: 2008). Recallathas explained in chapter 2, the
Sinhala language is considered the linguistic adr8inhala ethnicity. The audience
description by arguably the only Tamil ‘leading’tisr of the artists’ circle also
confirmed that the principal audience of 98+LSLP& S@inhala: “as a Tamil artist [l
believe 98+LSLPS has] quite a huge following of Hailese” (Krishan Maheson:
interview: 2009).

Interestingly, despite being of Sinhala ethnicitydaacknowledging that the vast
majority of their audience are Sinhala, many ofdhests were keen to maintain that
they have a Tamil fan-base too. “The songs arediretted only to the Sinhala

community or Tamil community it's a blend” claim&hnthush of BNS (Santhush
Weeraman: interview: 2009). Bear in mind also #$@nhe of Iraj’'s songs (the other
core artists’ circle member) contain lyrics invalgi Tamil, Sinhala and English

blends signalling an intended audience includirdividuals who define themselves
in terms of the Sinhala and Tamil languages. Nbedrss, that the majority of the
98+LSLPS principal audience members are Sinhalair@mtrue in terms of the

overwhelming prominence of Sinhala identity thattéees in the comments of these

artists about their audience. Moreover, the faett tihe principal media through
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which the songs are aired are Sinhala radio nesvatko demonstrates that the

songs’ principal audience are of Sinhala ethnicity.

Although the radio networks are central to the 9BKRS CofP’s negotiation of the
songs, they are not the only medium through whighLSLPS is negotiated. Audio
visual media such as video also feature as a cbtiteough which some 98+LSLPS
songs are negotiated: the audio-visual media tyffethe broadest national coverage
in Sri Lanka is television. The country is homebimh state and privately owned
television networks; notably, the privately ownedtworks promote 98+LSLPS
more than the state owned networks. However, thigext is not particularly useful
to the focus of the present discussion because t@lesision networks in Sri Lanka
tend to broadcast programmes and commercials inaginTamil and English and
therefore cannot be distinguished as catering yosaecific ethnic communities or

age groups.

Moreover, the mutual engagement of the 98+LSLPSeacd is not entirely one of
listening to 98+LSLPS, attending concerts by thestarand purchasing audio and
video versions of the songs. Notably, the involvetnef some members is
considerably more proactive and extends to actiygigmoting 98+LSLPS by

disseminating songs through the internet and radiworks. Specifically, comments
made by these more ‘involved’ audience members, ialdicate that the principal

audience of 98+LSLPS is essentially of Sinhala iettya For example, the

webmaster of the leading Sri Lankan music weliSlgkiri.com stated that “they go

as Sinhala” when describing the collective identifythe songs on the website
(‘Lich’: interview: 2008).

Live performances and online archives form the ceomirce through which
98+LSLPS is communicated to the third audienceleimembers. For example,
98+LSLPS accounts for approximately 60% of the sofogind on the leading Sri
Lankan internet music archive Elakiri.com (accessad8.04.08). According the
site’s webmaster the only monolingual songs areghwith Sinhala language lyrics;

English or Tamil occurs only in the context of nixanguage lyric songs (Lich’:
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interview: 2008). Furthermore, this is what he haday about the website’s core
audience: “English also listen Sinhala also listgflich’: interview: 2008).

Specifically, his reference was to an audience fL8nkans who speak English
and/or Sinhala as an L1. Considering that the tepdiongs on this archive are
Sinhala-English mixed lyric 98+LSLPS songs it seepmsonable to conclude that

the members of the outer audience circle are niagdylto be of Sinhala ethnicity.

4.3.2.2 The 98+LSLPS audience as youth and youngudis

All comments by the artists as well as audience beminterviewed demonstrate
that the 98+LSLPS principal audience members awthyand young adults mostly
within the age range of 15 to 39. There was shginiation in the specific age ranges
provided by the interviewed members. This is ordyunal considering the fact that
the comments were related to members’ attemptsetimad an audience of several
million individuals of Sinhala ethnicity. Cruciallyhough, the overall consensus of
the members interviewed is that the principal anckemembers (including those of
the outer audience circle) fall within the age mrad 15 to 39. The following are
some examples of comments by 98+LSLPS principaleagd members:mama
tharunayek vidiyata ae sinduvalata kamathrans. “as a young person | like those
songs” (CAC-1: interview: 2009);,gbdak tharuna kattiya, vayasa vadi aya kemethi
na’ Trans. “mostly young people [like the songs]; @idpeople aren't interested”
(CAC-7: interview: 2009), “young aged between 18 d0, hip Sri-Lankans, mostly
Sinhalese” (OAC-39: interview: 2010). Similarly, @member defined the audience
members as below 40 years (CAC-23: interview: 200B)le another was of the
view that the members are between 18 and 35 yE&AG0: interview: 2009).

The artists’ comments regarding the ages of thediesce included direct comments
as well as implicit signals in their description tife songs. For example, the
comment by core artist Santhush of BNS thttat [they; BNS] want is for the Sri

Lankan youth to feel that what they have is strengugh to compete with the sound
of Ricky Martin” suggests that the principal audierof 98+LSLPS comprise youth
(Santhush Weeraman: interview: 2009). Likewisee afi the youngest leading
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artists of the artists’ circle Yashan stated thatdudience is “gonna be the youth say
between the age groups fourteen to thigig][ (Yashan De Silva: Email: 2009).
Observe that the comments by this artist coupletth Wwhose of the core artists
represent those of the source and present/futur@8eLSLPS: this suggests that
youth have always been and continue to be the ttgogacipal audience of
98+LSLPS artists. Moreover, bear in mind that atjcaged 25 in 1998 will be 38
years old in 2011. This factor contributes to oomausion that the age range of the
98+LSLPS principal audience is between 15 and 39.

Moreover, the financial success of 98+LSLPS coiklaading artists on account of
the popularity of their musical output owes to amiance who purchase the songs
(for example, in the form of albums or by downloagihem from the internet) and
tickets to the concerts of these artists. Littlddren of eight could be fans of the
songs but obviously cannot input the financial veses that drive the popularity of
98+LSLPS. Consequently, they cannot be considemedpthe 98+LSLPS principal
audience. Furthermore, the context of the localbradtworks which air 98+LSLPS
signals that the local 98+LSLPS principal audieace youth. More specifically, the
fact that the radio networks are extremely popundicates that they are aware of the
identity of their principal audience and are sustidly/ catering to their musical
tastes. The networks define their principal audéeas youth. For example, Y-FM,
one of the country’s leading radio networks andgontantly one of the main
networks that airs 98+LSLPS is described as “thgir@al youth channel” (Y-FM:
website).

Compared to the members of the two inner audieirces, members of the outer
audience circle tend to be dispersed across a rahgtfferent countrie¥. The

Middle-East is home to a large concentration oh8lese of approximately 100,000
(Zunzer 2004: 15). Moreover, Italy as well as th¢, Canada, Australia and Japan
are also growing to be dominant contexts for Sili@nsnationalism (Cheran 2001,
2002; Hennayaka-Lochbihler & Lambusta 2004). Theegational parameters of the

68 Compared to Sri Lankan Tamil transnationalism whidmas been well researched, Sinhala
transnationalism remains under researched (Fugl&@8; McDowell 1996; Cheran 2001, 2002).
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transnational Sinhala communities correspond todbeupational profiles of the
communities. For example, the large Sri Lankan amigcommunity in the Middle-
East consists mainly of Sri Lankans who are tempgraesident employees;
consequently, most are young adults (approximditetween the ages of 20 and 39).
On the contrary, the generational spectrum of thehaa ethnic transnational
communities in countries where Sri Lankans are peently domiciled is
predictably more diffused and includes the eldary children (see Abrahams 1999:
167).

In addition to engaging with 98+LSLPS through elecic media such as the
internet, the chief context which defines the mersii@ of the outer audience circle
involves live concerts by 98+LSLPS artists in theurtries of the Sri Lankan
transnational communities. Importantly, the indiges/local character of the
98+LSLPS concerts arguably augmented by their nateynal (non-Sri Lankan)
geographical setting can be seen to offer the m@rmal audience members with a
means to engage with a deeply personal aspecteof dwn identity alien to the
cultures of the countries in which they are residérherefore, it would seem
unlikely that the outer audience circle membergsawgill conform to the 15 to 39
year range associated so far with the 98+LSLP S pah audience. Indeed, many of
the artists (e.g. BNS, Iraj, Ashanthi, Centigradz) éhave performed in a range of
countries (i.e. UK, Australia etc). However, acdéngdto the findings of the present
study, the Middle-East is the epicentre of 98+LSLd®Acerts. Consequently, it is
possible to conclude that the majority of the 98BS outer audience circle are also

youth and young adults.

Furthermore, the songs’ themes encompassing a avidg of topics (ranging from
love, relationships, sexuality and politics to auwdtl identity) and the manner in
which they are treated strongly suggest that themtience are youth and young
adults. This is explored in chapter 8. The art#t® stressed that their song topics
are intended for youth and young adults. Additibnathile gender was shown to be
a determining factor as far as the artists wereeored (the overwhelming majority

being male) it is not relevant to defining the 9&tIPS principal audience as
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confirmed by some of the artists interviewed: ‘[the songs] goessic to both

[female and male]” stated a leading artist FilFill-T: interview: 2008).

4.3.2.3 The locally based audience: theban versusnon-semi urbancline

The differentiating descriptor between the innatt aentre audience circles (figure 2)
IS urbanisation. The use of the terms urban andi-gdman to differentiate the
members refers to classifying them in terms ofS8hd_ankan geographical region to
which they belong. The centre audience circle ladesemi-urbann figure 2 is
intended to represent members inhabiting regioreg #re comparatively less
urbanised than the country’s ‘urban’ centres suhtsaacapital Colombo and other
major cities (e.g. Kandy, Galle). The degree ofanibation in these ‘urban’ cities
and their influence on the rest of the country emriColombo, for example, can be
said to exert greater influence on the rest of ¢bantry by virtue of being the

nation’s commercial capital.

More specifically, as with most of the world’s cbi cities, Colombo is the
cosmopolitan urban financial hub of the nation &otdhe to many of the nation’s
major public and private sector businesses andutisns. Colombo’s importance as
the country’s urban nucleus underlies the fact ithigtin many respects the nation’s
cultural ‘trend-setter’ particularly in the arenapmpular culture and music. This is
not to suggest that Colombo exhibits a specifitural identity; as some researchers
have noted it does not do so (Perera 2002). lisistatus as a trend-setter that is
being emphasised. Indeed, 98+LSLPS can be seeneta ltonsequence of
urbanisation in Sri Lanka: the recorded versionthefsongs show that a spectrum of
technology based musical tools, salient to mostregemf contemporary popular
music globally (synthesisers, mixers, recordingigeent etc.) have been resourced.
Furthermore, all the major local (e.g. televisiom aadio) media networks including
the radio networks which play a crucial role in séisinating and promoting
98+LSLPS in Sri Lanka are also based in Colombo.
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The cultural impact of Colombo over the rest of ttwaintry is particularly strong
owing to the country’s size. However, it is alsawémportant to recognise the
complexity and inevitable degree of abstractiomaided in trying to articulate the
diffusion of several million individuals in termsf ¢he notion of ‘urbanisation’;
hence the patterned lines between the two circiefigure 2. Recall that the local
audience of 98+LSLPS constitute the majority of €8+LSLPS community. For
example, Colombo, the country’s capital is homethe nation’s largest slum
population. Nevertheless, it is also true that @ddo, its suburbs and the major cities
of the country are more commercialised and theeefe@main more urbanised than
the rest of the country. The inner audience cinectgnbers located in these urbanised
city centres tend to belong to the middle and uppieldle social classes. Compared
to their fellow centre audience circle membersséhmembers are better educated,
tend to be employed and are consequently moreesé&oancially. These features are
congruent with research on youth in Sri Lanka (Guardena 2002: 100-130;
Hettige and Mayer 2002: 13; Hettige 2002: 28, 3Bjclv show parallels between
urbanised youth, higher levels of employment andcation. The way in which
English and Sinhala define these two groups alerdisomewhat and is explained

in section 4.4

4.3.3 Clarifying the 98+LSLPS CofP’s ‘participation of their practice’ in terms

of their mutual engagement.

Dispersed across the country, it is the membeh®fcentre audience circle, the
majority of the 98+LSLPS community, who are the m#arget audience of the
98+LSLPS artists. Their support underlies the staftD8+LSLPS as leadinggenre

of popular music in Sri Lanka and the accompanying celebriigtus of the
98+LSLPS artists. Being from the less urbanisedregof the country, the majority
of the members belong to economically challengeckdpaunds. “We do shows
outstation and when I'm singing one of my trackse¢ kids in like slippers and torn
caps break dancing” was how a leading artist'deincember described the genre’s
audience members (Randhir Witana in Murder Dog Mega2008: 69). Likewise,

leading artist Fill-T described them as followssif] they are the people who are
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running by buses and they have one vehicle or dongetike that...they do not
living the high high life” (Fill-T: interview: 2008 while according to an inner
audience circle member and leading local disc jpckeey are “the people who go
home in a bus” (DJ-Dilon: interview: 2008)

The membership of the urbanised relatively moré&afit inner audience circle is
small compared to the millions comprising the mersbip of the centre audience
circle: not surprising considering that Sri Lankaai developing country with a high
unemployment rate (Hettige and Mayer 2002). Howetlezse audience members
are the artists’ first target. This is because dhtests consider them the nation’s
cultural trendsetters and therefore, the internregiavho will link them with their
main focus, the dense centre circle audience. fliniser explains why most of the
artists of 98+LSLPS reside in Colombo or its sunding suburbs. As core artist
Santhush of BNS stated, “if Colombo youth like osongs, $ic] masses
automatically follow that's the way it works in sety” (Santhush Weeraman:
interview: 2009). The double arrow stemming frone tbore artists’ circle and
proceeding through the artists’ circle to eachha audience circles culminating in
the outer audience circle is intended to reflecs #ngagement of the artists with
their audience (Chinthy Fernando: interview: 208@ishan Maheson: interview:
2009; ‘Lich’: interview: 2008; Randhir: intervie\2009).

Combined, the members of the inner and centre acdieircles form the audience
of the Sri Lankan radio networks on which the soaigsbroadcast and which play a
pivotal role in facilitating artist-audience neguion. The importance of radio
networks to the mutual engagement of the 98+LSLB& @Qvas also confirmed by
the following comment by an audience member whéang about the context in
which the mutual engagement between artists anéem@esl is most pronounced:
“godak durata ahanne radio-wéldrans. “mostly it is through the radio that [we]

listen” (CAC: interview: 2009). Sri Lanka has aniesited 23 radio networks- Sirasa

® As is the case in most developing nations, the ipubdnsport system in Sri Lanka is under

developed. While there are exceptions, it woulctcteect to assume that the majority of individuals

who commute by public transport habitually, eitdernot possess a private vehicle or cannot afford
to commute by private vehicle on a regular basis.
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FM, Y-FM and Hiru-FM are its three leading radiawerks (data based on Lanka
Market Research Bureau 2002-2010 listener rati@gglvy Media private limited

2005-2009 listener ratings. Confirmed by D. Ekakayanterview: 2008; ‘Lich’:

interview: 2008). Furthermore, these were the celnmentioned by the 98+LSLPS
artists interviewed in this study when asked to e leading radio networks that
broadcast their music. Crucially, as also confirrbgdhe more ‘involved’ audience
members (radio network DJs and producers etc) digtsa these networks elicit a
strong Sinhala identity. For example the dominaetiimm of presentation on these

radio networks is Sinhala (D. Ekanayake: intervi@@08; ‘Lich’: interview: 2008).

The two black arrows from the centre and inner ek circles respectively, leading
to both the artists’ and core artists’ circles, areended to represent the mutual
engagement between these audience members andisite ia the context of the
audience members actively supporting 98+LSLPS (lbyropizing the artists’
concerts, purchasing 98+LSLPS song CDs, requeS8td@. SLPS on leading radio
programmes and making them ‘hits’ etc). The follogvicomment by an audience
member about her younger sisters demonstrateddabe lsond between these locally
based audience members and the songs and thebgfarelication these members
and the artists: “my sisters sing this [Iraj’s safmthdy all the time...they just go on
singing...they know all the words and they just gosomging” (IAC-10: interview:
2009). Without the ‘positive’ negotiation of thesedividuals the context of
98+LSLPS would cease to exist; there would be nd.S8PS CofP. That the artists
are aware of this was evidenced in comments indgahat the members of the
inner and centre audience circles are their prinamyet audience. For example, the
artists stated that projecting a strong local Sukan identity that would galvanise
all Sri Lankan youth is one of their core objecti(&anthush Weeraman: interview:
2009, Iraj Weeraratne: interview: 2009). Importgnthey are of the view that they
have achieved this: “I'm talking Island-wide...thei®e a crowd [of 98+LSLPS
audience members] in each and every corner ofstaad” (‘Dirty 4’ in Murder Dog
Magazine 2008: 79).
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Geographically dispersed and small in number, tflesgmnce of an outer audience
circle (the Sri Lankan Sinhala youth/young adulingnationals) is due to the
98+LSLPS artists’ popularity with the members d tiwvo inner audience circles. In
turn, the group’s mutual engagement of 98+LSLPSeseto project the artists as
‘international’ artists within the geographical ¢ioes of Sri Lanka thereby elevating
the status of 98+LSLPS and its artists locally. cHpmlly, most concerts listed as
‘international concerts’ on the 98+LSLPS artist®hsites and referenced by local
media as part of promoting the artists locally, essentially concerts organised by
and held for these transnational communities. Kample, the core-artists’ circle
member Iraj’'s website describes hims “the success story of modern Sri Lanka
blending not just East with West, but the languagésall communities of our
troubled island, to make music that can be nothing truly international” (Iraj:

website).

Indeed, nearly, all the outer audience circle mesbgerviewed confirmed that it is
they (the Sri Lankan outer audience circle memberkp are responsible for
organising concerts for 98+LSLPS artists abroadstased by core artist Bathiya of
BNS, “when a Sri Lankan artist performs in Amerithe turnout is mostly Sri
Lankans” (Bathiya Jayakody in Murder Dog Magazif@& 68J°. So the projected
‘international’ status the artists occupy withini $anka is basically due to the
patronage of the members of this outer audien@tec{Ashanthi De Alwis: Email:
2009; ‘Lich’: interview: 2008). The following commeby a centre audience circle
member confirms the perception among the localema#i that the 98+LSLPS are
internationally reputed: prasiddai kiyanne ee kattiya international gihilkvith
thiyanavd Trans. “famous meaning those people have got rnateonal
exposure/status” (CAC-19: interview: 2009, alsofrared by CAC-2: interview:
2009).

0 Other notable forms of international exposure neztiby 98+LSLPS include a BBC 1 interview
with BNS during one of their tours in the UK. Similarly, ser88+LSLPS songs by, for example,
BNS, Ashanthi and Yashdrave received airplay on international radio nekssuch as BBC Radio
3. However, the core international platform of #ndsts comprises Sri Lankan transnationals.
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Overall, the three audience circles representre d¢h terms of the intensity of their
mutual engagement with the 98+LSLPS community. feenbers of the two inner
audience circles are more closely connected to S8PIS than those represented by
the third circle primarily because the vast mayoat the 98+LSLPS concerts takes
place within Sri Lanka and are aimed at these lpdmsed individuals, as are too,
the main electronic media (i.e. radio networks)otigh which the songs are
communicated. This is why the arrow leading frora tduter audience circle to the

artists’ and core artists’ circles is patterned.

4.4 The shared repertoire underlying the 98+LSLPS GfP’s ‘participation of

their practice’

As stated in section 4.2, a CofP’s participatiord arification of their practice

underlies a shared repertoire. Sharing does rmtjever, mean that members
possess identical repertoires, that the knowlellijje/ghey possess in order to
negotiate their joint enterprise is similar. On tbentrary and as will become
apparent in the discussion of the 98+LSLPS CofR&exl repertoire, “elements of a
repertoire can be very heterogeneous” (Wenger 1898: Importantly, a CofP’s

shared repertoirecludes all elements of the repertoire. As Wersgates, “they gain

their coherence not in and of themselves as speaxfivities, symbols or artefacts,
but from the fact that they belong to the practidea community pursuing an

enterprise” (1998: 82).

In linguistic inquiry, delineating a shared linglicsrepertoire involves the analyst
either focusing on linguistic variables being négfed by community members
within the space of their participation of theiaptice, or doing so in the context of
the linguistic consequences of their participation,both (Meyerhoff 2002: 528).
The present study incorporates both. Specificalhys discussion explores the
repertoire of the 98+LSLPS artists and principaddiance in terms of their
participation of their practice, that is, in terwiswhat ‘appears’ to be the sources of
their song output/reification. As stated in sectibf, chapters 7, 8, and 9 represent
explorations of the community’s shared repertometerms of their ‘output’, the

internal structure of 98+LSLPS songs culminating thre description of the
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98+LSLPS community’s collective linguistic identity chapter 10. As also stated
previously, the shared repertoire of the 98+LSLB&munity comprises a linguistic
and musical component. In brief, Sinhala, Tamiyebi, Arabic and English as well
as musics with Sri Lankan and non-Sri Lankan rootsstitute the shared repertoire
of the 98+LSLPS CofP. Due to the linguistic focdghos study, the main thrust of
the current discussion concerns the linguistic comept of the repertoire. However,
the analyses of the songs in chapters 7, 8 anal@d@ exploring the repertoire’s
musical component, owing to the musical structubalsis of the analytical

framework used to analyse the songs.

As we know, Sinhala and English mixed language lyrics distisub8+LSLPS

(refer section 3.3.1). As the inventors and perfmsmof the songs, the artists of
98+LSLPS are required to have specific knowledgéheflinguistic (and musical)

resources underlying the songs. It follows, théat they will have knowledge of
Sinhala and English. We also know that the 98+LSIpFiScipal audience are the
intended addressees of the artists’ efforts, thipients of the songs. Therefore, it is
to be expected that individuals classified as ®€LS$LPS principal audience would
possess linguistic competence (and a ‘feel’ for thesics) congruent with the
languages (and musical styles) occurring in thesoAfter all, there can be no truly
meaningful communication between artists and awdig¢hrough vocal song in the

absence of linguistic compatibility between them.

Bentahila and Davies’ (2008: 3) are among those winedicate linguistic
compatibility as underlying negotiation betweenssstand audience in vocal song
context$’. Effective communication between artists and aqgipial audience is the
basis of 98+LSLPS’ status as Sri Lanka’s leadingirgeof popular music.
Consequently, it is possible to conclude the 98+#RSlprincipal audience possess
knowledge Sinhala and English. Moreover, the faat the 98+LSLPS community
are essentially of Sinhala ethnicity and fact tBaglish and Sinhala constitute the

linguistic sources of the ethnic community (expdminin chapter 2) support this

1 as explained in chapter 3 (section 3.6) their itigegion involved Rai songs with mixed language
lyrics.
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conclusion. Accordingly, both languages can be dedme core constituents of the

98+LSLPS community’s shared linguistic repertoire.

However, as noted previously, the core artiststleirmember Iraj’'ssong lyrics
involve trilingual English, Sinhala and Tamil blendAs a core artist his songs are
among the most important songs of the genre. S@mlgtdoes this appear to make
Tamil part of the 98+LSLPS community’s shared (lirsgic) repertoire but it would
seem that it occupies a similar status to SinhathEnglish as a core constituent of
their repertoire. Nevertheless, two factors exphaimy Tamil is not an important

constituent of the community’s shared linguistipedoire.

Firstly, Irajis the only artist whose songs feature Tamil te tregree. The dominant

linguistic trends of the majority of 98+LSLPS atsi®cho the linguistic trend of BNS

whose music is characterised by Sinhala and Enghsdgrations. The summary

regarding the languages occurring in the songshef dore and leading artists
presented in figure 1 in chapter 3: 3.4, confirmmeh8la and English as the core of
the community’s shared linguistic repertoire. Indieie may appear strange that most
98+LSLPS artists’ circle members’ songs do not eteukthe linguistic trends of

Iraj’'s songs considering that their aim is to aspire ® status of the core artists’

circle members. While ideological and political seas might account for the

paucity of Tamil in the songs, there is also a amdntal sociolinguistic reason for
this.

Explained in chapter 2, the Sinhala language defmembers of the Sinhala ethnic
community, the community primarily implicated in8SLPS. It was also explained
that not only is English taught as a compulsorygiage in all state schools but is
ubiquitous in Sri Lanka being present in nearly sgiheres of social, cultural and
political life in Sri Lanka. In fact, it would bertually impossible to find individuals

of Sinhala ethnicity between the ages of 15 andti3® generational parameters of
the 98+LSLPS artists and audience) who have nolitarty whatsoever with the

English language. Even those with negligible compe¢ might at least be able to

utter an English word or two (even if the word erqeived by them as representing
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Sinhala). On the contrary, Tamil presence and aisadjmited featuring mostly in
social and cultural contexts involving individuad$ Tamil ethnicity. It was only
relatively recently that the Tamil language wasluded into the state school
curriculum as a compulsory subject: it was an atiosubject formerly. More
specifically, most of the 98+LSLPS community mensbgrew up in an era when
there was very little natural exposure to the Tdamguage. Consequently, it cannot
be assumed that the 98+LSLPS community membershaile any knowledge of

Tamil. The absence of Tamil in the songs is theesfmt surprising.

Secondly, we need to remember that the artists’amtience’s knowledge of their
shared repertoire differs and corresponds to ther@af their mutual engagement
with 98+LSLPS. In the case of the audience, thegatiation of the songs concerns

negotiating the songs’ overaénse. As explained in the song analyses in clgapier

8 and 9, the Tamil sequences help to maintain Weeati musico-linguistic sense of
their songs, an important contribution which redate the particular multi-layered
nature of a song which includes linguistic commatan mediated through musical
structure. Importantly, however, the influence daniil on the overall thematic

projections of the individual songs in which Tamdcurs is found to be negligible.
In other words, a song’s Tamil components do noviple information that conflicts

with or radically alters the song’'s theme (explorecchapter 8) as communicated
through the song’s Sinhala and English componehterefore, the presence of
Tamil in a few specific 98+LSLPS songs suggests ithes a core element of the
linguistic repertoire of the specific artists/invers of the songs but not of the
community as a whole. Therefore, Tamil cannot lgaurged a core constituent of the

98+LSLPS community’s shared linguistic repertoire.

Overall, Sinhala is the more prominent partner led two (English and Sinhala)
languages forming the core of the 98+LSLPS Coffared linguistic repertoire.
This is because it is the L1 of the semi-non urbeshiyouth and young adults
represented by the centre audience circle in figurés explained in chapter 2
(section 2.4) and previously in this chapter, Sankan multilinguals for whom

English is an L1, the language of ‘home’ or a duanit L2 possess stronger
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employability than those for whom Sinhala is a dwemit language. Most reside in
the urban city centres, are consequently employedl &e members of the Sri
Lankan middle or upper-middle classes (see alsdigdetind Mayer 2002: 13;
Hettige 2002: 28, 32). Members of this group betwinee ages of 15 and 39 belong
to the inner audience circle. Overall then, the iners of this audience circle can be
said to possess a balanced knowledge of Englistsardhla. Importantly, members
of the centre audience circle constitute the migjai the 98+LSLPS CofP which is
what renders Sinhala the more dominant languagbheofwo core languages of the
community’s shared linguistic repertoire. Theseguliistic affiliations of the two
groups correspond to research concerning Sri Lagkath ranging between 15 and
29 years (Amarasuriya,@®dUiz and Mayer 2009; Goonesekera 2005; Hettige 2002:

33; Lakshman 2002: 94-96).

Moreover, the responses of all the artists reggrdireir L1<? were that they had
been exposed to Sinhala first and then English. fobhewing comments illustrate
the importance of Sinhala as a core language ofattists’ shared linguistic
repertoire.

“It is Sinhala, their mother language” (Santhushevdenan: interview: 2009).

“Most of the guys are not that muckiq] fluent in the language in English....the
people might not get the message that we wantrommicate to them if we go all

out in English” (Amila Paranamanage: interview: 200

“Obviously, the majority isgic] people who speak Sinhala” (Amila Paranamanage:
interview: 2009).

However, even though Sinhala is the prominent cormapb of the two core
languages of the 98+LSLPS community’s shared repertthe artists appear to have

a more balanced affiliation with both languages parad to the majority of the

2 The question was worded in such a way so as ® thiem the opportunity to name more than one
language.
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98+LSLPS principal audience. For example, theychlbse to be interviewed in
English signalling a positive attitude towards aperceived confidence in the
English language. This complements the growing tpesiattitude towards and
interest in English among Sri Lankans generallypamticular youth (discussed in
chapter 2: 2.3). The artists also claimed to usgli§imwhen speaking with friends
and family and appeared reluctant or unable tondefieir linguistic competence in
terms of two ‘separate’ languagessiy English it is spoken at home...Sinhala
both” “I speak Sri Lankan” stated one a leading rhemof the artists’ circle thus
alluding to a symbiotic relationship with both lamges (Chinthy Fernando:
interview: 2009). Another member of the same cirelierred to speaking $[c] two
languages Sinhala and English mostly with [hisg¢rids English mostly...English
means not this British English,” (Fill-T: interviev2008). The artist’'s assertion that
the ‘English’ he speaks is not ‘British English’ggests that he does not consider the
language ‘foreign’ but an integral feature of hiswnosymbiotic identity. Overall,
these patterns complement Wenger's view (1998: H2i8at CofP members’
knowledge of their shared repertoire is bound téfedi depending on their

membership roles.

As with their shared linguistic repertoire, therksoa exist differences in the
distribution of musical skills and associated knedge between the 98+LSLPS
artists and principal audience. The artists areired to possess specific knowledge
of musical form and style by virtue of their role the inventors/performers of the
songs. Broadly, their musical repertoire includedigenous and non-Sri Lankan
styles of music, and four presentational technigéesrief review of the musical
styles found in the 98+LSLPS sample songs illussrahe kind of musical styles
with which the artists need to be familiar.

For example, as stated previously, the hit singléd pioneering 98+LSLPS song
Vasanthaygreleased in 1998) by core artist duo BiSmodelled on J.S Bach’s
Overture No. 3 in D major, BWV 1068. But it incliedeap. Shaheenaa recent

98+LSLPS song by the duo features a melody evaxaifvmiddle-eastern tones

interspersed with a few recursive lyric lines iraBic, whereas their celebrated song
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Sri Sangabodhis modelled on an indigenous Sri Lankan melody.s€hisvo songs
also contain rap. Moreover, the earliest hit of dading artist Ranidu’snaiden
albumOba Magemais essentially a slow ballad. Although the preseofcrap in the
songs may make them appear like hip-hop musicfukien of different musical
styles contained in the songs renders them incabipatvith being classified
according to such categories as hip-hop. As siatetapter 3 and explained in later
chapters (i.e. chapters 7, 8 and 9), the four ptatenal techniques identified in this
thesis in relation to the artists’ communicatiorited songs are rap, singing, rhythmic
and A-rhythmic rendition. To communicate the somgshis way requires specific

skills.

On the contrary, the audience’s knowledge of mastails a tacit musical awareness
of musical forms incorporated in the songs, paldidy musical styles that have Sri
Lankan roots and which may be evocative of indigesnand/or religious practices.
Similarly, they are likely to be able to differestt between some of the
presentational techniques such as rap and singiogever, they are not required to
possess the skills to communicate ‘language’ thnotlngse techniques. In general
their knowledge parallels the holistic nature oéithnegotiation of 98+LSLPS.
Consider also, the nature of the relationship behmie different audience circles
(i.e. the inner, centre and outer circles) andiraP8+LSLPS. Recall that Sinhala
radio networks are the main conduit through whiBrISBSLPS is communicated to
the locally based 98+LSLPS audience. Notably, 98-RSis the only form of music
broadcast on these networks which contains rapcoMtrast, local English radio
networks broadcast all the latest western hip-hmmpather music which abound with

rap.

Importantly, the (urbanised and more affluent) maadience circle members are
also members of the Sri Lankan audience who suliestwi these local English radio
networks whereas the centre (large, economicallgllenged) audience circle
members are not associated with the networks. Lideswthe international

environments in which the outer circle audience fers reside abound with non-Sri

Lankan music containing rap. Consequently, itkslii that the relationship between
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the members of the three groups and 98+LSLPS rtwavy in accordance with the
degree and nature of their overall familiarity wihp. More specifically, the nature
of the relationship between the inner and outeriesno@ circle members and
98+LSLPS rap may be somewhat similar due to the leesh familiarity with rap

generally, and therefore contrast with the naturehe relationship between the

centre audience circle members and 98+LSLPS rap.

4.5 The 98+LSLPS CofP’s ‘participation of their practice’ in terms of their joint

enterprise

The joint enterprise of the 98+LSLPS CofP is theeimtion and negotiation of
98+LSLPS/songs. The exploration of the 98+LLSPSPGojoint enterprise in this
thesis has two counterparts. As stated in sectidn #his chapter presents the
98+LSLPS CofP’s joint enterprise as a portrait draam the basis of implicit and
explicit comments made by members of the commuatdityut the songs as well as
metalinguistic information relating to 98+LSLPS’cém-cultural status. As stated in
Chapter 1 and in section 4.1, the songs’ portsaghiown to comprise two opposing
profiles: the songs are projected as being mixegshpimena and at the same time
not-mixed/ integrated and autonomous phenomena.reBsed differently, the
98+LSLPS community are seen to consider the sosgsired phenomena and yet
as also simultaneously not-mixed phenomena. TheLSBRS community’s
simultaneous association of the songs with a duekanand not-mixed identity can
be seen as reflecting the multi-dimensional characf their musico-linguistic

engagement with a collective of songs in audio firm

4.5.1 The joint enterprise/98+LSLPS as ‘mixed’

It is unsurprising that the artists and audiencenbeys’ comments about 98+LSLPS
during personal interviews as well as informationeg in the artists’ official

websites and other media (e.g. magazines, newspape) reflect the songs as
mixed. After all, it is their mixed language lyrieghich distinguish the songs which

also contain the blending of different musical eyl The reader will recall that some
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such comments were discussed briefly in chapte3.8:and elsewhere as part of

explaining the reason for assigning the songs aragpterm (i.e. 98+LSLPS).

First consider the artists’ descriptions of th&ngs in their entirety. “Ethnic fusion

music” (BNS: website), “Sri Lankan contemporary -higp” “a synergy of both
[language and music]...we created a blend” (SanthMdsaramaninterview: 2009),
and “Asian Sri Lankan hip-hop” (Iraj Weeraratnetenview: 2009) were among the
core artists’ descriptions. Among the descriptiohthe artists’ circle members were
that the songs are “new age Sinhalese pop musikin{@/ Fernando interview:
2009), “Sri Lankan hip-hop” “Sinhala hip-hop all nBala” “using Sinhala
instruments and most of thei¢] instruments which are coming from America” (Fill-
T: interview: 2008), “R&B, pop/ethnic, southern Hipp, dirty south, crunk, hip-hop
soul, etc” (about Yashan De Silva: The Island Neapsp: 31.07.2007), “ethnic R&B
and Sri Lankan pop with a little bit of rap as w@mila Paranamanage: interview:
2009) and “hip hop R&B” (Hasanjith Kuruppuarachclmterview: 2010). The
diversity of the descriptions and spectrum of teassociated with 98+LSLPS (e.qg.
hip-hop, fusion, Sri Lankan pop, Sinhala hip-hopjndnstrates that the artists regard

98+LSLPS as a heterogeneous (i.e. mixed) phenomenon

Their comments about the song lyrics echo thisgat@n: “my lyrics are usually in
Sinhala and English. Some separate language versigmmostly mixeddic]” stated
leading female artist Ashanthi (Ashanthi De Alwksmail: 2009) while one of the
youngest leading members of the artists’ circleshéan had this to say: “most of the
songs are mixed with both Sinhala and English” féasDe Silva: interview: 2009).
Similarly, Amila of the leading artists’ circle band Centigradz edathat they
“definitely use both languages Sinhala and Engligkmila Paranamanage:
interview: 2009): “its fifty fifty in my songs” wasiow the leading artist Chinthy
(Chinthy Fernando: interview: 2009) described thstrithution of Sinhala and

English in his songs.

An associated mixed identity also presented itsglithe level of the artists’

comments about 98+LSLPS song theme: a “majoritig fako romance, love, free
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love, youth, the freedom of expression” stated cargst Santhush of BNS
(Santhush Weeraman: interview: 2009). Likewise, laraf Centigradz spoke of the
band’s songs as being “very sentimental, all alloeitdarker shades of love (Amila
Paranamanage: interview: 2009). “Love, emotion, rthesak, friendship, joy,
laughter...almost anything and everything to do With...a soundtrack of life of
sorts” was how artists’ circle member Ashanthi diésa her song themes (Ashanthi
De Alwis: Email: 2009) while artists’ circle membé&ill-T said that his songs
concern “violence, politics, love and the streetwtedge...” (Fill-T: interview:
2008).

Comments about the songs, song lyrics, and themgesndmbers of all three
98+LSLPS principal audience circles complementeddtof the artists. With regard
to song lyrics, for example, one member describ884.SLPS song as a “mixture
of Tamil, Sinhala and English” (IAC-16: intervie\009). Another saidthan api
kathakaranawa vage ethenath thiyenne kawaldriigdns. “Now just like we speak,
what is there is a mix” (CAC-15: interview: 2009 inner circle audience member
(IAC-11: interview: 2009) referred to the songs“&mnhala song[s] with English
words”. Moreover, an outer audience circle memidaemed that the “songs are
mixed. Sinhalese Tamil, English, mostly re-mixedp rsongs. They use all three
languages Sinhalese. Tamil, English” (OAC-37: wiwr: 2010). They are “about
love, boof® and how they feel” (DJ-Dilon: interview: 2008)dollo eke eke theval
gana sindu kiyanavaTrans. “They sing about various different topid€AC-9:
interview: 2009), “ee gollo eka eka theval gana sindu hadandvans. “They make
songs about various topics” (CAC-3: interview: 2D0@&re some other audience

member comments relating to 98+LSLPS themes

“Batahirath sinhalath mix karapu sinduwak hatiyatgakneé Trans. “as a mix of the
west and Sinhala is how the songs are communic#@8C-3: interview: 2009) was

how one centre audience circle member describeddhgs while another member

3 In addition to its default meaning of a type obshthe word ‘boot’ as referenced in Sri Lanka is
also used to denote ‘ditching’ a partner: for exknjp gave him the boot’ in English and which also
translates asmama eyatebooeka dunnain Sinhala. As illustrated by the examples, theravis
ubiquitous in both Sinhala and English informalesgein Sri Lanka.
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of the same circle described the 98+LSLPS sondtsglish thanuvakata hadapu
Sinhala sinduvdkTrans. “a Sinhala song structured according tcEaglish tune”

(CAC-7: interview: 2009). According to the webmastd the leading internet
archive for Sri Lankan music, in particular 98+LS3,P(Elakiri.com), and centre
audience circle member, the songs represent “apng™hip-hop” (‘Lich’: interview:

2008). On the whole, then, it would appear that3B8eLSLPS community regard
their joint enterprise as a mixed phenomenon, &irally and thematically.
Furthermore, these kinds of projections reinforemycook’s (2003) observation
that assigning multiple definitions appears to beoammon feature of musical

categorisation and description in Asian countries.

4.5.2 The joint enterprise/98+LSLPS as ‘not-mixed’

In the previous discussion the 98+LSLPS communigminers’ comments were
shown to project 98+LSLPS as inherently mixed. dsvargued that the projection is
natural considering the mixed linguistic and mus@amposition of the songs. For
this reason, the discussion centred on the comnantse community members
interviewed, and in the case of artists, includeglrtcomments on their web pages.
However, in what follows, we see that these veryniners also project 98+LSLPS
as homogenous/integrated and therefore as ‘notehixehis projection conflicts

with the mixed composition of the songs. Therefotiee present discussion
incorporates an exploration of some additional saailtural indications to confirm

that the members’ comments are not unique to them dan be considered
representative of the community as a whole. CrlyGiale find that the socio-cultural

indications support the members’ comments.

Overall, the projected homogeneity correspondshéodommunity’s association of
the songs with a Sinhala and/or Sri Lankan identibyportantly, nowhere, in either
the members’ comments or the socio-cultural costexplored are the (individual)
songs defined or projected as ‘English’ notwithdiag the fact that English and
Sinhala are both integral to the songs. The comfimenthe songs are Sinhatangs
ne (Trans. ne = ‘no’) so no air on English channelssi]” (Hasanjith

112



Kuruppuarachchi: interview: 2010) by an artiststl@ artist when asked if the songs
are aired on English radio networks illustrates.thi

The closest association of the songs with Engli®ms from projections and
comments by the members that the songs are mikésltémpting to assume that
associating the songs with a ‘Sri Lankan’ identigflects a mixed identity; the
country encompasses many languages and is cwtdia#rse (as shown in chapters
2 and 3). However, the manner in which the term Lamkan is invoked in the
members’ descriptions and socio-cultural conteatsotes a sense of distinctiveness
and therefore, homogeneity. More specifically, toenmunity members’ reference
to the songs as being ‘Sri Lankan’ frequently osdarconjunction with references
to the songs as being Sinhala. The following ameesexamples of artists’ comments
which project 98+LSLPS as homogenous in the sefisgeeimg Sinhala and Sri

Lankan.

“We can call it_Sri_Lankarhip-hop” “Sinhalahip-hop, all_Sinhalawe invented it”
(Fill-T: interview: 2008).

“If you take [sic] lyrics it's about_Sinhalaculture Sri Lankarproblems” (Fill-T:
interview: 2008).

“The essence of being Sri LankRariSri Lankan contemporary pop”, “mostly our

songs are played on Sinhatdhannels” (Santhush Weeraman: interview: 2009).

“It basically circles around the Sri Lankanunds” (Amila Paranamanage: interview:
2009).

“[98+LSLPS] songs are Sinhala SinHallaj Weeraratne: interview: 2009).

“l can say my stuff is Sri LankafChinthy Fernando: interview: 2009).

Similarly, the artists’ naming practices pertainitg 98+LSLPS songs and song

albums discussed in section 4.3.1.2 projected 98PISSas Sinhala: nearly all the
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songs and albums have Sinhala names. The artistshents concerning the manner
in which they relate to their invention and perfame of the songs also illustrated
further the homogeneity with which they are regdrd@r example, “we have a local
element, something unique which is our own flavaaur, own sound” commented

artists’ circle member Krishan Maheson (intervie2®09). “There was a need for
one language, one medium for everyone to feel cdatite and communicate”, and

98+LSLPS is a “unified product [with] no divisiorstated core artist Santhush of
BNS (Santhush Weeraman: interview: 2009).

Similarly the claim that a 98+LSLPS song “can coisgicoded information and all
if arranged in an intensely rhythmic lyrical forrby the artists’ circle artist Yashan
(Yashan De Silva: The Island Newspaper: 31.07.8u@gests that the songs are
perceived as integrated communicative systemsirréiba ‘mixes’ of heterogeneous
elements. More specifically, the notion of codadguage evokes linguistic content
that elicits an autonomous identity: in the contekianguage mixing, this would
translate as integrated linguistic output which reanbe regarded in terms of its
participating source languages. Observe too, beaattist references musical rhythm
as underlying a song’s unity: as will become appiaire later chapters, the analytical
framework developed to analyse the 98+LSLPS sanguipports this view.
Moreover, the view that the songs are homogenoaadsrsed further in the claims
that a 98+LSLPS song represents a “universal laggjuéAmila Paranamanage:
interview: 2009), and is “not only music, [but] the whole thing” (Krishan
Maheson: interview: 2009).

The 98+LSLPS audience members’ comments reinfdreeview that 98+LSLPS

songs are homogenous/not-mixed. “Fused, Sri Larikanproduced for a wide

audience” was how one inner circle audience merdbscribed the songs (IAC-13:
interview: 2009), while “I'm not conscious” was thesponse of another member of
this circle when asked for views about whether memnlnight be conscious of the
songs’ linguistic and musical mixing when they nigje (experience) a song (IAC-
6: interview: 2009). The songs ar8ifihala sindhtiTrans. “Sinhala songs” and as

for the individual songs Sinhala sinduvak kiyala therenévdrans. “[we] can
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understand/feel that it is a Sinhala song” stateul ¢entre audience circle members
respectively (CAC-21: interview: 2009 and CAC4&terview: 2009). ‘Singlish’ and
‘Sinhala’ were terms used by two outer audienceleimembers to describe the
songs (OAC-31 and OAC-29: interviews: 2010 respebt). Moreover, nearly all of
the song definitions provided by the interviewedeouaudience circle members
included references to the terms Sinhala or Srikhan the latter presented as
connected to Sinhala (OAC-28 to OAC-48: intervie&10).

Furthermore, commenting on the 98+LSLPS samples@ngoduced in chapter 5),
an inner audience circle member defined the ddiafpeththak Seas “a Sinhala
song” (IAC-14: interview: 2009). Another membertbé same circle and DJ at one
of the country’s leading radio networks which paes the greatest airplay for
98+LSLPS described the BNS hit singBri Sangabodhi(also a sample song)
defined on the duo’s website as the “first ‘muftigual’ song aired on an English
radio channel after three decades”, (BNS: websasge)pasically 100% Sinhala” (DJ-
Dilon: interview: 2008). Likewise, a centre cirgleember saidrhata nang kiyyane
ba mona basavenda kiydldrans. “I of course can't tell in what languageis”
when commenting on the sample sdfwjthu by core artist IrafCAC-7: interview:
2009). Consider also the comment that “the melodg'tlinger in one’s memory if
the lyrics cannot be recalled” by an inner ciraleli@nce member and webmaster of
Elakiri.com (‘Lich’: interview: 2008). The comment implies tha song’s melody
and lyric are inextricably bound which in turn grcis the view that a song is an
autonomous unit. The analyses of the 98+LSLPS samgple in later chapters
demonstrate that the linguistic and musical comptmef a song are integrated

rendering a song a homogenous unit.

As explained previously, the local radio networkbich play a crucial role in

promoting 98+LSLPS are among the leading sociaicallicontexts where the genre
is projected as not-mixed. Moreover, as explaineyipusly (chapter 3 and section
4.3.2), the radio networks through which the soagsaired are essentially Sinhala
networks. More specifically, the non-98+LSLPS (susgngs broadcast through

them have pure Sinhala language lyrics while thgdage in which songs are
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introduced as well as of other programmes (i.e.udwmntaries, interviews etc)
broadcast on the networks is Sindalamportantly, English radio networks in Sri
Lanka do not broadcast 98+LSLPS notwithstandingiBimdpeing an integral feature

of the song lyrics.

Confirmed by the webmaster of a leading Sri Lankausic internet archive, the
emphasis of these networks is on non-Sri Lankan \{iestern) pop songs in English
while the only Sri Lankan songs broadcast are trems#aining lyrics entirely in
English (‘Lich’: interview: 2008). The BNS sorgri Sangabodh(from the album
Life) released in 1998, is an exception as it becamenhy mixed language song to
have been broadcast on a Sri Lankan ‘English’ ratiannel after three decades
(BNS: website). The exclusion of 98+LSLPS from &dnkan ‘English’ radio
networks is particularly significant in light ofalfact that the networks do broadcast
non-English songs (e.g. French, ltalian, German)vithg from non-Sri Lankan
‘western’ music genres such as western classicataogVioreover, many locally
published English magazines and newspapers hawyalfeatured and continue to
feature articles on 98+LSLPS. In other words, 9BHPS is ‘discoursed’ within the
English speaking context of Sri Lanka but is nonhsidered representative of
‘English’. Consequently, it appears that the gepossesses a decidedly ‘Sinhala’
socio-cultural identity. Examples such as the hepadiThe oldest and most
comprehensive_Sinhallyrics site on the web’ (my emphasis: Ananmanan.co

website) of the Sinhala Iyrics section of the Srankan music website

Ananmanan.com where 98+LSLPS songs are listedoremthis projection.

Some of the songs have occasionally been broadonasternational radio networks
(refer section 4.3.1). It is relevant to note tiratthese contexts they have been
promoted as ‘Sri Lankan’ songs. Similarly, a conhgresive feature article on
98+LSLPS in the magazinglurder Dog (2008: 64-84) which represented a rare
example of international print media publicity tbie genre also defined the genre as

Sri Lankan mainstream music. The use of the terimL&@ikan internationally for a

™ Tamil radio networks, broadcast 98+LSLPS songs thilemguage songs provided they include
Tamil. The 98+LSLPS artists and audience membenéiraeed this. However, Tamil, as we know,
only features in a handful of 98+LSLPS songs.
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musical genre that is locally projected as Sinhdésmonstrates the covert manner in
which ‘Sri Lankan’ is being represented in termsaoSinhala identity. Similarly,
“The largest Sri Lankan online community” is thebBaading of Elakiri.com, a
leading online archive of 98+LSLP&hd probably the leading online archive for Sri
Lankan contemporary music generally. When intere@wts webmaster stated that
98+LSLPS songs are a core part of the website’'g sompus: 98+LSLPS accounts
for approximately 60% of its songs (‘Lich’: inteeww: 2008 and corroborated
according to statistics from the Elakiri.com web}it Notably, he added that the site
contains songs with lyrics that are entirely int&ila but that it does not contain any
songs with lyrics entirely in English or Tamil. Oaé, these patterns of reference
which implicitly correspond Sri Lankan with ‘Sinfaalecho the manner in which the
two terms tended to be used by the 98+LSLPS comtgnimtheir description of the
songs and which consequently contribute to prajgcthe songs as not-mixed/

homogeneous systems.

4.6 The 98+LSLPS CofP’s relationship with the Sri lankan and global music

industries

As explained in chapter 3 (sections 3.7 and 3.8L9RPS is straddled within two
socio-cultural and economic constellations: theL&rkan and global popular music
industries (represented by the two outer circledigare 2). We now review the
relationship between the 98+LSLPS community’s pgoétion of their practice and

these two constellations.

The red arrow in figure 2 stemming from the coréstg’ circle and proceeding

through the artists’ circle to the circle represemthe Sri Lankan music industry is
intended to reflect the engagement of the artistis thie Sri Lankan music industry
in terms of their influence on it. Specifically, ethgenre’s status in Sri Lanka
corresponds to the fact that its artists are hugelyential within the local industry.

However, chapter 3 (section 3.7) also explainetttt&Sri Lankan music industry is
little more than a ‘label’ encompassing a diffusetlective of musicians and that as
a result, many 98+LSLPS artists are financiallyemse. For reasons provided in

sections 4.3.1.1 and 4.3.1.2 the 98+LSLPS coistamvere cited as exceptions: a
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few leading artists of the artists’ circle are alsnong the exceptions. Importantly,
the artists’ financial insecurity coupled with theep costs of song production were
described as the main reasons for 98+LSLPS artistslency to evolve songs
involving collaborations between them. Consequeititle red arrow stemming from
the Sri Lankan music industry circle and leadingthie artists’ and core artists’
circles is intended to represent this impact ofitigistry on the manner in which the
artists of 98+LSLPS participate in their practice.

Moreover, the artists consistently maintain thairtision is to make 98+LSLPS an
internationally recognised and sought after popularsic genre representing a
‘Sinhala’, ‘Sri Lankan’ and hence local identityvesion shared by the 98+LSLPS
principal audience. In other words, they seek t&e@8+LSLPS a leading genre of
the Sri Lankarand global popular music industries. This is reflectedhe statement
by the core artist Santhush of BNS: “[our aim isd@ate a product to compete with
international artists” (Santhush Weeraman: intewi2009). Similarly, the artists’
circle member Fill-T's comment that “it is reallyjnportant to show our identity
otherwise we can’t touch the worldwide level...wher go to the world market
we’'ve got to show that we are from Sri Lanlgc]’ (Fill-T: interview in Murder
Dog Magazine: 2008: 79) echoes this aspiration. él@w, as discussed in chapter 3
(section 3.8), most of the multi-national corporgeatners of the global popular

music industry belong to the economies of developns.

Consequently, the industry tends to reflect theioalisand in the case of sung song,
linguistic, practices of these nations. The domaearof English in global
contemporary popular music is considered part if tdality (this was discussed in
chapter 3: 3.6 and 3.8). To this end, the 98+LSkBSmunity are compelled to
negotiate the musical and linguistic resourceslabig to them that embody both
local and ‘non-local’ facets. Consequently, thespree of non indigenous and
indigenous musical elements in 98+LSLPS may be sasnreflecting the
community’s vision. Nevertheless, English as wewnis also part of the Sri
Lankan linguistic fabric (refer chapter 2: 2.3).eféfore, English in 98+LSLPS may

be interpreted as representative of a local andafjlphenomenon. Indeed, the
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analysis of the song sample demonstrates that €ngli98+LSLPS is localised, so

localised that it appears to represent a diffeidaritity altogether.

The arrow commencing from the core artists’ ciggteceeding through the artists’
circle and leading to the global music industrycleris intended to represent their
vision. The reader will observe, however, thatlthe is patterned and that its head
rests on the borderline separating the Sri Lankahgdobal popular music industry
circles. This owes to the prevailing status of thgon. More specifically, the status
of 98+LSLPS at present remains one which is dontiaad popular but only within
the context of Sri Lankan parameters; recall (@su$sed in section 4.3) that the
international exposure experienced by the artigtO&+LSLPS centres around
Sinhala Sri Lankan transnationals. The communiigson, therefore, (which would
include the songs being marketed and broadcastnattenally) remains to be
realised. As stated earlier, a few 98+LSLPS soray® hin more recent times, been
broadcast on a few international radio networkst ¥ech publicity has been
occasional and sporadic, hardly indicative of angnificant international
recognition: “yes they go as Sinhakid never will they be aired abroad” (‘Lich’:
interview: 2008). The red arrow commencing from ¢ih@bal music industry circle,
passing through the artists’ circle and concludmthe core artists’ circle represents
the overall musical and linguistic norms of thelglbpopular music industry which
influence the 98+LSLPS community’s participationtlo¢ir practice. Overall, we see
that the 98+LSLPS community’s participation of thgiactice is inextricably bound
to the two outer constellations in which the gasrstraddled.

4.7 Conclusion

The human source of 98+LSLPS is a collective ofartban 5.5 million individuals
comprising artists and principal audience membEngy constitute over 40% of Sri
Lanka'’s total population of approximately 20 miflipeople and can be described as
youth and young adults of Sinhala ethnicity betwg&®rand 39 years of age. Most of
them are spread across the country while somecatigersed overseas. Crucially, this
chapter demonstrated that they resemble CofP omuatcof their unique

engagement with one another sourcing a unique ibtigally defined genre of
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music. An adaptation of Wenger's (1998) proto-typefP model (introduced in
section 4.2) was used to describe the artists andipal audience of 98+LSLPS and
explain how they constitute a CofP. In conformitighatwo primary components of
Wenger’s articulation of the model, this chapterplexed the community’s
‘participation of their practice’ in terms of théréee concepts which define the
model; mutual engagement (section 4.3), sharedrtepee (section 4.4.) and joint
enterprise (section 4.5). A detailed descriptionhef 98+LSLPS artists and principal
audience was included in the discussion of theituadiengagement.

The primary focus in section 4.4 was on the lingeiscounterpart of the
community’s shared repertoire. Sinhala and Enghsne shown to constitute the
core linguistic components of their shared repegtofhe community’s participation
of their practice in the context of their joint ergrise (in section 4.5) was interpreted
as a portrait of the way in which the songs arecgieed and defined by the
community. Accordingly, the portrait was shown tonstitute two remarkably
conflicting identities; the songs were shown todrejected as mixed phenomena
(4.5.1) but they were also shown to be projectednasmixed homogeneous
phenomena (4.5.2). As explained in chapter 1 aseldlere in this chapter, chapters
7, 8 and 9 attempt to reconcile this paradoxicalrpih at the level of the structure of
the songs’ lyrics. Drawing on musical structurlke tchapters advance a new

framework of lyric analysis which complements tloetgait.

The relationship between the Sri Lankan and glabalsic industries and the
98+LSLPS CofP’s patrticipation of their practice walored in section 4.6. The
community’s impact on the Sri Lankan music indusivgs described as hugely
influential owing to the genre’s popularity withi@ri Lanka and its status as a
mainstream form of popular music in the countrycsiits symbolic emergence in
1998. The presence of indigenous and non-indiger{boguistic and musical)

elements in the songs was shown to relate to ttistsardesire to retain a local
identity while affecting an impact on the global s industry. However, the

discussion also highlighted the fact that 98+LSL4#$ remains an inherently Sri

Lankan genre which is yet to gain the kind of inggional recognition to which its

community (in particular its artists), aspires.
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Chapter 5

The 98+LSLPS sample

5.1 Introduction

This chapter introduces the 98+LSLPS songs analysechapters 7, 8 and 9,
analyses representing an exploration of the 98+ISSOBfP’s reification (i.e. their
output). As previously stated, the genre compraesxpanding collective of around
300 songs. The selected sample consists of foudergs, twelve of them being
98+LSLPS songs that are analysed in the ensuirg ttinapters. These 98+LSLPS
songs are identified as the leading 98+LSLPS stm@imve emerged between 1998
and 2009. Consequently, they reflect 98+LSLPS swegls during the same period.
The sample is not selected on the basis of statisiit rigorous sampling methods
have been used. This chapter details the methddeeTeading Sri Lankan radio
networks are among the main sources used to igehéfleading songs. Accordingly
this chapter incorporates details about the netsvaténg with a description of how
they were identified as being the leading netwamnkhe country. As will be shown,
the nature of the song selection also confirms @at_SLPS is Sri Lanka’s leading

popular music genre.
5.2 The 98+LSLPS sample: selectional methodology

The fourteen songs selected are made up of twpesssth with different selectional
criteria. Data involving 292 songs were evaluatedthe purpose. As explained in
chapter 4, the core artists followed by the leadangsts form the nucleus of the
98+LSLPS CofP. The first set consists of eight soagd represents the most
popular songs by these artists. Specifically, dudes two songs each by the core
artists and one song by the leading artists ofattists’ circle. The songs are listed

under ‘set 1’ in the complete sample list proviaedhe end of this chapter.
The second set includes six songs of which fou98rd_SLPS songs.. As stated in

chapters 3 and 4, a principal reason why 98+LSL&% ke considered the leading

style of vocal music in Sri Lanka owes to the thett it is given prominence by the
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nations’ leading radio networks which happen tgpbeately owned. Sri Lanka has
over 25 privately and state run radio networks #caating in Sinhala Tamil and
English (Sri Lanka Media Ministry: website). Thenmas of three radio networks
were repeatedly cited by the artists and audienemlimers as being dominated by
98+LSLPS and therefore, as being the key mediaegomtf 98+LSLPS. They are
Sirasa FM, Hiru FM and Y-FM. Generally speakinge hetworks are extremely
well known and are widely regarded as some of dumtry’s leading radio networks
especially as far as Sri Lankan youth of Sinhalanietty are concerned. The
98+LSLPS community confirmed this. However, in ortte evaluate the popularity
of 98+LSLPS in Sri Lanka (especially consideringttthe genre is over a decade
old), it was necessary to evaluate systematicalyy networks cited by the
community in terms of popularity ranking nationallgnd thereafter identify the
dominant song genres broadcast on the networksthier words, | felt that if the
three listed radio networks are found to be thentgis leading radio networks
between 1998 and 2009 and thereafter 98+LSLP Sursifto dominate the networks,
then the status of 98+LSLPS as the country’s lepdmpular music genre will have
been established. Consequently, independent infmmaas sought regarding the
national rankings of the networks and their dominsang genres. Crucially, this
process resulted in the second set of 98+LSLPS Isasgngs: the songs represent
the leading songs between 1998 and 2009.

Despite the numerous radio networks in the countgre is little systematic
reviewing of the networks by independent organisesti Networks that have island-
wide coverage are, as expected, more popular sineg command a larger
listenership. However, generally, most networksagegin promotional publicity
claiming to be the country’s most popular netwattkspite the absence of supporting
evidence to justify such claims. Among the leadinganisations that do review and
rank Sri Lankan radio networks are the Lanka MaResearch Bureau and Ogilvy
International. Consequently, they were accessedbtain information about the
popularity of the three radio networks nationallgstablished in 1981, the former is

Sri Lanka’s first and leading state owned markeeaech organisation providing

122



information about the popularity of local televisiand radio media on the basis of

market shares. The latter is Sri Lanka’s privatgaeequivalert.

Annual reports for the period between 1998 and 28ed on Island wide surveys
conducted on individuals aged 15 and above werairedd from the Lanka Market
Bureau. Ogilvy International, however, is relatlwaew to Sri Lanka; information

from them about the leading radio networks wastlier period between 2005 and
2009. Accordingly, three radio networks were idéedi as the country’s leading
networks, namely, Sirasa FM, Hiru FM and Y-FM. bngantly, the three networks
correspond to the three networks cited by the 98ASSCofP as the principal media
through which they negotiate the genre. Both &hufasl and Hiru-FM have Island-

wide coverage. Their principal target audience yoeng to middle aged adults.
Interestingly, Y-FM does not have Island-wide cegr like its two counterpart
networks (see map — overl¢diut covers most of the country’s (Sinhala domihan
urbanised cities. Bearing in mind that Sinhala koarte the core of 98+LSLPS the

status of the network demonstrates the massivaeinfle youth wield over the Sri

Lankan music industry. After all, a network’s pogitly owes to listener support.

Moreover, all three networks are Sinhala; theigpaonmes are broadcast in Sinhala,
and excepting 98+LSLPS, the lyrics of most othem@ songs broadcast on the
networks are in Sinhala. Y-FM is self-defined asnaltilingual network (Sisira

Dharmasena/DJ-Slash, announcer and producer of ¥Y-EMail: 27/08/2010).

However, most of its programmes are in the Sinledguage as are most of the
songs aired on the network; the lists of the topgsobroadcast on this network
(described later) confirms this. Compared to theeottwo networks, Y-FM is a

relative newcomer having launched in 2005. Howetegre is a reason why the
network remains important in this context and duded as one of the leading three
radio networks between 1998 and 2009. Specificaly)5 can be considered a half

75Ogilvy & Mather is a leading global marketing andnumunications company providing a
comprehensive range of marketing services includidgertising; public relations and public affairs;
branding and identity; shopper and retail marketihgalthcare communications; direct, digital,
promotion and relationship marketing. It possessesetwork of more than 450 offices in 120
countries.
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way point in terms of 98+LSLPS’ existence in Srinka since its symbolic
emergence year, 1998. Consequently, it makes densgaluate the presence of
98+LSLPS in a radio network that is shown to be mgnthe top three leading

networks in the country between 2005 and 2009.
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Y-FM coverage in Sri Lanka (sﬂpplled by the produafehe network).
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Having established that the three radio networteddby the 98+LSLPS community
represent the leading radio networks of Sri Lané@avben 1998 and 2009 in terms of
popularity, the next task involved ascertaining $itetus of 98+LSLPS in the three
networks. Each of the three networks was requested to pravids of the top 10-15
songs to have been broadcast on their leading reapgyst show biennially. These
were effectively the top 10-15 songs during eactcessive two year time frame
following the symbolic emergence of 98+LSLPS in 898irasa-FM and Hiru-FM
were requested to provide lists for the period betw1998 and 2009. Y-FM was
asked to do so for the period 2005 to 2009. SiFdMawnas unable to provide a list
for 1998; the lists they provided were for the pdribetween 1999 and 2009.
Accordingly, the song lists provided by these neksavere organised as follows:

1998-1999 — Hiru-FM
2000-2001, 2002-2003,— Sirasa-FM and Hiru-FM
2004-200%° 2006-2007, 2008-2009 — Sirasa-FM, Hiru-FM andM-F

Each of the lists contained a combination of b@hlSESLPS and other Sinhala songs
(songs with Sinhala language lyrics). The frequerfcgn artist on a network list (i.e.
the artist with the highest number of songs ins8) Wwas taken to indicate his/her
popularity on the network during the corresponding year period. Consequently,
an artist who had the most number of songs inioglab all the network lists for a
two year period was identified as the most popattst for the period. The genre of
his/her songs would then signal the most popularegéor the period. For 1998-
1999, (as indicated by the preceding song list®),dnly data available was from
Hiru-FM. Two artists were found to have had thghleist popularity on this network
during this period; each featured twice on the listerefore, it was decided that the
artist who appeared to be the most popular in thsequent 2 years time period

would be selected.

Accordingly, six artists were identified for each tbe two year periods between
1998 and 2009. Four are 98+LSLPS artists whiledaveoextremely well known local

8 Y-FM information was for 2005 only, the birth yeaf the network.
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non-98+LSLPS artists whose songs contain monolindgsiahala lyrics. This
suggests that 98+LSLPS is the dominant genre oméiheorks and consequently
confirms the comments made by the 98+LSLPS commulhitis also relevant to
mention that many of the artists of the non-98+LSlddngs on the lists are among
the most famous Sinhala popular song artists; herotvords their songs contain
monolingual Sinhala lyrics and cater to the coustigargest ethnic community.
Moreover, although 98+LSLPS artists’ songs are amibre most popular on the
lists, the majority of the songs on the lists (nibigt each list contained between 10
and 15 songs), included non-98+LSLPS songs congimnonolingual Sinhala
lyrics. One reason for this is that compared to 386 or so songs comprising the
98+LSLPS corpus, the domain of monolingual Sintsaiag is older and therefore
much larger including around several thousand s@regsll the outline of music in
Sri Lanka provided in chapter 3: 3.2). Indeed, afrmm 98+LSLPS, none of the
lists provided contained any songs in any otheguage other than Sinhala. This
demonstrates that songs with monolingual lyricSimhala are the second dominant
‘genre’ on the networks and thus reconfirms thatrbtworks are Sinhala networks.
Interestingly, that 98+LSLPS songs are the leadomygs of this song set despite the
large size of the monolingual Sinhala song corpushér reinforces the genre’s

popularity.

Moreover, evidence from the lists also demonstratesteady growth in the
popularity of 98+LSLPS. Specifically, the lists éxked a widening gap between the
number of song occurrences of 98+LSLPS artistsihgdatie three two year periods
from 2004 to 2009 and the number of song occursent¢he non-98+LSLPS artists
coming in second for each of the periods. For etanthe core artist Irdjad the
highest number of songs in 2006-2007 with a totalixo song occurrences in all the
lists. On the contrary, the number of song occues of the artist (a non-
98+LSLPS artist) with the second highest numbesonig occurrences for the period
was three. This pattern is indicative of the odegabwth of the genre’s popularity.
That this pattern is visible since 2006 also shdh&t the genre’s growth in
popularity is especially pertinent to contempor&ty Lanka. Comments by CofP
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members that 98+LSLPS is the nation’s mainstreamneg@uoted in chapter 4) are

thus echoed in this context.

It was from the songs on the lists of the six tstiseading the two year periods
between 1998 and 2009 that the songs for the sesairaf the sample were selected.
The selection involved identifying the most popwang of each of the six artists.
This was achieved by selecting the song which @eduin most of the song lists of
the networks for the two year period in which tmésa was the leading artist. For
example, if an artist had four songs occurringhia three lists of the networks for a
two-year period and one occurred in two lists, soag was selected. Where there
was no such occurrence, the artist's song whickived the greatest airplay on a
network during the period was selected. The salembd@g sample in terms of its two

sets is as follows: the 98+LSLPS songs are in fositand italicised.

Set 1- leading songs of the 98+LSLPS core artists’leirmembers and leading
artists of the 98+LSLPS artists’ circle.

BNS —-1998vasanthaye- Earliest hit song
2008 Shaheena- Recent hit songAmong the top 5 of Hiru-FM for 2009 and
Top 10 of Elakiri.com. No. 1 on YFM for 2008 and 2009.
Iraj - 2007Ae Hetha— (featuring Delon and Aminath Shani)
No.1 on mostwidoaded songs on Elakiri.com (40399
downloads -essed on 31/08/09)
200&otthu — (featuring llinoiz)
No.1 on the Topct@rt hits list of 2008 for Y-FM. The second
most downloadedyke on Elakiri.com (37955 downloads
-accessed on 12009)
Ranidu —200®ba Magemai- (featuring Ashanthi) Earliest hit song
(from maiden albun®ba Magema3i
No. 1 on the major Sri Lankan song chart shows such
(i.e.Hiru-FM top 40, Rasa risi gee, Sithgath gete).

" As stated in previous chapters, Elakiri.com ieading website for Sri Lankan songs.
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The release of the song’s album titled the same,
corresponded to the artist becoming the youngest Sr
Lankan artist to be signed on to the international
record label Sony Music- India (Ranidu: website).

6" Lane —200Malpeththak Se- Earliest hit song

Centigradz - 200®ark Angel— Earliest hit song

Ashanthi — 2006andawathuren(featuringYashan) — Earliest hit song

Set 2
Leading Sri Lankan songs: 1998 to 20009.
Total number of songs evaluated: 292.

Total number selected: 6

1998-1999 Karunarathne Divulgan&dalanga Nuba Vage

2000 — 2001 BNS Sri Sangabodhi

(also the first Sinhala-English multilingual song have been broadcast on a Sri
Lankan English radio network after three decadesare of the best known songs
of the genre).

2002-2003 Nirosha Virajini Buhul Malaka

2004-2005 — Ranidu Ahankara Nagare

2006-2007- Iraj -Oba Hinda(featuring Samitha Mudunkotuwa)

2008-2009- AshanthHanthane (featuring DeLon)

A further point about the songs concerns the naititbe data. As stated in previous
chapters, the songs used in this analysis aredio &rmat; as explained in chapter 4
and elaborated in the ensuing chapters the 98+LSUOB8’'s negotiation of
98+LSLPS concerns songs which are delivered arelvedt through the medium of
musical vocalisation. While some of the songs haugsequently been reinvented in
audio-visual format, the proto-type (i.e. core fprofi the song as negotiated by the
CofP is in audio format. Moreover, the songs aredyis this study are initial audio
versions of the songs. Expressed differently, somtie songs have also been re-

mixed and re-released in audio form. The versi@edun this study are the original
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versions representing the form in which the songeeviirst negotiated by their CofP
and which in the case of this sample, led to tealisequent popularity. Re-mixed
and audio-visual versions follow the initial negiton of a song in its original form.

Appendix 2 contains transcriptions and translatiohsyrics of the all 98+LSLPS

sample songs and one non-98+LSLPS sample songpasrapm in the recordings.
As explained in the appendix, all non-English (artular, Sinhala) lyric lines are
accompanied by a phonemic transcription, word-teeltcanslation and paraphrase:
the appendix includes details about the transladind transcription conventions

used.
5.3 Conclusion

This chapter provided details about the 98+LSLP®ysample which underlies the
detailed structural analyses to follow in chaptérs8 and 9. Most of the chapter
comprised an explanation of the methods used &xistie songs. The sample was
presented in the form of two sets. Set 1 consis® songs based on the leading
songs of the core and a group of leading artis83e1.SLPS. Set 2 contains 6 songs
based on data from the country’s three leadingoradiworks. The data consisted of
lists provided by the individual networks of the sh@opular 10 -15 songs to have
been broadcast biennially on each of them betw888 and 2009. Reasons why the
three networks referenced are considered the nuilgr in Sri Lanka were also
provided. That 98+LSLPS dominates these networks walao established thus
confirming that 98+LSLPS has been Sri Lanka’s legdjenre of popular song for

over a decade.
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Chapter 6

Analysing the 98+LSLPS sample: Methodology

“A notion of bilingualism [multilingualism]-in-acdbn brings to the forefront two
primary interrelated ideas: the idea of choice aatagory in itself and choice within
a larger system of tension” (Mendoza-Denton ando@s92010: 119).

6.1 Introduction

This chapter advances a novel framework for anadysong lyrics, specifically the
lyrics of the 98+LSLPS song sample representatif/ethe 98+LSLPS CofP’s
reification. Its basis lies in the effort to exmahe relevance of the dual mixed and
not-mixed identity (described in chapter 4) assigte 98+LSLPS songs by their
CofP at the level of the songs’ lyrics. Importantlye assigned identity is related to
the songs’ lyrics but also to the songs in thetirety (which includes the songs’
musical and linguistic elements). As stated inithie®duction, the ultimate objective
of this study is to understand and describe théecle linguistic identity of the
98+LSLPS CofP: it is by understanding and thenrpreting the organisation and
structural identity of the songs’ ‘language’ thaistis achieved. Therefore, it is
crucially important to subject the song lyrics teigorous analysis in order to fully
evaluate their role in the construction of the titgrassigned to the songs by their
CofP. Evaluating the relevance of the dual iderditghe level of lyric organisation
will indicate the extent to which the identity ispresentative of the 98+LSLPS

CofP’s collective linguistic identity.

A song is regarded as the ‘basic unit’ of analysithis study, the reasons for which
are explained in section 6.2. It is within the @xttof individual 98+LSLPS songs
that the dual identity assigned to the songs idoegf. As stated in previous
chapters, the defining feature of 98+LSLPS is itxeth language lyrics. More
generally, there exists a growing body of divensalgical models and perspectives
aimed at addressing mixed language data. Codefsmgtds the domain in which

they are to be found. Therefore, it is necessargdiablish the need for a new
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analytical perspective by exploring the relevantexsting models/perspectives to
the 98+LSLPS data and reasons why they are not &glipped to deal with the
98+LSLPS data. Accordingly, 6.3.1 provides an oetlof what distinguishes the
audio format of the 98+LSLPS data from languageimgiohenomena found in other
(in particular spoken) environments. A broad dgdion of some of the fundamental
features of leading code-switching approaches vi@loAccordingly section 6.3.1.1
deals with sociolinguistic and conversation analgipproaches while section 6.3.1.2
deals with grammatical approaches. The discussexpdain how the approaches
might contribute to our understanding of 98+LSLR®& imore importantly why they
remain fundamentally incompatible with fully adds®g the organisation of the

songs in audio format.

Section 6.3.2 introduces an alternative framewark &nalysing the lyrics which
captures their hierarchical organisation. The pplecunderlying the framework is
the ‘musical rhythm derived line’ explained in 3.; musical rhythm derived lines
are the segments which are shown to comprise &. |yl diagrammatic
representation of the hierarchy according to whilcbse lines are organised is
presented in section 6.3.2. The analyses in clapter8 and 9 correspond to
exploring the various tiers of this hierarchy. Tdextions following 6.3.2.1 involve
an explanation of the terms used to denote the tiethe hierarchy in the course of
which the hierarchy is also explained in detaileTterms areode(6.3.2.2) which
includes two modifiersimilar and dissimilar (6.3.2.2.1),fusion (6.3.2.3), Textand
Lone Lines (6.3.2.4) andText rendition and Lone Line rendition (6.3.2.5).
Furthermore, two phenomena epitomise the way l|agegiaare integrated in
98+LSLPS in a manner which is not found in nats@dech. They are labelléutra
Line Code Fusion-Lineaand Intra line Code Fusion—Horizontakespectively and
are introduced in section 6.3.2.6. A further elation of the concept of theodein
relation to the phenomena is also included. Thetena conclusion (6.4) includes a
brief outline of how chapters 7, 8 and 9 are orgeahiin keeping with the analytical

framework.
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6.2 A song; the basic unit of analysis

As stated in this chapter’'s introduction, each sofghe 98+LSLPS sample is
considered a basic unit of analysis in this stddhat is, the linguistic content of each
individual song is considered a self-contained camicative act. As explained in
previous chapters, the reason why audio recordingstitute the format of the song
data explored in this thesis is because this is $angs are conceived, intended to be
perceived and negotiated by the 98+LSLPS CofP. phisnotes the view that a

98+LSLPS song in audio format is a unified entity.

Moreover, linguistic and musical research on thiicty we label ‘a song’ implicitly

and explicitly supports this view. Halle (forthcong) for example, describes vocal
song as “a composite which combines two objecth egth its own structure, a
linguistic object — text — and a musical objecurd” thus highlighting its unity as a
differentiated entity. Similarly in their discusei@bout the intuitive receptions and
intentions of the listener and composer respegtirethe context of ‘song’, Lerdahl

and Jackendoff (1983: 63) signal the idea that calispieces are heard and

constructed as autonomous units (see also RotH89).

These projections about ‘song’ extend to defingiaaf musics in general too; a
musical piece containing a name be it a movemeatlafger work such as sonata or
a single song is seen to have an internal unitychvlienders it an individuated
system of sorts. For example, Lerdahl and Jackér(dé83) refer to the musical
construction as “a sequence of musical units thatperceived simply as being
related to one another in certain ways” (286 see dB0-4), where the “totality of
the field as perceived cannot be built up piecenasah mere accumulation of the
perception of its parts each taken in isolation038 but where “every aspect of
musical cognition involves an intricate interweayiof local and global evidence”
(331; see also, Barwick 2000: 329, 2003: 82-83nBefd965: 247; Kartomi 1984:
60; Koffka 1935;Sutton 1987; Tonkinson 1978: 112; Turpin 2005; \Werher
1923; Wild 1984: 192).

133



Musical rhythm is a feature of music which conttdsiheavily to projecting a piece
of music as an individuated entity. Defined andlesgu in detail in relation to
98+LSLPS in chapter 9 it is among the key musidenmmena invoked in the
description of music. Broadly, a rhythmic templatelerlies a piece of music (e.g. a
song). This makes the contents within the templiage the lyrics of a song) appear
‘individuated’” and therefore homogenous. Researchcerning the relationship
between music and language suggests that musigainthis the nucleus of a piece
of music (see Barry 1990: 65; Boone 1999: 82; Hailli1967, 1994; Kiparsky 2006:
7; Liberman 1979: 313; Schlegel 1963: 103-104; wmddrov 1988: 17-18; and

Rodfguez-Varquez 2010). Likewise, Jackendoff and Ldrdd®83) argue that

musical events are centred on a “fixed and reguletrical structure” (326 see also
13, 21, 280-4; Schachter 1999: 81).

6.3.1 An alternative framework for analysing 98+LSIPS song lyrics; why?

Not only are the data under analysis in audio formd as discussed in chapter 3
(3.6), existing research on mixed language songdsydeals with song lyrics in
‘print’ form, that is, they concern the lyrics isalation of their attendant musical
environment. Crucially, the new analytical framekdo be introduced in this
chapter is (a) intended for the analysis of songcdyin audio format and (b)
complements the dual mixed and not-mixed identggigned to the 98+LSLPS

songs by their CofP at the level of the song Igtracture.

What distinguishes 98+LSLPS in audio format fronpitgl language mixing

phenomena is that the rendition of a 98+LSLPS laks the intonational cues
(such as pauses etc) found in non-musical mixedulage output (this too was
briefly mentioned in chapter 3). The reason is dbeninance of a song’s musical
rhythmic template (explained in chapter 9). Tydigahtonation signals clausal and
phrasal boundaries in speech. Now as explaineskation 6.2, it is reasonable to
regard a song (especially one which is communicatetreceived in audio format) a
unit and by implication the song’s lyric, an indiuated ‘communicative event'.

Consequently, the absence of intonation indicatitegisal boundaries within the
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lyric would, in effect establish it further as anhogenous unit. However, there is an
important and obvious reason for a need to ideri§8+LSLPS lyric in terms of
smaller units (i.e. sentences) while exploring m®rpho-syntax. The average
duration of a 98+LSLPS song is approximately 4 r@su This results in a
‘sentence’ of similar duration. Such lengthy commative efforts are arguably
unusual if not improbable in terms of the humanniibge capacity for speech
processing: we do not generally speak endlessly $emtences but rather a series of
sentences owing to our cognitive limitations. Témst of extended communication,
then, is likely to impede rather than promote dffec communication between
individuals. Bear in mind that the core of the plapity of 98+LSLPS owes to the
successful negotiation of the songs between itstarand principal audience.
Moreover, because existing research on languagagnix music concerns the lyrics
in print form, they are not faced with this issuecéuse the lyrics are interpreted in
terms of intonational cues that would accompanypeesh-like ‘recitation’ of the

lyrics.

In order to justify the advancement of a new framewior analysing the 98+LSLPS
data it is first necessary to demonstrate the ipaaey of prevailing approaches for
analysing such musical data in audio format. Beaim mind that the defining
feature of 98+LSLPS lyrics is mixed language, tmalgical approaches being
referred to are those developed to analyse mixegukge data typically referred to
as code-switching data. As will become evidenthmanalyses of the song sample in
chapters 7, 8 and 9, the language integration #LS8PS in audio format resembles
code-switching but only to a certain degree. Gkdifin chapter 1, this is why the
term code-switching is not used to define languageng in 98+LSLPS. That being
said, in as far as existing linguistic terminologyconcerned, code-switching does
remain the term which most closely represents the &f language mixing found in
98+LSLPS.

It was not until the research of Gumperz and hlkeagues in the 1960s and 1970s

(Gumperz 1964, 1967, 1976; Gumperz and Wilson 1B¥dn and Gumperz 1972),

that code-switching came to be a topic of widesprieéerest among linguists. The
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investigation of code-switching has since incorpestaboth sociolinguistic and
grammatical orientations (for detailed overviewshsf phenomenon see Clyne 2003;
Coulmas 1997; Hammers and Blanc 2000; Li Wei 26@maine 1995; Thomason
1997). Importantly, it is in relation to the issakéthe absence of intonation in the
song data that we encounter the central (thoughonly) incompatibility between
current analytical approaches and 98+LSLPS. Spadii the majority of linguistic
analyses of code-switching have, for the most pantled to concentrate on contexts
(i.e. conversational data) where the data inclugesdndicating clausal divisions
(Gardner-Chloros 2009: 20). Consequently, curr@pr@aches are not equipped to
segment extended speech events which do not cantaimational cues of natural
speech, being organised and delivered in termsusfaal rhythm instead.

Accordingly, what follows is an overview of some tfe leading and classic

analytical approaches relating to code-switchime relationship between them and
98+LSLPS is also explored: the explorations aretrednround one 98+LSLPS

sample songDba Magemaithe shortest lyric in the sampleverall, the discussions

highlight why existing approaches used to analyskeewitching data are untenable
with analysing the 98+LSLPS data. However, theyatso point to features which

are relevant to understanding 98+LSLPS.

6.3.1.1 Sociolinguistic/ethnographic and Conversatn Analytic approaches to
code-switching and 98+LSLPS

Sociolinguistic/ethnolinguistic approaches congtitilne majority of studies on code-
switching (Gardner-Chloros 2009: 10). Collectivehey have been varied and range
from the macro-societal to the idiolectal. In heok ‘Code-switching’, Gardner-
Chloros (2009: 42-43) argues that most sociolinguethnographic and
conversation analytic analyses of code-switching loa differentiated in terms of
three broad foci. The first is an ‘external’ (masarietal) focus and pertains to
exploring code-switching in terms of factors ex#&drto the participants of a code-
switching context. Examples provided include explgrcode-switched data by

identifying and comparing the prestige of the sedemguages as apparent in their
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code-switched context with the prestige associafiéid the languages generally (see
Gal 1979; Labov 1972; Trudgill 1974). The seconduiinvolves analysing code-
switching in terms of ‘internal’ factors such astmapants’ competence in the source
languages and the relationship between them (Minog Gordan 2003). The third
involves exploring code-switching with a view teerdifying underlying constraints
which may be seen to distinguish the phenomenan fsther linguistic phenomena
(Gardner-Chloros 2009: 43). Among the notable maowmetal sociolinguistic
studies on code-switching are those of Heller (}®8&se research on a company in
Montreal and a school in Toronto explored the refship between code-switching
and conflict management. Li Wei, Milroy and Pong §hing (2000) proposed the
use of social networks to understand the relatipnsétween code-switching choices
among individuals and the wider socio-cultural gaditical contexts to which they
belong as part of their well known research on enaidching among Chinese in

Tyneside.

Perhaps the most notable contribution to macroesalcanalyses of code-switching
was by Gumperz (1964, 1967) and Blom and Gumpe®721407-434) whose
research contexts ranged from Delhi to Norwakiey forwarded the notions of
situational and metaphorical code-switching on blasis of an analysis of verbal
interactions involving Ranamal, one of a seriediallects that segment northern
Norway in to linguistic ‘regions’ and Bokéij one of two Norwegiarstandard
languages. Their analytical perspective takes atoount social factors such as
context gettingandsituatior) which they regard as serving to determine thereat
of speakers’ linguistic choice. They also adopt view that a speaker’s ability to
alternate between languages/varieties reflects vHimanhes (1971) termed the
speaker’'s communicative competenc&/erbal interaction is said to constitute
situational code-switching if code-switching is therm pre-determined by the
setting. Examples of such settings provided incltatenal contexts (e.g. lectures)
and certain religious ceremonies (e.g. South A¥fedic ceremonies). Metaphorical
code-switching is affected by discourse topic andherefore the established norm
among its participants. Notwithstanding the autheystematic linguistic detailing

of Ranandl in order to demonstrate its status as an indegr@nitinguistic system’
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they also maintained that when combined RanamalBuoianal represent a single

linguistic system.

Poplack’s (1988, 2008 comparative research concerning English-Spaniste
switching in a Puerto-Rican community in New YoRoplack 1980) and English-
French code-switching in five neighbourhoods in tBanadian Ottawa-Hull
community is another well known macro-level socigliistic study of the
phenomenon. In the case of the Ottawa-Hull comnasmthe fact that French is the
dominant language in some of the neighbourhooddewhnglish is dominant in
others made the contexts interesting to study. Asd@er-Chloros (2009: 62-63)
notes, the comparison between the Canadian and Y¢el based communities is
not entirely clear, differences in data collectiechniques being a possible reason.
Importantly, Poplack’s (2005) study of bilingualeggh among New York based
Spanish/English speakers belonging to Puerto Rsetitements incorporates both a
discourse centred and grammatical approach. Sheedefcode-switching as
instances of language alternation between two kagesiin a single discourse among
balanced bilinguals and maintains that translatminsode-switched speech will be
grammatical by both L1 and L2 language standardsebVver, she adopts the view
that balanced bilinguals’ competence in a languesgsimilar to monolinguals’

(native speakers’) competence (Poplack 2005: 281).2

Conversation analytic studies can be said to fahiwthe foci detailed earlier. That
is, they concentrate on the internal dynamics aeeswitching which includes

exploring how participants construct meaning wittiie conversations (for example
Milroy and Gordon 2003; McCormick 2002; see alsadaar-Chloros 2009: 65-91
for a review of conversation analytic studies omesgwitching). In Conversation
analytic studies, code-switching refers to the paoumere the switch from one
language to another in a sentence corresponds ®graficant part of the

conversation (Auer 1998). This means speakers toeled aware of the fact that they
are drawing on independent systems. AccordinglyerA(1998) identifies code-

switching as a phenomenon occurring along a comtmof language contact. The

"®This refers to Poplack’s paper which appearedén205 edition of the Bilingualism Reader edited
by Li Wei (221-256).
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next stage is defined danguage mixingwhere overall switching as opposed to
specific individual switch points becomes the nomma conversation: Myers-
Scotton’s (1993a) notion of code-switching as tmemarked choice’ corresponds to
this. Fused lectss the final stage where there is a stabilisatibfanguage mixing,

reflecting a ‘new’ language as it were.

Myers-Scotton’s (1988) Markedness model presentsle-switching as a
communicative process involving participants “uske two or more linguistic
varieties® in the same conversation incorporating both iet@ential and
intrasentential switching without prominent phorgital assimilation of one variety
to the other,” (Myers-Scotton 1988: 157). Accorditgy Li Wei (1998a qtd in
Gardner-Chloros 2009: 70) Myers-Scotton’s (1988ykddness model may possibly
represent the most notable sociolinguisticallydeticontribution to code-switching
analysis since Blom and Gumperz introduced the eoiscof situational versus
metaphorical code-switching. Myers-Scotton reastmst language choices are
indexical of rights and obligations between pap@eits of a conversation, that this
indexicality forms part of the speaker's communietcompetence and that it
involves the speaker consciously negotiating betwlaeguistic forms available to
him/her. Therefore, the model maintains that atusences of code-switching are
consequential of theconscious choice of the speaker. The occurrences are
distinguished further as either the outcome of spheaker’'sunmarkedor marked
choice. So code-switching as the unmarked choifesr¢o it being the normative
code of a conversational exchange. One of the feaitures which distinguish this
model from most conversation analytic approachesoie-switching is that it is
based on the analyst’'s interpretation of a conversaather than on participants’

interpretations regarding their output.

On the contrary, Li Wei (2005) like Auer (1998, Z)0 maintains that code-
switching can best be understood at the level efversational structure which
involves taking interpersonal conversational dyr@miand context into

consideration. He demonstrates this in his anabyfsfisur conversation extracts with

" The term ‘variety’ as used by Myers-Scotton ha®,well as in relation to the MLF model, is
congruent to the concept of a ‘language’ and amsefer to'dialects/varietieswithin a language.
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a Chinese female in England where he shows tham#faning of specific switches
can only be discerned by evaluating the extractslation totheir conversational
environment (Li Wei 2005). This view is reinforcedGafaranga and Torras’ (2002:
1-22) and Gafaranga’s (2002, 2005, 2007) resea@zafaranga and Torras (2002: 1-
22) argue that any viable definition of code-swich should emerge from a
sequential (ethno-methodological/conversation dialyframework based on an
analysis of participants’ own perspectives regaydingiven verbal interaction (see
also Auer 1984). Accordingly, the authors rejeqtrapches to code-switching which
locate it in terms of distinct languages occurriwghin the same conversation
arguing that participants of code-switched conuersa rarely ever view language
integration in this manner. The authors develojr fh@sition in conjunction with an
analysis of three sets of code-switched data: Kimgada-French, Catalan-Castilian
and Catalan/Castilian—English. Described as oaugiiais either the default or deviant
mediumof a conversational context they forward the cphoélanguage alternation
to represent ‘code-switching’ (Gafaranga 2002, 20®7; Gafaranga and Torras
2002). The default medium corresponds to contekisrevlanguage alternation is the
norm, the deviant medium, the converse. Crucidhg, concept of the ‘medium’
implies that in conversation, speakers’ outputasmecessarily evocative of a mixing
of languages and depends on how participants regandanguage choices.

The third focus, to understand the nature of codézking can be said to underlie all
the approaches discussed so far. Importantly, hattet foci underlying existing
sociolinguistic and conversation analytic approache code-switching remain
relevant to 98+LSLPS. For example, the backgroum®8+LSLPS provided in
chapter 3 and the linguistic background of thestatand principal audience provided
in chapter 2 correspond to the first focus while thescription of the internal
negotiational dynamics of the 98+LSLPS artists pridcipal audience outlined in
chapter 4 can be seen to correspond to the seGamsequently, the description in
chapter 4 is especially congruent with the emphasiwersation analytic approaches
place on researching the internal dynamics of se-swdtched context (see Auer
1998, 2005; Li Wei 2005). Arguably, the effortdddress questions regarding the

relationship between language integration and nemiesponds to the third focus.
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Similarly, it is also possible to identify in 98+LBS features that make it resemble
situational switching (Blom and Gumperz 1972: 4@4¥ After all, the integration
of languagess the norm of the songs. In this sense the integratfdanguages in the
song lyrics can also be described as representiagunmarked choice’ (Myers-
Scotton 1988) or Gafaranga and Torras’ ‘medium’renspecifically the default
medium (Gafaranga and Torras 2002: 1-22; GafaraP@@5). Furthermore,
Gafaranga’s observation that participants rarefyaré code-switching aswitching
betweenlanguages is entirely congruent with some of themments made by the
98+LSLPS artists and principal audience membersardegg the song lyrics

(described in chapter 4, section 4.5.2).

However, prevailing sociolinguistic and conversat@nalytic approaches to code-
switching study remain fundamentally unsuited todradsing all aspects of
98+LSLPS. This is because the approaches have dmarioped to address code-
switching in conversation or written material whiciow the conventions of natural
speech. The sentence (or ‘turn’ in the case of emation analytic approaches) is a
pre-defined unit or at least an easily predictabli in these kinds of code-switched
contexts. Importantly, the ‘pre-defined in its cextt sentence functions as the point
of departure for these approaches: we see this eea clearly in the grammatical
approaches to code-switching. On the contrary, 3€LSLPS data are in sung
(audio) format and importantly, do not indicate uslal boundari€d This (as
described in section 6.3.1) is because the Iynt®n sung, absent the intonation of
natural speech which typically signals clausal lauies in conversation. Instead,
the lyrics in sung format resemble an extendedesest To complicate matters
further, they last approximately four minutes (#ngerage duration of a song). For
reasons also provided in section 6.3.1, such lgngédmtences are untenable with
effective interpersonal communication which (ashhghted in chapter 4), is the
bedrock of the 98+LSLPS community. Consider [1] elhcontains a translation of
the lyric of the 98+LSLPS sample soBfpa Magemali

8 As explained previously, the reason for using awdirsions of the songs owes to the fact that this,
after all, is how a song is negotiated by its &stesnd audience. Song lyrics are not invented thigh
intention that they be recited or read.
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[1]81

SONG Oba Magemai
[You (are) mine alone]

ARTISTS: Ranidu & Ashanthi
now facing a different direction you departed
| want you to hold me | want you to say you'll neleave me you’ll always be
beside m&ell me you'll never_leave me

come-amne onin this warmed vile world why did
you abandon me like this my heart (having) warmedgnd) when crying and
falling
now facing a different direction you_departed

(F) oh no no ngM) throughout life | will protect

you criticism advice | will reach you you are minealone | am yours alongMFm)
for eternity for as long as be a flowing tumbling dng river you are the love
flowing in through life you are the fragrance of ealy morn you are the
possessor of my life you are a flowing tumbling lampriver you are the love
flowing in through life you are the fragrance of ealy morn you are the
possessor of my life

(M) oh oh oh

you are
ooohwou wo oh oh oh yei yei yeh yeh yeim the gloominess of this violent world

you and | the light will be when the world weeps folove you and | will along a
different direction proceed
(F) oh no ndM) the trees leaves streams brooks ours are the tiny
baby brood oursis
(F) mmniM) like me like you our world too will only be proteced if
we
are protected a flowing tumbling long river you are
(F) baby won’t you holdthe love

flowing through life you are
(F) you'll never leavethe fragrance of earlymorn you are
(F) me _say

you'll always be besidthe possessor of my life you are
(F) me tell you will always needl flowing

(FLme
tumbling long river you are
(F) baby won’t you holdhe fragrance of early mornyou

are
(F) me say

you
will always be besidéhe possessor of my life you are

81 Note that this transcription excludes some repé&itswith the repeats as occurring in perforneanc
that the song’s duration is calculated.
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(F) mavant you to hold me | want you to say you'll neleave
me you’ll always be beside nfier eternity as long as we be a flowing tumbling
long river you are

(M)_yaay

The words in bold font represent translations ofh@la words while the rest
represent English. The underlined sections are eredd simultaneously. As
explained in appendix 2, the letters in parenth@sidM etc) denote the gender and
number of speakers; some sections are simultanemrslered by groups of females
and males (e.g. MFm). Importantly, existing socigliistic or conversation analytic
approaches do not offer any means of segmentirsg shiit of data into smaller
clausal units so as to enable for the identificatod how code-switching occurs in
them. Indeed, the translation as presented hemagppuite meaningless which also
reinforces the fact that the lyric must comprisaken segments. The challenge is to
decipher where the lyrics segment and in ordeotsd it is necessary to understand
the source of the smaller segments. A further irgarhility between prevailing
sociolinguistic and conversation analytic approach® code-switching and
98+LSLPS relates to their inability to deal withtalanvolving the simultaneous
rendition of multiple mixed language output; this a feature which defines
98+LSLPS songs. As stated in previous chapters,siimeiltaneous rendition of
multiple utterances is and has for centuries beedominant feature of sung
language/language in song. Remarkably, thoughe tests no linguistic analysis of
this phenomenon. The analytical framework developedanalyse 98+LSLPS
(introduced in section 6.3.2)ffers a means of analysing it. Crucially the fraroek

resolves the issue regarding segmenting the lyrics.

Moreover, the absence of typical conversation tgpatences coupled with the
presence of overlapping multiple mixed languageratices of the 98+LSLPS data
demonstrates that the data are incompatible wihntbre traditional definitions of
code-switching and multilingualism. Poplack’'s (2p0&8aim that code-switched

speech will be grammatical by both L1 and L2 larggustandards is an example.
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6.3.1.2 Grammatical approaches to code-switching dro8+LSLPS

Grammatical studies of code-switching are numerand provide insight into the
structural composition of code-switching. Bhatiad aRitchie (1996), Gardner-
Chloros (2009), Myers-Scotton (1997) and MuyskedO(® provide summaries of
grammatical studies on code-switching. InteresyinGlardner-Chloros (2009: 91-92)
identifies three problematic sites regarding gramwahapproaches to the study of
code-switching all of which are relevant to 98+L& Bnd all of which stem from a
monolingualist focus. As argued by Gardner-Chlof@309), the first is that they
privilege dissecting code-switched data in termseaftences drawn on the basis of
rules associated with monolingual written/spokemgleage (e.g. intra and
intersentential switching). Gardner-Chloros (200&)gues that this may not
necessarily be appropriate for the analysis of stmmas of code-switching such as
spontaneous speech. The second site concerns Mhdescribes as the ‘misplaced
faith in the role of the Matrix language’; in othgords that grammatical approaches
approach code-switching by trying to distinguistbase or Matrix Language. The
third is that most grammatical approaches derivanfrthe assumption that the
structure of code-switching can be understood asjultaposition of otherwise
autonomous sets of grammatical rules correspontbnthe source languages of

code-switched output.

Gardner-Chloros (2009: 94-95) also argues that rmgomtnmatical approaches to
code-switching can be distinguished in terms oféé¢hbroad orientations. The first is
the variationist approach comprising the formulatiof “grammars based on
universal constraints on where code-switching could occur in the senténce
(Gardner-Chloros 2009: 95; examples include Timn7519Pfaff 1979; Poplack
2005; Sankoff and Poplack 1981). The second otientais the generativist
orientation of the 1980s (Di Sciullo, Joshi 1985aMotian 1993; Belazi Rubin and
Toribio 1994; MacSwan 1999, 2000, 2005) while thédt is described as the

production approach encompassing psycholinguisttyaes of code-switching
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Consider Poplack’s (2005) grammatical approachoateeswitching. It includes the
application of two syntactic constraints: tleeuivalence constrainand thefree
morpheme constraintAccording to the equivalence constraint code-ahviity is
likely to appear where the surface structures eftiho languages correspond to and
complement one another, specifically where two leggs share the same word
order. Consequently, code-switchimgthin syntactic constituents is not considered
permissible. However, a number of counter examaiedo be found in the literature
as illustrated by the following by Gardner-Chlo(@809: 97):

[2]

Tu peux mepick-up-er?
You can mepick-up-INF suffix
Can you pick me up?

As Gardner-Chloros explains, the speaker violakes équivalence constraint by
“switching from French to English at a point whehe pronoun object placement
differs between the two languages — by giving tlebv‘to pick up’ a French
infinitival ending, er (Gardner-Chloros 2009: 97). French/Moroccan Arabic
(Bentahila and Davies 1983), Swahili/English (My&otton 1993a), and
English/Japanese (Nishimura 1997) code-switchirgparch are other examples
which present similar counter examples. Poplack)5) free morpheme constraint
stipulates that code-switching can occur betwegncamstituents providedeither

of the participating constituents @aseund morphemes. Moreover, switches between
a lexical item and bound morpheme are prohibiteteasnthe former has been
integrated phonologically into the language of lttter. However, this is the norm of
code-switching in some communities such as in.ef@ample, Maori-English code-
switching (Eliasson 1989). Clearly, both the eglémae and free morpheme
constraints rely on applying the grammatical rudéshe source languages of code-
switched data to interpreting the data. It follavat the ‘sentence’ in such analyses

is derived according to the grammars of the solamcguages.
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Myers-Scotton’s Matrix Language Framework (MLF) B9 1988, 1993a, 1993Db,
2001, 2002, 2006) does not conform to any of thieettorientations presented by
Gardner-Chloros as distinguishing grammatical apghmes to code-switching:
Gardner-Chloros (2009) recognises this. Importarilg model stands among the
leading grammatical models which attempt to expltie abstract deep level
grammatical processes underlying what the modalthax termsclassic code-
switching The 4-M model (Myers-Scotton 2002, 2006) Abstraetel Model and
Uniform Structure Principle (Myers-Scotton 200102pare extensions of the MLF
hypothesis. According to the MLF, code-switching‘tise alternation between two
varieties in the same constituent by speakers vawe Isufficient proficiency in the
two varieties to produce monolingual well-formedetdnces in either variety”
(2001: 23). Bilingual speech is described as “dayse that includes elements from
two or more languages,” (Myers-Scotton 2006: 234 model’s unit of analysis
was initially the sentence (Myers-Scotton 1993)ofeed by the CF (Myers-
Scotton 2002) and more recently the clause (Myertt&n 2006).

Two principles or sets of oppositions form the cofédhe MLF model, the Matrix
Language vs. Embedded Language opposition andotitertt vs. system morpheme
opposition. The former, the Matrix language vs. edded language opposition is
the core of the model and refers to the hypoth#sas all bilingual clauses are
characterised by asymmetrical relations betweepainicipating languages, (Myers-
Scotton 2002: 15). One language termed Mhgrix Languageis considered to
inform the morphosyntactic frame of a clause byfaoning to the abstract
grammatical properties that entail the well-formesrequirements of the language
(Myers-Scotton 2006: 241, 243). The linguistic @mt belonging to another
language and occurring within the Matrix Languatgise is termed thembedded
language. The Matrix Language is determined quseivdly: the language
contributing the highest number of morphemes irsaalirse consisting of more than
one sentence is identified as the Matrix Languitgevever, as argued by Gardner-

Chloros (2009: 102) this assumes that all morpheafiesuch a discourse can be

8 |n Myers-Scotton’s (1997: 220) description, a Cé&presents a clause occurring with a
complementizer although it is also possible thahhbe complementizer and clausal elements will be
null.
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distinguished between the participating languaglesreas this is not necessarily the
case (see Clyne 1987: 754 for examples). Simil&&ntahila and Davies (1998: 31)
discuss the complications of analysing conversatiavhich appear to contain

multiple Matrix Languages.

The central conflict between these grammatical @ggres to code-switching and
98+LSLPS relates to the fact that they've evolveddéal with code-switching in
writing or natural speech, data which, for the muet, can be ‘read’ and dissected
into smaller units (i.e. sentences) in keeping wMitd conventions of speech and/or
writing. The problems described so far in relatibm existing grammatical
approaches to code-switching are that the appreashi@il ‘reading’ and dissecting
code-switched data on the basis of the grammatiglls associated with the
participating languages of the data (Gardner-CBl@&009). The argument was that
code-switching in natural spoken and written cotgexften appear to violate the
grammatical rules associated with the participatamgguages of the data (Gardner-
Chloros 2009: 165-180). This is why concepts suckha Matrix Language and the
notion of the sentence as interpreted accordirgpth grammatical rules are argued

to be inadequate for fully addressing code-switghin

However, and importantly, the argument that codieting in speech and writing
violates the rules of their participating languagess not mean that the data do not
(perhaps more implicitly in the case of writtenajanclude (e.g. intonational) cues
which project the data in terms of a collectionsafaller units (i.e. sentences). The
data do, after all, belong to the domains of natlaaguage. 98+LSLPS in audio
format, however, differs from such code-switchedadd@hey do not include the
intonational cues of spoken and written data adngrdo which they might be
interpreted and accordingly dissected into ‘sergehcThe lyric translation in [1]
illustrates this. This is why concepts such asainénd inter-sentential code-
switching, the equivalence and free morpheme cainst(Poplack 2005) as well as
the notion of the Matrix Language, intended forlsgpoand written code-switched
data and which therefor@assumethat the data include cues indicating identifiable

sentences are inadequate in the context of 98+LSTR&y do not tell us how to
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identify ‘sentences’ in data which do not contaireg about sentence boundaries.
The incompatibility between 98+LSLPS and existingngmatical approaches to
code-switching is also highlighted in lyric secsomvolving the communication of
multiple utterances simultaneously. The lyric i} €bntains examples of this. For
example, the Matrix Language model does not indibaw the Matrix Language of

a simultaneous multiple utterance might be idesdifi

One of the central areas of code-switching analyseslves differentiating between
borrowings and code-switching. Various methods irangfrom phonological
(Poplack and Sankoff 1984; Muysken 2000) to morploogmic (Eppler 1991;
Zimman 1993) criteria have been used to distingbesttveen the two (see Romaine
1995 and Myers-Scotton 1992 for reviews on variogthods used). For example,
Poplack’s (2005) analyses (discussed in sectior @.3derives from the assumption
that French is the base language of the data egland (drawing on Poplack and
Sankoff 1984) distinguishes borrowings as singlerdsowhich have been
phonologically integrated into French. In other dmrborrowings are identified as
elements that have been integrated with the motpdrogmic structures of the

borrowing variety.

However, 98+LSLPS contains elements which can garded as belonging to both
Sinhala and English varieties found in Sri Lankae Tproper nourKotthu a food
type and topic of one of the sample songs is ampla Moreover, the fact that the
98+LSLPS is sung renders it untenable with phonoddgriterion which relies on
corresponding elements of the codeswitched datathteo phonology of the
participating languages. Furthermore, the previodsdcussed issue of the absence
of clearly identifiable sentences in 98+LSLPS Igrmakes morphophonemic criteria
(such as those used by Poplack 2005), unsuitabldigbnguishing borrowings from
code-switching in the lyrics. Accordingly, (as exipled in section 6.3.2), the method
used to differentiate between borrowing and codigekimg in this study, relies on
identifying the diachronic roots of the lyric cormamts. This method complements
Gardner-Cholors’s view that borrowing “can onlyimiately be distinguished from

code-switching in diachronic terms” (2009: 97; a&s® chapter 2).
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6.3.2 The alternative framework for analysing mixedanguage in music

Section 6.3.1 explained that a song lyric is regdrals the minimal unit of analysis in
this study. Moreover, the preceding discussionslighted why existing analytical
approaches relating to code-switching are not guuipto address data such as
98+LSLPS. As stated in section 6.1, the core of alternative framework to be
introduced is the ‘musical rhythm derived line’atidresses the issue of the absence
of discernable sentences in a 98+LSLPS lyric in@tmmat. Crucially, the musical
rhythm derived line is the core of the lyric lingetarchy presented in figure 3
according to which 98+LSLPS songs are shown tatioetsired in chapters 7, 8 and
9. Bear in mind that the analytical framework rgended to address the dual identity
according to which the songs appear to be percdiyettheir CofP. Moreover, it is
also important to note that in as much as its hasassmusical phenomenon (musical

rhythm), the framework is fundamentally intendeceiplain the organisation of the

song lyrics.
Figure 3
Song Lyric
Text aorle Line + Text or Lone Line
Text-rendition + Text rendition Lone Line rendition
Line + Line (musical rhythrardred) lLine

The principle, then, is that a 98+LSLPS song lgoasists of a collection of musical
rhythm derived lines. The lines are partially amimous units because they are also
connected to each other hierarchically on the bafsesscombination of linguistic (as
in grammatical), thematic and musical factors. Tirtegration of the lines of a lyric
projects the lyric as a unified entity resemblinigoenogenous metaphorical extended
sentence. In this sense the not-mixed identitygassi to the songs by their CofP
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becomes visible at the level of the individual sdyric. However, the fact that the
extended sentence like identity of a lyric is maflan integration of musical rhythm
derived lines reflects a form of mixing. This echdhe mixed identity assigned to
the songs by their CofP. Importantly, this viewtloé lyrics resolves the previously
described incompatibility between effective comnzation among individuals and a
lyric with no subsections of nearly 4 minutes diorat Of course, the most obvious
basis for the assigned mixed identity is to be €bum the convergence of lines
comprising or containing elements from differemdaages. The musical rhythm

derived analytical framework highlights three sfiegitesof such language mixing,

two at the level of the individual lines, that veithin a musical rhythm derived line
and one at the level of Texts (see figure 3). Dexfims ILCF-H and explained in
section 6.3.2.6 one of the sites of language miginite level of the line involves the
simultaneous rendition of sequences in either amdir dissimilar codes and is
analogous to linguistic polyphony. This form of ddon is common in music.
Notably, this is the first analytical framework thaas addressed such phenomena.
Following a further explanation of the musical thyt derived line in section 6.3.2.1,
the subsequent sections of this chapter explainteéh@s used to describe the
hierarchical organisation of the musical rhythmivcet lines and in so doing explain
the hierarchy. The three sites which highlight lzexge mixing in 98+LSLPS are

explained thereafter.

The effort to advance a structural analysis ofsgbiegs which addresses the identity
assigned to the songs by their CofP reflects amgdt to integrate the sociological
and context based emphasis of the sociolinguistid aonversation analytic
approaches outlined in section 6.3.1.1 with theucstiral emphasis of the
grammatical approaches outlined in section 6.3.1A2Zcordingly, it supports the
view that “the priority is to set up comparativedies which will allow us to gauge
the effect of the different types of variable whibve been found to affect CS
[code-switching]” (Gardner-Chloros 2009: 77).
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6.3.2.1 The musical rhythm derived linguistic ‘liné as a quasi sentence

Detailed in chapter 9, musical rhythm can be seegotrern the organisation of the
language of a 98+LSLPS song in audio format makirgso responsible for the
absence of intonational cues salient to naturakdpen the songs and which
typically signal sentential boundaries. Cruciallpwever, the language of a song in
audio format can nevertheless be seen to be osghimsterms of smaller segments
but defined by the song’s musical rhythm. The mannewhich musical rhythm

segments 98+LSLPS lyrics is detailed in chapter 9.

In brief, the kind of musical rhythm occurring I8€LSLPS is for the most part
similar to that found in western tonal music. Lik&tural language, musical structure
is hierarchical. In western tonal music, musicatbeare seen to form the core of a
collection of recursive musical rhythmic sequenceésymmetrical duration termed
‘bar lines®’.The bars combine to form a musical rhythmic ‘gtitplate. So if we
parallel musical beats to words, then bars wouldespond to sentences and a piece
of music would correspond to the discourse or teptesented by the collective of

sentences. The system of western tonal music gcirisased on bars.

At this stage, it is pertinent to refer to the pbmenon of syncopation which
concerns a particular way in which words and monpde® are ordered in music,
especially in ‘pop’ music in relation to musicalthm. In brief, a hallmark of vocal
popular music (such as 98+LSLPS) is that wordsranbhemes often occur on the
off-beat or expressed differently, do not alwaysléed rarely do) occur precisely on
the start of a beat but are distributed along tin@ttbnal sequences comprising the
space between beats. Such distribution of wordsmoghemes in quintessential
western tonal musical traditions most often invelaesymmetrical subdivision of the
durational sequences between beats. Now this kindistribution may appear to
facilitate an opposition between the surface muisibgthm and the underlying
musical rhythmic structure of a musical piece. eled, this seeming opposition
forms part of the complex and little understoodatiehship between surface and

8 Note that the claim that all bars in a musical starct tend to be of equal duration is a
generalisation mostly congruent with western tonasic: exceptions are explained in chapter 9.
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underlying deep-level musical rhythmic structureg(@lso Lerdahl and Jackendorf
1983) the discussion of which extends beyond tleeiBp objectives of the present
study. Importantly, as evidenced in 98+LSLPS, thdeulying rhythmic structure of

such music arguably remains the governing core sbmrg regardless of where
specifically words and morphemes might be orderedelation to the song beats.
The recursive four beat bar lines form the basishef98+LSLPS songs and in so

doing function as the core organiser of the solaggjuage.

What is important is that the musical bars of messstern tonal musical works
comprise symmetrical durational sequences. It i® llkat musical and linguistic
structure differs. Whereas sentences can be ofngatgngth, the bars of a piece of
music remain of similar duration. Because a somygissical rhythm governs its
language, the musical bar line assumes the rolgegienting a song’s linguistic
material into quasi ‘sentences’: a song lyric, hegio resemble a set of musical
rhythm sourced 1iné& Crucially, as illustrated in [3], the musical thgn derived
lyric lines/sentences are very unlike sentencesdan spoken speech: hence the use

of the qualifier ‘quasi’ when referring to them.

[3] 85
Song —Kotthu (2008)

L6 lime-uth onesam-
flaim U0 orr sxm/

lime-also want sanfbol)
{Lime also want (sambol)}

Same-in [3] is the initial part of the Sinhala properumosambolayaor sambo] the

equivalent content noun in ‘Sri Lankan’ English)dadenotes a spicy condiment.
Although Sri Lankan cuisine contains a rangesaimbolvariations, each specified
with a modifier (e.g.lunu ‘onion’ sambola etc) the term is frequently used

8 The transcriptions and translations of the somgafpendix 2 have been presented in terms of
musical rhythm derived line$or purposes of avoiding overtly lengthy transioins, the lines of the
transcriptions of some songs represent twasical rhythm derived lines distinguished by ashl/
(e.g.Shaheena L28 adare haegum ratavak karan/ mehendi andindehotes two lines).

% The examples of the song lyrics provided in thimater are taken from appendix 2 and are
therefore in the format in which the lyrics areqaeted in appendix 2.
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interchangeably with one form simbo] pol sambolor coconutsambolconsisting
of a combination of grated coconut, lime, chillgltsand pepper. Its plural form
sambolais often used as a singular noun too. Importantlyo other context written
or spoken would the word be split in the way thdtas been in the above sentence.
The splitting of words in a-morphemic boundariesextremely widespread in the
98+LSLPS corpus when the lyrics are interpretediatng to the notion of the
musical rhythm derived line. The feature is justeomxample of how the
morphosyntax of the ‘language’ of 98+LSLPS conwagth the morphosyntax of its
source SinhalandEnglish languages occurring in non-musical envirents. As the
reader will discover in the analyses of the songa in the ensuing chapters, this
kind of a-morphemic segmentation defines ‘EnglisextTrapped renditions’, a
dominant lyric type of 98+LSLPS.

There exists some linguistic research which invakesmusical rhythmic line (Dell
and Halle 2009; Halle and Lerdahl 1993; Halle- Hoodming; Hayes and
MacEachern 1996, 1998; Hayes 2009). Researchels asidiberman and Prince
(1977 and Liberman 1979) explore the organisatibspeech sounds in temporal
grids in their effort to understand how communiteéstinguish between prose and
verse. However, most studies so far have focusedhenrelationship between
musical rhythm and the phonology of language in imisee also Allen 1975;
Beckman 1986; Fabb & Halle 2008; Halle & LerdahB39Hayes & Kaun 1996;
Hayes and MacEachern 1996; Hayes 2008; Hyman I&tRendoff 1989; Kiparsky

2006; Laver 1994; Lerdahl & Jackendoff 1983; Rgdez-Vaquez 2007; Turpin

2007a for research concerning the relationship éetmsong language and musical
rhythm). Specifically, there appears to be no netean the impact of musical
rhythm determined lyric-lines on morpho-syntax. Elver, there certainly exists no
analyses of contemporary, in particular Asian masiontaining mixed language
lyrics in terms of the musical rhythm derived linesrdahl and Jackendoff (1983:
279) and Loeb (2006: 133) refer to the paucityrofiepth analyses of Asian vocal
music. Furthermore, the use of the notion of theioal rhythm derived line in this
study pertains to understanding the structure @fstings in terms of how their CofP

negotiate and perceive the songs as part of exglaollective linguistic identity.
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6.3.2.2. Code

The termcodeis used to refer to both language®d varieties/styles of languages in
the analyses of the songs (i.e. ‘Intra Line CodsidtuLinear’ and ‘Intra Line Code
Fusion-Horizontal’ introduced in section 6.3.2.®).features in terms (i.e. code-
mixing, code-switching) used to represent the irgegn of languages or language
varieties. In this study, the use of the term csdbased on a recognition that the
linguistic structure of mixed language data esplgorehen occurring in contexts like
a song and when regarded in terms of such metaditgcontexts as musical
structure, may differ significantly from the structl features typically associated
with the participating languages demonstratingeiadta collapsing of the boundaries

by which the participating languages are usualtigtintiated from each other.

6.3.2.2.1 Similar and Dissimilar Code

While the term code is intended to reflect recagnitof the blurred boundaries
between the source languages of the song lyriesstlurce languages can still be
distinguished from each other. This is not surpgsconsidering that the defining
feature of a 98+LLSPS song lyric is the obviousingxof languages (in particular
English and Sinhala). Accordingly, two modifieremely,similar and dissimilar
accompany the term code in this study and are usedifferentiate between
languages on the one hand and language varietiesheorother. ‘Similar code’
represents a language variety/dialect (e.g. spdBmnala, formal Sinhala, Sri
Lankan English) while ‘dissimilar code’, a diffetelanguage (e.g. Tamil, English,
Sinhala). Indeed, some of the key categories ofrthsical rhythm derived lyric line
hierarchy (figure 3) rely on identifying the intecdion of clearly dissimilar
languages. The category ®E&xt detailed in section 6.3.2.4 is an example as it
corresponds to consecutive (musical rhythm deriMgdy lines that display an
affiliation with one specific language/code. Sor example, to state that a lyric
comprises two Texts is tantamount to stating thatlyric comprises two groups of
lyric lines, each group representing a separate ¢ogl a dissimilar code).
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Linguistic content that exhibits blurred identitye( appears to belong to English and
Sinhala) is distinguished by identifying the diamfic roots of the content: this was
outlined in section 6.3.2.2. Consider [3]; the n@ambolaoriginates from Sinhala
but can also be regarded part of Sri Lankan EnfglsshAccording to the method
used in this study, the nosambolais classified as a Sinhala noun in a Sinhala code
line. However, this method is not without shortcogs; some constituents may
occupy a stronger identity in their adopted hoslecohan in their source code.
Consequently, it was decided that constituents lthat no relationship with their
source code any longer but occupy a leading positigheir host code would not be
regarded as representing a dissimilar code wheuarimeg in a line/sentence of the
host code: the 98+LSLPS data did not include aeh sonstituents. The issue of the
blurring of the dissimilar versus similar code olistion is magnified in contexts
involving the simultaneous integration/rendition afultiple codes within an
individual musical rhythm derived line. Section .2.8 introduces the phenomenon
and explains how the lines’ code identity is detesd.

6.3.2.3 Fusion

Fusionis the term used in this study to refer to instangksimilar and dissimilar
code integration within a song lyric either witHines or between lines. The term
also has special significance in the context ofL84PS; fusion is a term often used
in musical discourse to refer to contemporary na§ie. 98+LSLPS) involving the
amalgamation of different genres particularly gersemming from western musical
traditions and non-western musical traditions. Téader will recall that the term
featured in the 98+LSLPS CofP members’ descriptioin88+LSLPS presented in
chapter 4. As stated previously, code-switchingdeemixing and language
alternation are the terms traditionally used t@réb language and language variety
contact phenomena. However, the terms ‘switchiagitching betweenlanguages
and ‘alternation’,alternating betweerlanguages do not quite reflect the denser
degree of language and language variety integrdtiond in 98+LSLPS especially
when the lyrics are interpreted in terms of theiteradant musical rhythmic

environment. The phenomenon of Intra Line Code dfuslorizontal described in
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6.3.2.6.2 exemplifies this. Similarly, the mannerwhich musical rhythm derived
lines are shown to be connected grammatically telmaf), thematically (chapter 8)
and in terms of their attendant music structuraVirenments (chapter 9) also
demonstrates how closely integrated the 98+LSLRBslyare. Consequently, the
term fusion is intended to evoke the idea of adyleri heightened code integration
as found in 98+LSLPS.

There are of course existing concepts advancedrderao represent spaces of
cultural integration and reinvention. However, tlag not as suitable to describing
98+LSLPS code integration as is the term fusiorybitlity’ (Bhabha 1994) and

‘third space’ (Bhatt 2008) are among two notablamegles. In as much as the notion
of hybridity seeks to reflect similar forms of igtation, the notion includes the
premise that all reinventions consequential of sunthgrations serve to unsettle
stable identities. In turn, the premise impliest hach reinventions are evocative of
unstable identities and in so doing undermines tbenogeneity and entailed

independence of such reinventions at the leveldeftity. Indeed, the premise is
evident in the very term hybridity deriving frometlexeme hybrid: not only does the
lexeme refer to the result of the integration offedent entities or beings (i.e.

different animal species or plant varieties) busoaconnotes that the result is

somewhat inferior to its sources.

A relatively neutral term that does not evoke tlegative connotations associated
with the term hybridity, the notion of ‘third spaadso refers to similar reinvented
identities. However, the notion refers primarilyth@ sphere of writing where writers
may engage in re-negotiating multilingual identitighin the context of their creative
endeavours. While 98+LSLPS songs include lyrics thiedefore could be argued to
include a form of ‘written’ content, the presenuudt pertains to the active
negotiation of 98+LSLPS songs in audio format @dormat involving within and
between linguisticand music and blends) by a community of several million
individuals. More specifically, language blends98+LSLPS form part of a larger
system of blending. Using a term like ‘third spatetefer to the language blends of
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98+LSLPS could be misleading as it would underntime fact that the language
blends are integrated within a broader framewonkos$ico-linguistic blending.

6.3.2.4 Text and Lone Lines

Text refers to the second highest stratum of teeanchy (in figure 3), and represents
the largest category of a song lyric. Importanthe identity of a Text relies solely
on linguistic factors as opposed to some of therotategories. For example, Text-
renditions explained in section 6.3.2.5 are deteedhion the basis of music. A Text

requires the presence of two or more consecutids lin similar codeThat is to say,

a set of two or more consecutive lines in one lagguor varieties of the same
language (i.e. Sri Lankan English/es and/or Afriéanerican English) is classified a
Text qualified by the name of the relevant codg: English TextLone Linesefer

to consecutive lines in dissimilar code. [4a] ida a section of an English Text
followed by a Sinhala Text belonging to the 98+LSL$ample. The lines in (red and
black) bold font are translatiofis L66 and L68 in [4b] represent Sinhala code Lone

Lines while L67 represents an English code Lonein

[4]
(@)

English-Text
Song -Ae Hetha2007)

L29 Ya ya
L30 let me take you back to my home place
L31 Mage gederaell call it home base

My home

{My home cell call it home base.}

8 As explained in appendix 2, Sinhala, English aaehil Texts in the appendix are in black red and
blue fonts respectively.
8" Lone Lines are represented in pink font in appe@diegardless of their code.
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Sinhala-Text
Song —Sandawathurei(2006)

L7 sandawathuren dowa ah ah ah ah

moon-water-in  from ah ah ah ah
{From moon-water (moon-lit-water) ah ah ah ah.}
L8 sithuvili pibideva aha ahaaa
Thoughts spring-may-will  aha ahaaa
{May thoughts spring aha ahaaa.}
L9 nonidena nethu gaava that’s right
sleepless eyes touched that’s righ
{Touched (by) sleepless eyes that'’s right.}
L10 sihinaya oba veva ah ah ahbhiri
dream you maye-it-be ah ah abmall

{(A/the) dream may you be ah ah ah smgll
(b)

Song -Sandawathure2006)

L65 Local got much love though
L66 sithuvili pibidevawhat it do baby | wanna
thoughts spring-may-will
{May thoughts spring.}
L67 Ride you step inside you
L68 sihinaya oba vevgotta
dream you may-it-be
{A/the dream may you be.}

The site at which two adjacent Texts converge Igria represents an instance of
dissimilar code convergence. Therefore, it reprissene of the three sites referred to
previously as exemplifying language ‘mixing’. Foxample, consider a song
containing 30 lines of which 28 consecutive lings & English code while the
remaining 2 are in Sinhala code. The song wouldgld@ to comprise an English Text
followed by a Sinhala Text: the point at which tive Texts intersect would be a site
of dissimilar code integration and therefore of iolrg language/code mixind\s
with Texts, the convergence of Lone Lines alsoasgnts dissimilar code fusion (i.e.
they too are contexts which conflict directly wittre not-mixed counterpart of the
dual identity assigned to the genre by the 98+LSC®S?). Overall, Texts dominate
over Lone Lines in 98+LSLPS. Two Lone Lines pergah approximately thirty

lyric lines is the average ratio.
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6.3.2.5 Text and Lone Line renditions

As stated in previous chapters, four techniquesdmetified as the main ‘vehicles’
through which 98+LSLPS lyrics are communicated hmirt artists to their principal
audience. They araap, singing, rhythmicand A-rhythmic rendition Chapter 9
explains the techniques in detail. However, itesassary to introduce them briefly
at this stage since they define the third stratdirthe musical rhythm derived line
hierarchy represented in figure Rappingas was described in chapter 3 (section
3.6.1)involves unsung speech rendition synchronised daogrto musical rhythm.
The technique of singing is by far the most widatgurring form of communication
in 98+LSLPS. Moreover, singing dominates the mgjooif vocal music genres in
Sri Lanka.Rhythmic and A-rhythmic renditioare two concepts advanced in this
study. | define rhythmic rendition in 98+LSLPS assung (speech like) language
communicated within a musical rhythm framework $amto rapping, but involving
fewer words per lyric line than rapped renditiofarthermore, rhythmic Text
renditions contain fewer lyric lines than rappecflienditions. A-rhythmic rendition
is speech delivered within the context of a songmhthe musical rhythm which
defines the song is inaudible or appears abserdreldre, A-rhythmic rendition
resembles natural spoken speech. Of the four 98PESShresentational techniques it

is the only one that does not hinge on the rhyttstriecture of the songs.

The term used to define lines on the basis of tiesgmtational technique through
which they are delivered isendition. So while Texts and Lone Lines are
linguistically determined in terms of their langeégpde, renditions are identified
according to the technique through which Texts e Lines are communicated.
This is the key difference between Texts and Lomeed on the one hand and
renditions on the other. In the case of Texts tédohniques serve to subdivide them
into smaller units. So a Text rendition represangsibsection of a Text. For example,
an English Text includes four possible Text rewdis, namely, English Text rapped
rendition, English Text sung rendition, English Texythmic rendition and English

Text A-rhythmic rendition. As an example of how déions serve to subdivide a

Text, consider an English Text of 20 lines, thstfien rapped and the second sung.
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The first ten lines would be defined ‘English Teapped rendition’ the concluding
ten, ‘English Text sung rendition’. In the case lafne Lines, identifying the

technique through which they are delivered doesseote to subdivide them but
serves to provide further information about therg.(@he song opens with two Lone

Lines the first delivered in rap, the second sung).

6.3.2.6 Intra Line Code Fusion-Linear (ILCF-L) and Intra Line Code Fusion-
Horizontal (ILCF-H)

Sections 6.3.2.6.1 and 6.3.2.6.2 introduce therémmaining sites of code integration
in 98+LSLPS lyrics which exemplify the mixed iddgtassigned to the songs by
their CofP and consequently appear to conflict whth not-mixed counterpart of the
assigned dual identity. They both oceuthin 98+LSLPS musical rhythm derived
lines and are in this study termed Intra-line Cédsion-Linear (ILCF-L), and Intra
Line Code Fusion- Horizontal (ILCF-H). ILCF-L and@F-H occur mostly in Text
renditions rather than in Lone Lines. Both ILCF+dalLCF-H are defined in terms
of two constituent sub-categories. The distinctielates to the pre modifiessmilar
and dissimilar used to distinguish codes in this analysis. Baamind that in this
study, it is the diachronic roots of a construcattidetermines its identity as a

dissimilar or similar code construct in a lyricdin

As stated previously, ILCF-H is extremely commonmost forms of sung language
and yet remarkably there exists no linguistic regeaegarding the phenomenon.
The analytical framework introduced in relation38+LSLPS offers a method of
analysing the phenomenon. Moreover, 98+LSLPS ILCted, contrasts from the
kind of intra-line code fusion found in other Srarkan (and possibly non-Sri
Lankan) spoken and written media due to the faat tihe definition of the lines is
based on musical rhythm; this results in intergstamd unusual linearly aligned
code-mixed constructs. The ensuing chapters rewietli phenomena in detail in
relation to the 98+LSLPS sample songs. Interestindespite appearing to be
fundamentally ‘mixed’ linguistically, their orgamson and relationship with their

160



respective lyrics are shown to complemdmth the mixed and not-mixed

counterparts of the identity assigned to the sdaygheir CofP

6.3.2.6.1 Intra Line Code Fusion-Linear (ILCF-L): Intra Line similar Code
Fusion-Linear (ILsCF-L) and Intra Line dissimilar Code Fusion-Linear
(ILACF-L)

This concept applies to all instances of code natisgn occurring in a linear fashion
within a musical rhythm derived line/quasi sentence. Atiogly, we classify ILCF-

L as occurring in one of two guises, Intra-Isieilar Code Fusion-Linear (ILsCF-L)
or Intra-linedissimilar Code Fusion-Linear (ILACF-L). The difference betwehem
lies in the nature of the codes integrating withifine. Recalthat dissimilar codes
are analogous to what would typically be conside€ssparate’ languages while
similar codes refer to varieties and dialects bgilog to a single language (refer
6.3.2.2.1). For example, the noKotthuis a Sinhala noun and has roots in Sinhala
but could be interpreted as a member of the SrikdanEnglish/es lexicon too.
However, in this thesis, it would be interpretedaaSinhala noun due to its Sinhala
roots. Consequently, its occurrence linearly inEaglish code 98+LSLPS lyric line
would render the line an ILACF-L line.

Moreover, the exploration of ILCF-L in 98+LLSPS Indes the exploration of
ILACF-L only. Two reasons underlie the decisiondtn so. Firstly, as explained in
chapter 2, it is becoming increasingly difficult differentiate between varieties of
Sinhala and varieties of English in Sri Lanka. Tgreblem persists in trying to
differentiate 98+LSLPS lyric lines in terms of sppecsimilar codes. Secondly, the
focus here is to explore areas of code fusion wkidgmplify language mixing and
which consequently appear to conflict with the mated counterpart of the identity
assigned to the songs by the 98+LSLPS CofP. AmajysLdCF-L avoids the

problem of having to dissect codes in terms of igesimilar codes and is also

consistent with the above focus.
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[5a] and [5b] illustrate ILACF-L in some English xelines of the 98+LSLPS
sample. [5c¢] and [5d] represent Sinhala Text ILACF-

[5]

ILACF-L in an English Text

(a) Song -Ae Hetha2007)
L31 Mage gederaell call it home base
(b) Song Kotthu(2008)

L58 There are times when I'd lie for yé&otthu

ILACF-L in a Sinhala Text

(c) Song -Sandawathure2006)

L32 sandawathuren dowa Yashan baby
/s\0avaBuren  dova/

moon-water-in from
{From moon-water (moon-lit-water) Yashan baby}

(d) Song Kotthu(2008)

L20 foreignkaema kalanam mata gedara yanna bae
forin  ka:m kalanam mato gedoro janno  ba:/

foreign foods eat after | home go can'’t
{lI can’t go home after eating foreign foosl.}

In [5a], mageand gederahave Sinhala roots and comprise the English cobs’|
dissimilar sequence. Likewise, in the case of [&lithuhas Sinhala roots. Similarly,
‘baby’ in [5c¢] and ‘foreign’ in [5d] have roots ithe English language and constitute

the dissimilar sequences of their respective Sbadtle lines.
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6.3.2.6.2 Intra Line Code Fusion- Horizontal (ILCFH): Intra Line similar Code
Fusion-Horizontal (ILsCF-H) and Intra Line dissimilar Code Fusion-Horizontal
(ILACF-H)

Intra Line Code Fusion- Horizontal (ILCF-H) refarsthe simultaneous occurrence
of multiple linguisticsequences a musical rhythmically derived clausal line; ben
the use of the term horizontaBequencerefers to the horizontally positioned
components of an ILCF-H line. There is no limit tiee number of horizontal
sequences that can comprise an ILCF-H line. Sonas lin the sample include up to
four sequences. [6] represents an ILCF-H lineunatg in a 98+LSLPS sample
song.

[6]
Song-Sri Sangabodh{2000)

L83 [(Fm) We'll be modern history
(M) sangabodhi maligave-di

/sgobo:d1  maligavedi

(M3) Millenium musicy$# represent]
Sangabodhi palace-the-in
{Sangabodhi in the palace.}

As with ILCF-L, ILCF-H is defined as consisting diwo complementary
subcategories; Intra Ling@milar Code Fusion-Horizontal (ILsCF-H) and Intra Line
dissimilar Code Fusion- Horizontal (ILACF-H). ILsCF-H involvéise presence of
more than one similar code sequence horizontalijussrated by the two extracts in
[7]. The first occurs in an English Text, the seatdn a Sinhala Text (section
6.3.2.6.3 explains how the dominant code of thess laccording to which the lines
are defined as Sinhala or English etc. is deterd)ine

[7]
(a) Song ©ba Magema(2003)

L4 [Tell me you'll never leave me
Come-@ome on (M)]
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(b) Song Yasanthay€1998)

L37 [sithata naengena / sithuvili mal
/sboto nagens  siBUvilt mal/
(F) “sahas ]
/sahas/
[mind-to birthing thoughts flowers
Secret ]
{[(The) thoughts that birth. Thought flowers
Secret J}

ILACF-H involves dissimilar code sequences in hmmtal position. The first of the
following two extracts of ILACF-H in [8] occurs i Sinhala Text, the second occurs

in an English Text.

[8]
(a) Song Sandawathure2006)

L59 (Mm) [nonidena nethu gaava
/non@ens nebU gava/

(F) you got the flowwygot the flow]
sleepless eyes touched
{Touched by sleepless eyes}

(b) Song -Sri Sangabodh(2000)

L83 [(Fm) We'll be modern history
(M) sangabodhi maligave-di

/sgobo:d1  maligavedi

(M3) Millenium musicy$# represent]
Sangabodhi palace-the-in
{Sangabodhi in the palace.}

Because the phenomenon involves simultaneous neultgnditions, a range of

presentational techniques may feature in a singke For example, one sequence
might be rapped, another might be sung. Furthernsaguences of an ILCF-H line

may also include ILdCF-L. Both these are found 8*ISSLPS. [9] represents an

example of ILACF-L occurring in an ILACF-H line.
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[9]
Song —Kotthu (2008)

L14 [ lime-uth onea sam
/himue  ore sm/
lime-oth onae
alimue ore/ ]
[lime-also want sam(bpl
lime-also want ]
{[lime also want (samb
lime also want J}

ILACF-H can arguably be said to distinguish 98+LSLRPom other Sri Lankan

communicative phenomena, musical and non-musichils 1S probably because
English-Sinhala language mixing is dominant in 98tPS whereas most other Sri
Lankan song genres are monolingual. Evidence flmensbng sample supports this
argument: the abundance of ILACF-H in the samp@&sLSLPS songs contrasts
with its absence in the sample’s non-98+LSLPS sofy®rall, therefore, we see
that ILCF-H is a defining feature of 98+LSLPS ia #ri Lankan context. As already

stated, ILsCF-H is, however, an extremely commaituiiee of sung music generally.

6.3.2.6.3 Determining the dominant code in ILCF-L ad dominant code and
rendition form) in ILCF-H

Identifying the dominant code is crucial to anatgsilLCF-L and ILCF-H, in
particular ILACF-L and ILdCF-H. It is only by idefying the dominant code of a
musical rhythm derived line that any dissimilar seoces within it either
horizontally or linearly aligned can be identifietmportantly, dominant in the
context of 98+LSLPS does not necessarily referréangnatical dominance. Bear in
mind that the data are song recordings. So thesticquominence (or loudness) of a
sequence is also considered.

If the content of an ILCF-L or ILCF-H line conneatdth the content of its preceding
and/or following musical rhythm derived lines, thisidominant code is considered

the same as that of its adjacent line/s. Accorginghen occurring in a Text, the
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line’s status as a member of the Text entailsiteatominant code corresponds to the

code of the Text.

In ILCF-H lines, acoustic prominence is also usediétermine a line’s dominant
sequence: the code of the sequence is defined eslitt’'s dominant code.
Furthermore, the rendition (rapped or sung etamfassigned to an ILCF-H line
corresponds to the technique used to deliver itsiant code sequence. In the lyric

transcriptions in appendix 2, the lines’ font caloorresponds to its dominant code.

6.4 Summary and outline of analyses in chapters 8,and 9

This chapter introduced a new analytical frameworkanalysing music with mixed
language lyrics in audio format based on the notibthe musical rhythm derived
line. In the case of 98+LSLPS, the notion servesthes governing principle
underlying a lyric line hierarchy according to whithe song lyric lines are argued to
be structured. The analyses of the 98+LSLPS sanmplehapters 7, 8 and 9
correspond to exploring the various strata of tieeanchy. This chapter commenced
by establishing the song as the basic unit of @malyn section 6.2). The chapter also
established that conventional approaches to codeksng analysis are
inappropriate for audio data like 98+LSLPS (sediof.3.1.1 and 6.3.1.2).
Thereafter, the new framework as well as the temsed to describe the various
components of the framework were introduced inigest 6.3.2.1. to 6.3.2.5.
Importantly, the framework incorporates accountilog two phenomena which
epitomise unusual language integration in 98+LSLP®y are termedntra Line
Code Fusion—Lineaand Intra line Code Fusion—Horizontakspectively and were
introduced in section 6.3.2.6.

The analyses of the song sample in terms of thigtaoe framework in chapters 7, 8
and 9 are broadly structured as follows. Chaptaxlores the (musical rhythm
derived lyric) line convergence within Text rendits. It also explores ILCF-L and
ILCF-H lines. The explorations involve drawing ohet structural/grammatical
features of the lines. Grammatical tendencies ef warious Text and Lone Line

rendition types (i.e. English rapped renditionspnh@ia sung renditions) and the

166



relationship between the main 98+LSLPS codes, itiqudar between Sinhala and
English on the one hand and the Text and Lone tendition types on the other are

also explored.

Chapter 8 explores convergence between Text renditaind thereafter all the Texts
and Lone Lines of a 98+LSLPS lyric. The exploratiamolves drawing on lyric
theme and content. The relationship between thé drek Lone Line rendition types,
Text and Lone rendition thematic tendencies antepat relating to the position of
the Text rendition types in a song lyric are alesatibed. Chapter 9 explores the
convergence of the Text renditions and then theisTard Lone Lines of a lyric in
terms of their relationship with musical structufghe emphasis is on musical
rhythm. The chapter includes an exploration ofrélationship between 98+LSLPS
Text rendition types (i.e. rap, singing), the cdienglish, Sinhala) codes of
98+LSLPS and musical structure. The phenomena@€Hh-L and ILCF-H are also

reviewed in terms of musical structure.

Finally, it is necessary to bear in mind an impartapistemological implication
arising from the fact that generalisations forwadrdabout the structure and
organisation of 98+LSLPS lyrics in the ensuing gea$ are the consequence of
analysing 98+LSLPS in terms of a new musical stmgcbased analytical framework
developed in this thesis and which has therefoot, yet been applied to other
contexts of language in music. Specifically, ing permissible to compare and/or
contrast the generalisations with generalisatidomiaithe structure and organisation
of other contemporary mixed language lyrics foundewhere in linguistic
scholarship. The exception to this is the exploratof 98+LSLPS lyric theme in
chapter 8. Here theme in some (i.e. rap) sectidnshe® 98+LSLPS lyrics is
contextualised in relation to existing literaturemilar lyric types.
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Chapter 7

The 98+LSLPS sample: Song (lyric) organisation thragh grammar

“[T]he significance of artistic icons are valuesal\fe arises within an act, within
which a property of an object or situation in rglatto someone, consummates or
frustrates his[her] interest...” (Coker 1972: 32).

7.1 Introduction

This is the first of three chapters which expldre &nalytical framework introduced
in chapter 6 relating to the hierarchical lyricdiorganisation of 98+LSLPS songs.
Recall, too that the basis of the hierarchy isntbgon of the musical rhythm derived
line (explained in chapter 6: 6.3.2.1). The focusn the twelve 98+LSLPS songs of
the song sample introduced in chapter 5. As expthin chapter 6, the key purpose
of exploring 98+LSLPS lyrics is to understand tlhialdnixed and not-mixed identity
assigned to 98+LSLPS by its CofP (discussed in tenag) at the level of the
98+LSLPS lyrics. This chapter explores the framéwomrelation to lyric grammar.

The first part of this chapter engages with thetTemd Lone Line renditions of the
sample lyrics (figure 3). This means we explore thbe the individual musical

rhythm derived lines of a given Text rendition #lielative grammatical autonomy
while also displaying features that make them appeanected to each other. The
central focus is on English Text renditions (setffo2) and Sinhala Text renditions
(section 7.3) since English and Sinhala are the car® codes of the 98+LSLPS
CofP’s shared (linguistic) repertoire. The analysfi®ach is undertaken in terms of
the four presentational techniques of rap, singingthmic and A-rhythmic rendition

through which the Texts are delivered. This isdakd by a brief exploration of the
Text renditions in the non-Sinhala and non-Engtisdes of 98+LSLPS in section
7.4 and leads to a similar brief overview of 98+EX_Lone Line renditions in

section 7.5. Note also that the analyses in se£ffo2 to 7.5 do not concern ILCF-L

or ILCF-H lines. Overall, considerable attentionaiso devoted to examining the
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relationship between the two core codes and foasgmtational techniques of
98+LSLPS. Similarly, grammatical features correspog to the Text rendition
types are also identified in the individual diseéass of them. Importantly, the
explorations in this chapter, particularly thosea@erning English and Sinhala Text
renditions demonstrate that the lines of a Textiten elicit some grammatical
regularity making them appear somewhat autonomatiglso display grammatical
irregularity and that this irregularity diminishesen they interpreted as connected
to each other. This, in turn, establishes congredm®tween the analytical framework

presented in figure 3 and the lyrics at the le¥@lext renditions.

As explained in chapter 6, ILCF-L and ILCF-H conggritwo sites which on the
surface appear to collide with the not-mixed congrarof the identity assigned to
98+LSLPS by its CofP. However, analysed in termshef musical rhythm derived
analytical framework, this chapter demonstrates fimathe most part, the grammar
of the phenomena contributes significantly to dsthing the salience of both
components of the assigned identity at the levellypic organisation. More
specifically, the lines are found to exhibit a dsggrammatical regularity while also
exhibiting grammatical irregularity; the latter dmshes when the lines are
interpreted in relation to each other. The explomtof these two phenomena
constitutes the second part of this chapter. Nlod¢ both occur at the level of the
lyric line. They are each explored independentlZH-L in section 7.6 and ILCF-H
in section 7.7. For reasons explained in chaptendsection 7.6, the exploration of
ILCF-L relates to ILACF-L only. On the contrary,thdLsCF-H and ILdCF-H are
explored in section 7.7. The exploration of theBenqmmena involve focusing more
on the English and Sinhala Texts in which they apmpeost although they are also
explored in non-English/non-Sinhala Texts and Ldraes. With regards to
evaluating the robustness of the phenomena, itdeagled to privilege the number
of songs in which they occur rather then the ctillecnumber of occurrences of
each phenomenon in a song. The reason for thise¢ause the presence of a
phenomenon in multiple songs is presumably mordcatide of its overall

distribution in the genre. The chapter concludds wisummary in section 7.8.
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7.2 98+LSLPS English Text renditions

Below is a summary of the distribution of EngliseXt renditions in the sample.

Eleven of the twelve songs have English Texts negttlas follows:
Rap: 9 songs

Singing: 5 songs

Rhythmic rendition: 9 songs

A-rhythmic rendition: 3 songs

As stated, bear in mind that the present discussioerns linear lines in similar (or
the same) code and does not consider ILACF-L a@fFIH as they are explored
separately later in the chapter. As explained iaptér 5, twelve of the fourteen
sample songs are 98+LSLPS songs. The presencegb$itiiexts in eleven of the
twelve songs establishes English Texts as a rdieastire of 98+LSLPS. English
Texts are hardly present in non-98+LSLPS songwviderced in their absence in the
non-98+LSLPS sample songs. This further distinggshEnglish Texts in
98+LSLPS. The one 98+LSLPS sample song that doemclade English Texts is
Oba Hinda(by core artist circle Iraj and featuring a Srinkan female vocalist).
Interestingly, it does not contain language or maisistyle mixing typical of
98+LSLPS songs, but instead resembles the two 86hSLPS songs of the sample.
However, the lack of resemblance between the selembng and 98+LSLPS does
not indicate a shift in the artist's musical stgled identity because a vast majority of
the artist's songs conform to the quintessentiaflege and music style mixing
which define 98+LSLPS.

7.2.1 English Text rapped renditions

Rap is the leading technique through which Engliglxts are negotiated by the
98+LSLPS CofP. Specifically, nine of the twelve gemrrontain English Text rapped
renditions. Crucially, English Text rapped rencisoexhibit grammatical features
which distinguish them from sung, rhythmic and Adtmic English Text

renditions.
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[1a] is the English Text rapped rendition of thestfi98+LSLPS sonyasanthaye
released in 1998 by the core artists BNS. As empthiin a number of preceding
chapters, the symbolic birth of the 98+LSLPS Co#ih de traced back to the
popularity of this song. The second extract is Hrgylish Text rapped rendition
belonging to the most recent 98+LSLPS song in dnepde, Hanthane

[1]
. (a) Song Vasanthay¢1998)

Rap: (M) with (F) background vocalisation

L19 Check out check out my neBinhalastyle | am

L20 Using the style for the very first time which

L21 Comes from a country a pearl of a land from the

L22 Hill and the rivers and the golden sand withtimo

L23 South east and west together we must stand u-

L24 -nite the bond of friendship and the love tog tountry man
L25 DJ at the mike do the boogie dance man lets

L26 Do theSinhaladance walla two three

(b) Song Hanthang(2008)

Rap (M) and (Mm)

L24 YoungAshanthiwhat you wanna do like you
L25 Got me like | got you (Mm) hey
L26 Yeah and | said the boy looks fine but the
L27 Girl hanging out with ya kinda like a (Mm) hey
L28 Ei so don’t come round here talking
L29 [All that stuff you slap in the face

(Mm) ey
L30 Yeah and ya all know my name see
L31 All in the house got to ** smash the (Mm) kay(M) but the
L32 Queen right shot gun squirt the ladies say
L33AsHANTH (Mm) way
L34 Yeah and now you gotta spell cos if you
L35 Don’t know by now you just pack (Mm) away

Bearing in mind that a (musical rhythm derivedglis taken to be representative of
a quasi-sentence in this context, the lines of bretiditions can be seen to be
irregular. They contravene the typical norms of lishgsentence construction for

non-musical contexts.
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First consider L19 of [1a].Check out check out my ne8inhalastyl€ is perfectly
regular and yet the line’'s conclusion, a predies®lsubject ‘1 am’ renders it a
sentence fragment. Similarly consider L20sing the style for the very first time
which. The line’s concluding ‘wh’ word ‘which’ functionsommonly as the Q-
element in interrogative clauses (e.g. Which cadidt Mantha fry?) and may also
appear as the head of relative clauses (e.g. Tihet eghich Montha fried vanished).
Here, however, it appears to be the head of a phan¢lative clause preceded by
what could be considered a participial phrase g style for the very first time’,
‘using’ being the phrase’s head. As illustrated[2h both the incomplete relative
clause and participial phrase lack an obligatorynnskause within which they would
be expected to occur.

[2]

E.g. Using the style for the very first time whiit nicel went homeOr
| went homeJsing the style for the very first time whié#lt nice.

Consequently, L20 resembles a sentence fragmens. dfdhe line make sense while
parts do not. When regarded in conjunction with lihe immediately preceding
(L19) and following it (L21), the issue of the imoplete relative clause and

participial phrase is resolved as shown in [3].

[3]

‘L19 Check out check out my neSinhalastyle | am L20 Using the style for the
very first time which L21 Comes from a country ap®f a land from the

While the ‘ungrammaticality’ of L20 might have beessolved, observe that L21
remains a sentence fragment owing to the prepasititom’ and determiner ‘the’
with which it concludes. However, combining L21 lwit22 resolves this. The
preposition ‘from’ in L21 becomes the head of apptional phrase ‘from the hill
and the rivers and the golden sand’ while the aalioh determiner of L21 assumes
the position of the determiner of the NP ‘the hiintained within the PP. However,
an apparently incomplete PP surfaces again atnth@fel 22 in the context of its line
end preposition ‘with’ and noun ‘north’. Here tashen viewed in relation to L23,
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these line-end anomalies are seen to make sest®was below in [4]. They become
part of a PP followed by an obligatory main clautiee relevant sections are

underlined.

[4]

L22 Hill and the rivers and the golden sand withtimo
L23 South east and west together we must stand

Observe that yet again the line terminal ‘U’ of LE&nders it a fragment. In
conjunction with L24 it is seen to constitute a pteeme fragment of the verb
‘unite’. Now consider L24 of [1b]

L24 YoungAshanthiwhat you wanna do like you

The line’s final two words ‘like’ and ‘you’ complate what would otherwise be a
grammatically partially regular interrogative clawss shown in [5]

[5]

Young Ashanthi what ou wanna do?
N-premodifier N WH-DET 2-Pers.Sing.Pro V +to-INF  AUX
What makes the clause partially irregular is itklaf the tensed primary auxiliary

‘do”: ‘young Ashanthi what dgou wanna dd*¥.

The line’s end ‘like you’ could arguably be inteeped as the predicate of a clause
containing a phantom subject (e.dike you) but if viewed in relation to L25, ‘like’
becomes unambiguous as it can be interpreted omgarative sense, preceding the
NP ‘you got me’. As such, it corresponds to theelikNP construction ‘like | got

you’ in L25. Once again, we see that although titvidual lines of the extract are

8 The morphosyntactic blend ‘wanna’ involving the giag of the verb ‘want’ and the first element
of the obligatory infinitive clause ‘to’ through @hsubstitution of the alveolar nasal stop /n/ for t

voiceless alveolar oral stop /t/ in both words pedmitting of the schwas/ to replace the final short

high back voweld/ of ‘to’ features regularly in the English speewthSri Lankan youth and young
adults. It rarely features in the English speecbldér Sri Lankans.
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not entirely irregular grammatically, they appear more regular when interpreted

together.

Importantly, we see that the lines in both renditextracts violate the basic morpho-
syntactic conventions of English clauses in writa spoken (non-musical) media.
The presence of sentence fragments when the Ilgreesnterpreted in terms of the
notion of the musical rhythm derived line is theimaeason. Observe too that most
of the sentence fragments occur line-terminallytality, the ambiguity and presence
of constituent fragments is highest in the EngliBext rapped renditions of
98+LSLPS and it is this which distinguishes the tTernditions from its
counterparts. In other words, fragmented clauselewhcurring in most of the other
English and Sinhala Text rendition types of 98+LSL&e not as dominant or as
ambiguous as those found in English Text rappeditiens. That the earliest and
newest rapped renditions of the sample contain $tagiments demonstrates the
salience of fragments to 98+LSLPS rapped renditions

[6] includes further examples of a range of coostit fragments belonging to the
sample’s English Text rapped renditions. They regmé a fraction of similar such
fragments found in the song transcriptions in apgpe. The grammatical headings

accompanying the lines relate to the underlinegHerminal fragments.

[6]
(a) Lone® subject pronouns (without predicates)

Dark Angel
L35 Rip it through like a big hurricane and they

Ae Hetha
L22 Rings she had %20 see all things and |

Sandawathuren
L41 Yeah-(M) I'm a nasty toy you say you

8 The word ‘lone’ is intended to indicate the absen¢ words that would typically be considered
obligatory in order to provide syntactic and sentactedence to the highlighted functional words.

% A lyric word followed by a double question marle]Indicates a lack of clarity in the recording and
therefore, the possibility that the word may besidislar to that which is rendered.
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(b) Lone determiners ( without NPs)

Sandawathuren
L36 I'm a

Malpeththak
L23 Jane’ ‘I don't believe you girl | send two lets_a

Dark Angel
L8 Me and you and about them stories too the

(c) Lone prepositions (without prepositional objects)

Ae Hetha

L15 Body cringes hurts too what you waftha

Malpeththak

L11 [John this is really damn John mizke to
Nigger ]

L16 Rose | offered the warmest kiss | could evee go
L22 Man damn ya — don’t me phone like John does to
L35 You they're jealous 365 I'm thinking of

L37 Girl you just screw me down for no reason at

(d) Lone adjectives

Ae Hetha
L11 Can you explain that and manage to a got two

(e) Lone subordinate adverbials

Vasanthaye
L21 Comes from a country from a country a pead tdnd_fronthe

Hanthane
L27 Yeah now now and you gotta spell ¢ogou

Ae Hetha
L23 Don't spend on windsit's a cheaply thing and ifa
L37 and enjoy the journey cos

Dark Angel
L34 It burns out with a spoon of jelly whén

°1 The focus is on the preposition ‘to’ containedhe blend ‘wanna’ (i.e. want + to) and functioning
here as an infinitiveless to-infinitive.
%2 Unclear in recording.
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Sri Sangabodhi
L44 Cups up and be sure to catch them when thegd&dreyou

(f) Subjectless auxiliary verbs

Ahankara Nagare
L31 Shizzle my nizzle while | was working the middind we was

Dark Angel

L14 Show and tell their feelings to people outdide now it§®
Malpeththak

L25 (censored) ‘don’t lie me Shane-rikhithat someone is

(g) Possessive determiners (without head nouns)

Ae Hetha
L43 | know you like this treatment get your

Sri Sangabodhi
L41 —thiya banging on your frontiers holding on our
L43 — try lay the corner stone so throw up your

Dark Angel
L17 True for you | wanna aloft to you | give my

(h) Incomplete WH- questions

Dark Angel
L12 | can get you right-in: this time. Why you

(i) Lone coordinators
Shaheena
L40 Floating on a cloud above the world beneath so

L44 Hot I'd mistake you for the Mexican border so

Malpeththak
L31 Easy been in hard work please don’t be so

()) Lone introductory imperative clause markers

Sandawathuren
L36 Rider can | sit beside you mammy lets

% The focus is on ‘is’.
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Vasanthaye
L26 DJ at the mike do the boogie dance man lets

Dark Angel
L42 Not what you say or what you've heard lets

(k) Incompleteit-clefting

Sandawathuren
L37 Walk a minute lets talk a minute keep it

Perhaps the most striking example of grammatical-canmformism in 98+LSLPS
English Text rapped renditions involves morpholagisplits that violate within
word/lexeme morpheme-boundaries. Recall the referdn the verb ‘unite’ split
between L23 and L24 in [1] reproduced in [7] belae relevant sections are

underlined.

[7]

L23 South east and west together we must stand u-
L24 -nitethe bond of friendship and the love for the copntan

The verb ‘unite’ is a free morpheme, a lexeme. 8gnsenting the word in two parts
‘U’ and ‘nite’, the lexeme takes on the form of twound morphemes. Crucially,
English does not recognise either as bound morphermbe letter ‘v, is a
meaningless ‘letter’ in absentia of ‘nite’ as far d.23 is concerned, However, as
explained earlier, the issue appears resolved W8nis considered together with
L24; the integration results in the verb ‘unite’ ialn then lends itself to being
interpreted as the head of a VP, ‘unite the bonli@hdship’. The fragment ‘nite’ in
L24 though appearing a fragment in written form has homonyms ‘night’ and
‘knight’. Considering that the lines are communéchaicoustically, the potential for
ambiguity as regards this fragment appears thexgéwguably reduced. It could even
be argued that it elicits no ambiguity whatsoeweam acoustic environment. So it is
the ‘v’ in L23 that needs to be accounted for. Intguatly, interpreting the line as
connected to L24 resolves this issue and in sogdeimds a specific identity to ‘nite’

as the bound morpheme counterpart of ‘u’.
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The underlined segments in [8] represent furthstaimces of word/lexeme level

segmentation in the sample’s English Text rappaditiens.

[8]
Within word/lexeme segmentation
(a) Sri Sangabodhi

L42 Own in this war zone resurrect the indus
L43 — trylay the corner stone so throw up your

(b) Malpeththak

L18 Head Ooh — she didn’t want to converse withamg-
L19 -More‘you don’t love me enough’ she said ‘how much yeant’ | said ‘I'm

L44 You P.S. we need each other when you readehis
L45 -Terplease treat me better see you later

(c) Dark Angel

L2 Wel-
L3 -comeon | know you love me from yotfrdeep in-
L4 -sidel know you gonna take care of myself

L41 Day in the sunset down my year mo-
L42 -ther**rs® in a Cadillac while you are here baby

Overall, the sentence and word/lexeme fragmenteeofapped Text rendition lines
analysed so far appear considerably minimised whenlines were considered as
connected to each other. Viewing the lines of at Temdition in this way reinforces
an impression that a Text rendition is an extengedtence’ resulting from the
convergence of a collection of ‘quasi sentences’egpressed differently, the
convergence of all its musical rhythm derived lindscordingly, [9] illustrates how
the rapped Text rendition in [1a] might be undeavdtby its CofP.

% The second person singular pronoun ‘your' is ptowed as ‘ya’ in this song.
% Censored in the recording.
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[9]
Song -Vasanthay€1998)

Rap: (M) with (F) background vocalisation

L19 Check out check out my neSinhalastyle

| am L20 Using the style for the very first time st L21 Comes from a country a
pearl of a land from the L22 Hill and the rivergdahe golden sand with north L23
South east and west together we must stand.

u-L24 -nite the bond of friendship and the lovetto country man

L25 DJ at the mike do the boogie dance man

letsL26 Do theSinhaladance walla two three

Importantly, the amenability of 98+LSLPS lines toeirg interpreted as

grammaticallyconnected is particularly strong in the contexEaflish Text rapped

renditions because the renditions contain the Biglpeoportion of sentence and
word/lexeme fragments in 98+LSLPS..

7.2.2 English Text sung renditions

English Text sung renditions occur in just five tbe twelve 98+LSLPS sample
songs. The two extracts in [10] represent the estrind a more recent English Text
sung rendition in the sample. Note that in [10&js ionly the lines accompanied by

(F) standing for ‘female’ that are sung.

[10]
(a) Song Sri Sangabodh(2000)

Sung (F) interspersed with (M3) rhythmic rendition

L51 (F) Yeah yeah yeah
L52 (F) Yeah (M3) ah ha haaa
L53 (F) Yeah yeah yeah (M3) come
L54 (M3) On baby baby come on (F) yeah (M3) come
L55 (F)[ Yeah yeah

(M3) On baby baby come on baby baby come]
L56 (M3) On baby baby come on its right
L57 (M3) Ladies | want you all to put your hands up
L58 (M3) And represent (Mm) Yeah
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(b) Song -Dark Angel(2005)

Refrain —sung (F)

L18 |

L19 See there’s an angel and

L20 | can’t believe it she wanna

L21 Say she loves you baby she wanna
L22 Say you drive her crazy |

L23 See there’s an angel and

L24 | can’t believe it she wanna

L25 Say she loves you baby she wanna
L26 Say you drive her crazy

The grammatical features of both renditions aréegsimilar. This suggests that the
structure of these rendition types have not chargiguificantly over the past ten

years of the genre’s development. At a glance #pgear grammatically less opaque
than English Text rapped renditions. One reasahatthey do not contain instances

of word/lexeme fragments numerous in 98+LSLPS EBhgliext rapped renditions.

Similarly, clausal fragments in these renditions ot as grammatically awkward as
those found in rapped English Text renditions. @ersL 20, 21, 24 and 25, in (10b)
all of which conclude with the morphosyntactic lwléwanna’. The sections ‘I can’t
believe it’ (L20, L24) and ‘Say she loves you bafly21, L25) may be interpreted as
declarative and imperative clauses respectivelywéder, this leaves the construct
‘she wanna’ (i.e. she wants to) unaccounted foeaoh line. On the one hand the
construct could be interpreted as a fragment itivieti this would render the lines
clausal fragments. On the other hand, as illustratg11], the construct can also be

interpreted as a declarative clause not untyprcapoken discourse; ‘she wants to!’.

[11]

Song -Dark Angel(2005)

L20 I can’t believe it. She wannaants to!

L21 Say she loves you baby. She warwants to!

L24 | can’t believe it. She wannavants to!
L25 Say she loves you baby. She warwants to!
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This interpretation gives us four musical rhythmiied sentences each representing
two clauses. Yet the declarative clause at thecdrehch line appears semantically
ambiguous; e.g. what does she want to do? Thig isstesolved when the lines are
interpreted together. [12] represents [10b] in ®mof such an interpretation. The
blend ‘wanna’ assumes the status of an infinitilause, crucially a grammatically
complete one and not a fragment. Punctuation mankiscapitalization have been
inserted in keeping with the interpretation.

[12]
Song -Dark Angel(2005)

Refrain —sung (F)

L18 | L19 see there’s an angel and L20 | can’'téadiit. She wanna L21 say she
loves you baby. She wanna L22 say you drive herycral. 23 see there’s an angel
and L24 | can't believe it. She wanna L25 say sived$ you baby. She wanna L26
say you drive her crazy.

On the whole, most of the 98+LSLPS English Textgsuendition lines exhibit a
higher degree of grammatical regularity in compmariso English Text rapped
rendition lines. Arguably, the relative grammaticagularity of the lines could be
seen as diminishing their tendency to converge @dth other. However, a further
characteristic of the lines indeed characteristialbsung98+LSLPS rendition lines
shows them to be connected. Specifically, the limbgme; perhaps not as
consistently as the lines of some of their courstdrBinhala renditions (e.g. Sinhala
sung renditions), but to an extent that facilitateanectivity between them. [10b] is
an example. Consequently, the Text renditions appeified. As will be explained
in chapter 9, the rhyming of 98+LSLPS lines is tedieto the lines’ musical rhythmic

context.

It is interesting to note that of the four EngliBéxt rendition types, only the lines of
sung renditions rhyme. Once again, bear in mintttiia generalisation is based on
dissecting the lyrics in terms of their attendanisioal rhythmic structure. While
English Text rapped rendition lines are closelgradd with their musical rhythmic

context (explained in chapter 9) they do not rhyisee also Krims 2000: 43): it is
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their sentence and lexeme/word fragments that atrthem. Moreover, and as with
English Text rapped renditions, the thematic cohaedetween English Text sung
rendition lines (discussed in chapter 8) reinfottesrenditions’ internal unity.

7.2.3 English Text rhythmic renditions

English Text rhythmic renditions are found in nioiethe twelve sample songs. The
sample contains no Sinhala Text rhythmic renditidviereover, rhythmic rendition
is the second leading technique through which 9&HSS English Texts are
structured. Compared to English Text rapped remusti the rhythmic renditions
contain very few lines. Grammatically, the linepegr less fragmented than English
Text rapped rendition lines but more fragmented tRaglish Text sung rendition
lines. Specifically, they do not contain word/lexefnagments found in the rapped
renditions but contain sentence fragments thatrame grammatically opaque than
those found in the sung renditions.

The lines by (M3) in [13a] represent one of theliesir 98+LSLPS English Text
rhythmic renditions. It is also worth noting thaetrendition occurs later than the
earliest English Text rapped rendition which appdain 1998 in the BNS song
Vasanthaye However, both songs are by the duo. [13b] reprissone of the

sample’s most recent English Text rhythmic rendsio

[13]
(a) Song Sri Sangabodh({2000)

Sung (F) interspersed with (M3) rhythmic rendition

L51 (F) Yeah yeah yeah
L52 (F) Yeah (M3) ah ha haaa
L53 (F) Yeah yeah yeah (M3) come
L54 (M3) On baby baby come on (F) yeah (M3) come
L55 (F) [Yeah yeah
(M3) On baby baby come on baby baby come]
L56 (M3) On baby baby come on its right
L57 (M3) Ladies | want you all to put your hands up
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L58 (M3) And represent (Mm) Yeah (M) siri

§ri/
shri
{Shri).}

(b) Song Hanthang(2008)

Rhythmic rendition (M) and (F)

L29 [(M) Yeah yeah yeah yeah

(F) Ashanthi ]
L30 (M) Yeah ah come on come on
L31 (M) Wooh (F) come on now on now on
L32 (F) Come on now on now (M) ah
L33 (M) Lets go baby
There is grammatical parity between the two exsraaggesting consistency in terms
of the grammatical tendencies of 98+LSLPS EnglisxtTrhythmic renditions.
(M3)’s renditions in L 54, 55 and 56 in [13a] reguced below in [14] represent the
kind of sentence fragments discussed earlier iatiogl to English Text rapped
renditions. Essentially, the complication of theek arises line-initially. Note that the
adjacent and horizontally occurring sung renditiohshe lines have been excluded

for purposes of facilitating this discussion.

[14]
Song -Sri Sangabodh({2000)

L54 (M3) Onbaby baby come on (M3) come
L55 (M3) Onbaby baby come on baby baby come
L56 (M3) Onbaby baby come on its right

Remove the line initial preposition ‘on’ (underldje and each line becomes
grammatically ‘regular’. In L54, ‘baby baby come’ @and thereafter ‘come’ could
function as two imperative clauses with the samgamisation applying to L55
whereas L56 could represent a single imperativeselaHowever, distilling a line by
eliminating lexemes is, of course, not permissike. the contrary, were the three
lines to be considered as connected, the only @noblvould be the opening
preposition ‘on’ in L54. The rest would read aswhan [15] once again predicting

that line sentences in 98+LSLPS appear to funcésnfragment constituents of
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multi-line sentences while also eliciting some a@egrof internal grammatical

regularity.

[15]

‘Baby baby come on come on baby baby come on baby lbome on baby baby
come on its right’

L 58 in [13a] is also ambiguous owing to the preseof a transitive verb without an
object. However, it is also the case that the v@rmot entirely inconsistent with how
it could occur in an informal discourse context agptabitual speakers of English in
Sri Lanka: and represent’ is an example of whatldidae a perfectly grammatical

conjunctive clause as shown in examples [16] ai{ifdspectively.

[16]

X — So you defend them?
Y — And represent.

[17]

X — | defend and represent them.
Y — And represent?

Furthermore, while both extracts in [13] are grartioadly similar in that their lines
mostly comprise constituent fragments, they doedifomewhat from each other as
well. As shown in [18], the fragments in [13b] appenore dispersed within each
line as opposed to [13a] where they tend occuekelthe-initially or line-terminally.

Note that the relevant sections have been unddrline

[18]
Song -Hanthane(2008)

L38 (M) Wooh (F) come on now on now on
L39 (F) Come on now on no{) ah lets go baby
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Although the lines appear less ambiguous when preéged together (i.e. ‘Wooh
come on now on now on come on now on now ah’)ctdlation does not resolve
the problem of an isolate PP ‘on now’ followed bipae preposition ‘on’ in L38 or
the isolate PP ‘on now’ in L39.

The following are more examples of sentence fragsen98+LSLPS English Text
rhythmically rendered lines. They demonstrate ttev@lence of sentence fragments
in the renditions and that the fragments are nstricted to any specific constituent

type. The fragments are underlined.
[19]
(a) VP fragments

Song —Kotthu
L64 Another day has been

(b) Subjectless VPs

Song- Kotthu
L65 Saved for the citizens of CMB

(c) Participial phrases without a main clause

Song- Kotthu
L66 Until the next time

(d) Subjectless auxiliary verbs and to-infinitives witlout a verb

Song- Sandawathuren
L38 Istight nobody gonna fool me you wanna

(e) Predicateless subject pronouns

Song- Sandawathuren
L4 Yashan and Ashanthi

Observe that the first three extracts of [19] aomsecutive lines of one Text
rendition. When combined, their respective amliigsiiare resolved: ‘Another day
has been saved for the citizens of CMB until thet miene.” The scenario applies to
the other extracts too: when combined with thespestive adjacent lines (refer
appendix 2), their grammatical irregularities digag@r. Consequently, we see that

English Text rhythmic rendition lines (like theirounterpart rapped and sung
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renditions lines) demonstrate a degree of integnammatical regularity but also
elicit irregularity. The lines’ grammatical irrelguities diminish when they are
considered together predicting that the lines armected to each other.

7.2.4 English Text A-rhythmic renditions

Featuring in just three of the twelve 98+LSLPS syrgrhythmic rendition is the
least occurring presentational technique in 98+LSIHEhglish Texts. Moreover, A-
rhythmic renditions are exclusive to English coO@weerall, therefore, the technique
can be seen to be the least productive in 98+LSIHRSvever, the discussion on
song theme in chapter 8 demonstrates that they@iless important to the lyrics
than the other Text renditions. Their importancals® highlighted in the explanation
(in chapter 9) of their contribution to maintainitige overall unity of a song in
audio/sung format. The basis for identifying A-ttimytically rendered lines (detailed
in chapter 9) differentiates them from other 98+PSllines. Briefly, due to the way
in which they are rendered, the lines corresporadaasal boundaries as predicted by
natural speech and are not determined by musicahmh The extracts in [20]

constitute all the English Text A-rhythmic rendii®of the sample.

[20]
(a) Song Sri Sangabodh{2000)

L48 (M2) Good heavens
L49 (M2) this song does sound rather groovy

(b) Song Kotthu(2008)

L69 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa

L70 (M2) Hello is the mic. still working?

L71 (M2) Ya | paid 200 rupees for my Kotthu man

L72 (M2) I'm still waiting for it and | haven't got

L73 (M2) If it was in India, | would've fed my engi family with it ya

In terms of grammar, all the lines appear gramraliyiaegular with the possible

exception of L48 in [20a] reproduced in [21]:
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[21]
L48 (M2) Good heavens

L48 could be interpreted as a lexicalised idiomatipression. In other words, the
seeming grammatical irregularity of L48 is excegtimsubtle when compared with
the kind of irregularities found in the sample’'sgiish Text rapped, sung and
rhythmic renditions. That the lines are rendere@ imanner that resembles natural

speech seems the most probable reason for this.

Consequently, the overall grammatical regularity Efglish Text A-rhythmic
renditions distinguishes them from the other Emgligxt renditions. What connects
the lines despite their grammatical regularity asag theme discussed in chapter 8.
Interestingly, their paucity in the songs couplathwhe dominance of English Text
rapped and rhythmic renditions which, as shownhiapter 9, are the rendition types
most closely aligned with musical rhythm signale tfenre’s underlying structural
preferences in as far as English Texts are condeaté¢he level of grammar, English
Text rapped and rhythmic rendition lines are tmedsi most inclined towards being
interpreted as both autonomous and inextricablyeoted to each other.

7.3 98+LSLPS Sinhala Text renditions

Ten of the twelve 98+LSLPS songs contain Sinhalatsle The following

summarises their distribution in the sample.

Rap: 1 song
Singing: 10 songs
Rhythmic rendition: none

A-rhythmic rendition: none

Bear in mind that as with the discussion of 98+LSLEnglish Text renditions, the
present review only considers similar code lined does not consider ILACF-L and
ILCF-H lines. Note also, that as explained in aplper2, the line paraphrases of the

Sinhala lines are the consequence of trying toatorthe word-to-word translations
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of each line This owes to the attempt to capture the grammilatexture of the
source text. Therefore, the translations are ulylikeflect the lines’ particular
semantic nuances that regular translations ofahditions are likely to convey.

7.3.1 Sinhala Text rapped renditions

Kotthureleased in 2008 by the core artist Iraj is they @ample song which contains
Sinhala Text rapped renditions. Clearly, rap is thet 98+LSLPS CofP’s favoured
mode of organising and negotiating 98+LSLPS Sinhdats. Furthermore, the
renditions are new to the genre compared to thminterpart English Text rapped
renditions which occurred in the earliest 98+LSLd8BgVasanthayeThe thematic
implications of this as well as possible reasonsttie dominance of English rap in
98+LSLPS are explored in chapter 8. [22] represantgxtract of the Sinhala Text
rapped rendition.

[22]

Song - Kotthu (2008)

Rap (M)
L17 pittu kanna bae mata aappa kanna bae mata
/pttu kanno ba mato appa  Kanno ba:  mato/

rice-cake eat can'tl-to hoppers eatcan’t I-to

{Can’t eat rice-cakes | can’t eat hoppers _(Mo.}
L18 ude kapu bath eka daen ayeth &drae

Ude kapu bab eko dan aje kanno ba:/

morning ate  rice the now again eat can't
{The rice (I) ate in the morning (I) can’t eat now again.}

L19 nanage kade vahaladain eke Kotthu nae  ane oye
/na:age kade  wahala hmda eke kobOU na:  ane oye/
cousin’s shop/butikclosed because in it Kotthu haven't oh
those

{Because (my) cousin’s shop is closed it m&sKotthu in it oh those.}

% Buitik is the Sri Lankan English equivalent to the Siahabunkade a small shop that sells local
produce and other small essential household gddusshops also usually sell tea and are a popular
meeting place for locals of the area.
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The lines are grammatically regular. This oweshe fact that Sinhala is heavily
dependent on case marking which means that woréroddes not determine
grammatical regularity in Sinhala clauses to thgréle that it does in English. Recall
the exposition of the Sinhala code (language) iaptdr 2. The trait is particularly
nuanced in colloquial Sinhala since some formattemi codes of Sinhala do tend to
adhere to the underlying grammatical conventionghef language by which its
default SOV word order is arguably privileged. Téentext of the Sinhala Text

rapped rendition in the sample involves collog&@aihala.

Consider the grammar of L17 and L18 represent¢a3h

[23]
L17 pittu kanna bae mata aappa
/pttu knno ba  mato appa
rice-cake eat can'tI-to hoppers

Proper-N to-inf V-Pres.  1°-Pres-Sing-Pers -Pro-04t Proper-N

kanna bae mata

kanno ba:  mato/

eat can't I-to/for

to-inf V. T“ Pres-Sing-Pers -Pro-Dat

{eat rice-cakes can't I-to/for eat hoppers can’tito/for}

L18 ude kapu bath eka daen ayeth
00e  kapu baO eko dan aje
morning ate rice the now again
N V-past tense Proper-N Def-Det TransHConj.  Adv.
kanna bae
Kanno ba:/
eat can't

V-pres. Modal-Aux.
{The rice (I) ate in the morning (I) can’t eat now again}

%" tais a dative post-position particle.
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The dative pronoummata occurring at the end of L17 can be interpretedhas
subject of the VRaappa kanna ba&an’t eat Hoppers’. The translation of the line
follows this interpretation. However, when readdibgr with L18, the possessive
pronounmatacan also be interpreted as the subject of thetitoaists in L18 which
combine to form its predicate. The reason for tvies to the previously mentioned
nature of Sinhala grammar where within-clause worder does not occupy a
privileged status. This is just one example of iy issue of syntactic-constituent
fragments remains most relevant to the English Se%xt98+LSLPS. Accordingly,

the translated ‘sense’ of the two interpretatiansepresented in [24].

[24]

(1) the possessive pronoun as belonging to L17
‘Pittu | can’t eat, Hoppersdan't eat’

(2) the possessive pronoun as belonging to L18
‘The rice_late in the morning now again can’t eat’

A further feature of the Sinhala Text rapped reaaditis that it does not contain
word/lexeme fragments whereas word fragments aaldfining feature of English
Text rapped renditions. In the discussion of theeta(in section 7.2.1), word
fragments were shown to strongly support the imeggtion that the lines are related
to each other. It follows, then, that the abserfoeard fragments must enhance the
unity of each Sinhala rapped line and in so doiogflect with the analytical
framework concerning 98+LSLPS lyric line organisatby undermining the claim
that 98+LSLPS Text rendition lines are connecteckdch other. However, these
lines exhibit an alternative characteristic whicbmotes the claim that the lines are
connected to each other. Specifically, Sinhalat Tegped lines rhyme. It was also
stated (in section 7.2.2) that the rhyming of 98kRS lines is related to musical
structure; as such it is explained further in cha® Bearing in mind that it is the
performance of the lyrics which characterises t8eL$SLPS CofP’s negotiation of
the songs, the lines’ rhyming makes them appeameaxiad to each other.
Consequently, and in keeping with the analyticatifework concerning 98+LSLPS

line organisation, we see that Sinhala Text rappedition lines appear autonomous
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while also appearing to be connected to each oBteapter 8 shows that the lines are

also connected thematically.

7.3.2 Sinhala Text sung renditions

Sung renditions constitute the majority of Sinh@xts in the sample with all ten
songs with Sinhala Texts containing sung renditidiss means that singing is the
dominant representational technique for Sinhalat Te¥8+LSLPS. In this respect,
the rendition type is the Sinhala code counterpiEnglish Text rapped renditions,
the leading English Text rendition type in 98+LSLP®elow are examples of
Sinhala Text sung renditions belonging to the dldesl newest songs in the sample.

[25]
(a) Song Vasanthay€19985§°

Refrain: sung (MMmFmM) unless otherwise stated

L1 vasanthaye//
InasanBaje/
spring in
{In spring.}
L2 pibidena mal/ piyeli vage
/pbidens mal  prjoli vage/

blooming flower buds like
{Blooming flowers. Like buds.}

L3 [sithata naengena / sithuvili mal
/s6aoto nagens  s1BUvIlL mal/
“sahas ]
/sahas/
[mind-to birthing thoughts flowers
Secret ]
{[(The) thoughts that birth. Thought flowers
Secret J}

% As explained in appendix 2, note that the slajhwithin each numbered line represents the
beginning of a new line. So each line number is thitract represents two musical rhythm derived
clausal lines separated by a slash.
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L4 renu  vage/ dangakaata vaehi
Irev  vage dangokarto  vahi/

pollen like mischievous rain
{(Are) like pollen . Mischievous rain.}
L5 podak vage ape /hada sithuwithee
/pdak vage ape hado  s10Uvill me/

drop-a like our hearts thoughts these

{Like a drop our. These hearts’ thoughts.}
L6 _sundhara love dutu / ve

/ 3ndara love dULU ve/

exquisite world see-did
{Espouse (the) exquisite world. Did.}

b) Song Hanthane(2008)

L11 hanthane hanthne
/mnBane hanBane/
Hanthane Hanthane
{In Hanthane in Hanthane.}
L12 malpare malpare
/mulpare malpare/
flower-road-the-in/on flower-road-the-in/on
{On The flower-road on the flower-road.}
L13 sansare sansare
/s\nsare sansare/
sansare-in sansare-in (cycle-of-life cycle-of-lije
{In sansare in sansare.}
L14 piya nagala
/pjs nagoala/
steps climb-has-an¥f
{(1 did) climb steps-and.}

Both extracts are refrains. The role and contrdsudf Text renditions occurring as a
song refrains to a song lyric is described in chapt It is sufficient to say at this
stage that a refrain functions as the nucleus sdry’s theme. Therefore, the code
and rendition type of a refrain indicates their artance to the song. As with English
Text sung renditions, both texts contain constitdergments. However, constituent
fragments in the renditions appear marginal whempared with the frequency of

constituent fragments in their counterpart Englesiditions. As stated in section 7.3,

% The inflection 4a attached to the venbaginna (to climb) can be interpreted as either denotirgg th
past tense or past tensed a conjunction: a mission accomplished and to flevied by something
else as it were.
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this is because compared to English clauses thendepce of Sinhala clauses on
word order is considerably less. This also explavhy the fragments that do occur
in the Sinhala Text rendition lines appear morargnatical than those occurring in

the English Text rendition lines.

In terms of fragment types, PP fragments are theentommon type found in
Sinhala Text sung renditions. As shown in [26], hbeitracts presented in [25]
contain them. The fragment PPs in the source Textira bold font. These are

followed by a selection of other constituent fragisefound in the sung renditions.

[26]

(a) Lone PPs

Song -Vasanthay€1998)

L1 vasanthay#
InasanBaje/
spring in
N inflected with the post position particde] to represent the preposition ‘in’
{In spring.}

Song -Hanthane(2008)

L11 hanthane hanthne
/mnOane hanBane/

Hanthane Hanthane
N inflected with the post position partigde] to represent the preposition ‘{°
{In Hanthane in Hanthane.}

L12 malpare malpare
/mulpare malpare/
N inflected with post position particke[e] to represent the preposition ‘in’
flower-road-the-in/on flower-road-the-in/on
{On The flower-road on the flower-road.}
L13 sansare sansare
/s\nsare sansare/
N inflected with post position partiatde] to represent the preposition ‘in’
sansare-in sansare-in (cycle-of-life cycle-of-life
{In sansare in sansare.}

10 The structure is identical in both words of eatthe lines of this extract.
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(b) Lone subordinate clauses
Song-Oba Magema{2003)

L25 adarayata

kdarajoto
love-for
N with post position particlee /ta/ representing the preposition ‘for’
lokaya handanavita
lo:kojo hadonovita/
world weep-when
N V-PROG

{When (the) world weep(s) for love}
Song— Shaheen&008)

L28 adare
kadore
love-of
N inflected with the post position particdde/ representing the preposition ‘of’
haegum ratavak karaft
hagum ratavak  koran
feelings pattern having done
N N AUX-Perf V-trans
{Having patterned love feelings.}

(c) Lone To-infinitives
Song— Shaheen&008)

L34 [mayimen

/ Murmen

boundary-from
N- inflected with the post position particee/ representing the preposition ‘from’
eha piyambanne

eha  prjabanno

across fly-to

P V-inflected with post position partid€a/ to represent the preposition ‘to’
thatu

SINTY)

wings

N-PI

{To fly across (the) boundary wings.}

191 Note that in appendix 2, two lines are represeniigl a dash / demarcating them from each other.
Only the relevant line has been provided here.
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(d) Lone adverbial clauses

Song -Ahankara Nagar¢2004)

L14 maga penena
/mMgo penena
path visible-that-is
N V-inflected with the post positiparticlea /o/ denoting the
conjunction of the relative pronoun ‘thatid the auxiliary verb ‘is’

tharama sondurui nam
0Aromo soQurur nam
extent sweet-is if
N Adj —inflected so as to denote thespra tense/ auxiliary verb ‘is’ P

{If (the) extent (of) path that is visible is swee}

Sinhala Text sung renditions also contain wordfegdragments as shown in [27].

The attendant lines of the examples can be fourghpendix 2.

[27]
(a) Song- Vasanthay€1998)

L7-8
no-ve
/mo ve/

not is
{lsn’t}

(b) Song-Sri Sangabodh({2000)

L12 -13
Siri-sangabodhia proper noun

/fri sagobo:dr1 /
Shri Sangabodhi
{Shri Sangabodhi.}

(c) Song- Ahankara Nagar€2004)

L5-L6

puran-ganakda

/puran gonakdo/

city woman-are (you)/is (she)
{(A) city woman /prostitute are you?.}
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(d) Song-Sandawathure(2006) %

L12 -L13

sulan-gata
/sUlan- gete/
wind —to
N-DAT.

{To (the) wind}
L13-L14
hitha-that

/h16a- tA0/
mind-to-also
N-DAT+ Adv

{To (the) mind also}

Recall that in the case of English Text renditidaseme/word level fragmentation is
exclusive to English Text rapped renditions. In tase of Sinhala Text renditions,
the feature is exclusive to Sinhala Text sung ite&mh. So yet again, the Sinhala
Text sung rendition appears the counterpart ofEhglish Text rapped rendition.
Importantly, the issue is resolved when the linescansidered as connected to their
respective adjacent lines.

Accordingly, [28] contains translations of how eaxdhhe two extracts in [25] would

appear when their lines are interpreted as coestituof extended sentences.

[28]

(a)

Song —Vasanthay&1998)%

L1 In spring L2 blooming flowers like buds are Lt®tghts that birth thought
secret

flowers L4 like pollen mischievous rain L5 likedaop our these hearts’ thoughts L6
see (the) exquisite world did.

192 The forms listed first in the pairs of lines (esglan (sulanyandhitha) are free morphemes. As
with most Sinhala substantives they inflect forecddowever, once inflected the free morpheme does
not occur on its own with its complementary possipon particle isolated from it in the manner that
it does in these examples. Over 50% of the lingkisisong contain this form of word segmentation.
193 Bear in mind that the L numbers do not alwaysespond to a single line since some refer to two
lines separated by a slash /.
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(b)
Song -Hanthane(2008)

L11 In Hanthane in Hanthane L12 on the flower-r@adthe flower-road L13 in
heaven/bliss in heaven/bliss L14 | climbed stepk/an

The lines of these Text renditions also rhyme thugporting the interpretation that
they are connected. Consequently, we see thaintb&® brammatical regularity does

not undermine their amenability to being interpdeds connected to each other.

7.3.3 Sinhala Text rhythmic and A-rhythmic renditions

As already stated, the sample contains no Sinhakt fhythmic or A-rhythmic
renditions. Therefore, we conclude that the pregemtal techniques are irrelevant to
98+LSLPS Sinhala Texts.

7.4 Tamil, Arabic and Divehi Text renditions

The sample contains three non-Sinhala/non-EnglisktsT and they all occur in
recent songs of the core artists: Divehi in Iraks Hetha(2007), Tamil in Iraj's
Kotthu (2008) and Arabic in BNSShaheend2008). In terms of line numbers, the
Texts are a minority in their respective songs. &beer, three of the four
presentational techniques feature as the commuvecathicles for these Texts.
Tamil Texts are negotiated through rap and rhythemalition, Divehi Texts through
singing while Arabic Texts are negotiated throublithmic rendition and singing.
The relative novelty of the songs containing nomish/non-Sinhala Text renditions
and fact that Sinhala and English are the coretitoasts of the 98+LSLPS CofP’s
shared linguistic repertoit¥ are the most likely reasons for the paucity of-non
English/non-Sinhala Texts in 98+LSLPS.

194 This was explained in chapter 4.
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7.5 98+LSLPS Lone Line renditions

The sample contains less than ten Lone Lines al.t&ixcepting one line in Tamil,

the rest are in either Sinhala or English. [29]taors some examples.

[29]

(a) Song -Sri Sangabodh(2000)

A-rhythmic rendition (M1+ M2)

L1 (M1) [Maetha athithaye Sinhalaye vangsha kathaven pituxig

/Imdla  ABiBoje smhslsje vanfo  kaBaven prtuvak vijo/
(M2) When
| was in Ceylon they used to have theseyuitthe storescalled tea-stores and
in these stores they played some funny little s@mgkone of them sounded a little
bit like this]
recent history-in-the Sinhala-of kge story-from page-a was
{Of the recent history of (the) story (of) Sinhaldineage a page (it) was}

(b) Song -Sandawathure®006)

Rap (Mm) interspersed with vocalisation of SinHalas (Mm)

L66 sithuvili pibidevawhat it do baby | wanna
thoughts spring-may-will
{May thoughts spring.}

Lone Lines in the sample are delivered throughethoé the four presentational
techniques, namely, rap, singing and A-rhythmicdiéon. The phenomena of
ILACF-L and ILCF-H are also found in these line294] is an example of ILdACF-H
while [29b] is an example of ILACF-L. Chapters & &hdemonstrate how the lines
display a degree of internal unity but are alsoaflguf not more inclined to being
interpreted as related to their adjacent Text ond.d.ines and in so doing
complement the analytical framework regarding 98#RS lyric line organisation.
Bear in mind that Lone Lines are on the same pémné&exts in the line organisation

hierarchy represented in figure 3 (of chapter 6).
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7.6 Intra-line dissimilar Code Fusion-Linear (ILACF-L) in 98+LSLPS

We now explore Texts and Lone lines of 98+LSLP$mms of the first of the two
within-line code fusion phenomena found in 98+LSLld*d which appear to conflict
directly with the not-mixed counterpart of the diggntity with which the genre is
associated by its CofP: namely ILACF-L. As witle threceding discussions, the
overall objective is to explore 98+LSLPS lyric limeganisation in terms of the
analytical framework introduced in chapter 6. Tinigestigation explores ILACF-L in
the samples’ English and Sinhala Text renditionsvall as in its Lone Lines and
non-Sinhala/English Texts. The relationship betwdbae phenomenon and the

various Text rendition types (e.g. rap, singing &t@lso examined.

7.6.1 ILACF-L in English Texts

ILACF-L is present in all four English Text renditi types and is the most robust of
the three within-line 98+LSLPS fusion phenomenx & the twelve 98+LSLPS
sample songs contain English Text ILACF-L lines. rdbwer, nearly all the
dissimilar constructs of English Text ILACF-L linese in Sinhala. In total, the
sample contains over 35 English Text ILACF lineke Tnajority occur in English
Text rapped renditions: five songs include seventeecurrences. Eleven occur in
English Text sung renditions: however, they arérithisted across just two songs. On
the other hand, English Text rhythmic renditionsnta;n just six ILdCF-L
occurrences overall, but they are distributed acfosir songs. There is only one
ILACF-L line in a 98+LSLPS English Text A-rhythmigendition. Rhythmic
renditions, therefore, are the second dominantrenmient for English Text ILACF-
L lines. [30] represents the earliest and mostre&mglish Text ILACF-L lines in
the sample. Both feature in rapped renditions. Thiaforces rap as the leading
medium through which the 98+LSLPS CofP negotiatdJE-L in 98+LSLPS
English Texts.

199



[30]

(a) Song Vasanthay€1998)

L19 Check out check out my neSinhala'® style | am
(b) Song Hanthang(2008)

L24 YoungAshanthiwhat you wanna do like you

82% of the dissimilar constructs of the sample’s Engligx{TILACF-L lines are
proper nouns. On the contrary, the dissimilar qoiess of the Sinhala Text ILACF-L
lines include phrases and content nouns. Integgdgtithere was only one occurrence
of a proper noun in the ILACF-L lines of English xterhythmic renditions.
Moreover, proper noun segments constitute 60%hefdissimilar constructs of the
ILACF-L lines in English Text rapped renditions adn@0% of the dissimilar
constructs of English Text sung renditions respebti That is, they are spread over
consecutive lines similar to the line-initial andne-terminal word/lexeme

segmentation previously discussed. Consider [31].
[31]
Song -Ae Hetha(2007)

English Text Rapped rendition

L38 We touch down in the evening aikd

L39 Raj picks us up we’re drinking

The songAe Hetha[35a] containing the first example (L38-39) is by theeartist
Iraj and it is his name that occurs in segmented folrat the end of L38 andraj

commencing L39. However, this (obvious) interprietais only available if the lines

195 As explained in chapter 6, identifying ILACF isskd on identifying the source/root language or
the default language of a construct. It is for tt@ason that ‘Sinhala’ is represented as essgntall
Sinhala proper noun in this study even though iy migo be considered a member of (Sri Lankan)
English as well, and is consequently deigned ataumt® of ILACF when occurring in an English Text.
The definition of Ashanthia proper noun as representing Sinhala also ow#dtgame criterion; it
may be that name has roots in some other language=rtainly in terms of English and Sinhala, the
name has roots in Sinhala.

200



are viewed together. Viewing the lines independentloes not elicit this

interpretation. Consider [32]:

[32]

L38 We touch down in the evening and]
PROV N P DETN CON.R®

‘I' the first syllable of the bisyllabic proper nouraj assumes the status of the first
person present tense pronoun. ‘Raj’ then assuneest#tus of the Subject, a proper
noun in L39 (see below)- an identity that is peieplausible since ‘Raj’ also

happens to be a very common proper noun in Sri&ank

[33]

L39 Rajpicks us up we're drinking

N V PRO P PRO+AU¥
So in a sense, the lines are amenable to bottpretations reinforcing the argument
that 98+LSLPS lines can be interpreted as connegtelk also possessing some

degree of grammatical autonomy. [34] is a furthemeple of English Text ILACF-L.

[34]
Song -Sri Sangabodh(j2000)

L40 World wrapped around our little fingers litheund anda-
L41 —thiya banging on your frontiers holding on our

‘Ba’ and ‘thiya’ are bound morphemes which combioeform the proper noun
Bathiya Unlike in the case of [31], the two segmentstmnmselves are meaningless
in Sinhala. This renders the segments particuiadined towards being interpreted
together. The interpretation is facilitated by wetof the fact thaBathiyais the name
of one of the core artists of the core artiststleirduo BNS:Sri Sangabodhis
classified as a BNS song. Notably, word/lexeme ssgsndifferentiate English Text
ILACF-L lines from Sinhala Text ILACF-L lines playg an important role in
promoting the interpretation that the lines are stitments of longer multi-line

sentences.
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[35] represents an English Text ILACF-L line whafissimilar construct is not a

proper noun.

[35]
Song-Sri Sangabodh({i2000)
Sung
L70 [(Fm) This is all about who we are (Maeka
dako /]
V-PROG+ PERF
see-having

{having seEn

The English section of L70 is clearly completiekacomplicates the clause. One
interpretation is that the verb makes the line dweebial clause absenting a main
clause such aspi giya ‘we left. This entails that the English counterpére
interpreted as including a phantom ‘that’, makirng ai thatnominal clause.
Remarkably both the Sinhala and English equivalapgsear capable of acting as the
main clause of the adverbial as illustrated in [26& [36b].

[36]

(@)

This is all about who we adaeka api _giya/giyem?tf
having-seen we left

{Having seen (that) this is all about who we are, aleft.}

OR

{We left, having seen (that) this is all about wheve are.}

(b)

This is all about who we adaeka we left.
having-seen

{Having seen (that) this is all about who we are, &vleft.}

OR

{We left, having seen (that) this is all about wheve are.}

196 giyemuis the formal inflected equivalent of the vaglya; the inflection corresponds to the first
person plural pronouapi ‘we’.
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Now consider [37] which represents the line follog/iL70.
[37]

L71 [(Fm) And its no mystery
(M) pranehani venta baeta dem siri

/panghant vents bato dem  (ri/]

life-harm happen-to beat will
{(Dwill beat (him) to (cause his) life harm.}

L71 is an instance of an English Text ILACF-H I{section 7.7). Its dominant code
is English. The first words in L71, however, areSmhala code. It is these words
that follow the progressive perfective vellbekawith which L70 ends. So when
interpreted together, the Sinhala code npranehani(trans. life-harm/harm to life)

becomes the subject of a main clause daekain L70. The fact that L71 is an
ILACF-H line offers further interpretations too: cien 7.7 deals with the

phenomenon. For now, we see that converging theesegs under consideration

resolves the issue of L70 as being a sentence éagm

Another feature of English Text ILACF-L lines isaththeir dissimilar constructs
occur without being grammaticalized into the domineode. Expressed differently,
the constructs do not carry any English inflectiofisis differentiates the lines from
Sinhala Text ILACF-L lines. The dissimilar constaiof Sinhala Text ILACF-L lines
tend to be morphosyntactically adapted into the idant (Sinhala) code. These are
interesting insights in light of the kinds of gramtical tendencies assigned to mixed
language phenomena discussed in chapter 6 (6Ft)example, the fact that the
dissimilar constructs of English Text ILdCF-L lineso not conform to the
grammatical norms of the dominant code conflictshwihe premise of some
analytical models (i.e. Myers Scotton 1983, 19&883h, 1993b, 2001, 2002, 2006;
Poplack 2005) discussed in chapter 6 accordinghiclwthe ‘embedded language’
(i.e. the ILACF-L constituents of a mixed languagause’) is typically expected to
reflect the morphosyntactic features of the clasigBsminant language (or ‘Matrix

Language’ to use Myers-Scotton’s terminology).
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7.6.2 ILACF-L in Sinhala Texts

At first glance, ILACF-L appears highly robust hetSinhala Texts. Compared to the
over 35 occurrences in the English Texts, the samgks found to contain over sixty
five ILACF-L occurrences in Sinhala Texts. Englfshctions as the dissimilar code
in nearly all of them. However, the lines are dmtted over just four songs, a third
of the sample whereas half of the song sample sentanglish Text ILACF lines.
Therefore, English Texts are, in fact, the coreitaatof ILACF-L in 98+LSLPS.
Interestingly, most Sinhala Text ILACF-L lines ocan the sung renditions; rapped
renditions are the dominant context for English tTikxICF-L lines. The parallel is
reminiscent of the similarities observed betweenrdndition types in the discussion

of English and Sinhala Text renditions earlierhis tchapter.

As stated in section 7.6.1, whereas proper noumsirdde English Text ILACF-L
lines, the dissimilar constructs of Sinhala Texd@E-L lines tend to be content
words and phrases. Most are discourse markerstWtextracts in [38] represent

the sample’s earliest and most recent Sinhala [Lei@F-L lines.

[38]
(a) Song Sri Sangabodh({2000)

Sung

L12 prane hani venta baeta dgi) ooh ah (M)siri-
prine hant vents bato Oem/ /fri/

life harm happen-to beat will oh ah  Sir
{() will beat (him) to (cause his) life harm ooh ah_(). }

(b) Song -Shaheen&2008)

Sung

L23 Bhaheena Shaheena /Shaheesapem manaif’
/ supem monoli/

97 Only the relevant section of the line has beervigem: the line contains an instance of ILACF-H
which has been omitted here but is available ireagpx 2.
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Shaheena Shaheena Shaheena lovateman-who-births-desire’
{Shaheena Shaheena. Shaheena loealkbman who births desire.}

The phrase ‘ooh ah’ in L12 of [38a] resembles g‘pausic formula’ in that it can
attach to the preceding declarative clause asatwlicin the translation provided. It
can also be considered part of the proper noun eegfand honorary refererhri
(e.g. an exclamation ‘ooh ah Shri?j. The reason why the translation provided in
the example (also found in appendix 2) correspandise former interpretation owes
to the attempt to remain true to the line’s ovesalimantic sense while not entirely
ignoring the lines that are adjacent to it.

In [38b], we have a proper noun which is argualflpgan-Sinhala origin, possibly of
Arabic origin or at least signifying a middle-eastesource in keeping with the
song’s them¥&®. The proper noun titles the song too. Interesyintylis happens to be
one of the few examples of a proper noun occuramghe dissimilar construct of a
Sinhala Text ILACF-L line.

Another interesting feature of Sinhala Text ILdCHihes is that some exhibit

multiple layers of code fusion. Consider [39].

[39]

Song- Ae Hethg2007)

Rap

L31 mage gedeed call it home base
/mge edgrs/
my home
1st Pers. Sing. Poss. Pro. NN V itclet N N

Here, mage gedara celfunctions as a place adjunct, an NP of the pro-fatm

Consequently, ‘cell call it home basebnstitutes the line’s ILACF-L sequence.

1% Some could dispute the claim that the phrase @whrepresents English. Yet culturally, it can
certainly be argued that it represents a ‘weststrongly English sense in the context of Sri Lanka
and perhaps more importantly, that it does not lzayeroots in the Sinhala language, the counterpart
language of the line in which the phrase occurs.

199 Song theme is addressed in chapter 8. Summartke sbng themes are contained in appendix 3.
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However, the line also presents a further reabsatf code fusion. Specifically,
gedaracell and ‘home base’ are paralleled in the claarsg both can be considered
N+N compounds. By designating these ‘phrases’ camgs, the former comes to
represent a further site of code fusion involvimg tSinhala noungedera and

English noun ‘cell’.

[40] represents two Sinhala Text ILACF-L lines coisipg English content words as

their dissimilar constructs.

[40]
(a) Song Kotthu(2008)

Rap

L24 purse eka nae mage langa daen puluwanogdit denna
/Ims eke na: mage 1ago Oan puluwannam kredit denno/

purse the haven't my near/with now if-possile credit give
{The purse (I) haven’t with me now if possit# give (it to me on) credit.}

(b)

Sung

L6 lime-uth onesam-
flatm U0 orr ssm/

lime-also want sanfbol)
{Lime also want (sam-bol)

Observe that the nouns ‘purse’ in L24 and ‘lime’ & include the Sinhala
inflections eka and —uth respectively. In this environmenteka denotes the
indefinite article while-uththe additive adjunct ‘also’. As stated in sectio8.%, this
is a feature of Sinhala Text ILACF-L lines. Furthere, the feature facilitates the

internal cohesion of the lines thus making themeapgrammatically autonomous.

However, the lines’ grammatical unity does not undee their amenability and
indeed propensity for being interpreted as conmette each other due to three
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factors referred to in section 7.3. They are rhytheme (explained in chapter 8) and

musical rhythm (explained in chapter 9).

7.6.3 ILACF-L in non-Sinhala/ non-English Texts and_one Lines

English is the language of most of the dissimilanstructs of the ILACF-L lines of
the sample’s non-Sinhala/English Texts and LoneedinExamples include the
rapped Tamil Text rendition in the sorptthu which contains five ILdCF-L

occurrences and the sung Arabic Text renditioménsongShaheenavhich contains

one (refer appendix 2). Most are common nouns. (&g, chicken etc). The
dissimilar construct of some of the Tamil Text ILEC lines is the proper noun
Kotthu which, in this study, is identified as a Sinhalasiinilar construct although
some may argue that the noun is also a membereoT &mil lexicon. The proper
noun BNSis the dissimilar construct of the Arabic Text ILEC line. Arguably, the

internal grammatical cohesion of these lines infasas the 98+LSLPS CofP’s
negotiation of them is concerned, could be saigetwefit from the fact that the lines’
dominant codes are not part of the core codes ®f9%8+LSLPS CofP’s shared
linguistic repertoire: the core codes are Sinhald English. It is likely that the

CofP’s negotiation of the lines will concern theds’ dissimilar constructs only. The
sample contains just one ILdCF-L Lone Line; notpsising considering that the
entire sample of twelve songs only contains a totaleven Lond.ines. As will be

explained in chapters 8 and 9, song theme and alustiwicture integrate the non-
English/Sinhala ILACF-L lines with the other linestheir respective songs. Bear in

mind that the data under investigation are songsidio format.

7.7 Intra Line similar Code Fusion —Horizontal (ILsCF-H) and Intra Line
dissimilar Code Fusion —Horizontal (ILACF-H).

We now explore the two components of Intra Line €édision-Horizontal (ILCF-
H), namely Intra Linesimilar Code Fusion-Horizontal (ILsCF-H) and Intra Line
dissimilar Code Fusion-Horizontal (ILACF-H) in the sample. Bogfer to a system
of horizontal code fusion within a line. ILCF-H &guably, the most fascinating

aspect of 98+LSLPS code fusion. At first glanceCH-H appears to conflict entirely
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with the not-mixed counterpart of the identity gs&id to the songs by their CofP: as
will be shown, however, ILCF-H exemplifies both €thmixed and not-mixed)
components of the assigned identity. We see trefEH-H and ILdCF-H lines project
the identity of a single code, that of their dommnacode. The lines show
considerable within line grammatical autonomy. ¥ety also produce grammatical
ambiguity which decreases when they are interprasedonnected to their adjacent
lines. The central focus is on ILCF-H in EnglishdaBinhala Texts. But the
discussion does also review its presence in nohafrfEnglish 98+LSLPS Texts

and Lone Lines.

The linear integration of different codes in clauseritten or spoken is not an
unusual phenomenon. However, people do not halyit@add repetitively utter

different sequences simultaneously and deliberatelynusic they do. Furthermore,
and as explained previously, the phenomenon isdigshed in music as the lines’
sequences are often delivered/negotiated througbifgppresentational techniques.
So, for example, one sequence might be sung wisilsimultaneous counterpart is
rapped. Chapter 8 explores ILCF-H in terms of stmgme; chapter 9 does so in

terms of musical structure.

7.7.1 ILsCF-H in English Texts

Once again we find rapped renditions to be thecppal context of ILsCF-H lines in

English Texts with four songs featuring six occaoes. Consequently, it is evident
that ILsCF-H is not common in English Texts; sixoaences in just four songs are
rather few. Examples of the sample’s earliestrandt recent English Text ILsCF-H

occurrences are included in [41].

[41]
(a) Song Mal Peththal(2004)

Rap (M) unless indicated otherwise

L42 [Too look I'm really glad being steady with
(F) o—o0-mee-ou ou]
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(b) Song Hanthaneg(2008)

Rap (M) and (Mm)

L29 [All that stuff you slap in the face

(Mm)he
[41a] illustrates the kind of ‘pop formula’ ILsCF-tdrms most frequently found in
the English Texts. The exclamatory clausal modifaér[41b] is an exception.
Importantly, the lines’ horizontal sequences presgidor interesting grammatical
realisations. Consider [41a]. The horizontally aéd ‘pop formula’ parallels the
adjunct fragment ‘being steady with’ and is alsa p&the complement ‘glad’. Note
that this is how the line is delivered each andtiene. The horizontal sequence is

therefore, an integral component of the line’s aynt

Now, the opening adjunct of the line’s upper sege€too’ (too look I'm really...)
complicates the line as does its concluding prejeosiwith’. However, interpreting
the line in terms of its adjacent lines resolvas.t{42] contains the line along with

its preceding and following lines.

[42]

L41 Do it if Jane knows she might call it off
L42 [Too look I'm really glad being steady with
(F) o—o0-me-0ou ou]
L43 You | don’t want to miss you | want to kiss
Accordingly, the adjunct ‘too’ can be interpretesl laelonging to L41 while the
preposition ‘with’ can be seen to align with the@ed person pronoun ‘you’ in L43.

[43] illustrates the consequence of this interpreta

[43]
[Look I'm really glad being steady’

0---0-0-0-0-0U-0U]

What we end up with is ‘really glad being steady’the complement of ‘Look I'm’

while ‘0 —0-0-0-0 —ou-ou’ functions_simultaneoustg a parallel complement of
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‘Look I'm really gla-’. However, this explanatios not without complications either.
That the sequence ‘o...0.." parallels the line-ereppsition ‘with’, demonstrates that
‘with’ cannot be excluded from the sequence so lyagiccordingly, and as
illustrated in [44], the sequence appears a syintaghomaly: a fragmented

complement ‘Look I'm really glad to be steady with’

[44]

[Look I'm really glad being steady with
Look I'm really gla-0---0-0-0-0-0u-0u.]

Overall, however, the convergence of the L41,42 @48 does diminish the
grammatical opacity of ‘too’ and ‘with’. Howevemhe interpretation does not fully
resolve the grammatical conundrum of the prepostiath’s position in L42 due to
its relationship with the ‘ou’ ‘pop formula’. Theistussions of the relationship
between ILCF-H lines and song theme on the one haddnusical structure on the

other in chapters 8 and 9 support the interpratatat the lines are connected. .

[41Db] also poses an intriguing grammatical problemit the exclamation ‘hey’ and
the line can be defined a lone NP. However, théaexation cannot be omitted as it
parallels the noun ‘face’. So the consequence aslbme NPs ‘All the stuff you slap
in the hey’ and ‘All the stuff you slap in the faceendered simultaneously.
Moreover, the exclamation in the former rendersN& semantically ambiguous.
However, there exists a further dimension to tbisundrum. Recall, once again, that
the songs are performed; the negotiation of thgsamvolves rendition not reading.
‘Hey’, therefore, could also be considered a homonyith the ability to be
perceived as either the exclamation ‘hey! or tlhem‘hay’. Perceived as the latter,
the line reads as ‘All that stuff you slap in theeyh a completely regular NP albeit a
fragment in this context no different to its homntal counterpart ‘All that stuff you

slap in the face’.
There are twenty occurrences of ILsCF-H in 98+LSLESglish Text sung

renditions; however they all belong to a singlegsorhis suggests that the rendition
type is not a good source of the phenomenon. Theg s&ri Sangabodhione of the
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most famous 98+LSLPS songs by the core artists BNiSh greatly facilitated the
development of 98+LSLPS. Therefore, it is notallat tdespite the song’s pivotal
role within the genre, ILsCF-H is rare in 98+LSLES8glish Text sung renditions.
[45] presents a sample of ILsCF-H belonging to aglish Text sung rendition in
the songSri Sangabodhi

[45]
Song -Sri Sangabodh({2000)

Sung (MFm) except where indicated

L33 [This piece of history
(F) histo-]

ILsCF-H in the extract consists of the horizontdigrament of the bound
morpheme/patrticle ‘-ry’ of ‘history’ (upper seque&cwith the bound morpheme
‘histo’. When interpreted in relation to its adjaténes, the line’s fragment ‘histo’ is
seen to constitute part of the noun ‘history’. $amy, the irregularity entailed of the
lone NP comprising the line’s upper sequence i3 i@solved (refer appendix 2).

As mentioned earlier, different presentational teghes are used to deliver the
sequences of ILsCF-H. Consider L83 in [46]: twoitsfsequences are sung (by an
Fm and M), while the remaining sequence is gengréteugh rhythmic rendition
(by M3).

[46]

Song -Sri Sangabodh{2000)

Sung - (Fm) and (M). Rhythmic rendition - (M3)

L83 [(Fm) We'll be modern history
(M) sangabodhi maligave-di

/sgobo:d1  maligavedi

(M3) Millenium musicyst represent]
Sangabodhi palace-the-in
{Sangabodhi in the palace.}
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With a total of eight occurrences in three songgthmic renditions are the second
most popular context for English Text ILsCF-H lindhe forms and structures of
ILsCF-H are similar to those already discussedhythmically rendered English

Texts contain no instances of ILsCF-H lines.

As will be explained in chapter 9, rapped and rhythrenditions possess a common
feature in that the lines are particularly closebnnected to musical rhythm. The
relevance of this to the present discussion steams the fact that (as also explained
in chapter 9) musical rhythm plays a leading roteuniting the lines of such
renditions. It is not surprising that these twodinn contexts are therefore the most
popular for ILCF-H which, if occurring in an altextive ‘regular (i.e. spoken)
linguistic environment would fracture the overatiity of the discourse. As regards
the general presence of ILsCF-H in English Textswould appear that it is

considerably strong owing to its occurrence ind¢hoéthe four Text rendition types.
7.7.2 ILsCF-H in Sinhala Texts

ILsCF-H lines are only found in Sinhala Text sumgditions except for a single
occurrence in a rapped rendition (L28atthu). This shows that it is not a dominant
feature of Sinhala Texts. Specifically three of thvelve 98+LSLPS sample songs
feature a total of thirteen Sinhala Text ILsCF-Hurtences. The extracts in [47]
represent some of the earliest and most recentAitd@nes in the sample’s Sinhala
Texts.

[47]
(a) Song Vasanthay€1998)

L3 [sithata naengena / sithuvili mal
/30t nagenoa  / siBUvIl mal/
©  sahas/ ]
/sahas/

[mind-to birthing thoughts flowers
secret ]
{[(The) thoughts that birth. Thought flowers
secr 1}
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(b) Song Kotthu(2008)

L13 [kotthuth one mata
/kapOUO onr Mmata/
kotthuth onea
G@o ore/ |
[ Kotthu also want for-me
Kotthusad want]

{[Kotthu also want for me
Kotthu also wat}

First consider [47a]: note that the extract congxisvo lines separated by a slash (/).
In this environmentsahascan be interpreted as an adjective (secret) oaphoun
(secrets). As with Sinhala Text ILACF-L lines Siteh@ext ILsCF-H lines are not as
ambiguous as are their English Text counterparssalfeady explained, this owes to
the inflectional system of Sinhala. What is fastim@g though, is the position of the
adjective and implications regarding the hierarghiorganisation of 98+LSLPS
lines. Specifically,sahasoccurs amidshaengenabirthing), the last word of the
upper sequence of the first line asithuvili (thoughts) the first word of the upper
sequence of the second line. Its horizontal pasitg involves its presence through
the latter part of the verly¢ng and the initial part of the nousithu) as opposed to
occurring linearly between them. As sudlahascan be seen to integrate the two
lines. The upper sequence of the first line inagoh is an adjunct while the upper
sequence of the second line in isolation is an [M#. illustrates this: the two lines

are represented as L3a and L3b.

[48]
Song -Vasanthay€1998)

L3a [sithata naengena

sahas]
{the thoughts that birth — secret}
L3b [sithuvili mal

sahas
{secret -thought flowers}
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Accordingly,sahasappears a singular noun in L3a and an adjectit&im Bearing

in mind that in the Sinhala original, the verb, gaees the adjective (birthing secret
thoughts), an interesting onomatopoeic effect iso afjenerated owing to the
horizontal rather than linear positioning of thgeative between the verb and noun.
Importantly, the horizontal positioning of the lexe sahasmeans it is far more
closely bound with the lines than would be a lilheaccurring constituent. Overall,
this example exemplifies line convergence in 98+RSL Each line shows internal
cohesion involving the fusion of horizontally orddrsequences while also appearing

connected to its adjacent lines.

[47b] presents another fascinating grammatical derapAs illustrated in [49], the
line consists of two simultaneously occurring semes. The words that align
horizontally (underlined in [49]), are the dativiesf person singular present tense

pronounmata‘for/to me’ and the verlonae‘'want’.

[49]

[Kotthuth one __mata
Kotthuth_ong

Translation

[Kotthu also want __forme

Kotthu also warjt

On the one hand, the alignment of the two wordaiklsntwo possibilities: ‘want for
me’ or ‘for me want’ — the difference lies in sertiannuance as they are both
perfectly permissible in spoken and written Sinhklawever, what we have here is
a more cohesive compound-like word integration gwma the words’ horizontal
positioning, which, while exhibiting both syntacpossibilities just presented, seems
to project a sense of ‘want’ and ‘for me’ as a cosife ‘state of being’. Moreover,
further possible interpretations emerge when the Is interpreted in terms of its

adjacent lines. [50] contains L13 of [47b] togetihth its adjacent lines.
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[50]

L12 takata takata takas aalp genna  malli**® daen
mata
{Bring (it) to me now younger-brother quicKy.}

L13 [kotthuth one mata
kotthuth onea
{[Kotthu also want for me
Kotthu also wr}

L14 [ lime-uth onea sam
lime-oth onae
{[lime also want sam
lime also want J}

The dative pronoumata ‘for/to me’, the last word of the upper sequence. b8
lends itself to being interpreted as the subjet¢hefupper sequence of L14, itself an
ILACF-H line'*’. Similarly, the line terminal dative pronoun of 21can be
interpreted as the subject of the predicktdthuth ong‘Kotthu also want’ or ‘want
Kotthu also’) contained in the upper sequence @.Llkewise, this interpretation
also renders the inflected construction ‘lutie (lime also) occurring in the centre
sequence of L14, the object of the verime (want) of the centre sequence of L13
resulting in the sequenckotthuth onadime-uth onaé (i.e. ‘Kotthu also want lime
also want’). Thus the speaker's desire for ‘Kotthaid ‘lime’ appear doubly

emphasized; a fascinating semantic consequence.
7.7.3 ILsCF-H in non-Sinhala/non-English Texts and.one Lines
There are no occurrences of ILsCF-H in any of taen@e’s non-Sinhala/non-

English Texts or Lone Lines. Overall, Sinhala Tersain the core domain of
ILsCF-H in 98+LSLPS.

110 While younger-brother is a literal translationgetterm functions as a second person singular
pronoun for males and is used by Sri Lankans widginessing males younger than themselves. It can
be used in both congenial contexts in order to teerespect and warmth as well as in hostile coatext
in order to invoke insecurity in the addressee.

M 1LdCF-H in Sinhala Texts is explored in sectiof.3.
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7.7.4 ILACF-H in English Texts

ILACF-H lines in English Texts are marginal: theg &giound in just one sample song
namely, BNS’celebratedSri Sangabodhand only occur in its sung renditionkhe
song contains a total of 24 ILACF-H occurrencegthifeumore, all the dissimilar

constructs of the lines involve Sinhala. [51] egants two examples.

[51]
(a) Song Sri Sangabodh(2000)

Sung- (Em) (M) and (F). Rhythmic rendition - (M3)

L60 [(M) _sangabodhi maligavedi ma
/ sagabo:01  maligavedi m/
(Fm) = | see ya grooving to this]

Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

(b) Sung -Sri Sangabodh({2000)

Sung- (Fm) (M) and (F). Rhythmic rendition - (M3)

L81 [(Fm) And be-lieve in our destiny
(M)sangabodhi maligave----di _ma
/ 8gobo:d1  maligavedi mu /
(M3) ~ Don't know who they ----- ]
Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

Let us first consider [51a]. The Sinhala sequemasstates as ‘In th&angabodhi
palace I, the proper noudangabodhrepresenting an adjective. The song, however,
is about an individual by the name 8fi Sangabodht?. Importantly, the line’s
horizontally aligned sequence cannot be ignoredatbempts to dissect it. [52]
illustrates how the two horizontal sequences (oicvithe Sinhala is a word-to-word

translation) appear together.

112 Recall that acoustic prominence is one of theegatused to determine the dominant code and
hence rendition mode of ILCF-H. It is this which kea [51a] an English Text line notwithstanding
the fact that the line’s Sinhala sequence precte&nglish sequence.
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[52]

L60 Sangabodhipalace in I
N N P PRO
I see ya grooving to-this
PRO V"2Pers.Sing. Pro V-Pres. P DET

Remarkably, the two sequences do not appear sigahcincongruous when placed
linearly save for the reiteration of th& ierson singular pronoun in the Sinhala and
English respectively and even this could be seera ateliberate repetition for

purposes of emphasis as shown in [53].

[53]

Sangabodhi maligavedi maee ya grooving to this

{In the Sangabodhi palace | | see ya grooving to it}

Once again, the variation concerns the semantinaeuaf the projected merger. The
Sinhala construction functions as a subordinataselaof an English main clause.
Crucially, that the constructions appear simultaisg are communicated and

perceived as such by their CofP and appear perfeetjular even when placed

adjacent to each other (as a ‘regular clausedicates the heightened degree of
language integration in this context - an inextrleablending (which the coinage

‘code fusion’ is intended to convey).

However, we also see that the line’s horizontaluseges are connected to their
counterpart sequences of their line’s adjacentslinelThe thematic and musical
rhythmic contexts of such lines (explored in thesweng chapters) promote this
interpretation. [54] represents a translation oWwhiie Sinhala sequence of L60
appears when interpreted in relation to its adja&amhala sequences in L59, 61 and
62.

[54]

‘Seeing /Having see8ri Sangabodhin the palace | will beat him and cause him life
harm’.
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7.7.5 ILACF-H in Sinhala Texts

Resembling English Text ILACF-H lines, Sinhala TExdCF-H lines occur solely in
sung renditions. English is the core code of thedi dissimilar constructs. However,
seven of the twelve 98+LSLPS songs contain a tofafifty nine ILdCF-H
occurrences. The two BNS songasanthayeind Shaheenaonstitute the sample’s
earliest and most recent contexts. The two extrad&5] belong to them.

[55]
(a) Song Vasanthay€1998)

sung MMmFm) combined with simultaneous (F) rhythmic ridiod

L36 [pibidena mal / piyali vage
/pbideno mal prjolr vage/
(F) There’s always / peace freedom]

blooming flowers / buds like-are
{Blooming flowers. Buds are like.}

(b) Song -Shaheen#2008)

Sung by (M2) except where indicated.

L33 [mage haadakam kalpayak durin/ahi iki bindinne/
/mnge haBokam  kalpojak Ourin dryan k1 bi@inne/
(F)oh oh ah]

my affection very-long-distance from keeping t@s-breaking
{My affection (a) very long distance away. Beping and weeping.}

[55a] contains two lines (which we term L36a an®hB Each is an ILACF-H line.
The upper sequence of L36a is a Sinhala noun pHpakelena mal blooming
flowers). It is paralleled by an English subjecttheut a complement (‘There’s
always). In L36b the Sinhala sequence can be it as a predicate without a
subject. The line’s English sequence constitutes lome nouns. As with ILACF-H

in English Texts, the lines’ defining horizontalpgsitioned sequences enables us to

interpret the lines in diverse ways.
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[56] presents a basic grammatical analysis of W lines in [55a]. Observe that
each of the lines’ sequences contain two wordsaliggament in [56] corresponds to
the way in which the lines are performed (delivgiadheir default audio format.

[56]

L36 [pibidena mal / piyafi’vage
/pbidens mal / prjolr vage/
V- Prog. N N AUX.
(F) There’s always / peace freedom]
Det-AUX ADV N N
blooming flowers buds like-are
{Blooming flowers. Buds are like}

Interestingly, as shown in [57], the grammaticabaguities resulting from the fact
that the sequences are constituent fragments diaapgphen they are aligned
linearly. The translation of the Sinhala code segas are in bold font.
[57]
Line 36a of [55a]:
blooming flowersthere’s always
[[[There’s [always]]pibidena [mal]]]
Det-AUX ADV ADJ N
OR

There’s alway®looming flowers

[[[ pibidena [mal]] [[There’s [always]]]
ADJ N DET-AUX ADV

Line 36b of [55a]:

Peace freedorbuds are like

[[[peace] [ freedom]] [piyali] [vagd]]
N N N AUX+V

13 mal piyelican be regarded a N+N construction; a compound.
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OR
Buds are likepeace, freedom

[[[piyali] vagd] [[peace] [ freedom]]]
N AUX+V N N

The plausibility of the above is supported by tlaetfthat the lines’ Sinhala
sequences can either precede or follow their Emgl®unterparts. Remarkably, the
sentences fall in line with both English and Siahgdammar. So in terms of English
grammar, the Sinhala sequence in L36a becomesitipecs of the English sequence.
In L36b, the English sequence becomes the subjéade vhe Sinhala sequence
assumes the identity of the predicate. Howeverustatally, the dominant code of

both lines is Sinhala; hence their classificatienrstances of Sinhala Text ILACF-H.

It would appear that the horizontal positioningtioé lines exemplifies the fact that
the sequences of each line can be alternated vatlsignificant change to the
meaning of the lines and that each interpretasotompatible with the grammars of
both codes. Indeed, it could be argued that thezdwtal positioning of the

sequences projects both interpretations. Consdguehe lines can be seen to
exhibit greater morpho-syntactic fusion than exeibiwhen the lines’ respective
horizontal sequences are aligned linearly. At thisge we see that the lines
complement one of the two components of framewedarding 98+LSLPS line

organisation: specifically they elicit internal grenatical autonomy.

But what of the counterpart component of the frawmwwhich maintains that
98+LSLPS lines are connected to each other? Integés the lines’ autonomy does
not conflict with this premise. The thematic cortten the renditions in which the
lines are positioned (discussed in chapter 8) andical rhythmic frame through
which they are channelled (discussed in chaptsupport the interpretation that the
lines are also connected to each other. Grammigtical, the lines can be interpreted
as connected to each other. Accordingly, [58] prssénvo possible interpretations
involving L36a and L36b: the words in regular foepresent English while those in

bold font are translations of Sinhala.
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[58]
L36a+L36b of [55a], merged.

Like blooming flowers buds there’s always peace freedom.
OR
There’s always peace freeddike blooming flowers buds.

Observe that here too the converged lines and tbairesponding horizontal
sequences are amenable to alternation when aliginedrly. Moreover, both
interpretations are grammatical in both English &idhala. The convergence
between the sequences line internally and includdjgcent line sequences reflects a
hierarchical fusion of sorts perhaps. This is gjtprevocative of the not-mixed
counterpart of the dual identity with which the gers associated by its CofP while
the fact that the lines do nevertheless embodyirttegration of dissimilar codes

parallels the mixed counterpart of the dual idgntit

Now consider the two lines of [55b] termed L33a &88b reproduced in [59].

[59]

L33a [mage haadakam kalpayak durin
(F)oh]
my affection very-long-distance from

L33b [thiyan iki bindinne
(F) oh ah]
keeping tears-breaking

The horizontal convergence of the Sinhala and Ehglequences in each of the lines
appears less complex than in the two lines of [98% owes to the fact that the
English sequences in both involve ‘pop formula&i. t@e one hand, one could argue
that the English sequences are therefore semdptrealundant making the Sinhala

sequences more pronounced.

On the other hand, the English code ‘pop formutairotes despair. Moreover, the
Sinhala sequences of L33a and L33b reflect thamsents of distance (connotative
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of parting) and flowing/breaking respectively; thep evoke sorrow. Consequently,
the convergence of the Sinhala and English segseaceentuate the feeling of
sorrow. Furthermore, each of the English sequencesirs at the end of their
respective lines and can be seen to serve as tbhedary of each line (in

performance) thereby projecting the lines as paltpnomous.

However, the lines’ horizontal sequences do exhéitegree of grammatical

irregularity. As shown in [60], the Sinhala sequeitlL33a is a lone subject:

[60]

L33amage haadakam kalpayak durin
Sing.Pres.Poss. PRO N ADJ N+Prep blend

Similarly L33b includes a particle predicate andjoactive clause. Both sequences
are therefore sentence fragments. The irreguleitgduced when the sequences of
the both lines are interpreted together. Accordingle see that line convergence is
promoted by the lines’ grammar. Overall, then, [Ejresents ILACF-H lines which

appear autonomous and connected to each other.

[61] represents a particularly complex Sinhala TesCF-H line. The song in which

it occurs isOba Magemaiwhich happens to be the sample song containing the
highest number of Sinhala Text ILACF-H lines.

[61]

Song ©ba Magema(2003)

Sung-(MmFm). (F) where indicated

L32 [dore galayana senehe obai

Bore galajano  snehe obar/
N-Loc V-Prog N-Loc ™ Pers.Sing. PRO+ AUX
(F) Me ybuiever leave]
Life-in flowing  love-in/of you-are
{(The) love flowing in/through lifeyou are.}
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First let us consider the line’s Sinhala sequellicis. a main clause, complete and
regular in terms of typical Sinhala grammar. Thglish sequence begins with what
appears to be a lone first person singular prorimah since it is followed by a main
clause. However, the clause contains an intraesiterb ‘leave’. Consequently, the
pronoun ‘me’ could also be interpreted as a fromtieelct object of the verb: ‘you'll
never leave me’. In terms of the horizontal aligninef the two sequences the first
person singular pronoun ‘me’ of the English seqeeoaincides with the Sinhala
common noun marked for the locative cdseerepresented in the translation by the
noun+ preposition construct ‘life-in’(in-life). Siharly, the Sinhala second person
singular pronoun plural copula verb blesioii deriving from the conjunction ajba
(you) andthamai(is/are) parallels the English second person sarguionoun ‘you’

of the English SVO clause ‘you’ll never leave’.

Arranging the sequences linearly and in so doindpsttuting the English
constituents for their Sinhala counterparts resaltee construct presented in [62].

[62]

L32 ‘Me galayane senehgu’ll never leave’
Trans: Mein flowing love you'll never leave

Here too the first person singular pronoun ‘me’ agm grammatically awkward.
Nevertheless, it is interesting that overall, tlenstruct conforms to English and
Sinhala grammar and consequently echoes the oegamisof [55a]. Interpreted as
an English clause, the Sinhala sequence assumemsldghity of a prepositional
phrase. It remains a prepositional phrase even whenline is interpreted as a
Sinhala clause. That it is more Sinhala is evokedthe fact that the line’s
(acoustically determined) dominant code is Sintald that the line belongs to a
Sinhala Text rendition. Importantly, these intetatiens of the line illustrate the
inextricable bond between the horizontal sequentdsCF-H lines. The issue of the
grammatically awkward pronoun ‘me’ is resolved whiea line is viewed in relation

to its preceding line as shown in [63].
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[63]
Song -Oba Magemai

Sung-(MmFm). (F) where indicated

L31 [gala halena digu nadiya obai

/adla  haleno  Oigu nadijo obar/

) (Faby won’t you hold]
flowing tumbling long river you-are
{(A) flowing tumbling long river you are.}

L32 [dore galayana senehe qbai
Bore galajano  snehe obar/
(F) Me ytuiever leave]
Life-in flowing  love-in/of you-are
{Me. (The) love flowing in/through life you ae.}

L33 [ himidiri yuga-ye sudan obai
/hmidirt jugaje suvaQa  obar/
(F) Me say you'll always be beside]

early  time-in/of or morn-in/of fragrance you-are
{Me (The) fragrance of early morn you are.}

L34 [mage diviye  himikari oba
/mge Orvije  himikarr oba1/
(F) Me tell me youlivalways need |

my life-in/of possessor (female) you-are
{Me (The) possessor of my life you are.}

Accordingly, the pronoun becomes the direct obgcthe English fragment ‘baby

won't you hold’ of L31. The pronoun ‘me’ in L33 fations as the object of the verb
‘leave’ of the English construct ‘you’ll never legivin L32. Observe also how the
first person singular present tense pronoun fratitthe lines in [63] and as evident
in appendix 2, fronts all the lines of the partaouText rendition. Consequently, we
encounter, yet again, a grammatical portrait inNgwvrelatively autonomous lines
but interlinked nevertheless. As mentioned previguthe songs’ themes and
musical rhythmic structure promote this readingpdmantly, the reading adheres to
the framework about 98+LSLPS lyric line organisatand in so doing reflects at the
level of the lyrics, the dual (mixed and not-mixaédintity with which 98+LSLPS is

regarded by its CofP. Remarkably, line internagjliistic cohesion can be seen to be
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particularly strong in ILACF-H lines despite thectfahat they appear to exemplify

language mixing.

7.7.6 ILACF-H in Non-Sinhala and Non-English Textsaand Lone Lines

The sample’s Non-Sinhala/English Texts and Lonees&irontain few ILACF-H
lines; two each in the Divehi and Arabic Texts dhctke in the Lone Lines. The
occurrences are dispersed across sung and A-rhythenditions. Furthermore,
English is the code of nearly all the lines’ disg&m constructs. [64] contains the

sample’s earliest and a recent ILACF-H line.

[64]
(a) Song Ae Hetha2007)

Refrain —sung-(F), interspersed rhythmic rendititvi$

L8 [Mee the hey thei aey mee numphene kelaa aey
Check this out. .yo yo yo girl.........now play that]

(b) Song -Sri Sangabodh({2000)

A-rhythmic rendition (M1+ M2)

L1 (M1) [Maetha athithaye Sinhalaye vangsha kathaven pituig

/Imdls  ABiboje smhslsje vanfo  kaBaven prtuvak vijo/
(M2) When

| was in Ceylon they used to have theseyuitthe storescalled tea-stores and
in these stores they played some funny little s@mgsone of them sounded a little
bit like this]

recent history-in-the Sinhala-of kge story-from page-a was

{Of the recent history of (the) story (ofinBala lineage a page (it) was}
Recall that non-Sinhala/English Texts or Lone Lineastain no ILsCF-H lines. The
paucity of ILACF-H and absence of ILsCF-H in nom&ila/English Texts or Lone
Lines confirms that Sinhala and English Texts aeedore of ILCF-H. As stated in
relation to ILACF-L in non-English/Sinhala lineg, i likely that the 98+LSLPS
CofP’s negotiation of ILACF-H lines will involve greater focus on whatever
sequences that occur in English or Sinhala owintheéo unfamiliarity with the non-

English/Sinhala codes and fact that Sinhala andigngre the core of their shared
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(linguistic) repertoire. It is the relative acowstiprominence of the non-
English/Sinhala sequences which underlies the 'lioede names (i.e. Divehi line
etc). Explained in chapters 8 and 9 song themearamical rhythm connect the lines
with the other lines of their respective song Igrié\ccordingly, they too are shown

to support the framework regarding 98+LSLPS lyine lorganisation.
7.8 Summary and conclusion

This chapter is the first of a three part analysfethe 98+LSLPS sample (introduced
in chapter 5) spread over three chapters and watdgrtin terms of the analytical
framework advanced in chapter 6 with a view to usi@ading the dual identity
assigned to the songs by their CofP at the leveloofy lyric organisation. In brief,
the framework maintains that 98+LSLPS lyric linéisievarying degrees of internal
grammatical regularity and yet display a strondimation to being interpreted as
connected to each other. Due to their partial gratimal regularity and entailed
autonomy, the lines reflect a mix when viewed tbhgetand hence reflect the mixed
counterpart of the identity. The lines’ inclinatibmbeing interpreted as connected to
each other and forming part of an extended clagféects the not-mixed counterpart

of the identity.

The first part of this chapter involved explorifigetText and Lone Line renditions of
the songs. The focus was mainly on Text renditionslving Sinhala and English
owing to the fact that they are the dominant coofe88+LSLPS™. Accordingly,
English and Sinhala Text renditions were exploredeactions 7.2 and 7.3, Arabic,
Tamil and Divehi Text renditions were explored ecson 7.4 while Lone Line
renditions were explored in section 7.5. The Texditions, particularly English and
Sinhala Text renditions were shown to support thaygical framework; the lines
elicited some degree of grammatical regularity anthis sense autonomy but also
elicited a very strong grammatical tendency towdreisg interpreted as connected

to each other. As explained, song theme and musticatture explored in chapters 8

1% Ten of the twelve 98+LSLPS sample songs containdyinvolving the integration of Sinhala and
English while one@ba Hindg is entirely in Sinhala and the oth&grk Ange) is in English.
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and 9 respectively, highlight the relevance of filaenework to non-English/Sinhala
Text and Lone Line renditions. The exploration @ renditions also involved
detailing the relationship between the specific esoénd the four presentational

techniques through which the lyrics are commungtate

With nine of the twelve sample songs containing IBhgText rapped renditions,
rapped renditions were identified as the dominantdition form of English Text in
section 7.2.1. Crucially, their lines are dominateg sentence fragments and
lexeme/word fragments. It is these features thabamestrate the Text renditions
lines’ strong inclination towards being interpretesirelated to each other. Yet they
also exhibit partial grammatical autonomy. Engli&xt Sung renditions (explored in
section 7.2.1) constitute the third dominant rendiform of the English Texts. They
too contain sentence fragments though less gramatigtembiguous. Also, they do
not contain lexeme fragments. The lines do, howengme (discussed in chapter
9). Consequently, the lines appear partially automas while sentence fragments
and rhyme project them as connected to each othesection 7.2.3, rhythmic
rendition was shown to be the second dominant tiendiype of English Texts. The
renditions’ lines contain sentence fragments manbiguous than English Text sung
rendition lines but less ambiguous English Textpegp rendition lines. The lines
differ from rapped and sung renditions in that tkdeynot contain lexeme fragments
nor do they rhyme. Grammatically, these lines tomglement the framework about
lyric line organisation: they are autonomous teegrde while being strongly inclined

towards being interpreted as connected to each.othe

The least productive rendition type of English Téxtthe A-rhythmic rendition
explored in section 7.2.4. Overall, just threegsonontain a total of 7 A-rhythmic
rendition lines including two short English TexkofthuL69-73 andSri Sangabodhi
L48-49). Indeed, these renditions are shorter thgthmic renditions. Because they
are defined in terms of clausal cues corresponttintatural speech and not musical
rhythm (explained in chapter 9) A-rhythmic rendiiolines are regular
grammatically. Consequently, the lines do not mija@a strong grammatical

inclination to converge with their adjacent linétowever, chapters 8 and 9 show
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that the lines are inclined towards being integuieds connected to their adjacent
lines due to song theme and musical structure.absence of line-terminal rhyme in
the rapped renditions reinforces Krims’ claim thmatap, line internal rhyme is more

frequent than line-terminal rhyme (2000: 43)

Ten of the twelve sample songs contain SinhalasTé&ompared to English Texts,
the rapped rendition occupies a very differentustah Sinhala Texts: the sample
contains only one Sinhala Text rapped renditiorsdassed in section 7.3.1). A
further distinguishing feature of the Sinhala Teapped rendition is the relative
grammatical regularity of its lines. On the conyrarecall that sentence and
lexeme/word fragments dominate in English Text esmppenditions. Nevertheless,
the lines do also appear equally amenable to beiegpreted as connected to each
other. The leading rendition type of Sinhala Teistsinging. All the ten songs
containing Sinhala Texts contain Sinhala Text swegditions (section 7.3.2).
Remarkably and importantly, these renditions redenthe English Text rapped
renditions. Specifically, they abound with senteriagments. Nevertheless, the
lines’ degree of fragmentation is less in compariso their English counterparts
making them appear autonomous; as explained irdigw@ission, this owes to the
nature of Sinhala grammar. Yet Sinhala Text sungdit®n lines also rhyme.
Coupled with their sentence fragments the linesetbee, also appear connected to

each other. Sinhala Texts contain no rhythmic ghythmic renditions.

Only three sample songs contain non-English/Sinlcalde Text renditions; they
were explored in section 7.4. The code in each Jang rendition is different. So
cumulatively the songs represent Tamil, Arabic &ivehi Text renditions. Section
7.5 concerned 98+LSLPS Lone Lines; ten lines ctrstthe Lone Line collective of
the entire sample. Overall, we see that Englisht Tepped and Sinhala Text sung
renditions dominate the sample. The paucity of Lbine renditions reflects the fact
that the vast majority of lines in the lyrics ocas groups (i.e. Text renditions). This

fact also reinforces the framework about 98+LSL#f lorganisation.
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The exploration of 98+LSLPS Text renditions wasldwked by a discussion of
ILCF-L and ILCF-H in 98+LSLPS Texts and Lone Lingsctions 7.6 and 7.7. This
meant exploring the framework regarding 98+LSLP® Ibrganisation at the level of
these ‘mixed’ ILCF-L and ILCF-H lines. Each phenorae was explored in relation
to the Text types found in 98+LSLPS; e.g. Engligx{$§, Sinhala Texts etc. The
investigation of ILCF-L comprised the exploratiohllodCF-L only. The exploration

of ILCF-H included the exploration of both ILsCF-Bihd ILACF-H. Crucially,

ILACF-L and ILCF-H comprise two of the three lingtic contexts which (as
explained in section 7.1) ‘appear’ to conflict dilg with the not-mixed counterpart
of the identity with which 98+LSLPS is associatedits CofP. The robustness of
ILACF-H and ILCF-H was measured according to thealoer of songs in which they

occurred.

The reason the exploration of ILCF-L was restridiedLdCF-L owes to the overall
thrust of this chapter in exploring the most nuahsies of conflict between the dual
identity assigned to 98+LLSPS by its CofP and tBelSSLPS lyric organisation.
Specifically, ILACF-L contrasts with the not-mixedunterpart of the dual identity
because it is based on the conjunction of dissinatades (mostly involving the
integration English and Sinhala). Both sub categowf ILsCF-H and ILdCF-H
conflict with the not-mixed counterpart of the dudéntity attributed to 98+LSLPS
by its CofP because they involve the horizontajrafient of different constituents;

the former involves the same code while the latteolves dissimilar codes.

English Texts (section 7.6.1) and Sinhala Textsti@e 7.6.2) were identified as the
nuclei of ILACF-L in 98+LSLPS. Moreover, nearly ae lines involve the
juxtaposition of these two codes. There is only ooeurrence of ILACF-L in a Lone
Line making Text renditions the home of ILACF-L98+LSLPS. On the one hand,
98+LSLPS Sinhala Texts contain the overwhelmingomitgj of ILACF-L lines: they
contain over sixty five occurrences. However, timed are distributed across four
sample songs whereas English Text ILACF-L was fanrsix songs despite eliciting
a total of less than 40 occurrences. Explored lgriefsection 7.6.3, the sample was

found to contain very few non-Sinhala/English T&dCF-L lines. It was argued
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that it is the lines’ dissimilar code that is likdlo be negotiated by the 98+LSLPS
CofP because the lines’ dominant codes do not foam of the core codes of the
CofP’s shared linguistic repertoire whereas thé thesimilar code (English) does.

The phenomenon of ILsCF-H was found to be less ek in 98+LSLPS when
compared to its counterpart ILACF-H. In the casdLsCF-H, four songs elicited
occurrences in English Texts (section 7.7.1) wilileee did so in Sinhala Texts
(section 7.7.2), specifically Sinhala Text sungdigans. Not only did the English
Texts lead by just a single song, but containesl tikan one third of ILsCF-H lines in
comparison to the Sinhala Texts. Consequentlyoiild/appear that the phenomenon
has equal status in both English and Sinhala Té&ktstre were no ILSCF-H lines in
the sample’s non-Sinhala/English Texts (section3].7n the case of ILACF-H,
Sinhala Texts (section 7.7.5) were identified asdbre context for the phenomenon
in comparison with English Texts (section 7.7.49,9econd core context. Seven of
the twelve songs contain a total of fifty nine SilehText ILACF-H lines while only
one song contains an English Text ILACF line. AbhWliLdCF-L, nearly all ILACF-H
lines involve the juxtaposition of English and Safh Only a few non-
Sinhala/English Texts contain ILACF-H lines (secti7.6).

It is interesting to note that of the three phenoai.dCF-L, ILsCF-H and ILdCF-
H, ILACF-H is the most dominant in the sample. @iseussions also showed rapped
and rhythmic renditions to be the dominant confexiLdCF-L and ILsCF-H in the
English Texts while singing was found to be the a@mt rendition type for ILACF-
L, ILsCF-H and ILdCF-H in the Sinhala Texts. Moreoythe absence of non-
Sinhala/English ILsCF-H lines and paucity of nom&ila/English ILACF-L and
ILACF-H lines in the sample further reinforces Esigland Sinhala as the core codes
of the 98+LSLPS CofP’s shared linguistic repertoiraportantly, the discussions
showed that ILACF-L and ILCF-H conform to the framoek regarding 98+LSLPS
lyric line organisation. That is the lines were whoto exhibit considerable
grammatical regularity while also demonstrating@dgsposition to being interpreted
as connected to each other.
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We therefore conclude at this stage that the streadf 98+LSLPS Text rendition
lines and Lone Lines including ILACF-L and ILCF-iHds complements the mixed
and not-mixed identity assigned to the songs bywaw SLPS CofP. Chapters 8 and
9 demonstrate how a lyric’'s Text renditions andehéer its Texts and Lone Lines

converge in terms of song theme and musical streictu
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Chapter 8

The 98+LSLPS sample: Song (lyric) organisation thragh theme

“[M]usic does not...simply provide a marker in a grastured social space, but [a]
means by which this space can be transformed” €St@R94).

8.1 Introduction

Chapter 7 explored the grammatical organisatiothefsample lyrics according the
analytical framework introduced in chapter 6. Thigpter explores the thematic
organisation of the lyrics according to the sanmamiework. Specifically, it first
focuses on theme at the level of Text renditioaslileg to an analysis of how theme
contributes to connecting the Text renditions deat and thereafter how theme also
contributes to connecting the Texts and Lone Livfes lyric to form a cohesive unit
(the Text-rendition to Text/Lone Line hierarchyilisistrated in figure 3 of chapter
6).

Theme and topic are at the core of a song lyric @hohately represent the core of
individuals’ negotiation, in this case the 98+LSLIEE®fP’s negotiation of their
songs. Furthermore, bear in mind that the mixedrastemixed identity assigned to
the genre by its CofP does not relate solely topmments of the songs but to the
songs in their entirety too. Therefore, it makessseto consider the various facets
comprising a 98+LSLPS lyric in the attempt to redtenthe identity assigned to
98+LSLPS by their CofP at the level of 98+LSLPSdyr

Section 8.2 presents a general review of the btbanhatic tendencies of the song
sample. Appendix 3 contains summaries of the sbeges™. A description of

115 A summary of the theme/s of the so@ga Hindaby Iraj is not included. The song is similarly
excluded in the transcriptions of appendix 4 tobisTsong, although belonging to the repertoire of a
98+LSLPS core artist, features a leading non-98-RSlartist. As such, it does not display the
characteristics of 98+LSLPS songs. Crucially, thegsis an exception in as far as Iraj's song dtyle
concerned.
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three stylistic devices which contribute to thentlatic complexity of the songs
follows in section 8.3. They are the refrain, isucterpart, the stanza and the
technique of multiple voicing. Next the thematiaiddencies of each of the Text
rendition types (i.e. rapped Text renditions, sliegt renditions etc) are presented in
section 8.4. Indeed, it is widely recognised tlatgluiages can assume congruence
with specific forms of content in the context ohdmage mixing (see, for example,
Bentahila and Davies 2002: 200; Rayfield 1970 odd¥sh-English code-switching,
Stevens 1974 on Arabic-French code-switchir@gction 8.4 also identifies where
the four Text rendition types tend to be positioniadthe lyrics (e.g. rapped
renditions occur in the middle of a lyric) so addoilitate the discussion in sections
8.5 and 8.6. Section 8.5 explores the relationbbipveen the renditions of a Text in
terms of theme. Thereafter, section 8.6 exploresréhationship between the Texts
and Lone Lines (essentially all the linguistic caments) of a lyric in terms of
theme. Overall, the discussions show that themiéticthe renditions of a
98+LSLPS song Text and likewise a song’s Texts lame Lines are connected
hierarchically in accordance with the analyticanfiework concerning 98+LSLPS
lyric organisation. Accordingly, (and as with cheip®) the discussions reconcile
98+LSLPS lyric organisation and the identity assmjnto the songs by the
98+LSLPS CofP: this time, in terms of song theme.

It has already been mentioned that 98+LSLPS isBoesa Sri Lankan context which
iIs heavily multilingual. Chapter 2 also highlighteshme of the issues relating to
English and Sinhala usage, their manifestations #ad increasing complications
arising from attempts to differentiate and definehs manifestations in terms of the
wider discourse on language dialects and variebneieed, as explained in chapter 6,
the use of such terms dssimilar andsimilar in the analytical framework concerning
98+LSLPS lyric organisation reflects recognition thiis. Importantly, 98+LSLPS
represents an exemplary example of unorthodox armdse language use in Sri Lanka.
Consequently, considering the dominance of ‘langueayiety’ centred discourse on
English in Sri Lanka (described in chapter 2), #efbexploration of English in
98+LSLPS in relation to the topic of Sri Lankan Esiylanguage varieties is presented
in 8.7. A similar investigation of 98+LSLPS Sinhala relation to the two typical

233



categories associated with it, namely formal anitbgaial Sinhala (also described in

chapter 2) follows in section 8.8.

8.2 98+LSLPS - overall thematic tendencies

Broadly, most of the sample songs explore the topitove’ explicitly, while the
rest do so implicitly: specific narratives and gopics distinguish the songs (refer
song theme summaries in appendix 3). That is, teheotwelve 98+LSLPS sample
songs concern love between individuals. The thermatcleus of the remaining two
songs is secular love; the two songs @neSangabodhiby BNS andKotthu by Iraj.
Sri Sangabodhiconcerns the celebration/love of new identity whKotthu

celebrates a popular Sri Lankan street food c&letthu.

Moreover, the treatment of the topic of love vamessiderably in relation to the
four Text rendition types of 98+LSLPS. Furthermoreany songs involve the
explicit celebration of sexual love. This arguallferentiates 98+LSLPS from
other genres of Sri Lankan song. Although the two-88+LSLPS sample songs
also concern the topic of love neither pertainseaual love. As clarified in the
ensuing discussions, the 98+LSLPS CofP’s manipriadif their shared (essentially
Sinhala and English) linguistic repertoire in theniexts of the four 98+LSLPS
rendition types (of rap, singing, rhythmic and Aatmic rendition) underlies the
ambiguous and complex thematic layers of the lyrics

8.3 Refrain, stanza, multiple voicing

Three devices specific to musical structure angkstato the genre of popular sung
song further enhance the thematic complexity ofl®4S lyrics. They are, the
refrain, its counterpart the stanza and the teclenmf multiple voicing. The refrain
and poetic stanza/verse are terms used to refapéwific modes of language
presentation occurring in most genres of vocal sotyidge’, ‘channel’, ‘release’,
‘middle eight’, or ‘inside’ are some alternativertes to ‘refrain’. Musically, a refrain
functions to provide contrast being not only metoind often harmonic) but also
tonal, particularly in the case of popular songrgerand inevitably in the case of
western tonal music often modulating to the subdami, dominant, submediant, or
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mediant key'® (Oxford Music Online). All the refrains of the 98$LPS sample are
given in appendix 2. Alternating with stanzas, agse refrain tends to be a recursive
element and therefore, functions as its musicall@nonplication thematic nucleus.
The refrains of 98+LSLPS are highly recursive. lihes words, the prominent
position occupied by a song refrain lends promieetw its linguistic content.
Therefore, and not surprisingly, the linguistic st of song refrains tends to
comprise either a synthesis of the song’s thenfatias/foci or an important aspect
of a song’s theme or themes. As Bentahila and €3anote, a refrain is ‘where
rhythm, rhyme and change of language all conspirkering these particular words
into the limelight’ (2008: 5; see also Bentahilalddavies 2002: 202).

The linguistic content of a song’s stanzas varidss is a key difference between
refrains and stanzas. As will be seen in the dsonsof a 98+LSLPS song in section
8.5, a song’s refrain can also reflect some themedriations when it recurs;
however, its core content remains the same. Moredkie melodic repetitiveness
accompanying a refrain as it recurs between a satghzas reinforces its attendant
core message (see Hodge 1985 qtd. in Bentahil®awigs 2008: 8}".

Multiple voicing too is a characteristic of voca&lds music which crucially, can be
seen to enhance the thematic complexity (and artipjgof 98+LSLPS lyrics. It

involves the simultaneous presentation of one aerhgic lines by a combination of
female and/or male voices. Importantly, a majoofysingle and multi code (i.e.
ILACF-L or ILCF-H) 98+LSLPS lines involve variousombinations of female
and/or male and even child voices. Interestinglyltiple voicing is absent in the two
non-98+LSLPS songs of our sample. This may sugbasit occupies a particularly

important place in 98+LSLPS in the context of Sankan popular music.

1% The concept of the musical key relates to meloHickvis outlined in chapter 9 (9.6).

17 That repetition serves to clarify and enhance canicative efficacy in natural speech has also
been recognised (see Bentahila and Davies 1983; @8imperz 1976 on Hindi-English and
Slovenian-English; Kachru 1977: 111; Rayfield 19310 Yiddish-English; Redlinger 1976; Timm
1975).
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8.4.1 Thematic features of 98+LSLPS rapped Text rafitions

As discussed in chapter 7, English Texts are thmeh@f 98+LSLPS rapped
renditions (i.e. ten of the twelve sample songstaionrapped renditions, English
being their dominant code). Importantly, nearlyta# sample songs’ English rapped
renditions (contained in the song transcriptionsappendix 2) include explicit
references to sexuality in pre and post maritatexds. The Text rendition in [1] is

an example.

[1]

Song -Ae Hetha(2007)
Rap (M)

L29 Ya ya

L30 Let me take you back to my home place
L31 Mage gederaell call it home base

L32 We can take my -------- 1% whole way
L33 G for flying you know bout mgle
love

L34 Say no more no phone call yo I-

L35-raj we gonna be there de mau feel me

L36 Andenjoy the journey cos

L37 This gonna be something you won’t forget bedieve
L38 We touch down in the evening aRd

L39 Raj picks us up we’re drinking

L40 Out the trackand the Ds and the candy

L41 World | wanna take you panties please

L42 | know you like this treatment get your

L43 Head sprung then get done for the weekend
L44 Yo Iraj I'll be back

L45 Tell that Maldivian girl to sing the track

This rendition revolves around a male speaker asmg sexual desire for a female.
As argued in chapter 7, interpreting L34 and 3%®toegr includes the convergence of
the lines’ concluding bound morpheme ‘I’ and ‘ragsulting in the construction

‘Iraj’, a Sinhala proper noun representing a mhig, as we know is also a core artist

18 The recording is unclear here and printed versigrike lyrics exclude this particular Text
rendition.
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and this song is classified as one of his songk4reference to a ‘Maldivian girl’
suggests the addressee is a female. However, ridéioa provides no details about
the girl in the form of a name or background concey her relationship with the
addressor. Another particularly sexually expli@pped rendition is presented in
L28-44 of the sample sorigark Angel(refer appendix 2). The addressor is a male
while lines such as L44 indicate that the addressdemale. The Text rendition
involves the addressor explicitly detailing an alcsexual intercourse involving him
and the addressee. Comparatively, some rappedticgrsdsuch as the two in the
song Malpeththak may appear mild. However, they remain provocativeenv
compared to 98+LSLPS sung, rhythmic and A-rhythrerditions. Consider [2] for
example; the rendition reflects radicalism as itoiwes the addressor daring the

audience to listen to and celebrate the new sotg \which represents new identity.

[2]
Song —Vasanthay€1998)

Rap: (M) with (F) background vocalisation

L18 So

L19 Check out check out my neéBinhalastyle | am

L20 Using the styldor the very first time which

L21 Comes from a country from a country a pead tdnd from the
L22 Hill and the rivers and the golden sand withtimo

L23 South east and west together we must stand u-

L24 -nite the bond of friendship and the love tog tountry man
L25 DJ at the mike do the boogie dance man lets

L26 Do theSinhala dance walla two three

As will become apparent in the ensuing discussitirespther rendition types are not
radical. Similarly, even the 98+LSLPS rapped Textditions occurring in the two
songs which do not concern love between humansnare provocative than the
other 98+LSLPS rendition types. The rapped Textitem in the BNS sondri
Sangabodhalso involves a ‘dare’ posed by the addressontadaressee to join and
follow the example of a ‘visionary’ called Bathiydhe song recounts the murder of
a respected historical figure of royal lineage @thas stated in appendix 3 has been
recorded in historical texts) and broadly speakingns part of a celebration of Sri
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Lankan identity involving the conflation of pastdapresent. Likewise, the rapped
renditions in the songotthu provide details of a male addressor’'s (mostlygdle
adventures due to his love of the fast food Kotffhwugh not unique to Sri Lanka
Kotthu, a form of street food has grown to become quintessential national fast-
food of Sri Lanka (similar to fish and chips in ®&in for example). Moreover,
making Kotthu the topic of the song (including riépped rendition) can be seen to
represent the 98+LSLPS CofP’s desire to champidistanctly local identity. Krims
(2000: 42) notes that food is not an unusual tdpiccertain forms of rap music.
However, 98+LSLPS is not a rap genre but ratheeraegof popular music which
involves some rap. Therefore, that a food itemhes topic of an entire 98+LSLPS
song, (indeed a very well known 98+LSLPS songiisresting. It is also interesting
to note that the only occurrences of Sinhala andilT&ext rapped renditions occur
in the Kotthu song; consequently, it appears thegligh (in rapped renditions) is the
code through which the most provocative (sexuaklplieit) thematic content of
98+LSLPS is communicated.

Considering that the central focus of this chapétates to how theme unites the
renditions of a Text and thereafter unites a Igri€exts and Lone Lines, let us now
explore thematic unity at the level of rapped rands. While it is possible to derive
a broad sense of the topic of the 98+LSLPS rappmed renditions (e.g. an addressor
or addressors making sexual innuendos to an addrems addressee or uttering
provocative statements) it is nearly impossibleléaipher further details about the
topic such as the gender and identity of the addreand addressee/s, and/or the
specific context foregrounding the exchange betwdbe addressor/s and
addressee/s. The ambiguity surrounding addressdr auressee identities is
augmented by virtue of the fact that song rendd#ti@hso constitute the site of
communication between its artist/or artists andrtlaeidience and yet it is the
artist/artists who are involved in ‘acting’ out tepecific narrative of the rendition.
Moreover, the fact that rapped Text rendition liaes delivered by combinations of

lone and multiple voices compounds the Text reod#i ambiguity. Consequently,

19versions of this food are prevalent throughoutAgiarticularly in South and Southeast Asia.
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we see that rapped Text renditions exhibit thematibiguity despite also exhibiting

a degree of thematic cohesion. Consider the rappgtrendition in [3]

[3]
Song -Sandawathure2006)

Rap (F) — L31 —L 40(M) delivers middle of L40, katipart of L40-52 by (Mm)

L36 I'm a

L37 Low key play a hoochie my game

L38 Is tight nobody gonna fool me you wanna

L39 Love me cuddle kiss and hug me you better

L40 Get right if you wanna get to me - ah ha ha M I'm
L41 Local and got much dough but |

L42 Still got seven pairs of Timbos I'm a

L43 Rider can | sit beside you mammy lets

L44 Walk a minute lets talk a minute keep it

L45 Real for you girl | don’t need no gimmicks Haoll

L46 At your boy like I'm Pastor Troy yeah yeeeelin)

L47 Yeah yeah yeah I'm no drama boy huh

L48 Yeah-(M) I'm a nasty toy you say you

L49 Wanna love me kiss and hug me ‘hug me™*-(M)msome
L50 Chocolate sauce and you can rub me mmm letg mak
L51 Hot in here like Miami and let me

L52 Hit the spot so gently

The lines in this Text rendition are by a femalé&epa male voice and multiple male
voices. The rendition commences with a female ratverningly professing to be

strong and then going on to invite one or many eskil¥es to ‘hug’ her (L36-first

section of L40). The response by a male voice ssgaacombination of a quasi
acknowledgement integrated with a chuckle (middl&49). This is followed by a

long response similar in tone to that of the fentale by multiple male addressors
who, after engaging in a celebratory expressiothefr own prowess, proceed to
address a female (L45) with whom they claim theghatb be intimate. Their address
becomes sexualised in L49 and the rendition coesls. While it is clear that the
rendition concerns a heterosexual relationship arhes sort, details beyond this
remain utterly ambiguous. For example, the follgyviare some basic questions
which remain unaddressed in the rendition and whiohsequently make the

rendition appear ‘meaningless’.
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What is the background to the exchange?

Who are the speakers in the exchange?

What is the reason for the defensive tone of theafe speaker and male speakers?
Who is the female speaker addressing?

Are all the male addressors addressing the samad@m

Now ‘meaningless’ communication is completely atd®dvith the kind of efficient
communication which must necessarily underlie thgyuof a community of over
5.5 million individuals. However, (explained in sieas 8.5 and 8.6), the kind of
guestions predicted by the previous reading of ridggped rendition in [3] are
resolved when the song renditions are interpretec¢anjunction with the other
renditions of their respective songs in accordawdd the analytical framework

concerning 98+LSLPS lyric organisation.

As briefly mentioned in section 8.2, the explicikpeession of sexual love

distinguishes 98+LSLPS in the context of Sri Lankasinstream music which does
not contain such content (as reflected in the te-88+LSLPS sample songs). We
now see that it is the 98+LSLPS rapped renditidreg fire responsible for this.
Importantly, the explicit expression of sexual lomethe rapped renditions is highly
suggestive in light of the broader context of pmdtnial Sri Lankan cultural

expression where the public display of sexual Isveegarded as inappropriate and
offensive. The absence of sexually explicit scaneSri Lankan films as well as the
censoring of sexual images in foreign particulavistern English movies and music
videos broadcast on local national and privatelyeavtelevision networks illustrate
the general cultural norms. There does nonethebess a covert expanding culture
of sexually explicit literature in the vernaculaievertheless, 98+LSLPS is far from
representing covert culture. As the leading genfreSo Lankan popular song

dominating the country’s leading privately ownedicanetworks it inhabits a highly

public sphere.

However, it is interesting that the printed versiari the lyrics often included with

CDs of the songs exclude the rapped Text renditiMmeover, when the artists
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were asked for the lyrics for purposes of this gtunost of the lyrics provided

excluded the rapped renditions. This is why som#heftranscriptions of the rapped
renditions in appendix 2 contain some missing woiflde rapped renditions were
derived by listening to the recorded versions @f sbngs; some of the words were
impossible to decipher. This atmosphere of secrsayrounding the rapped

renditions appears to suggest the 98+LSLPS CafeSre to conceal the Text
renditions from the general public which, in tusignals the CofP’s awareness that

the renditions are transgressive in the contexoaofiinant Sri Lankan cultural norms.

The defining radicalism of 98+LSLPS rapped Textdigans complements the kind
of resistance narrative with which rap (typicallygcurring in hip-hop music is
associated (referred to in chapter 3) and whichsawets roots among marginalised
and impoverished working class black Americans R%994; Keyes 1996; also
outlined in chapter 3). For example, Lusane (2@85¥; see also Rose 1994) states
that the social issues (e.g. unemployment, opmepssdf working class black
America comprise the central theme in American laprman (2004: 208) also
highlights that in its effort to highlight injus¢rap serves to unite communities. The
radical rap renditions of 98+LSLPS distinguish gemre and in so doing contribute
to distinguishing its artists and audience as aPCdhdeed, that activism and
resistance underlie rap music is evident in the tlaat it has remained its defining
theme even following adoption by diverse commusiteeross the world (Dyson
2004: 62; Whiteley 2004: 1-2, 8-16).

As stated in chapter 3, Krims’ (2000) investigatadrap classifies it in terms of four
forms, namely, party, mack, Jazz/bohemian andtyeadp. Interestingly, the topics
he identifies with each of the forms are found B+BSLPS rapped renditions.
Specifically, romance and sex are associated vatitygap (Krims 2000: 57); the
rapped renditions inNMalpeththak and Ahankara Nagarecan be described as
concerning romance in the sense that they are yn#dkual and do not contain
explicit references found in most of the other exppenditions (i.eDark Angel).

The explicit detailing of sex and seduction (e.g81-35 inDark Ange) L12-15,18,

41 inAe HethaL49-52 inSandawathuren_41 in Shaheenpand the almost boastful
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celebration of wealth and oneself (L41-429andawathurenL19-22 inAe Hetha
L41-42 in Dark Ange), echo the themes of mack rap which Krims (200®686)
describes as concerning sexual promiscuity, theedfes women and the celebration

of wealth.

The narration of stories, the emphasis on knowledgk positive thinking are some
of the topics presented in relation to Jazz/bohemip (Krims 2000: 68-69).
Broadly, the rapped renditions 8fi Sangabodhi, VasanthagadKotthu exemplify
the celebration of history, positive thinking inrtes of celebrating new identity and
local culture respectively. Reality rap concernsfoantational and didactic lyrics
dealing with politics, historical tales and religigkrims 2000: 70). Except for a
passing reference in L42 isri Sangabodhi none of the 98+LSLPS rapped
renditions deal with politics in the strict sengeh® term. Indeed, this applies to all
of the 98+LSLPS Text renditions (i.e. sung, rhytbmanditions etc). This is notable
considering that the genre developed amidst theegbof Sri Lanka’s protracted 30
year civil war. The non reference to politics mayhaps reflect the CofP’s desire to
maintain 98+LSLPS as a ‘warless’ zone. However stlfeversive sexual content of
the 98+LSLPS rapped renditions do arguably cargrtones of ‘political activism’
in the broader sense of resistance to normativeuralilideology. Moreover, the
nationalistic celebration of (albeit a decidedIyl&ila) history and religion through
the rapped renditions of songs such Sxs Sangabodhireflects the didacticism
associated with reality rap theme. The celebratibtocal identity which arguably
connotes a form of political activism is echoedhe uniquely Sri Lankan elements
of the 98+LSLPS rapped renditions such as in wertls Sinhala roots: the noun
‘Kotthu’ in Kotthuy, L31, 33, 38-39 ilAe Hethaand L40-41, 46-47 iWasanthayere
some examples. Krims (2000: 199) cites rap in Andsi® as demonstrating an
emphasis on race and ethnic identity.

Owing to the overarching base of activism whichrahterises rap theme, a number
of similarities between 98+LSLPS rap and rap muait®ng various communities
around the world can be observed. For example, atheler and Garofalo’s (2004:

89-107) study on Cuban rap found that it contairsttbng dimensions of
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nationalism. Likewise, Lee Watkins (2004: 124-1#@}ed that rap in Cape Town
Africa concerns resistance to Apartheid while F$o2004: 84) found that the
celebration of history and culture characterisesrtéuRican rap. Moreover, that rap
in Sri Lankan music is occurring in a youth and iygpuadult musical genre also
corresponds to research which shows youth to datestihe typical community type
of rap music globally. Mitchel’'s (2001: 108-124yestigation of rap in Europe and
New Zealand, Bennett's (2000) work on rap in Gerynamd Dyson’s (2004: 61-69)

work on American rap are some examples (see alsaskz000; Rose 2004).

Nonetheless, there are a number of features whislinguish the CofP of
98+LSLPS rap. Firstly, as discussed in chaptere8ti@n 3.6) rap has traditionally
been the tool of marginalised and repressed contresniOn the contrary, the
98+LSLPS CofP represents Sri Lanka’s largest (aonbeguently most powerful)
ethnic community. However, what does to a degreedee the community
marginalised is their socio-economic status. Aslarpd in chapter 4, the vast
majority of the 98+LSLPS CofP (in particular, thentre audience circle), can
broadly be described as semi/urbanised and workifess. Consequently,
unemployment and discrimination on account of loscig-economic status are

among the key issues that afflict these members.

Secondly, it is interesting that the CofP use Esigliin this context of rap) as the
language of intimacy. Broadly, language mixing basn observed in a number of
contemporary rap musics. For example, Watkins 420@4-149) found a mix of
African dialects, Arabic, English and gypsy exprassin rap from Cape Town
Africa, Mitchel (2004: 108-124) noted French atalian in Zimbabwe rap, while
Bennett's (2000) studies showed English and Germsnoccurring in rap in
Frankfurt. These are just a handful of illustratamhich reflect language mixing as
prevalent in rap. Crucially, studies have also ghdivat the use of the vernacular in
the context of mixed language rap is preferredtiier expression of intimate and
serious topics: German in German rap (Bennett 20d@8), Italian in Italian rap
(Mitchel 1996) are two examples (see also Bentadild Davies 1983: 235 who

make a similar observation in relation to Rai Igjic
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As described in chapter 4, Sinhala is a dominamjlage of the 98+LSLPS CofP
even though both English and Sinhala are the cmlescof their shared repertoire. It
would, therefore, seem natural for Sinhala to be ¢bde through which deeply
personal dimensions of human emotion are commuedciat songs. It is of course
important to bear in mind that the post-coloniathiies of countries like Sri Lanka
distinguish their linguistic dynamics from coungsisuch as Germany and ltaly.
Crucially, the 98+LSLPS CofP’s exploitation of Eistjl for purposes of intimate

expression in a context of intense language mixmglving a vernacular and

English indicates that the CofP have a deeply sgtitbrelationship with English,

one which demonstrates that in the context of 98RAS both Sinhala and English

occupy an equal central place in the CofP’s negotiaf the genre.

Furthermore, (as briefly mentioned in chapter &),3tap involves the delivery of
strings of words at high speed which makes itsdagg more difficult to understand:
chapter 9 explains this. It is also worth remindimgrselves of the grammatical
tendencies of English Text rapped renditions disedsn chapter 7 (7.2). In brief,
sentence and lexeme fragments were found to abaondhese renditions.

Specifically, it would appear that these featuraslitate (acoustic) ambiguity and
consequently, the discussion of controversial @piCoupled with the fact that
English remains an L2 for a majority of Sri Lank&mhalese (explained in chapter
2), it would appear that the 98+LSLPS CofP’s usEmyglish in the rapped renditions
doubly augments their ability to maintain ambigumith regards to the renditions’
provocative content. The position of rap Text réods in the songs (described in

section 8.6) supports this argument.

It is also interesting to note the presence of Bhgéxpressions and words strongly
evocative of mainstream AAEs and African Americaip-top culture in the
98+LSLPS rapped renditions. Researchers such am MA&003: 54, 2009) may
classify the expressions and words as represeripg Hop Nation Language
(HHNL), the term used to refer to the kind of vogkoy occurring in Hip-Hop
musics. Examples in 98+LSLPS include ‘Sean JdfhgL41) in Shaheena,

120 An brand of American eyewear.
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‘hoochie’ (L37), ‘Timbos*?! (L42), ‘mammy’ (L43), ‘Pastor Troy' (L46) in
Sandawathureialso in example [3])and ‘homey baby’ (L42) and ‘jiggy’ (L44) in
Ahankara Nagare. Mammy, for example, is a variant of ‘mama’ and ha@ots as a
stereotypical racial caricature of African Americayoman slaves. Commonly
occurring in African American contemporary musicgls as Blues music to most
recently hip-hop music genres, the term has comeetased to connote a modern
home-maker reflecting the ideals of warmth and urett This, no doubt, is a
simplistic definition of the term. More importaptithese sorts of forms are not
found in spoken Sri Lankan English varieties (sashthose discussed in chapter 2).
Therefore, their presence in 98+LSLPS appearsgttabia momentary allegiance to

an African-American cultural identity.

However, as elaborated in section 8.7, the fact th@ expressions occur in rap
renditions which are essentially localised thenadiycand are located in lyrics which
also exhibit a broad local thematic identity demates that to simply interpret them
as AAE or HHNL ‘borrowings’ does not reflect thamue identity in 98+LSLPS.
Indeed, a recent comment by a leading 98+LSLPS iangience circle member and
lyricist about how critically important localisatio has been to popularising
98+LSLPS rap in Sri Lanka underlies the percepsimong the 98+LSLPS CofP that
98+LSLPS rap pertains to local issues. The memia¢eds that “artists like Bathiya
and Santhush, Chinthy and Iraj became popular gfegrtook old literary works and
converted them to rap for them; so they have afi@cceptance today” (Wasantha

Duggannarala gtd. in Murder Dog Magazine 2008: 71).

The explicit discussion of sexuality in 98+LSLPSppad Text renditions is
particularly interesting in light of research comeag the socio-economic profile of
Sri Lankan youth between the ages of 15 and 29resfego in previous chapters
(Hettige and Mayer 2002). The study also exploredtly attitudes to love. Until
around 25 years ago, arranged marriages were thedot form of marriage in Sri
Lanka. The youth who participated in Hettige andybdt&s study were asked about
preferences regarding their choice of partnersth®f2892 participants comprising

12L«Timberland”, a leading rapper from Georgia, USA.
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the study’s sample population, 39% selected arhmgarriage as their preference
while love marriage was found to be the prefereotce54% (Hettige 2002: 49).
What is interesting is that both preferences retatenarriage which is the clear
preference of the youth in the study when consdieneterms of the 0.3% who
selected ‘living together as their preference (lget 2002: 49). The youths’
preference for marriage is reinforced in the fdwtt76% were opposed to pre-
marital sex. Attitudes of the youth towards homasgity and lesbianism were also
found to be negative with 81% responding negativ@lgttige 2002: 52). It is
interesting to note that the questions about horuzdity and pre-marital sex posed
to the youth were part of a set of similar questioggarding prostitution and the use
of ‘hard drugs’. Consequently, this context in whibe questions were framed might
arguably have influenced the youths’ response. Wanost remarkable is the
contrast between these findings and the conternth@f98+LSLPS rapped Text

renditions.

However, it is also important to bear in mind thigttige and Mayer’s (2002) study
concerns youth between the ages of 15 and 29 asdoulalished in 2002 whereas
the 98+LSLPS CofP include youth and young adultgjireg between 15 and 39
years while their projected identity through theng® represents a time span
extending beyond a decade (from 1998 to 2010).€fbes, it could be argued that
the projections of 98+LSLPS do not necessarily lodnivith those of Hettige and
Mayer’'s (2002) study. Moreover, the overall subiershematic thrust of these Text
renditions may be seen to reflect the widespreadoditent among Sri Lankan youth
demonstrated in Hettige and Mayer’s (2002) studyotrer issues such as social
injustice®® politics and education. The explicit language bé trenditions also
complements the particularly volatile climate oo politics which has defined the
socio-political identity of Sri Lankan youth argipldue to Sri Lanka’s unstable
socio-political environment consequential of it€@ssive colonisation over several
centuries (explained in chapter 2) followed byrésently concluded thirty year civil
war (Fernando 2002: 131-151 see also Hettige angeM2002: 26; Lakshman 2002:
84).

122 71% of the participants in the study were of tlmwthat Sri Lanka is not a just society (Hettige
2002: 45)
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In terms of their location in the songs, rapped tTi@nditions occur towards the
middle of a lyric. Importantly, there are no songbkich either commence or
conclude with such renditions. Even more interggyinthe rapped renditions of
seven of the ten songs including rapped renditienes preceded by refrains. The

relevance of this in terms of song theme is dissdigs sections 8.5 and 8.6.

8.4.2 Thematic features of 98+LSLPS sung Text renibns

Also stated in chapter 7, sung Text renditions ttute the genre’s most prolific
rendition type with all twelve 98+LSLPS sample s®ngontaining sung Text
renditions. This, of course, is to be expected iclemgg that 98+LSLPS is a context
of song. Broadly, the representational techniquewfg stanzas or singing can be
said to incur the production of musical sound inug the combination ofonality
(pitched sound in terms of a hierarchically ordeiregentory of sounds constructed
round a centre sound called a ‘key’ or ‘tonic’) andsical rhythn{the ‘symmetrical’
accentuation of sound in western tonal music). fEfi&in, the recurring constituent
described in section 8.3 also belongs to the cayegfosung Text rendition (example

[4] discussed later is a refrain).

This fact confirms the importance of singing to B8tPS. Sinhala is the core code
of this rendition type: as stated in chapter 7¢ fample songs contain English-code
sung renditions while nine songs contain Sinhalggsenditions. Moreover, multiple
voicing is dominant in 98+LSLPS Sinhala Text suegditions with seven of the
twelve renditions containing multiple voicitfg It is interesting to note that multiple
voicing is absent in the songs of Ije of the core artists while it is present in the
sung renditions of all three songs of BN& other core artists of 98+LSLPS.
Therefore, it would appear that the tendency taveelsung renditions through

multiple voicing stems from BNS.

123 1he sung Text renditions of the 98+LSLPS samplernamicated in this way includéasanthaye

L1-6 (refrain), Sri SangabodhlL33-39, 51-83,Shaheend.22-24 (refrain),Sandawathuren.19-27,
the refrain repeated in varied ways in L28-35, fitet section of L64, 68-710ba Magemal 13-20
(refrain),Malpeththak sel.1-8 (refrain) andAhankara Nagaré.5-12.
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Unlike rapped Text renditions, Sinhala Text sungdrgons are devoid of
provocative (e.g. sexualised) content. Insteadilyedl the sample’s sung renditions
concern romantic love. For example, the Englisht Tegped and Sinhala Text sung
renditions of the son§andawathuremoth concern the topic of love. However, the
latter set presents romanticised expressions @ Vavile the former makes explicit

references to physical intimacy.

Imagery and metaphors abound in these renditiomgingeto describe and/or
celebrate an addressee or addressees (¥hg. Magemai Malpeththal, or a
relationship (e.gvVasanthaye Exemplified in the recurrent refrain Gba Magemai
(the first occurrence being in L 13-20), the addoes represent the addressee’s love
as everlasting by comparing it to the attributes oiver such as the fact that a river
represents an eternal flowing evocative of an atetalming ‘presence’. Note that
multiple male voices present the rendition signgllihe presence of a group of male
addressors. However, the rendition does not dét@ildentities of the addressors. In
the case of the rendition’s addressee/s, not elrlergénder of the addressee/s is

provided.

Similarly, in Vasanthayédparticularly apparent in its opening Text rerahtin L1-18
which happens to be its refrain), a celebratiosming as reflective of youth, birth,
newness and innocence becomes the basis for dapdiescof the love between the
addressors and addressee/s. The use of this kinmdagfery to depict and address
females is quite typical of Sinhala heterosexue¢ Ipoetry (Dissanayake 1976; Gair
1998). Consequently, it seems plausible thatd8w¥ SLPS CofP would interpret
such a 98+LSLPS rendition as referring to a fengalen their shared (dominantly
Sinhala and English) linguistic repertoire and esponding mutual socio-cultural
affiliations. However, here too, the Text renditi@xcludes details about the
identities of the addressors or addressee/s. Gangifl
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[4]
Song -Sandawathure2006)

Refrain —sung (Mm)

L69 sandawathuren dowa (M) yeah yeah yeah

moon-water-in from wh yeah yeah
{From moon-water (moon-lit-water) yeah yeah yea}
L70 sithuvili pibideva (M) ha ha haa
Thoughts spring-may-will  ha ha haa
{May thoughts spring ha ha haa.}
L71 nonidena nethu gaava (M) hey hey
sleepless eyes touched hey hey
{Touched (by) sleepless eyes hey hey.}
L72 [sihinaya oba veva (M) hah haa
(M) hey ]
dream you may-it-be ha ha

{(A/the) dream may you be ha haga.

The Text rendition involves multiple and lone matidressors expressing love and
longing for one addressee. However, no details talio& identity of the male
addressors or identity and gender of the addremseerovided. It may be that the
98+LSLPS CofP will identify the addressee as fendle to traditional associations
between such imagery and women in Sinhala litegatdowever, the interpretation
remains speculative at this stage. Similarly, tleekiground which has led the
addressors to deliver this ‘song of praise andilggigalso remains a mystery as does
the reason for the fact that the Text renditiohyisnultiple addressors. Note too that
this Text rendition is the refrain of the soBgndawathurenThat the refrain is so
ambiguous is significant. It has already been erpth (in section 8.3) that the
refrain is a core component of a song and is reaursThe interpretation of
98+LSLPS lyrics in sections 8.5 and 8.6 resolves #mbiguity entailed in
considering these renditions alone.

The celebration of romantic (non-sexual) love amenemarriage (e.g. L26 in
Sandawathuren in 98+LSLPS sung renditions complements the ystod Sri
Lankan youth (Hettige and Mayer 2002) which showede marriages’ to be the

preference of the vast majority of its participaf@@snsidered in conjunction with the

249



very different expressions of pre and post margekual love of the rapped
renditions, the overall discourse on love in thetl9BLPS sung and rapped
renditions can be interpreted as indexical of dathange among youth and young
adults in Sri Lanka. Specifically, the discoursendastrates an attempt on the part of
Sri Lankan youth and young adults to negotiate rtteivn experiences and
perceptions of love in relation to the various wtdt biases and norms foregrounding

the environment they inhabif.

Half of the sample’s sung renditions occurs lyriedwally, while two songs
commence and four conclude with them. The postigrdontrasts with 98+LSLPS
rapped Text renditions, all of which occur lyric-dnaly. Sections 8.5 and 8.6

address the relevance of this positioning.

8.4.3 Thematic features of 98+LSLPS rhythmic Textenditions

Excepting two Arabic occurrences in the BN&gShaheenaall of the sample’s
rhythmic Text renditions are in English. Moreovéas noted in chapter 7) the
renditions contain few lines. Thematically, thesaditions are remarkably similar.
Most comprise the practice of ‘naming’ and invobtating the names of the artists
of the songs (e.gAe Hetha, Sandawathuren, Hanthgnproviding details of the
context in which the lyric is situated (eAhankara Nagarg explicitly stating the
topic of the song (e.gotthu, Oba Magemaiand/or outlining how the addressors
are expected to relate to and participate in theg'sooverall theme (e.gSri
Sangabodbi (see also Bentahila and Davies 2002: 191 and @inbnPress: 206
who refer to the importance of naming in songs)fev 98+LSLPS rapped Text
renditions do also include names of individualg thpped Text renditions in [1] and
[2] are examples. Overall, however, naming in 984RS rapped Text renditions is
rare. Moreover, the names that do occur in the fapped Text renditions are

overshadowed by the renditions’ (previously detjithematic focus on sexuality.

124 Even though most members of the 98+LSLPS outeieaad circle are youth and young adults
who are temporarily resident in the Middle Easis th for purposes of employment (refer chapter 4).
Sri Lanka remains their homeland and thereforeyabty their core socio-cultural environment.
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On the contrary, naming is the central focus of LIPS rhythmic renditions.
Furthermore, unlike rapped renditions, rhythmicdigans tend to occur at the
beginning and/or end of a lyric. Specifically, sikthe nine sample songs containing
rhythmically uttered Text renditions open with thefthey are,Ae Hethall-4,
Kotthu L1 to the first part of LBOba Magemail.1-4, Dark AngellL1-6, Ahankara
NagareL1-4 andHanthanelL 1-4. Three songs, namel$ri SangabodhlL58-82,
SandawathurerL72-73 andHanthanelL29-33 conclude with rhythmic renditions
(refer appendix 2 for details). This position givesominence to the renditions’
content. Sections 8.5 and 8.6 describe the relevahthe renditions’ positioning at
the level of a Text and complete 98+LSLPS lyricl §ontains examples of two
98+LSLPS rhythmic Text renditions. The first Teendition opens its song while

the second follows an A-rhythmic Lone Line renditit the start of its song.

[5]
(a) Song Ahankara Nagaré2004)

Rhythmic rendition (M)

L1 Represent CMB

L2 It's your homey baby

L3 You're with the awe yeah
L4 Yeah and I'm jiggy as hell

(b) Song -Sandawathure®006)

Rhythmic rendition (M) for T half of line and then (F)

L2 Ha ha ha ha (Mha ha ha ha (F)

L3 It's about time to introduce my boy Yaslian
L4 Yashan and Ashanthi

L5 Rocking the building/

L6 You heard

Overall, few rhythmic Text renditions involve mule voicing. However, they do
nevertheless exhibit ambiguity. In [5a] a male addor references Sri Lanka’s
capital Colombo (CMB in L1) and then proceeds #iesthat it is the home of the
addressee/s. The addressor claims that the adelt®¢s8) and he (4) are delighted
with the situation. However, no information conagegithe addressor’s reason/s for
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naming Colombo or his subsequent claims is providesl such, the rendition is
ambiguous. [5b] involves a male and female addreSdwe female introduces her
‘boy’ Yashan and then herself. The names repretiesde of the song’'s two
performers (leading artists’ circle members) anddests chief addressors. However,
the source of the male’s laugh in L2 and the add®s subsequent proclamation
(middle of L2 to L6) remain a mystery. Explainedsections 8.5 and 8.6, the issue
of thematic ambiguity in 98+LSLPS rhythmic Text dérons is resolved when they
are interpreted in terms of the analytical framdwooncerning 98+LSLPS lyric

organisation.

8.4.4 Thematic features of 98+LSLPS A-rhythmic Textenditions

As explained in chapter 7, all A-rhythmic renditsom the sample are in English.
Overall, the sample contains just three songs withythmic renditions. Moreover,
A-rhythmic Text renditions are even shorter thanytRimic renditions. Like their
rhythmic rendition counterparts these renditions telay contextual information.
Notably all the renditions are delivered by indivéd voices. However, this does not

render them devoid of thematic ambiguity. Cons[@r

[6]
Song —Kotthu (2008)

A-Rhythmic rendition: (M1 and M2) child voices

L69 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa

L70 (M2) Hello is the mic. still working?

L71 (M2) Ya.l paid 200 rupees for my Kotthu man

L72 (M2) I'm still waiting for it and | haven't got

L73 (M2) If it was in India, | would've fed my engi family with it ya

The Text rendition is by two male childrelkotthuis the only sample song featuring
‘child’ voices. The first shouts out to someone ednKotthu’. The remaining lines
are by the second child who begins by inquiringudt® microphone (L70) before
proceeding to comment on an individual also namkdtthu’ (L71). L71 is
ambiguous; to a 98+LSLPS CofP member Kotthu reptesz popular food item (as

explained in section 8.4.0n the one hand, ‘man’ might be the referent antthio
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the object of the clause. Or, ‘Kotthu man’ could the object of the clause. L72
suggests that M2's reference to Kotthu pertairsotoething inanimate (i.e. he refers
to it as ‘it’). Bear in mind that this interpretati involves interpreting the two lines
together (in keeping with the analysis in chapteabout the relationship between
Text rendition lines). The final line of the rendit is evocative of Indianised
English owing to the presence of ‘ya’ (meaning ‘yeand pronunciation.
Accordingly, the lines might be interpreted as @nmg the impression that Kotthu
has an ‘international’ fan base. Overall, the dbations of the two addressors in
this rendition appear disjointed, the absence foirimation pertaining to the broader
context of the conversation being the principakoga That two anonymous children
are the rendition’s addressors arguably augmemsathbiguity of the rendition.
Furthermore, the specific identity of the addredaeleressees’ remains unaccounted

for.

In terms of overall lyric position, most of the galeis A-rhythmic renditions occur
at the beginning or end of a song; two songs conemeiith them while one of them
concludes with one. A few A-rhythmic renditions occsong-medially. The
renditions which commence the songs precede rhgtmemditions whereas the
rendition which concludes a song follows one. $&ti8.5 and 8.6 explore the

significance of this organisation.

8.4.5 Thematic features of 98+LSLPS Lone Line rentions

As explained in chapter 7: 7.5, Lone Lines (singh& lines) manifest through all
four presentational techniques. The thematic tecidendentified in relation to the

Text rendition types apply to Lone Lines as well ¢ontains two of the sample’s
A-rhythmic Lone Lines.
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[7]
(@)
Song -Sri Sangabodh({2000)

A-rhythmic rendition (M1+ M2)

L1 (M1) [Maetha athithaye Sinhalaye vangsha kathaven pituxig&

/md&os aBiboje smhslsje vanfo kaBaven prtuvak vijo/
(M2) When
| was in Ceylon they used to have these ydittle storescalled tea-stores and
in these stores they played some funny little s@rgb one of them sounded a little
bit like this]
recent history-in-the Sinhala-of kge story-from page-a was
{Of the recent history of (the) story (ofinBala lineage a page (it) was}

(b)
Song —Sandawathure 2006)

A-rhythmic rendition (F)

L1 Right now I'm done here

[7a] represents a Sinhala code ILCF-H Lone Lineta@oing two sequences, each
presented by a male addressor. The upper sequenvodvas an addressor
referencing a historical Sri Lanka and its lineaflee second involves an addressor
referencing a song played in ‘funny little stoled tea-stores’ when he was in
Ceylon and which sounded ‘a bit like this’. Theereince to Ceylon invokes a
colonial era. Recall the explanation about thisgsam section 8.4.1 (see also
appendix 3). Importantly, interpreted alone, thené.d.ine appears ambiguous: the
absence of contextual information relating to twe sequences is the key reason.
The abrupt conclusion of the English code sequervitte which the line concludes
(i.e. the sound of the song remains undescribed)fisther concern. Moreover, the
identity of the addressee/s and specific identitiethe addressors remain unknown.
Similarly, the Lone Line in [7b] projects the ‘mdaaf an addressor yet provides no
further information; it too, is therefore, ambigsoixplained in sections 8.5 and 8.6,
the issue of the renditions’ thematic ambiguitydsolved when they are interpreted
in terms of the analytical framework concerning B8PS lyric organisation.
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8.5 98+LSLPS Text rendition convergence through thme: Text as ‘one’/not-

mixed

The discussions in section 8.4 demonstrated that flenditions are ambiguous
generating only partial thematic cohesion when watald independently. As
explained in chapter 6, a Text is homogeneousrimdeof code/language since the
defining feature of a Text which differentiategram its counterpart Texts and Lone
Lines is that all its renditions are in the samdecdHere we investigate whether the
renditions of a Text, also connect through songnieMoreover, (as illustrated in
appendix 2), the way in which the renditions of éxfTare communicated differ as
they include various combinations of female andfmle voices and individual
voices. This distinguishes the renditions of a Taxbking them appear
heterogeneous. So demonstrating thematic congrusgieeeen the renditions of a
Text reinforces its overall unity. Consider the kstg Text from the BNS son§ri
Sangabodhpresented in [8].

[8] Song —Sri Sangabodh{2000)

Sung (MFm) except where indicated

L32 | see ya grooving to this
L33 [This piece of history
(F histo-]
L34 [ This is all about who you are
(F)-ry who you]
L35 [ And it's no mystery
(F) are myste-]
L36 [ Lets keep on moving to this
(F) -ry ]
L37 [And believe in your destiny

(F) dgst

L38 [ If we don’t know who we are we’ll
(F) -ny

L39 Be modern history

Rap (M)

L39 We've got the
L40 World wrapped around our little fingers littheund anda-
L41 —thiya banging on your frontiers holding on our
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L42 Own in this war zone resurrect the indus-

L43 — try lay the corner stone so throw up your

L44 Cups up and be sure to catch them when thelgd#dre you
L45 Walk the walk you best learn to crawl

L46 Shady vocalist turned entreprenBar

L47 —thiya make yourself heard

A-rhythmic rendition (M2)

L48 Good heavens
L49 This song does sound rather groovy

The Text consists of three renditions: as showappendix 2, L49 is followed by a
Sinhala Lone Line. The first (sung) Text renditiamolves a series of ILCF-H lines.
Multiple male and female addressors deliver theeugequence of the lines. They
appear to provide encouragement to the addresshe/are ‘grooving to this’ (L32).
However, the reason/s for the addressee/s’ groaenmain unaddressed throughout
the rendition. The addressors’ encouragement aaediim the form of references to
destiny and the importance of believing in onedeévertheless, they also refer to a
‘history’ of some sort (L33, 39) and this coupledthwreference to destiny (L37)
lends a serious tone to the discourse. The renditiast two lines (L38-39) where
the addressors state that a ‘modern history’ (L88) be the consequence of the
addressee’s/s’ inability/unwillingness to believe their destiny is especially
ambiguous. The Text rendition’s overall thematidaguity is enhanced by its lines’
horizontal sequences delivered by a lone femaleevdspecifically, her rendition
highlights three words: they are history (L33) neygt(L35) destiny (L37).

The Text’s second rendition is a rapped renditidre addressor is a male. However,
he refers to himself in terms of the first persdurg pronoun ‘we’ suggesting that
he represents a collective ‘voice’. The addresseani individual named Bathiya
presented as a visionary. The addressor refers ‘toaa zone’ (L42) and urges
Bathiya to ‘resurrect the industry’ (L42-43). Thedaessor concludes by encouraging
Bathiya to be confident and ‘make himself be hefltd7). The last line also alludes
to Bathiya’s background as a vocalist. In addittonthe implied reference to Sri
Lanka'’s recently concluded civil war (discussediedr the reference to a war zone

in the specific context of this rendition where thddressor is encouraging the
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addressee to resurrect an ‘industry’, can be seeoohtribute to facilitating an
atmosphere of tension and excitement. The addressieatity as a singer will not
be news to the 98+LSLPS CofP since Bathiya is d S8PS core artist. Therefore,
the CofP are likely to interpret the ‘industry’ eeferring to Sri Lanka’s fledgling
popular music industry (described in chapter 3milairly, considering that the
98+LSLPS CofP comprise Sri Lankans it is likelyttttee community will interpret
the ‘war zone’ as a reference to Sri Lanka’s rdgesdncluded civil war. However,
the Text rendition itself does not furnish any oees underlying the addressor’s
statements, concerning, for example, the ‘war-zomelustry’ and need to resurrect
the latter. Finally, the Text's concluding two liderhythmic rendition by another
male addressor begins with an exclamatory ‘gooddres (L48). He then proceeds
to claim that a particular (unspecified) song isotyy’ (L49). Yet no information
about the context of these statements is inclusedas such the Text rendition is

ambiguous.

Now consider the three Text renditions togetherpdrtantly, their various
unaddressed ambiguities are considerably diminiskbdn they are interpreted
collectively. The addressors in the first two réimdis assume the identity of a
community of males and females. In both, the conityus seen to be engaging in
promoting change in which they too are involved 3L39). Words like history,
mystery and destiny emphasised in the first reowlittad to a more pronounced and
focused call for change in the second rendition reltbe addressee assumes the
identity of the core artist Bathiya. The referente$ri Lanka’s civil war (L42) and
invocation to Bathiya to resurrect Sri Lanka’s @nporary music industry (42-43)
in the second rendition suggest that the histoy @estiny referred to in the first
Text rendition forms part of the Text's holisti@étment of Sri Lankan identity as
being the consequence of painful historical reghtyar) and more recent inspiring
cultural reinvention (through music). Interpretirtbe renditions together also
clarifies the identity of the addressee in thet fiendition. Similarly, the context of
‘grooving’ with which the first Text rendition conmences becomes representative of
music when interpreted in relation to the ‘industoy the second Text rendition.

Combined, the Text’s first two renditions can bersé project a growing intensity
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of feeling, urgency and tension. The third Textdigan diffuses this thus reflecting
a quasi cathartic thematic relief. By serving wghten the mood of the Text, any
ambiguity regarding the purpose of the renditioaofgening line, ‘good heavens’
(L48) is arguably resolved. The rendition’s conahgdline appears to demonstrate
that the Text is part of a song and in so doindsctee Text in a wider ‘context’ of
sorts. Note, also, that the word ‘groovy’ commenaad concludes the Text thus

enhancing its overall unity.

However, the ‘history’ referred to as well as thee@ll context of the Text remains
unclear even when the Text's renditions are inttgat together. Moreover, the
wider context of a song in which the Text is préeticto be positioned also generates
a sense of anticipation and consequently, ambigtithgrefore, we see at this stage
that the ambiguities of interpreting renditions afText alone are significantly
diminished when the renditions are viewed togethert that the resultant
thematically integrated Texts do also exhibit sahenatic ambiguity.

8.6 Text and Lone Line convergence through themehé 98+LSLPS lyric as

‘one’/not-mixed

We now explore thematic convergence at the levéhefTexts and Lone Lines of a
lyric in keeping with the analytical framework camaing 98+LSLPS lyric

organisation. The central part of this discuss@rolves around the Texts and Lone
Lines of one sample son§andawathurenthe reader will recall thatome of the

examples discussed in section 8.4 are from thig*8dm he reason for focusing on a
single sample song is to facilitate the reader'sleustanding of the hierarchical
convergence of a 98+LSLPS lyric’s Texts and Loneeki Bear in mind that the
thematic interpretation of this song presentedhi@ énsuing discussion arguably
represents one of a spectrum of potential thematerpretations. The selected
interpretation is one which attempts to broadlylesf how the song might be

interpreted by the 98+LSLPS CofP considering tlsbared linguistic and musical

125 The reason for selecting this song is that it aimist examples of all the rendition types and also
represents a relatively recent entry into the gémue representing the genre’s current trends.
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repertoire. [9] contains the transcription of treng lyric of Sandawathurer{also

presented in appendix 2).

[9]

SONG Sandawathuren
Moon-water-from/of 2 (Of/By moon water )

Artists: Ashanthi featuring Yashan

A-rhythmic rendition (F)

L1 Right now I'm done here

Rhythmic rendition (M) for T half of line and then (F)

L2 Ha ha ha ha (Mha ha ha ha (F)

L3 Its about time to introduce my boy Yashan
L4 Yashan and Ashanthi

L5 Rocking the building/

L6 You heard

Refrain —sung (Mm)

L7 sandawathuren dowa ah ah ah ah

moon-water-in from ah ah ah ah
{From moon-water (moon-lit-water) ah ah ah ah.}
L8 sithuvili pibideva aha ahaaa
Thoughts spring-may-will  aha ahaaa
{May thoughts spring aha ahaaa.}
L9 nonidena nethu gaava that’s right
sleepless eyes touched that’s righ
{Touched (by) sleepless eyes that'’s right.}
L10 sihinaya oba veva ah ah ahbhiri
dream you maye-it-be ah ah abmall

{(A/the) dream may you be ah ah ah smgll

Sung stanza (Mm)

L11 poda pini naava matha
rain-drop dew didn’t-arrive light/mild
{(The) dewy rain drops didn’t arrive light. }
L12 nala danga paasula-
breeze mischief —as in ‘dance’ dawned wind
{Breeze mischief danced (wind}.
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L13-ngata kavi keedaa hitha-
-to  poems recited-day mind
{To (the wind) day poems (were) recited_(mind}
L14 -tath thatu aava obe
-to  wings arrived/birthed your
{(In) to (the) (mind) wings arrived (your).}
L15 maa sitha semaa love
I mind similar world
{(Your) mind (and) mine (are) similar world.}
L16 sonduruma veva deha
sweetest may-it-be two
{Sweetest place may it be (two-heart}).
L17 dak lung veva
Of  unite may-it-be
{(Two hearts)may unite.}
L18 (M) thani kama duruvevah aah/
loneliness banished-may-it-be ah aah
{Loneliness banished be ah aah.}

Refrain —sung -(Mm) ; L7-10

Sung (Mm and Fm alternating)

L19 (Mm) love /
world
{World.}
L20 nidena mee rae pre-
repose-in this night love-
{(On) this night (as the world) §) in repose (love}.
L21 (Mm) -maya aehaerewa saya
the awake-may-it-be bed
{May the (loviawake (bed)}
L22 (Mm) ne thaniwuda hith
in bed alone-when-be mind
{In a time when alone in (bedthe) mind.}
L23 (Mm) giniyvam bowaa ele-
In flame engulfed rise

{In flame(s) engulfed (ris€).

L24 (Mm) bena hiru gaava sutzeekathak
ing sun touchouching  great auspices
{Touch/ing (the risng sun great ausipices.}

L25 (Ff) veva athi-

let there be hand
{Let there be (hand}.
L26 (Ff) natha badhena daa
in hand unite-when day
{when (hanilin hand (you/we are) unite(d).} ;married
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L27 (M) pathiniya oba weva yes yeah
you may-it-be yes yeah
{May the blessing be you yes yeah.}

Refrain —sung -(Mm)

L28 sandawathuren dowa oaow oaow (F)
L29 sithuvili pibideva aha aha (F)
L30 nonidena nethu gaava yeah what (F)
L31 sihinaya oba veva ahahah (F)

Refrain -sung (Mm)

L32 sandawathuren dowa (M) Yashan baby

L33 sithuvili pibideva (Mm) aha aha
L34 nonidena nethu gaava (Mm) that’s right
L35 sihinaya oba veva (M+F)aha aha

Rap (F) — L31 (M) concludes line

L36 I'm a

L37 Low key play a hoochie my game

L38 Is tight nobody gonna fool me you wanna

L39 Love me cuddle kiss and hug me you better
L40 Get right if you wanna get to me - ah ha ha (M

Rap (Mm)

L40 Now I'm

L41 Local and got much dough but |

L42 Still got seven pairs of Timbos I'm a

L43 Rider can | sit beside you mammy lets

L44 Walk a minute lets talk a minute keep it

L45 Real for you girl I don’t need no gimmicks Haoll

L46 At your boy like I'm Pastor Troy yeah yeeeelin)

L47 Yeah yeah yeah I'm no drama boy huh

L48 Yeah-(M) I'm a nasty toy you say you

L49 Wanna love me kiss and hug me ‘hug me™-(M)alsome
L50 Chocolate sauce and you can rub me mmm letg mak
L51 Hot in here like Miami and let me

L52 Hit the spot so gently

Refrain as in same melody — different words -vaeali(FFm) and (M) in
alternation;

L53 (Ff) sandawathuren aavdM) oh oh oh oh
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L54 (Ff) kothe mal aehareva (M) aha aha

dome-in flowers blossom-be

{In (the) dome (may) flowers blossonmha aha.}
L55 (Ff) mee raeya mage veyisl) yeah what

this night mine be

{This night (may) mine be yeah what.}
L56 (Ff) mage sanda oba ve#) ah ah ah

my moon Yyou be

{My moon (may) you be ah ah ah.}

Refrain-vocalised (Mm) and (F) in alternation-iratied

L57 (Mm) sandawathuren dowa (F) oh hoo oh hoo
L58 (Mm) sithuvili pibideva (F) aha aha

L59 (Mm) [nonidena nethu gaava

} (F) you got the flowwygot the flow]

L60 (Mm) sihinaya oba veva (F) yeah

Refrain-vocalised (M) and (F) in alternation-indea

L61 (Mm) sandawathuren dowa

(F) Yasharthe building/
L62(Mm) sithuvili pibideva (F) Ashanthi/
L63 (Mm) nonithena nethu gaavgeahthat’s right/
L64 (Mm) sihinaya oba veva ah ah ah/

Rap (Mm) interspersed with vocalisation of SinHalas (Mm)

L64 Know that I'm
L65 Local got much love though
L66 sithuvili pibidevawhat it do baby | wanna
thoughts spring-may-will
{May thoughts spring.}
L67 Ride you step inside you
L68 sihinaya oba vevgotta
dream you may-it-be
{A/the dream may you be.}

Refrain-vocalised (Mm + M)

L69 (Mm) sandawathuren dow#&M) yeah yeah yeah]
L70 (Mm) sithuvili pibideva (M) ha ha haa
L71 (Mm) nonithena nethu gaav@) hey hey
L72 (Mm) [sihinaya oba veva (M) hah haa
(M) hey ]
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Rhythmic rendition (M)

L73 Yeah hit me up people Yashan on-
L74 -line dot com

This song contains six Texts, three in English @,1£36-52, L73-74) three in
Sinhala (L7-35 L53-64 and L69-72) and four Lone dan(L65-68). One of the
English Texts comprises two renditions (L1-6), tést include one rendition each.

As shown in section 8.5, interpreting the rendsiah each Text collectively resolves
some of the ambiguities entailed in interpreting tbnditions alone. However, it was
also shown that the Texts continue to demonstrataguity. Consider the first Text
of [9]. An opening declarative clause by a femalehie songs first Text becomes
indicative of satisfaction due to the laughter ts following line. The subsequent
indirect reference to the proper noun Ashanthi (kdygests it is the addressor’s
name; Ashanthi is a common Sri Lankan female namdesgynificantly the name of
the leading 98+LSLPS female artist and one of tbag's artists. However,
ambiguity pertaining to the individual introduced aYashan’ (L3) remains
unaddressed. More specifically, the 98+LSLPS Cefkkely to recognise the name
Yashan as representing a leading 98+LSLPS artistehier, the reason for his name
occurring in this context will remain a mysterynfilarly the Text does not describe

the identity of the addressee/s.

The song’s refrain (L7-35) constitutes the operohghe song’s second and longest
Text rendition. Three variations of the refrainuem the rendition alternating with
two stanzas. The core of all the refrains compraesxpression of endearment. The
song’s first stanza which follows the first refrarginforces the sentiment. For
example, the addressors refer to the hope of rhariian between the addressor/s
and addressee/s in L26. The tone is fracturedanzst two due to an ambiguous
comment by a lone female in L30 which can be inttga as an imperative or
interrogative clause reflecting cynicism and suspic However, a positive tone is
re-established in the Text's concluding refrain.ilksstrated in [9], a combination of

multiple male, multiple female and lone female esicommunicate various aspects
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of the renditions. Importantly, the identity of thext's addressor/s and addresses/s
and therefore specific nature of the relationstepMeen them remains ambiguous
throughout the Text.

The third Text (L36-52) is a rapped rendition. dmamences with a confrontational
and aggressive exchange between a lone male analefeoner unfaithfulness,
develops into a boastful proclamation by the mddeua his own virtues (L42-48)
and concludes with him presenting an explicit iati@n to the lone female to have
sex with him (L49-52). That the rendition involvadone male and female makes it
less ambiguous than the multiple voicing infusekt$eexplored thus far. Yet
ambiguity surrounds the reason for the underlyiogtiity and suspicion between

the participants of the exchange.

Text four comprises three variants of the refraiihe addressors and addressees
include different combinations of male and femallste that L55 involves a
repetition of the female’s slightly ambiguous conmingL30) referred to in the
discussion about Text two except that here, itoswmunicated by a lone male to
multiple female addressees. The overall tone stipe as it conveys endearment.
Two names, Yashan and Ashanthi are also mentiopedidmale in the final refrain.
However, the relevance of these individuals is dexcribed. Likewise, the purpose

of three variants of an expression of endearmealsis clearly ambiguous.

Four Lone Lines follow the fourth TéXE. All the Lone Lines are by the same set of
multiple male voices. In short, a reference to smmeebeing ‘local’ and possessing
love followed by a ‘wish for thoughts’, in turn, geding a reference to the likely
effect of these thoughts followed by a referencedmg inside someone and leading
to a wish that a dream be realised, comprise theeab of the Lone Lines. The Lone
Lines are clearly very ambiguous as they do notenaaly reference to the identity of

the addressee/s or provide any background infoomaiiat makes them meaningful.

126 Note that L64 has been presented in two renditisinse the last part of L64 is rapped.
Importantly, it should not be mistaken for a Loriad.
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The penultimate Text is the song refrain by mudtipiale voices; each line invokes a
response by a lone male voice. The responses giné tiearted (reflective of
laughter) and the tone of endearment is maintatheslighout. However, the Text
provides no reason/s for the lone male’s respoosassight regarding the identity of
the addressee/s. The final Text is by a lone maderafers to the individual called
Yashan. This takes place in the context of the esdar inviting ‘people’ to support
him by exploring his website which begins with theme ‘Yashan’. So this Text is
the only Text in the song which involves a spediientification of a male addressor
in terms of a name. Considering that Yashan isadihg artist of the 98+LSLPS
artists’ circle, it is reasonable to assume that #8+LSLPS CofP would not be
confused as to the nature of the website. Howetes, two line Text remains

thematically hollow when considered alone.

Importantly, the ambiguities of the Texts and Launges of the lyric appear resolved
when they are viewed collectively. Broadly, the kegnbiguity of the Texts

concerned the identity of the addressor/s and adde#s. However, two names,
those of the leading artists and performers ofgbeg Yashan and Ashanthi are
mentioned in the opening Text; Yashan is menticagain in the song’s concluding
Text. It is consequently possible to infer that tiedationship described in the
remaining Texts concern a lone male and female.\\oenbined, the overarching
expressions of endearment, doubt, tension whictindissh the Texts reflect a
narrative about a relationship between the two viddals. Consequently, the
multiple voicing through which the various Text deions are delivered could be
interpreted as a depersonalised voice, givingythe & further thematic dimension as

a quasi ‘comment’ on human emotion.

The four Lone Lines can also be seen to be conmdot@ach other. lllustrated in
[10], when combined, they project a synthesis efdaeply emotional plea and wish
contained in the refrain (L65,66,68) as well as #exuality of the relationship
inferred to in the lyric’s English Text rapped rérmah (in L66, 67).
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[10]

Rap (Mm) interspersed with vocalisation of SinHalas (Mm)

L65 Local got much love though
L66 sithuvili pibidevawhat it do baby | wanna

/30UvIll pibideva/

thoughts birthed-may-it-be

{May thoughts be birthed what it do baby lwanna}

L67 Ride you step inside you
L68 sihinaya oba vevgotta

/shiajo oba veva/

dream-the you may-it-be gotta boy friend

{May you be the dream gotta}

That the Lone Lines also summarise the preceding Texts suggests further that
they are connected to each other. Observe alsb,Lé@and L68 represent lines
from the refrain; this too predicts that the Teats connected. Moreover, we find a
curious grammatical signalling which supports thernpretation that the lyric’'s Lone
Lines are thematically connected to their adjadestts. Specifically the ILACF-L
line 64 concludes with the English fragment ‘knokatt I'm’. However, when
interpreted with L65, the adjective ‘local’ of L&86solves the fragment by becoming
its object. The relevant lines have been reprodutgtil].

[11]

L64 (Mm) sihinaya oba veva ah ah ahknow that I'm

L65 Local got much love though

The consequence of interpreting the Texts and LLames of a lyric as thematically
connected is an entity which reflects overall theenhomogeneity despite being
thematically heterogeneous internally owing to tlmenplex sub-narratives which

inform it.

Furthermore, this interpretation of a 98+LSLPSdyalso highlights the pivotal role

played by the refrain (essentially a sung rendjtiarfacilitating the overall thematic

266



unity of a lyric. Sandawathurertontains eight representations of its refrain which
recur at strategic places such as immediately dinegeand following its rapped
rendition. The most striking thematic disparity cems the endearing tone of the
refrain and the confrontational tone of the rappeddition. So the fact that the
refrain precedes and follows the lyric’s rappeddigon reinforces ‘celebration’ as
the lyric’'s dominant theme. The placement also eero conceal the violent and
hence provocative content of the rapped lyric (t¢ba discussion about rap themes
in section 8.4.1). Observe also how, as noted aticse 8.4 (and in chapter 7), the
lyric- initial and lyric-terminal position of theytic’'s rhythmic and A-rhythmic
renditions which provide details about the addresaod addressees, serves to unite
all of the lyric’'s Texts and Lone Lines by clarifig the ambiguities about the
identity of the addressor/s and addressee/s ofvdineus Texts and Lone Lines.
Furthermore, English as also stated elsewherdieiscore language of these Text
rendition types; this further affirms the fact th&tglish is a core component of the
98+LSLPS CofP’s shared linguistic repertoire.

Sandawathuremoes not contain non-Sinhala/English-code Divelgbfc or Tamil
Texts. Yet, a few of the sample songs do. As ewrpthiin chapter 4: 4.4 and
elsewhere, Arabic and in particular Divehi are unkn to the vast majority of the
98+LSLPS CofP: this affects the manner in whichhstliexts are negotiated by the
CofP. ConsideAe Hetha.lts refrain is sung by a female and is in the Makh
language of Divehi. The renditiocomprises a female’s note of endearment and
calling to her lover. The song title is also a Diveonstruct and translates as ‘hey
heart’. However, because Divehi is not spoken inL8nka it is very unlikely that
the vast majority of the 98+LSLPS CofP will be aldte decipher its meaning.
Instead, it is the refrain’s melody and sound ofemale singing that will most
probably be perceived by the CofP. Importantly, bieain alternates with English
Text rapped renditions with provocative contentikinto extract [1]. Consequently,
the Divehi Text can be seen to serve as a mugieaise’ segmenting what would
otherwise be an extended English Text rapped riendihto three smaller English
Texts (i.e. L5-8, 25-28, 46-49). Accordingly, ibuld appear that the Divehi Text

sung rendition’s thematic contribution tAe Hethainvolves it governing the
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98+LSLPS CofP’s negotiation of the song’s rappedditeons The Arabic sung
renditions in the BNS songhaheenaccupy a similar role to the Divehi rendition in
Ae Hetha

A rapped and A-rhythmic rendition in the sokgtthu (L29-40 and 41 respectively)
represents the only occurrence of Tamil in the 3IB4RS sample. Importantly, the
renditions do not convey information that altersioessential to the song’s theme
about the food item Kotthu. As stated in chaptefanil is one of the two official
languages of Sri Lanka; Sinhala is the other. MNbeéess, the paucity of Tamil
Texts and Lone Lines in the sample and the noméasaature of the content in the
few Tamil Texts and Lone Lines occurring in the p@mindicate that they are a
peripheral component of 98+LSLPS. However, as eéxpthin chapter 9, the musical
context of the lyrics makes non-English/Sinhalat$end Lone Lines indispensable

to maintaining the overall unity of their respeetiyrics.

Moreover, recall the discussion about ILACF-L innfRinhala/English Texts in
chapter 7 (section 7.3.3) where it was arguedttigtines’ dissimilar sequences are
likely to dominate thematically due to the fact tththe 98+LSLPS CofP are
unfamiliar with the code of the (acoustically) doaunt sequences. Interestingly,
most of the sample’s dissimilar sequences appeacttyi connected to the central
theme of their respective lyrics: this supports dihgument that it is these sequences
that are being negotiated by the 98+LSLPS CofPr dxample, the names of the
addressors (i.e. BNS) of the so8gaheenaconstitutes the ‘dissimilar’ construct in

its Arabic Text as shown in [12].

[12]
Song -Shaheeng2008)

A-rhythmic rendition —whispered (F1)

L2 as-salaamo alaikum BNS
the-peace be upon you oh people
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Similarly, the dissimilar code words in the sdfgtthuy, function as reminders of the
song’s central theme of food/Kotthu (L34, 40) aradrative about the addressors’
adventures relating to Kotthu (L38). The absenck &€ F-H in non-Sinhala/English
Texts (as noted in chapter 7 section 7.7.3) furthdicates that the contribution of
non-English/Sinhala codes to song theme is india¢anost (i.e. the simultaneous
rendition of two non-Sinhala or non-English seq@snes highly unlikely to be
understood by the 98+LSLPS CofP).

8.7 98+LSLPS and the case of ‘Sri Lankan English’

English is a core language of 98+LSLPS. A numbeEmjlish expressions which are
not used in habitual Sri Lankan English speech @8LE and SLEs described in
chapter 2) feature in 98+LSLPS. Bear in mind tmO8+LSLPS, especially in the
songs’ audio format, we are dealing with a fundaagn unique form of musico-

linguistic communication which differs from naturshoken (i.e. conversational) and
written output (discussed in chapter 6). The re@ét&nglish language variety discourse
(and therefore categories such as SSLE and SLEgjalally stem from efforts to

understand widespread English usage in contextudh natural spoken and written

output.

Accordingly, we find expressions (section 8.4.1elissome of them) that could be
seen as indicative of AAEs in the genre’s rap reows, expressions which,
therefore, might be seen as indexical of ‘Africaméican’ culture. Note that rap as
stated in chapter 7 (sections 7.2.1, 7.3ahyl section 8.4.1, is one of the two
dominant rendition types of 98+LSLPS: English ssdbminant language. Typically,
English rap has tended to be regarded as repregeffiican American Englishes
(AAEs) and also Hip Hop Nation Language (HHNL definin section 8.4.1) due to
its African and subsequently African American ro@gplained and referenced in
chapter 3: 3.6). Comments by three Sri Lankan babispeakers of English and
98+LSLPS inner audience circle members about thasgh’homey baby’ and word
jiggy’ in extract [13] may be seen to support thisterpretation. They were
described as untypical of Standard Sri Lankan BhgISSLE) (IAC-24; Facebook
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message; 2009, IAC-25; Facebook message; 2009,2B8C~acebook message;
2009).

[13]

(a) Song Ahankara Nagaré2004)

Rhythmic rendition (M)

L1 Represent CMB

L2 Itis your homey baby

L3 You're with the awe yeah

L4 Yeah and I'm jiggy as hell

Nevertheless, as discussed in section 8.4.1, 98PBSlkap in which forms
resembling ‘AAES’ occur, concern the detailing efe@ly intimate aspects of human
emotion that are provocative by the standards ohstr@am Sri Lankan cultural
norms. Importantly, it was argued in section 8#hdt the CofP’s use of English to
negotiate such provocative issues demonstrateffertige attitude towards English
which, in turn, suggests that English represerggmabiotically indigenised code in
98+LSLPS. By implication the seemingly ‘non - Srarkkan English’ forms
occurring in the renditions also assume an indggghidentity in the context of the
genre. Consequently, to classify forms which extAE associations as AAES in
98+LSLPS simply does not fully reflect the mannar which they have been
incorporated into 98+LSLPS. The status and pradileEnglish in 98+LSLPS rap
contributes to linguistic studies on rap in Soutfiad an area scarcely researched as
noted by researchers such as Rose (1994: 72) andeBe(1999: 82; see also
Denzin: 1969).

Moreover, as discussed in sections 8.5 and 8.698r&SLPS English Texts form
part of 98+LSLPS lyrics: overall most of the lyricsflect a distinctively local
thematic character incorporating local (Sinhalapresgsions and metaphors (recall
the discussion in section 8.4.2). This too predibst 98+LSLPS lyrics are the
outcome of a cohesive localised repertoire develdpeand belonging to the songs’
artists and principal audience, the 98+LSLPS CdfRe fact that it is efficient
communication comprising (through performance), tepetitive negotiation of
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deliberately invented systems involving the amalgtom of music and language
that renders the over 5.5 million individuals off@&LPS a community predicts the
same. Expressed differently, the purposeful natfirdhe CofP members’ invention
and negotiation of 98+LSLPS (including its lyrigsjedicates a deeply symbiotic
relationship between the CofP and the languagedétu@ing the seemingly ‘non-Sri
Lankan English’ forms) they exploit as part of threcess.

The A-rhythmic rendition in [14] is another exampiehow English in 98+LSLPS
differs from English associated with SSLE and theader enclave of Sri Lankan
English/es (SLES) but which nevertheless appeaigenised in the song context.
[14]

Song —Kotthu (2008)

A-Rhythmic rendition: (M1 and M2) child voices

L69 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa

L70 (M2) Hello is the mic. still working?

L71 (M2) Ya. | paid 200 rupees for my Kotthu man

L72 (M2) I'm still waiting for it and | haven't got

L73 (M2) If it was in India, | would've fed my engi family with it ya

More specifically, L71 and L73 are reflective ofllanised English (due primarily to
pronunciation and the presence of ‘ya’ in L 73) dhdrefore, incompatible with
SSLE and unlikely to be considered part of SLEsweler, the lines occur in a song
dealing with an inherently local topic, the Sri kan food item Kotthu and
consequently, cannot not be considered part ohdigenised English code in their
context of 98+LSLPS. The two extracts in [15] hight further the incompatibility
between 98+LSLPS English and Sri Lankan Englistglage variety categories
such as SSLE and SLEs as traditiondiyined (described in chapter 2).
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[15]

(a) Song Hanthane(2008)

Rap(M) and (Mm)

L24 Young Ashanthi what you wanda like you
L25 Got me like | got you (Mm) hey
L26 Yeah and | said the boy looks fine but the
L27 Girl hanging out with ya kindiéke a (Mm) hey
L28 Ei so don’t come round here talking
L29 [All that stuff you slap in the face
(Mm) Rey
L30 Yeah and ya all know my name see
L31 All in the house got to ?? smash the (Mm) kdéybut the
L32 Queen right shot gun squirt the ladies say

(b) Song -Dark Angel(2005)

Refrain — sung (F)

L18 |

L19 See there’s an angel and

L20 | can’t believe it she wanna

L21 Say she loves you baby she wanna
L22 Say you drive her crazy |

L23 See there’s an angel and

L24 | can’t believe it she wanna

L25 Say she loves you baby she wanna
L26 Say you drive her crazy

On the one hand both extracts abound with sentdragments (recall the

grammatical discussions in chapter 7) and therefiifeer from SSLE norms

(outlined in chapter 2). At first glance, it woulppear that the incompatibility

between habitual (particularly standard) Sri LanEaglish output and the renditions

owes to the fact that they are the consequencesséding the lyrics according to

musical rhythm. However, they remain unusual itfmterof SSLE even when

interpreted in keeping with how they might be deted in natural speech. [16]

contains such an interpretation of [15a].
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[16]

(1) YoungAshanthiwhat you wanna do
(2) L24 like you L25 Got me like | got you (Mm)

(3) Hey L26 Yeah and | said the boy looks fine that L27 Girl hanging out with ya
kinda like a ----- :

(4) Hey L28 Ei so don’'t come round here talking

Some examples incompatible with SSLE include treenabe of do-support in clause
1 (young Ashanthi what dgou wanna do) and the missing copula ‘is’ betwigan
and ‘kinda’ in clause 3. Interestingly, interprefithe lines as shown in [16] does not
render them thematically less ambiguous than hay #ppear when interpreted
according to the analytical framework. Indeed, lihes appear more ambiguous in
[16]. This further demonstrates that the langualgthis musical context reflects a
different linguistic dynamic, one that cannot belerstood in terms of concepts such
as SSLE advanced to address natural spoken aridmaititput.

The incompatibility between varieties like SSLE aS8dEs on the one hand and
98+LSLPS English on the other is especially promednin 98+LSLPS phenomena
such as Englis# ILACF-H lines which comprise the horizontal bleofdmulti-word
Sinhala-English sequences yet which reflect an allveEnglish identity when
performed (section 6.3.2.6.3 in chapter 6 detalled the lines’ dominant code is
determined). A Notable example of English ILdCFgtontained in lines 60-83 of the
BNS songSri Sangabodhiin appendix 2): [17] includes some lines from éx¢ract.

127 These are lines where the dominant code is English
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[17]

Song -Sri Sangabodh{2000)

L64 [(Fm) -re lets keep on movionghis
(M) sangabodhi mali-gave-di ma
/sagobo:01  maligavedi ma/ ]
Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}
L65 [(Fm) And believe in our destiny (Maeka
®ako /
(Fm) Desti- ]
see-having
{having seen.}
L66 [(Fm) —ny if we don’t know who we are
(M) pranehani venta baeta them

/panehant vents bato  Oem / ]

life-harm happen-to beat will
{(Dwill beat (him) to (cause his) life harm.}

Occurring in a natural spoken of written conteke Sinhala sequences in L64, 65
and 66 would not be considered reflective of SL&isalone SSLE. Recall too the
grammatical analysis in chapter 7 (7vwhich showed that the horizontal sequences

of each line reflect integrated systems.

Overall then, in 98+LSLPS not only do we encouratezontext which reflects the
appropriation and indigenisation of English by apanding and diverse community
of Sri Lankans (particularly Sri Lankan youth) wkee the ‘code’ as a defining
feature of their identity but we encounter a foriiraigenisation which appears
incompatible with varieties such as SSLE and SL&slescribed in the prevailing
literature. Comments made by some of the 98+LSLBfP @embers reinforce this:
they described the English Texts of 98+LSLPS asdedifferent’ yet also
indigenised and homogenous. For example, some anaéak that the English Texts
represent Sri Lankan instead of describing them as English (Santhuslerdean:
interview: 2009; Ashanthi de Alwis: interview: 2Q09ashan De Silva: interview:
2009).
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However, notwithstanding the unusual English formasurring in the songs, any
effort to assign them an identity in terms of pikwg language varieties would
ultimately have to involve classifying them as ‘&ankan English/es’ (SLEs) at
best. This is because when compared to other Enigliyuage varieties inhabiting
the rubric of ‘World Englishes’, SLEs is by far tloamly variety which is most

compatible with the localised themes of the EngliBbxts as well as their
guintessential seemingly ‘non-English’ Sinhala d¢omngs such as those in [17].
Specifically, the dissimilar sequences of the vasjority of English ILACF-H (as

well as ILACF-L) lines derive from Sinhala. Whatimportant, as also noted by
Thiru Kandiah (Email; 8.6.2010), is that habituatlaconcerted linguistic output be
first distinguished from non habitual/concertedglirstic output (e.g. errors by
learners of the language etc.) prior to any attetaptlassify linguistic output in

terms of the language variety paradigm, espectahtemporary linguistic output of
environments where some languages occupy a spectfrudentities as an L1, L2,

partial L2 etc (e.g. English in Sri Lanka). As édished variously throughout this
study, 98+LSLPS lyrics constitute a highly concgrterm of communication

between the 98+LSLPS CofP members.

8.8 Sinhala/s and 98+LSLPS

Chapter 2 described the Sinhala language in terfirtsv@ main varieties; formal
versus colloquial Sinhala. The former is associatét written genres (i.e. poetry)
and specific formal occasions of speech. 98+LSLiRS®rporates both these forms.
Some Texts and Lone lines reflect formal/poetich8lia (e.g.Oba Magemai,
Sandawathuren, Shahegnavhile some reflect colloquial Sinhala (e.gotthu).
Typically, metaphors and rich imagery are assodiatéh poetic and hence more
formal Sinhala. 98+LSLPS abounds with such Textd bane Lines: recall the
discussion in section 8.4.2. It is also interestmgpote that formal/poetic Sinhala is
dominant in the lyrics of non-98+LSLPS popular Silehsongs such as the two
songs of our sample (appendix 2 contains transonptof one song). Rhyme is
another hallmark of Sinhala poetic language. Thetipd®8+LSLPS Sinhala Texts
and Lone Lines also contain line terminal rhymewweer, rhyme is also present in

the (colloquial) Sinhala Texts #fotthu (L 8, beginning of L 16, the latter section of
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L16-28, L42, L43 -55. the latter section of L63-8&e appendix 2 for details). As
shown in chapter 9, the line-terminal rhyme of @83LSLPS Sinhala Texts relates
to musical rhythm. It is also worth noting that thajority of Sinhala ILACF-L lines
which involve ‘English’ (dissimilar) words are fodnn the colloquial Sinhala Texts
of Kotthu. The amalgamation of Sinhala styles in 98+LSLPSpé#sticularly
interestingly manifested in its Sinhala ILACF-Heg Once again, bear in mind that
the phenomenon of ILCF-H derives from the fact 8&tLSLPS is a musical genre.

[18] contains an example.

[18]

Song —-Vasanthay€1998)

Refrain: sung (MMmFm) with simultaneous (F) rhyib rendition

L35 [vasanthaye//

\asanBoje/
(F) The world is there with a sign of your heart]
spring in
{In spring.}
L36 pibidena mal/ piyeli vage
/pbideno mal  prjoli vage/
(F) There’s always peace freedom
blooming flowers buds like-are
{Blooming flowers. Like buds are.}
L37 [sithata naengena / sithuvili mal
/sBato nagens  siBUvilt mal/
" sahas
/sahas/
(F) Fly away to a joyous place and ]
[mind-to birthing thoughts flowers
Secret ]
{[(The) thoughts that birth. Thought flowers
Secret J}
L38 [renu vage/ dangakaata vaehi
Irey vage Oangokarto  vahr/
(F) lift your face to the sunlight ]
pollen like mischievous rain
{(Are) like pollen . Mischievous rain.}
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L39 [podak vage ape /hada sithuwiinee
/p@ak vage ape halo  s1OUvill me/
(F) Ride the ocean waves to a different land where]
drop-a like our hearts thoughts these
{Like a drop our. These hearts’ thoughts.}
L40 [sundhara love dutu / ve
/ 9ndara love dULU ve/
(F) The weather is fresh and pure]
exquisite world see-did
{Espouse (the) exquisite world. Did.}

In [18] the horizontal ‘English’ sequences of L38-dre rendered simultaneously
with the Sinhala sequences and yet the Sinhalaesega dominate acoustically
making the lines appear Sinhala. Importantly, tkisd of code fusion is

incompatible with the categories of formal or cqlial Sinhala.

Moreover, there exists a further dimension entaitddthe musical setting of
98+LSLPS which contributes to making 98+LSLPS Slatseem like a blend of
formal and colloquial styles. On the one hand,dbegs do not constitute a formal
event of communication; indeed their identity aslass of ‘popular song’ proves
this. As such, the Sinhala of 98+LSLPS can be ssaepresenting informal Sinhala.
On the other hand, the song lyrics also represdotuments’ invented by the
98+LSLPS CofP and ‘preserved’ through the CofPjzetiive performance of the
songs which constitutes the CofP’s ‘participatmintheir practice’ (explained in
chapter 4). Consequently, the Sinhala of 98+LSLRS eeflects a form of quasi

formal Sinhala.

As with the categories of SSLE and SLEs discussexkction 8.7, the main reason
why it seems impossible to fully account for 98+IER_Sinhala in terms of the
dichotomous formal verses colloquial paradigm agicqy to which the Sinhala
language is typically described, lies in the fdwttthe categories are the result of
existing typological descriptions of Sinhala comieg Sinhala in natural speech and
traditional written contexts. It is, therefore, unwising that such categories appear
untenable with the musico-linguistic output of 9&HPS. In sum, it is ultimately the
musico-linguistic context of 98+LSLPS which distinghes its Sinhala and makes
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the Sinhala incompatible with an analysis that ines it being dissected solely in

terms of such categories as formal and colloqurat&a.

8.9 Summary and conclusion

For the most part, this chapter concerned lyriengén the lyrics of 98+LSLPS. The
guiding focus was to understand the relationshipvéen the renditions of a
98+LSLPS lyric Text and thereafter between the ed Texts/Lone Lines of a
98+LSLPS song in terms of song theme in keeping) wie analytical framework
regarding 98+LSLPS lyric organisation advancedhapter 6.

Accordingly, the discussion commenced with an osvv(in section 8.2) of the

dominant thematic tendencies of 98+LSLPS. Love aexribed as the overarching
theme of the songs while it was also stated thatsttngs’ treatment of the topic
varies considerably. Three features salient to sstem of song and which
contribute to song theme were then described itiose8.3; they are the refrain,
stanza and the technique of multiple voicing. Neséction 8.4 examined the
thematic tendencies of the four 98+LSLPS Text ramditypes. It also identified

where each rendition type occurs most frequentlg Iyric (e.g. at the beginning or
middle of a lyric etc) in anticipation of the subjsent discussions about how
renditions of a Text and thereafter a song’s Textsl Lone Lines might be

thematically related.

98+LSLPS rapped Text renditions (section 8.4.1)ewstrown to concern topics that
are provocative by mainstream Sri Lankan cultutahdards with the vast majority
containing explicit references to and descriptiohsexual love. As the dominant
code of the Text renditions English was shown tahgecode used to negotiate such
topics. Romantic love was identified as the focfisnmst 98+LSLPS sung Text
renditions (section 8.4.2). That the Text rendsi@ne mostly in Sinhala suggests that
Sinhala functions as the language for such topic88+LSLPS. In terms of song
position, rapped and sung Text rendition were dlesdras occurring song medially
with most rapped Text renditions occurring closethlie song refrain which, as

explained in section 8.3, represents the synthasisore of a song’s theme/s. As
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stated in previous chapters (e.g. chapter 7) thpkacontains few rhythmically and
A-rhythmic renditions. Thematically, the Text retmoins (discussed in sections 8.4.3
and 8.4.4), contain names of individuals and plakkseover, most rhythmic and A-
rhythmic Text renditions occur at the beginningead of a lyric; where both occur,
the latter always precedes the former if occur@ghe beginning of a lyric and

follows the former if occurring at the end of aityr

Importantly, the discussions of the rendition typesection 8.4 demonstrated that
when considered alone they appear ambiguous eixigibanly partial thematic

clarity. For example, it is very difficult to fatho the identity of the addressor and
addressee in rapped and sung Text renditions. &igmithe content of rhythmic and
A-rhythmic Text renditions, essentially proper neufnames of individuals) and

contextual information appear meaningless whenrdeghin isolation.

In keeping with the analytical framework concernB&tLSLPS lyric organisation,

section 8.5 proceeded to explore the relationskigvéen the renditions of a lyric
Text in terms of theme. The thematic ambiguity bkbd by a Text rendition when
considered alone was shown to diminish signifigatitbugh not entirely, when the
rendition is viewed as connected to the other tedi of its Text. Having

established that the renditions of a 98+LSLPS Tamet connected thematically,
section 8.6 then proceeded to explore the reldtiprizetween all the Texts and Lone
Lines of a song in terms of theme. Accordingly, thematic ambiguities displayed
by the Texts and Lone Lines of a lyric when intetpd alone were shown to be

resolved when the Texts and Lone Lines are intezgreollectively.

The fact that rhythmic and A-rhythmic renditiongase contextual information and
names of individuals was explained to underlie rtre@ng initial position. In

occurring at the end of a song too, they servestoind the audience of the context
and/or individuals relevant to the topic and thgrébduce a sense of thematic
cohesion. Similarly, it was argued that the positiof the provocative rapped
renditions song medially and/or adjacent to theoutroversial refrains helps

integrate the provocative content of rapped reowtdiwith the other content of a
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lyric and is so doing conceal the provocative contlt would appear, therefore, that
the positioning of the rapped renditions in a Iyiacilitates the 98+LSLPS CofP’s
negotiation of provocative topics.

Section 8.7 briefly explored the English of 98+LSL i terms of the discourse on
language varieties focusing on the varieties ter@iahdard Sri Lankan English and
Sri Lankan Englishes described in chapter 2. Thes viollowed by a brief
exploration of Sinhala in 98+LSLPS in terms of tia® categories of formal and
colloquial Sinhala (outlined in chapter 2) accogdito which Sinhala has
traditionally been described. Each discussion destnated that the linguistic
composition of 98+LSLPS cannot be fully understamderms of these language
varieties and categories. Reasons provided incltidedact that categories such as
SLEs, SSLE and formal and colloquial Sinhala havelved in connection with
understanding natural speech and written outputredse98+LSLPS belongs to a

unique musico-linguistic system of communication.
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Chapter 9
The 98+LSLPS sample: Song (lyric) organisation thragh musical

structure

“Those songs are not possible to sing without my88+LSLPS audience member -
CAC [98+LSLPS audience member]: interview: 2009).

“The melody won't linger in one’s memory if the igs cannot be recalled” (‘Lich’
[98+LSLPS audience member]: interview: 2008).

9.1 Introduction

In this the third and final part of our analysistbé 98+LSLPS sample in terms of
the analytical framework concerning 98+LSLPS lydmanisation introduced in
chapter 6, we turn our attention to investigating telationship between 98+LSLPS
lyrics and musical structure, in particular masichythm and melody. Moreover,
exploring musical rhythm in 98+LSLPS as well as lakpng the concept is
especially important considering the basis of thalyical framework, the ‘musical
rhythm derived clausal line’ also introduced in ptest 6. The chapter did not detail

the concept of musical rhythm.

Therefore, this chapter begins with a descriptibmosical rhythm in section 9.2 and
follows with a description of the nuclei of musiadythm, the musical beat and
concept of the musical bar, in section 9.2.1. Wan trevisit the notion of the musical
rhythm derived line in section 9.3. The first threeb-sections of section 9.4
correspond to examinations of the relationship betw musical structure and
98+LSLPS Sinhala and English sung rapped and rhigthemditions respectively.
Section 9.4.4 explores the relationship betweerL88PS non-Sinhala/non-English
sung, rapped and rhythmic renditions in terms osical structure. Considering the
dominance of Sinhala and English in 98+LSLPS, tteaigr focus of the discussions
tends to be on the renditions of these two codest,$ection 9.5 summarises some
generalisations about the relationship betweenhite® discussed rendition types and
musical rhythm. An examination of the relationshgiween A-rhythmic renditions
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and musical structure follows in section 9.6: tle@ason why this rendition type
differs from rapped, sung and rhythmic renditiossiso clarified. This leads to an
investigation of the two intra-line phenomena oCH-L and ILCF-H in terms of
musical structure in 9.7. The concluding discusdionsection 9.8) explores the
relationship between all the Text and Lone Linedigons of a given 98+LSLPS
song lyric and musical structure and includes otifbg on the relationship between
the mixed and not-mixed identity assigned to thergdy the 98+LSLPS songs and
98+LSLPS lyric organisation. .

In brief, the analyses in this chapter demonsttlaée a musical rhythmic template
made of recursive symmetrical durational sequeftegmed bars), functions as the
binding agent of the various (linguistic and othanponents of a 98+LSLPS song.
The durational sequence corresponds to a musigtimhderived line which is the
core of the analytical framework concerning 98+LSLlgric organisation. With the
exception of A-rhythmic renditions, all sections @f98+LSLPS song’s lyrics are
shown to be directly embedded within the attendaasical rhythmic template of
their respective songs. Melody is shown to integrabst of the A-rhythmic Text
and Lone Line renditions into the context of a santgrestingly, linguistic theme
also plays a similar role in the case of an unusuddythmically rendered exception
occurring in the sample. Some researchers havgmesal the symmetrical nature of
mixed language occurring in music but there seebetno analyses concerning how
such symmetrical mixed language might be relatedrtgoverned by its attendant
musical structural context. For example, in the@ipgr on Arabic and French mixed
language lyrics in a genre of Rai music, Bentahitd Davies conclude by stating
that “what is different is the way they [the mixkeshguage lyrics] are distributed in
regular or symmetrical ways...and most of all theicdéé interplay between
switches and the other stylistic devices charaatierof popular songs” (2008; 19).
The analyses in this chapter draw on appendix £hvhontains representations of
sections of the sample songs (exclud®ia Hindd?®), in terms of their musical

(essentially musical rhythmic) environments.

128 As explained in previous chapters, this song thoby Iraj does not contain the linguistic (or
musical) features of 98+LSLPS and instead has ttaacteristics of traditional Sinhala popular
songs. This is the only song by Iraj which canretlassified as a 98+LSLPS song.
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9.2 Musical rhythm

Meyer, (1973) describes musical rhythm as one i tivo primary parameters of
musical structure’, the other being ‘pitch’. PiteHates to the distribution of musical
notes in a musical piece or melody while musicgthin concerns the duration of
these notes in a musical piece or melody. Thereairsnmuch debate about the
precise nature of durational organisation in mudfcoadly, musical notes in
traditional western tonal music tend to confornre@oursive symmetrical durational
sequences facilitating a sense of temporal reguldmportantly, the symmetrical
durational sequences of a musical piece constitisterhythmic template. This
template (resembling an ‘umbrella’ of sorts) senass the regulator of all the
notational and other ‘content’ of a musical pieCehe idea is echoed in the Oxford
Music Dictionary where it is argued that humans baynclined towards perceiving
the musical rhythm of a piece “as a coherent anttimoous entity rather than a

succession of isolated moments of sound” (OxforgiRIOnNline).

The durational sequences of musical pieces (edjyemdigenous musical pieces)
from non-western regions, however, cannot be fultglerstood in terms of such
symmetrical sequences as some of them (e.g. Skidoaimdigenous folk genres such
askavi) conform to different underlying rhythmic constits. Suffice to say that the
musical pieces do, arguably underlie some form w$ioal rhythmic structure albeit
differently structured. As reinforced by the Oxfdwtlsic Dictionary, the durations
of musical notes in musics, “may be more or legsilgg, may or may not give rise to
a sense of beat or tempo, and may be more or tegmgous, but as all music
involves duration(s), all music necessarily has eamanner of rhythm” (Oxford

Music Online). Importantly, however, as will be rifi@d in the ensuing discussions,
excepting A-rhythmic renditions the recursive synmwal durational sequence
based rhythmic structure of traditional westernatomusic defines the rhythmic

structure of 98+LSLPS songs.
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9.2.1 Musical beats and the concept of a musical #aeasure

The musical beat and musical bar (also termed mepswe the nuclei of musical

rhythm. Musical beats constitute the smallest umiitsudible rhythm in music and it

is their combination that gives rise to a musidajthmic template (described in

section 9.2). Essentially, musical beats are “idatibns, utilised by the performer

and inferred by the listener from the musical sigiérdahl and Jackendoff 1983).

So when someone taps in rhythm to a piece of musi@ response to these smallest
building blocks of musical rhythm. The spaces betwenusical beats in western

tonal music are isochronous and it is within thepaces that musical notes are
ordered. As Rothstein (1989: 103), states “any ica@tscheme requires repetition-

that is, the recurrence of units that are at leasteptually of equal size” (see also
Schachter 1994).

Importantly, however, musical beats do not immedyatconjoin to form the
rhythmic template of a musical piece in westerratanusic. Instead, they appear as
alternating strong and weak beats and first combn®rm recursive symmetrical
durational sequences (described in section 9.2klwithen combine to form a
rhythmic template. These symmetrical durationalseges are termed musitealrs.
Accordingly, a bar’s opening beat is its strongesl signals the beginning of the bar
and end of the preceding bar. Consequently, tret beat of a bar serves to
demarcate bars (i.e. symmetrical durational se@gnm a piece of music. In
western tonal music, the number of beats per bapeified in terms of éime
signature. Groupings of two, four and three beats constithie basic and most
frequently occurring bar patterns in western tanakic. A three beat bar will have
an initial strong beat followed by two weak be#dswo beat bar will have a strong
beat followed by a weak beat. A four beat bar hél/e a strong beat followed by a

weak beat, another slightly stronger beat wealar the first and a final weak beat.
Often, larger types of musical works of the westemal musical repertoire (e.qg.

sonatas, operas) will consist of musical sub-sestieach possibly defined in terms

of different rhythmic templates. This means tha&t tlumber of beats per bar of each
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sub-section may differ. For example, one sectidntext may have a rhythmic

template whose bars comprise three beats each amither may have a rhythmic
template whose bars comprise two beats each. Nmwaference to musical sub-
sections may appear to contradict the claim thatdiganisation of musical beats
remains consistent within (western tonal) musicat@s. What was not mentioned is
that a musical piece may be part of a larger mugpeece. For example, the

movements of a sonata while resembling separatecatysieces (and therefore,

often performed independently), are still sub-segiof a larger work, the sonata.
Broadly, what indicates that what appear to bersépanusical pieces are in fact part
of a larger work is the counterpart of musical hmyt also central to musical

construction, namely, musical pitch. Specificatlye notes of most musical pieces
of the western tonal music are related, determemmabrding to the concept of the
key The sub-sections of a musical piece may involehange (modulation) of keys:

crucially the musical keys of the sub-sections Wwal related thus uniting the sub-
sections?®.

However, most contemporary popular songs are velgtshort, they do not contain
sub-sections and consequently tend to correspora s$mgle rhythmic template.
98+LLSPS llustrates this: most sections (except#ghythmic renditions) of a

98+LSLPS song correspond to a single rhythmic tateplThis is explained later.
9.3 The 98+LSLPS musical rhythmic line/quasi sentexe revisited

The notion of the musical rhythm derived line is ttore of the analytical framework
introduced in chapter 6: 6.3.2 for dissecting laaggiin music in audio format such
as song lyrics in audio format. As also explainedhapter 6, this kind of data, do
not exhibit the intonational cues of natural speemhing to their musical

environment, and therefore do not indicate clausaindaries found in natural
speech output. Importantly, it is the musical bamqg(i.e. symmetrical durational

sequence) which corresponds to a musical rhythnvetetine. Consider [1] which

129 The key in western tonal music is, in fact, theneaof the harmonic centre tonic of a piece of
music, the tonic being the matrix of the grouprelted notes structurally permitted to occur in a

piece (see also Suuifp2006).
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contains some Sinhala Text sung and English Teyed rendition lines, both from

the BNSsongVasanthayéreferappendix 4 for further examples).

[1] 130

Song —Vasanthay€1998)

SONG | Line Beat 1 Beat 2 Beat 3 Beat 4
Number
Sung la vasan- -tha- B L I
(Refrain)
T e I I R
2a pibi- -dena mal
2b piye- -li_ va- ge
Rap * 18 oba ma jeevaya ve Sso*
19 check out check out my nevginhala style I am
20 using the styldor the very first time which
21 comes from a country a pearl of a land from the
22 hill and the rivers and the golden sand with nofrth
23 south east and west to- -gether we must stand u-

The first two vertical columns of the grid indicafee song’s rendition type and
musical rhythm derived lyric line number respedigvé&ach of the four subsequent
vertical columns represents a musical beat. Viewedzontally, the four cages
constitute a four beat bar line and therefore aicatshythm derived line (e.g. L19
‘check out check out my new Sinhala style | am’dn€equently, in [1] we see that

each of the renditions’ musical rhythm derived $éing based on four beat bars. The

130 The fonts used in the examples follow the trapsict and translation conventions detailed in
appendix 2.

286



four beat divisions function as the source of qasitences in ‘sentenceless’ music

based linguistic output such as a song lyric in@émmat.

Importantly, observe that the number of beats par lme remains consistent
throughout in [1]: hence its obvious symmetry. ledgeit is the same with all the
sample songs as shown in appendix 4: the numbbeats per bar in each of the
songs is the same. This appears to be the detutsive durational sequence for
98+LSLPS. Interestingly, the four beat bar is idf@ad as the dominant durational

sequence of most globalised contemporary poputay genres (Krims 2000: 52).

Notably and as will be discussed later, it is thet that the bars converge to form a
song’s rhythmic template which then makes the nalisicythm derived lines of a
song also appear connected to each other as partaliesive system. However, as
stated in section 9.2, 98+LSLPS A-rhythmic rendiiodo not conform to this
symmetrical rhythmic system. Nevertheless, the slirdb connect with their
counterpart musical rhythm derived lines. This imexplained later. It is interesting
to note that there appears to be no research vdoiskiders a song’s linguistic and
musical interface in terms of a song’s overarchimgsical rhythmic template, an
observation confirmed by such notable musicologist§&chachter 1999: 23-30; and
Monelle (Email: 28.11.08).

9.4.1 98+LSLPS sung Text renditions and musical rhilgm

The second leading rendition type of 98+LSLPS, dheg Text rendition, is one of
three Text rendition types firmly located withan given song’s musical rhythmic
template; this was noted in the previous two chapteThis discussion focuses on
the sample’s Sinhala and English sung Text renditibut as explained in section
9.8, features identified in relation to the lindstlee four 98+LSLPS Text rendition
types apply to their counterpart Lone Lines as wEle present discussion also
highlights some features that appear to differémtthe codes in 98+LSLPS sung
renditions at the level of the relationship betwdba renditions’ lines and their

corresponding musical beats. Nevertheless it isomapt to bear in mind that
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English Text sung renditions in the sample are ii@womparison to Sinhala Text
sung renditions. Therefore, it is not possible ekendefinitive generalisations about
differences and similarities between the two cadeerms of how they operate in

musical structure when occurring in 98+LSLPS sierglitions.
Excepting two (English) lines (L58 kotthuand L21 inDark Angel- see appendix

4), individual sung rendition line beats containmore than either two words or two

morphemes of two words. This is illustrated in‘{2]

[2]

Song- Vasanthay€1998)

sung 4b dan- -gakaa -ta vaehi

Song- Mal Peththak2004)

sung 5 -ve kavu- -luven epi- -ta maha varsha

Song- Sandawathure(2006)

sung 15 sonduruma veva deha
Song —Kotthu(2008)
sung 61 wake up and wonder why

A further feature of 98+LSLPS sung Text renditiehghe extension of a single word
over a single beat. Consequently, it affects auistic bond between the beats.
Interestingly, this feature distinguishes Sinhalags Text renditions from English

sung Text renditions. As shown in [3], words dd extend beyond the span of two

131 As hyphen on either the right, left or both side#sa construct indicates that it is a bound
morpheme.
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beats in English Text sung renditions whereas tinbafa Text renditions contain

occurrences of a single word occupying the spaeecoimplete four beat line.

[3]

Song -Sri Sangabodh{2000)

36 [and be- -lieve in your desti- -ny
desti-]
Song —Vasanthay€1998)
Sung la vasan- -tha- B B
(Refrain)

Moreover, as illustrated in [4], the linguistic ¢ent of the final beat durations of
most of the sung Sinhala rendition lines consistseither a single word or

morpheme.

[4]

Song -Sandawathure2006)

Sung 10 poda pini naava matha
(Stanza)
11 nala danga paava sula-
12 -ngata kavi keedaa hitha
13 -that thatu aava oba
Song -Oba Magema(2003)
9 diviya pu- rama oba raki- -mi
10 andam gunadam kivade -mi
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Overall, it would appear that the paucity of woaksracterises Sinhala Text sung
rendition lines. A few exceptions in the samplelude L12 Kotthu), L7 (Oba
Magema), L1-2 Mal Peththak and L7, 11 Ahankara Nagarge Recall that in
chapter 8: 8.4.1, rapped rendition lines were dlesdras containing many words
entailing faster delivery in performance in ordernhaintain the musical rhythmic
pulse of a line. Specifically, it was argued thas tcould diminish the clarity of the
rendition content and help mask the provocativentee conveyed through the lines.
Consequently, it could be argued that the pauditwards in sung rendition lines
results in the occurring words evoking enhancedntiiee prominence. Note that as
discussed in chapter 8, the content of sung remditis completely non-provocative.
Accordingly, such a thematic prominence of sungliteon words could be seen as

also helping to conceal the provocative materiabpped rendition lines.

In the case of English Text sung lines, a combamatof either two words,
morphemes or word and morpheme combinations défmdéinguistic content of the
lines’ final beat: [8b] is an example. Although taining more words/morphemes
than Sinhala sung Text rendition lines, EnglishtTs®xg rendition lines contain the
least words compared to the lines of the other iBhglfext rendition types.
Moreover, the paucity of words or word segmentsphemes in the 98+LSLPS

sung Text rendition lines can also be seen to iglghtheir attendant melodies.

Another feature of the English and Sinhala sungL$2PS Text rendition lines
referred to in chapter 7 and argued to facilitatertline connectivity is line terminal
rhyme; the final syllables of the final beat of trenditions’ adjacent or alternate
lines rhyme albeit in degrees. Sinhala Text sungdit®n lines rhyme more
consistently than their English sung counterpaetg. Dark Angel refer appendix 4
for details). Crucially, such rhyming patterns ardy apparent when the lyrics are
dissected according to the notion of the musicgthrin derived line. [5] and [6]
represent the linguistic content of the final beatsrhyming lines belonging to
Sinhala and English Text sung renditions respéelgtividhe Sinhala example includes
a phonemic transcription. Also note that [6] repras the content of the final beat of
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English ILsCF-H lines. Appendix 4 contains illustoas of the compete lines of

these extracts.

[5]
(a) Song -Sandawathuref2006)

Line | Beat 4
10 matha
/ma0a/
11 sula-
/sula/
12 hitha
/hiBa/
13 oba
/oba/

(b) Song -Oba Magema({2003)

Line | Beat 4

9 -mi
/mi/

10 -mi
/mi/

[6]
Song -Sri Sangabodh{2000)

Line | Beat4
31 to this
32 -y
histo-]
33 Are
who you]
34 -y
-myste]
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35 [ tothis
]

36 -ny
desti-]

Consider [6]: it contains an interesting rhyme @att The ILsCF-H lines entails the
simultaneous rendition of multiple syllables. Yéethorizontally positioned line

terminal syllables do not follow any consistentmiyg pattern. L32, for example,

has ‘ry’ /ri/ and ‘his-’ /hs/ which do rhyme while *-ny’ /ni/ and ‘des-"ddl in L36 do

not. However, the line terminal syllables of thgpepsequences of L32, 34 and 36
do rhyme exhibiting a pattern of alternate rhymiings. On the one hand, the line
terminal rhyming of these Text renditions can bens® signal the boundary of the
rendition lines in acoustic terms. Consequenkig,lines appear autonomous. On the
other hand, line-terminal rhyming also serves tanext the lines with each other
because it emphasises the recursive symmetricakidnal sequence of each line.
The character of the musical beats of the linesmptes this interpretation.
Specifically, the final beat of a line precedesdtrengest beat of its adjacent line, its
first beat: recall that the bar lines of westermalomusic comprises alternate strong
and weak beats. Accordingly, it is the first syle&alof each line that contains the
strongest stress. The final syllable of a line bgtoto a weak beat. This rhythmic
pattern establishes recursivity and makes the lapggear connected. [7] illustrates
this in relation to [5b]. The opening (strong) aylle of the first beat and (weak)
syllable of the final beat of each line are highted in blue font.

[7]

(a) Song -Oba Magema(2003)

9 diviya pu- ra ma oba raki- -mi
10 anam gunadam kiyade -mi
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Broadly, adjacent and alternate Sinhala Text s@mglition lines appear to be the
clear leaders in eliciting line terminal rhyme. Tinest consistent presence of rhyme
parallels the songs’ refrain lines; all the refeamf the 12 sample songs are sung
renditions. That 11 refrains are in Sinhala furtlenfirms the rhyme friendly

character of 98+LSLPS Sinhala Text sung renditlones.

Although English Text sung renditions elicit legsel terminal rhyme compared to
their Sinhala counterparts, they compensate farlifticontaining more line terminal
bound morphemes: this is what serves to connecigkerendition lines. The extract

in [8] illustrates this.

[8]

Song -Sri Sangabodh{2000)

31 I see ya grooving to this
32 [this piece of histo- -ry
histo-]
33 [-ry
This is all about who you are
who you]
34 [and it's no myste- -ry
are -myste]
35 [lets keep on moving to this
-ry 1
36 [and be- -lieve in your desti- -ny
desti-]

It may be that rhyming in 98+LSLPS Sinhala sungtTerdition lines stems from a
more general tradition of Sinhala song inventisneaidenced in the lines of the
sample’s non-98+LSLPS songs in audio format. Althe# songs are exclusively in

293



Sinhala and their lines rhyme (see lyric transwipt in appendix 2}*2 What is
interesting in 98+LSLPS, however, is that Sinhalanvileged over English for this
purpose which suggests that the 98+LSLPS CofP denSinhala more suited for
rhyming than English.

9.4.2 98+LSLPS rapped Text renditions and musicalhythm

As stated in chapter 8, 98+LSLPS rapped Text remditoccur song medially often
following the song refrain. English as we know I tdominant code of rapped
renditions. Of all four 98+LSLPS rendition typesidaas stated previously), rapped
rendition lines contain the highest number of woms morphemes per line.
Therefore, at the level of musical structure, ltows that the beats of rapped lines
contain the highest number of words and/or morplseim®8+LSLPS. Specifically,
most beats of (the four beat) 98+LSLPS rapped tiemdbar lines contain around
three words or word and morpheme combinationss klso worth noting that the
four beat bar is regarded as the norm for rap mi&ins 2000: 52-53). Moreover,
the presence of many words or morphemes in the SBPE rap lines corresponds to
recent trends in rap music. Krims (2000: 43) obserthat the delivery (i.e.
communication) of lines in recent rap have tendedoécome more rapid. This
implies the presence of more linguistic contenthia lines. Importantly, we see that
98+LSLPS, rapped renditions contrast with 98+LSLBS1g renditions which
contain the least number of words per beat. [9taios some rapped Text lines from

the sample.

132 Tsujimura and Davis (2009: 179-195) demonstrate gtesence of rhyme in Japanese hip-hop
showing that Japanese hip-hop musicians use tineiple of moraic assonance in order to affect
rhyme. However, it is not entirely clear whethee tlyrics are being interpreted in terms of their
musical/audio format or if the discussion is ab@g in hip-hop or all (e.g. singing) aspects of-hip
hop. Note that it is the musical rhythm derivectlimased analysis which underlies the features found
in the 98+LSLPS lyrics and also, that 98+LSLPSadt m this study, classified as ‘hip-hop’.
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[9]

(a) Song Kotthu(2008)

Rap 23 waiter aiya thattu kalane mage oluwata bila gewanna
24 purse eka nae mage langa | puluwannam creditdenna
daen

(b) Song -Vasanthay€1998)

Rap 23 south east and west to- -gether we must stand u-
24 -nite the bond | friendship and the| love for the man
of country

(c) Song Sri Sangabodh(2000)

Rap 43 cups up and be| sure to catch them when they fall|bdore you

(d) Song -Ahankara Nagar€2004)

32 chilling and -ling hitting the spots was our fil-[  -ling but thén
thril-
33 all broke down shortly you| bounced with ng -ling now tell
tel- me

(e) Song Dark Angel(2005)

Rap 17 show and tell | feelings to the people outside but now its
their
18 true to tell your feelings to me to show your

() Song -Hanthang(2008)

34 yeah and now you gotta spell cos iff don’t know by
you now you just

The lines in [9] also confirm the observation maalechapter 7 that line terminal
rhyme is not a defining feature of the 98+LSLPSpep Text lines.As noted
previously, the absence of line terminal rhyme a$ wnique to 98+LSLPS rap in

English code but appears to be a general featutenglish rap in general (Krims
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2000: 42-43). The two Sinhala Text rapped rend#ionthe sondlotthuand a few
lines in the English Text rapped renditions of swmgsHanthaneand Ae Hetha
constitute the sole exceptions. [10] contains seranples of the final beats of lines

from these renditions: note that line terminal rleymvolves the final beat of a bar

line.
[10]
Song —Kotthu(2008)
Rap 22 nidiyanakota
/n1d1jonakota/
23 bila gewanna
/bila gevanno/
24 creditdenna
/kredit denna/
25 mata gahanna
/mAto
gahannoa/
26 beachekata
/bitf ekoto/
27 maaru wenna
/marU venno/
Song -Hanthaneg(2008)
32 ladies say
33 way
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Song -Ae Hetha(2007)

30 home place
31 home base
32 whole way
33 ale

love]
44 back
45 track

The English rapped Text renditions do, however taionwords which rhyme with

other words in both their respective lines and otimes of the same Text rendition.

For example, consider the lines [11] from the sArdHetha

[11]

Song -Ae Hetha2007)

13 riddle see me in the middle like a sandwich

14 and baby girl | don't speak your language but your
15 body cringes hurts too what you wanna
16 do stick to me like a tattoo | that | bought for | you

17 I'll raise a toast for you champagne

18 glass and later on am gonna wax that ass and if she’s
19 good let her reign cos we finished the task cos |

21 cash and I'm spending it fast rocks and

22 rings she had to see all things and |

Some examples of words that rhyme in [11] are letdnd ‘middle’, ‘see’ and ‘me’

in L13, ‘do’ ‘tattoo’ and ‘you’ in L16 and ‘you’ irL17, ‘glass’ and ‘task’ in L18 and

L19, ‘rings’ and ‘things’ in L22. Furthermore, thisnd of rhyming is characteristic
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of rap music generally (Krims 2000: 42-43). Howeveertainly in the case of
98+LSLPS, the rhyming is not systematic and theegfoannot be seen to connect

the lines of a rendition in a systematic manner.

The musical feature which does reinforce the imtggtion that rapped Text
rendition lines are connected to each other ictimeparatively heightened audibility
of the renditions’ attendant musical rhythmic pudsel this is due to the absence of
melody in the renditions. So while melody is proamhin sung Text renditions
(since they are sung), exaggerated (four beatbgrdme) rhythmic beats defines the
rapped rendition lines. The heightened audibilityrloythm is arguably a feature
salient to most rapping (Krims 2000). The emphakrbgthmic pulse involves stress
on the initial beat (explained in section 9.2.Ihpbrtantly, the recursive four-beat
pulse affects a cyclic pattern making the lines eappacoustically similar.
Furthermore, (as mentioned in chapter 8: 8.4.1smution 9.4.1) the compacting of
linguistic content in each beat entails that infg@nance, the content has to be
communicated rapidly in keeping with the duratiosphn of each beat. Not only
does this reduce the clarity of the content beimgnmmunicated but makes the lines
appear acoustically similar which, in turn, makies lines appear connected to each
other.

9.4.3 Rhythmic Text renditions and musical rhythm

Rhythmic Text renditions averaging 5 lines (thegest containing just 7 lines),
occurring occasionally and only at the beginningiad of a 98+LSLPS song, are the
least productive of the three rendition types ogogrwithin the musical rhythmic

templates of 98+LSLPS. English as we know is thacppal code of these Text
renditions in 98+LSLPS. This rendition type canno¢ deemed unique to
98+LSLPS. However, there exists no definitive nafoe this kind of rendition

elsewhere in the literature. Importantly, it is Wgique unsung (i.e. uttered as
opposed to sung) style of delivery within musidatthm which defines the rendition
type in this thesis. Moreover, melody is either eathsor barely audible in the

rendition type. Now as we know, rap rendition ailswolves an unsung style of
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communication within musical rhythm while melodytime renditions is also either

absent or barely audible.

What distinguishes rhythmic Text renditions frorppad renditions is the paucity of
words in the bar lines of the former (whereas rdppext rendition lines contain the
highest number of words/morphemes per line). Camsatty, rap and rhythmic
renditions sound very different. Indeed, 98+LSLP$thmic renditions have the
least number of word and/or morphemes per linecmdain the highest number of
empty (wordless/morpheme-less) beats per line lothake 98+LSLPS rendition
types occurring within rhythmic templates. Considgrthat this rendition type
involves the unsung delivery of language througtsical rhythm it is possible that
this kind of rendition would, in other analyses, dlassified as rap. However, as
argued in this study, rhythmic renditions differorfi rapped renditions. [12]
illustrates the difference between the two renditigpes. It contains three English
Text rhythmic rendition lines followed by the firébur lines of an English Text

rapped rendition belonging to the sddig Sangabodhi

[12]

Song -Sri Sangabodh(j2000)

Rhythmic | 2 ah ha haa
Rendition
3 yeah yeah yeah
4 [yeah
yeah yeah come on
doo wap wup do wup pa wuppa ]
Rap* 38 [be modern histo- -ry
we’ve got the*|
39 world wrapped | round our little fingers little hound arigh-
a_
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40 —thiya banging on your frontiers holding on our

41 Own in this war zone resur- -rect the indufs-

Observe the contrast between the linguisticallyanabeats in the rhythmic rendition
lines and the rapped lines. Moreover, single wamisstitute the norm of the final
beats of rhythmic rendition lines whereas the finahts of rapped rendition lines
abound with word fragments (i.e. bound morpheméite also the similarity
between the rhythmic rendition lines and 98+LSLRMgs (particularly Sinhala)
rendition lines with regard to the lines’ paucityliaguistic content. However, unlike
sung rendition lines, the concluding syllables loé ffinal (fourth) beat of these
rendition lines rarely rhyme with their adjacentinterparts. L2-3 o6ri Sangabodhi,
and L1-5 ofKotthu (refer appendix 4) are some of the very few couexamples to

the features presented in relation to rhythmic rtesnts.

Importantly (and resembling rapped renditions), teeursive four beat rhythmic
pulse of rhythmic renditions is highly audible. Gequently, as explained in section
9.4.2, the acoustically prominent rhythm beats ggeea cyclic rhythmic pattern that
projects the lines as connected. Moreover, thdaivelpaucity of words in the lines

(illustrated in [13]) enhances the audibility oétmusical rhythmic beats.

[13]

Song —Sandawathure 2006)

Rhythmic | 3 its about time to intro- -duce my boy Yd- -shan
Rendition

4 Yashan and Ashan- -thi

5 rocking the Building you heard
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Song -Dark Angel(2005)

Rhythmic | 1 Centi- -gradz
Rendition

2 digital D Js

3 yeah

4 dark an- -gel
Rap 5 well

9.4.4 Non-Sinhala/English 98+LSLPS Text renditionand musical rhythm

So far we have only explored Sinhala and Englisigsuapped and rhythmic Text
renditions. As with the lines of these renditiopdy, all the non-Sinhala/non-English
(i.e. Tamil, Arabic and Tamil) rendition lines dfet 98+LSLPS sample also conform
to the four beat b&f which defines the musical rhythmic template ofirthe
respective songs. The extract in [14] illustrateis;tit is a Divehi Text rendition
extract from the song§e Hethaand is part of the same musical rhythmic template a
the song’s Sinhala and English Text renditions.eNibiat the song sample contains
just one A-rhythmic Lone Line in Tamil.

[14]

Song -Ae Hetha(2007)

Sung Ba ae he--- tha they no
(Refrain)
Malg
5b bindi kannaa they um
6a me the hey thei Mee---------=-== | —mmmmmemen
6b numphen---- -- nee kela aey-----------= | -

133 As explained earlier in the chapter, the musibgthmic templates of all the 98+LSLPS sample
songs are made of four beat bars.
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7a [ae he--- | tha they no
ah ha ha
7b [bindi kannaa they um
yeah ]
8a [me the hey thei mee------------- | —meeeeee-
check this out ]
8b [numphen---- [ -- nee kela aey----------- | -
yo yo girl now you | play that]

9.5 98+LSLPS sung, rapped and rhythmic Text renditbns and musical rhythm;

some generalisations

Summarised in (1), (2) and (3), are some genet@isaconcerning the manner in
which musical rhythm governs the line organisatd®8+LSLPS sung, rapped and
rhythmic Text renditions and which consequentlydmethat the lines of the three

Text rendition types are connected to each other.

(1) Text rendition lines consisting of many words orrpiemes (i.e. rapped
renditions) appear connected due to the rapid tienddf the lines’ linguistic
content in order to ensure the content does ndticowith the four beat bar
lines in which they occur.

(2) Melody and line-terminal rhyme unite Text renditibnes which have few
words or morphemes but are delivered in melody gueg renditions).

(3) Musical rhythm in the form of predictable and rexstue durational sequences
iIs pronounced in Text renditions which absent mglaad line-terminal
rhyme (i.e. rapped renditions) and is even morexquaced in melody-less
Text renditions containing few words or morphemas. ( rhythmic
renditions). In the case of the latter, the absemceaucity of linguistic
material in the lines creates an auditory vacuumickvhthen further

exaggerates the lines’ already exaggerated rhythoige.
As previously explained, the strong accented inlteat of the lyric lines also makes

the lines of the three Text rendition types appeaified. Overall, the central
difference between the linguistic content of thextTeendition types in terms of
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musical rhythm lies in the distribution and densdly the renditions’ linguistic
content. Importantly, the musical rhythmic templagenains the same for all the
lines of sung, rapped and rhythmic renditions a&f #ample songs. [15f (also

contained in appendix 4), illustrates this.

[15]
Ae Line Beat 1 Beat 2 Beat 3 Beat 4
Hetha Number
Rhythmic 1 yeah
Rendition
2 ah ah ha ha whose going down
3 it's [---------- --raj Ceylon colla-
Records
4 -bo De-| --Lon in the house lets do this
Sung 5a * ae he--- | tha they no
(Refrain)
5b bindi kannaa they um
6a me the hey thei Mmee------------ | -----------
6b numphen---- | -- nee kela ABY-rmmmmmemn | e
7a [ae he--- | tha they no
ah ha ha ]
7b [bindi kannaa they um
yeah ]
8a [me the hey thei MEE--mmmmmmmmnn | cmmmces
check | - ]
this out
8b [numphen---- | -- nee kela ABY-rmmmmmem | e
yo yo girl now play that]
you

134 53 and 5b = 2 lines and corresponds to the inatusidwo lines in each written line of the song’s
lyric transcription in appendix 2. (This was doraety for purposes of making the lyrics easier to

read).
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Rap 9 | see you kissing your | girl in my mag/back??
10 then you look get cut like a bear trap
11 canyou ex-- | --plainthat | ----------------- manage
12 to ah got two | balls just wanna fit | - you're
ya finished the
13 riddle see me in the | middle like a | sandwich
14 and baby girl I don't speak your language but
your
15 body cringes hurts too what you
wanna
16 do stick to me like a that | bought | you
tattoo for
17 I'll raise a toast for you champagne
18 glass and later] on am gonna | wax that ass and if
she’s
19 good let her | reign cos we | finished the task cos |
21 cash and I'm spending it fast rocks and
22 rings she had to see all things and |
23 don’t spend or wines it's a cheaply thing and if ya
24 all know De- | -Lon you oG man
know we
Rap 29 ya ya
30 let me take back to my home place
you
31 mage gedera cell call it home base
32 we can take my ----? the whole way
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33 [G for flying she know bout my | ale
love]

34 say no more no phone call yo I-

35 -raj we gonna | be there de ma caryou feel me

36 anden- -joy the journey cos

37 this gonna be | something you won't forget -lieve me

be-

38 we touch down in the evening and-

39 -Rajpicks us | up we are drin- -king

40 out the trafs~°> and the| Ds and the candy

41 world | wanna | take your panties please

42 | know you like this treatment get
your

43 head sprung | then get done for the | weekend

44 yo I- -raj I'll be back

45 tell that Mal- | -divian girl to | sing the track

The lines in [15] constitute a Text made of threaditions; a rhythmic (L1-4)
followed by a sung (L5-8) leading to a rapped (I8-2endition. Crucially, all the
Text rendition lines are of identical duration ahés is due to the symmetry of the
durational sequences in which the lyric words ased. The sequences establish a
cyclic pattern thus making all the lines of thesthiText renditions appear connected.
We revisit this in terms of the dual mixed and noked identity assigned to
98+LSLPS by its CofP in section 9.8.

135 Unclear in the recording.
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Furthermore, 98+LSLPS rapped sung and rhythmic Laones also occur within the
constraints of the four beat durational sequendee distribution of the lines’
language in the beats of their attendant bar lneesesponds to the distribution of the
language of their equivalent Sinhala and Engliskt Being, rapped and rhythmic

rendition lines in musical beats.

It is important to note, however, that the wordnasical rhythm distribution being
referenced in this study does not take into acceumtopation or the precise manner
in which words and morphemes are distributed nedatid individual beats. This was
alluded to in the brief reference to the relatiopdbetween surface musical rhythm
underlying ‘deep level' musical rhythmic constrainthich foreground such notions
as the musical bar line in section 6.3.2. The neasich distribution is not considered
in the present analysis is because it does notibate as significantly to explaining
the mixed and not-mixed identity assigned to thegsdy their CofP at the level of
the song lyrics as do the other linguistic and rdinguistic features of the songs

explored in this study.
9.6 A-rhythmic Text and Lone Line renditions, musi@l rhythm and melody

As explained in chapter 7, A-rhythmic Text rendiséLone Line renditions are the
least robust rendition type of 98+LSLPS most odogrrsong initially and/or
terminally. What distinguishes A-rhythmic rendit®onfrom the other three
98+LSLPS rendition types is their seeming discotewdess from the musical
rhythmic template of their attendant songs. Thisalbes the general inaudibility of
musical rhythmic beats in the A-rhythmic rendition@bviously, it is in the
communication/performance and reception of theitemd that this difference is to
be discerned. Moreover, that a change in musicghm serves to disrupt the
cohesiveness of a musical piece and in so doingsigenal the beginning of a ‘new’
piece (realised as either a sub-section of theiegipiece or an unconnected new
piece) was explained in the description of musibgthm in section 9.2. The absence

of musical rhythm can signal similarly.
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At first glance, then, not only does it seem tha lines of A-rhythmic Text
renditions are musically unconnected to each obheralso makes them and their
Lone Line equivalents appear musically disconnettaeh the songs in which they
occur. Nevertheless, there is another core compookmusic, namely melody
which makes A-rhythmic rendition lines appear malycconnected to each other
and similarly makes A-rhythmically rendered Textsl done Lines appear musically
connected to their respective songs. However, nyeldso constitutes the source
which distinguishes A-rhythmic Text and Lone Linenditions from their
counterpart renditions. As explained elsewhere hyhmic renditions sound like
natural speech when preformed; the kind of melodyuing with the renditions
facilitates this.

Now it is important to bear in mind that melody tigopart of a system of musical
rhythm; recall that musical rhythm was said to @nahe distribution of notes in a
musical piece or melody in section 9.2. Importantihat distinguishes the melodies
occurring with 98+LSLPS A-rhythmic renditions isaththeir musical rhythmic
background is inaudible: the exaggerated audibilify rhythm in the other
98+LSLPS rendition types (particularly in rappedndéions) emphasises the
inaudibility of musical rhythm in the A-rhythmic mditions. The inaudibility of the
melodies’ musical rhythm affects an illusory ‘speetke’ environment. This
facilitates the communication of A-rhythmic rendits in a manner that resembles

natural speech.

Moreover, in the case of some of the melodies otauwith A-rhythmic renditions,
not only is their musical rhythm inaudible but thanderlying (inaudible) musical
rhythm contrasts with the symmetrical durationafuences which define the
rhythmic templates of 98+LSLPS songs. That is, @eaynot be represented in terms
of a phantom four beats per bar recursive sequeacall the discussion about the
relationship between indigenous musics and musioghm in section 9.2. This
further enhances the speech friendly charactdreofénditions’ musical environment
which, in turn, makes the renditions appear evenenspeech like when delivered.
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Consider [16], an A-rhythmically rendered Lone Lime its melodic/notational

context.

[16]

Song -Sri Sangabodh{BNS)
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L1 (M1) [Maetha athithaye Sinhalaye vangsha kathaven pituxig&

/md&os aBiboje smhslsje vanfo kaBaven prtuvak vijo/
(M2) When
| was in Ceylon they used to have theseitite storescalled tea-stores and
in these stores they played some funny little s@mgkone of them sounded a little
bit like this]
Trans. recent history-in-the Sinhala-of lineatpry-from page-a was
{Of the recent history of (the) story (&inhala lineage a page (it) was}

Firstly, the musical rhythm of this melody is indnld. Secondly, it does not underlie
a four beats per bar musical rhythmic structure dwes it conform to the kind of
rhythmic beat groupings typically associated witbstern tonal music (discussed in
section 9.2). As we know, 98+LSLPS draws on a rafgadigenous melodies. The
songSri Sangabodhis an example; [16] is the song’s opening line. Y\Wefines the
song is that it incorporates the adaptation ofid&nkan indigenous melody which,
in its original form, does not conform to a rhytlenpattern involving symmetrical
durational sequences. [16] represents the firstgdahe melody in its original form.
This is why the score does not contain a time sigeathe indicator of the number
of beats per symmetrical bar in western tonal mu€icnsequently, the feature
doubly facilitates the natural speech like characethe melody’s attendant A-

rhythmic rendition line.

However, as stated earlier, melody in 98+LSLPS described as integrating most
A-rhythmic renditions with their respective son@sucially, melody in a 98+LSLPS
song tends to manifest as either short extensidna melodic sequence or as

recursive melodic sequences occurring in diffeates of the song. Importantly,
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the melodies of A-rhythmic renditions either reaurcan be seen develop as an
extension withinthe exaggerated rhythmic template of their respeongs. In the
case of A-rhythmic renditions with melodies whosaudible rhythm violates the
rhythmic sequence structure of their attendant soifig melodies when recurring (or
their extensions), can be seen to have been ogghsis that they conform to the
symmetrical durational sequences of their attendsorigs. Consider [17], the
opening of the refrain ddri Sangabodhi.

[17]

Song -Sri Sangabodh{BNS)

)

i - P S vR—— I . i |
(> % pS I ot S = s s I | i s I \ ] | _!_E
) iﬂ-‘ [ e  ®he oo _F oy

si-ri  san-ga-bo-di ma-li-ga-ve dee ma da-kpra-ne-ha-mi ven-ta-ba-te them-

Resembling other 98+LSLPS sample songs, a fourferabar recursive durational
sequence defines the overall rhythmic templat&rofSangabodhisee appendix 4).
As already statedri Sangabodhincorporates the adaptation of the indigenous
melody: for the most part this involves modifyingetmelody so that it conforms to
the song’s symmetrical durational sequences. iELfje melodic continuation of the
melody presented in [16] but with a major differentnlike [16] the extract in [17]
has been rhythmically adapted to conform to ther foeats per bar durational
sequence which defines the song’s rhythmic templ&ensequently, this melodic
continuation can be seen to acoustically (i.e.erffggmance through audio format)
project the A-rhythmic rendition of [16] as conresttto the other renditions of the
song. In the case of A-rhythmic Tesdnditions, melody also unifies the lines of the

renditions.

In [18] we encounter an interesting 98+LSLPS readitblend comprising an A-

rhythmic rendition resembling singing. It is thesfiline of the BNS son§haheena.
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[18]

Song -Shaheen&2008)

A-rhythmic rendition - sung chant

L1 ah..yayShaheena

Specifically, [18] has the rhythmic identity of @&arhythmic rendition in that it does
not conform to the strict durational sequence efgbng. Yet it also displays affinity
with sung renditions because it is sung/chante@ Ot¢ne Line is classified an A-

rhythmic rendition because it is its rhythmic cleaea which distinguishes it most.

As already noted, melody does not unite all 98+LSLA&rhythmic renditions with
the renditions of their attendant songs. The sanmgledes an A-rhythmic rendition
concluding a song (L69-73 Kotthu) which does not occur within melody or audible
musical rhythm. Instead, it occurs alone. Musicalign, the rendition appears to
compromise the cohesiveness of the songs in whictaurs. Interestingly, what
unites it with its fellow renditions is song thermwed hence a linguistic attribute. Not
surprisingly, the lines are in Sinhala, one of tbee codes of the 98+LSLPS CofP’s

shared linguistic repertoire. [19] contains thedigan.

[19]

Song —Kotthu(2008)

A-Rhythmic rendition: (M1 and M2) child voices

L71 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa

L72 (M2) Hello is the mic. still working?

L73 (M2) Ya.l paid 200 rupees for my Kotthu man

L74 (M2) I'm still waiting for it and | haven't got

L75 (M2) If it was in India, | would've fed my engi family with it ya

A-Rhythmic rendition: (M1 and M2) child voices

L69 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa
L70 (M2) Hello is the mic. still working?
L71 (M2) Ya.l paid 200 rupees for my Kotthu man
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L72 (M2) I'm still waiting for it and | haven't got
L73 (M2) If it was in India, | would've fed my engi family with it ya

L69 echoes line 5°Nlister Kotthu'), the opening line of the song’s rhythmic
rendition. The remaining lines of the song condd context of ordering the fast
food ‘Kotthu’ which is what the entire song is abevefer appendix 3 for a summary
of the song lyric. So here we have a remarkablaaa where a linguistic attribute
(theme) becomes the source which ensures that veealb unity of what is
effectively a musical entity (i.e. a song), is not compromised on accoointa

component which is musically incompatible with drdity.
9.7 ILCF-L, ILCF-H and musical structure

Considering that ILCF-L and ILCF-H are forms of tmeisical rhythm derived line,
we now explore the relationship between the lingesyand musical rhythm. Both
ILACF-L and ILCF-H lines conform to the musical thgic structural norms
described in relation to the lines of the four riénd types discussed in section 9.4.
Moreover, it is in the rendition types which areedily connected to musical rhythm
that ILCF-H and ILACF-L are dominant. This indicatbeir dependence on the four
beat symmetrical durational sequences which cheniaetthe songs. Consequently,
the lines exhibit symmetry. Therefore, in commuti@performance, the lines
resemble their counterpart non-ILACF-L and non-ILi@Fendition lines which, in
turn, makes them appear connected to their coumrtelipes. [20] contains some
examples of English and Sinhala code ILACF-L, ILd€B&nd ILACF-H occurring in
the rap, sung and rhythmic renditions of the samsplegs in terms of their attendant

four beat bar line structure.

[20]

ILACF-H in English Text
Song -Ae Hetha(2007)

Rap 31 mage gedera cell call it home base
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Song -Sri Sangabodh{2000)

Sung + 59 1[sangabodhi | maligave- - di ma
Rhythmic 21 see ya grooving to this]
Rendition
1,2,3=
three
voices
60 [this is our histo- -ry
histo-
3 daeka]
61 [-ry this is all about who we are
pranehani venta baeta dem
who we]
62 [and its no myste- -rgiri
myste-
to this]
63 [-ry lets keep on moving to this
sangabodhi maligave- -di ma|
64 [and be- -lieve in our desti- -rdaeka
desti-]
65 [-ny if we don’t know who we are
pranehani venta baeta them ]
66 [we'll be more than a
sir]
67 [histo- -ry
I see ya grooving to this
sangabodhi sangabodhi sangabodhi sangabodHi
ILsCF-H in English Text
Song -Hanthane(2008)
Rhythmic | 3 1[ah ------------ ---ah Ashan---------- --ti
Rendition 2 yeah ]
1,2=two
voices
Song -Sri Sangabodh{2000)
Sung+ 4 1[yeah
Rhythmic 2yeah yeah come on
Rendition 3doo wap wup do wup pa wuppa |
1,2,3=
three
voices
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ILACF-H in Sinhala Text

Song -Oba Magema(2003)

Sung+ 32 1[dore ga- -layana senehe o- -bai
Rhythmic 2 Me you'll never
Rendition leave]
1,2=two

voices

ILsCF-H in Sinhala Text

Song —-Vasanthay€1998)

Sung 3a 1[sitha- -ta naen gena | e
1,2=two 2 sa- -has ]
voices

An interesting feature of, ILACF-L lines is thagaedless of whether their dominant
code is Sinhala, English, or any other code, ddidessimilar constituents only ever
occur within the durational span of a musical beat. Bound ner@s occurring
across beats (i.e. in adjacent beats of a line)edlsas those occurring line terminally
and line initially (i.e. the first part of a worddeme ends one line while the
remaining part of the word/lexeme begins the follayline), are always in the line’s
dominant code. [21] illustrates this; the line’sdoant code is Sinhala.

[21]

Song —SandawathurenSinhala Text ILACF-L line

Sung 8 nonidena nethu gaa- -va that’s right

9.8 A Lyric as ‘one’and ‘mixed’

The generalisations regarding the relationship betw musical rhythm and
98+LSLPS rapped, sung and rhythmic Text renditi@estion 9.4) showed that the

rendition lines are organised in terms of musitgthmic templates consisting of
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recursive symmetrical durational sequences whichespond to the rendition lines.
Accordingly, the lines of such Text renditions weskown to be rhythmically
connected. The extract in [15] illustrated thistémms of a song Text comprising
three rendition types. The exception was the Akt rendition type. However, (in
section 9.6) this type too was shown to be musi@hnected to the other renditions
on the basis of melody (which also distinguishes tandition type). Likewise,
98+LSLPS ILACF-L and ILCF-H lines were also showrbe organised in terms of
the rhythmic templates of the songs. Moreover, tthegt relationship between
98+LSLPS Lone Lines and musical structure paratletsrelationship between their
corresponding Text rendition lines and musical dtre was also established.
Consequently, we see that all the Text renditiomd bBone Lines of a lyric are
governed by musical structure, in particular musibgthm (recall that as explained
in section 9.6, melody too foregrounds some formnufsical rhythm) and are

therefore, connected to each other.

Accordingly, appendix 4 contains a representatibthe core artists’ circle member
Iraj’'s songKotthu, in terms of musical structure. The song’'s definmglody has
also been provided and is what recurs throughaustimg- recall that recursive short
melodies were described as defining 98+LSLPS andribating to uniting the
components of a song. The melody Kotthu is both sung and features in
instrumental form elsewhere in the song. Note thatsong’s A-rhythmic renditions

are represented as spoken not bar lines.

Overall, as shown in the analyses of chaptersafdBthe present chapter, dissecting
a 98+LSLPS song lyric (in audio format) in termsitsf musical structure (i.e. the
notion of the musical rhythm derived line) demoat&s a lyric as comprising quasi
symmetrical sentences communicated in a varietyays (i.e. singing, rap, rhythmic
and A-rhythmic rendition) including multiple voian This fully complements the
mixed counterpart of the dual identity assignethsongs by their CofP. However,
as stated in previous chapters (e.g. chapteri®)xed identity is quite obvious in the
fact that the lyrics involve the mixing of languagessentially Sinhala and English.

But this musical structure based interpretatiotheflyrics presents them in terms of
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a far more structured and complex mixed identitsudi@lly, interpreting a lyric in
terms of the notion of the musical rhythm derivee land corresponding analytical
framework also presents it as a homogenous systmaube its quasi sentences
exhibit hierarchical integration grammatically, hatically and in terms of an
overarching musical rhythmic and melodic templaletdiled in chapters 7, 8 and the
present chapter respectively). In turn, the notedixounterpart of the dual identity
assigned to a song genre whose defining featutteeipresence of mixed language
lyrics, by the genre’s CofP, is shown to be engirebngruent at the level of the

songs’ lyric organisation.

One further point also merits mention here. As ithketan chapter 5, the recordings
used are essentially first version audio recordiiggh time most 98+LSLPS songs
go through a process of remixes, a feature of copdeary popular music generally
where songs are ‘remixed’ or infused with subtlevrmusical and/or linguistic

elements. Importantly, a review of the remixed \@rs of the 98+LSLPS sample
songs demonstrates that their musical rhythmic kst and core melodies remain
unaltered. More specifically, all changes occurhimitthe same rhythmic template
and respective melodies thus affirming the impartamf musical rhythm and

melody to defining and distinguishing a 98+LSLPS\goThis observation also
partially addresses Turbin and Strebbins’ (2010qugstion regarding the extent to

which multiple performances may/may not vary a $ngusical structure.

9.9 Conclusion

The focus of this chapter involved exploring 98+IES_lyric organisation in terms
of musical structure. It commenced with an overveduwnusical rhythm (section 9.2)
followed by a further explanation of the notiontbeé musical rhythm derived line
(section 9.3), the core of the analytical framewadncerning 98+LSLPS lyric
organisation. In section 9.4, the four 98+LSLPXitton types were each explored
in relation to musical structure. Importantly, lives of 98+LSLPS sung rapped and
rhythmic Text and Lone Line renditions were showrbé cast within and therefore
governed by recursive symmetrical durational sege®ifof four beats per bar line).

Accordingly, these rendition lines occurring in 8+8SLPS song were shown to
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belong to a rhythmic template of recursive symmoatridurational sequences

consequently appearing to be connected.

With the exception of two renditions, melody waswh to govern A-rhythmic Text
and Lone Line renditions (in section 9.6) and inéég them with the other renditions
of their respective songs. As illustrated in thpresentation of the sorigotthu in
terms of musical structure in appendix 4, the rimgthtemplate can be seen to
dominate the songs owing to the overall paucitp-ohythmic renditions. Moreover,
ILACF-L and ILCF-H lines (section 9.7) were als@maim to be positioned within a
song’s rhythmic template making them appear comaeaith the other lines of their
songs. Finally, the discussion in section 9.8 distadd that the dual identity assigned
to 98+LSLPS songs by their CofP is entirely compatwith the structure of the
songs’ ‘mixed’ code lyrics when the lyrics are lgsad according to the musico-
linguistic analytical framework developed in thikesis. More generally, this
approach to analysing language in song demonstridi@s a song’s language
organisation is governed by the song’s musicalcsire, in particular musical
rhythm.
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Chapter 10

Conclusion: The collective linguistic identity of he 98+LSLPS artists
and principal audience

“We never speak only one language — or rather tisame pure idiom”.
“We only ever speak one language — or rather dioeni only.” (Derrida:1996)

“There was a need for one language, one mediumevferyone to feel comfortable
and communicate...to feel this is us” (Santhush Weara[98+LSLPS core artist]:
interview: 2009).

“Sinhala sinduvak kiyala therenévarlranslation: “[I/we] can understand/feel that it
is a Sinhala song” (CAC-21 [98+LSLPS audience meinbeerview: 2009).

10.1 Introduction

In this final chapter we attempt to describe théectve linguistic identity of the
artists and principal audience of 98+LSLPS (i.ee tB8+LSLPS CofP) by
interpreting the discussions in the preceding drapas well as summarising the
overall significance of this study and highlightihgw it might be extended further.
Section 10.2 summarises the core objective andnfysdof the thesis so far. A
description of the 98+LSLPS CofP’s collective limgjic identity follows in section
10.3. The CofP’s linguistic identity is described a form of monolingualism
involving active multilingualism in and with musidhe chapter concludes (in
section 10.4) with an overview of the study’'s cinttion to linguistic,
musicological as well as interdisciplinary (musleauistic) research and some

directions on how aspects of the study might beredd for further research.
10.2 The study so far

Overall, this thesis is a comprehensive exploratibiglocal’ contemporary popular
music representing the first study of macro-sotigatguistic identity in a context of
popular music that draws on linguistic and musstalcture. The specific focus has
been on Sri Lanka’s leading genre of popular mugg,artists and principal

audience, the core objective being to comprehedddascribe the linguistic identity
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of the community, arising from their negotiatiore(ithe invention, performance and
reception) of the songs. The objective foregrougdsstions about whether there
may be underlying differences between our perceptioand response to language
mixing (i.e. code-switching) and by implication tarage in music on the one hand
and our perception of and response to languagengikie. code-switching) and by
implication language in non-musical contexts and lany such differences might be

explained in structural terms.

Chapters 2, 3 and 4 comprised a socio-culturalsingation of 98+LSLPS. Chapter 2
provided an overview of Sri Lanka’s multilinguah@mnment, two of the country’s
core languages and how one of them corresponds gpeaeific ethnic identity.
Specifically, the Sinhala ethnic community was diésd as the country’s largest
ethnic community representing over 80% of its tqiapulation. Importantly, the
Sinhala language in terms of the properties trawlgtily associated with it (presented
in section 2.2.3) was described as the linguistice by which the community is
typically identified. However, the community wassal described as being
fundamentally multilingual owing to individuals’ kwledge and regular use of both
Sinhalaand localised forms of English (i.e. Sri Lankan Enlgles) for instrumental
and domestic purposes. Properties associated latlotalised English form termed
Standard Sri Lankan English, were also presentedsé&juently, language mixing

was shown to be the community’s linguistic norm.

Crucially, on the basis of a discussion of exampleféective of contemporary

linguistic output of the Sinhala community, it wasgued that it is not possible to
segment and distribute all of their outputtweenthe categories of Sinhala, Sri
Lankan English/es or code-‘switching’ considerihg tway in which the categories
are currently defined in the prevailing literattife More specifically, the examples
were shown to appear compatible with multiple catieg: it was argued that some
words and phrases are interpretable as represefitihgla, Sri Lankan English/es or
both. In turn, the chosen interpretation determiwvbsther the clause in which the
word/phrase occurs reflects code-switching or not.

1% Chapter 2 described some of the main featuresiassd with Sinhala and Sri Lankan English/es.
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In chapter 3, an overview of the genesis, statu$ distinguishing feature of
98+LSLPS was advanced. Moreover, hip-hop music dessribed as the core zone
of language mixing in global contemporary music leshiap was described as a
quintessential attribute of hip-hop music. The ¢aaplso highlighted the fact that
while hip-hop is synonymous with rap, not all musantaining rap represents hip-
hop. Rap and singing were described as the domofdotr renditiontypes through
which 98+LSLPS is delivere®Rhythmicand A-rhythmicrendition are the remaining
two. The terms have particular usage in this thasis are described in subsequent
chapters. Briefly, rhythmic rendition refers to arrh of rendition which would
typically be classified as rap but which in thegamt study is distinguished on the
basis of word/morpheme to musical rhythm orgamsatA-rhythmic rendition
concerns the natural speech like rendition of secge within the context of a song.
Despite the dominance of rap, 98+LSLPS was destalkenot representative of hip-
hop. Instead, 98+LSLPS was described as musicadtgrdgeneous including
indigenous folk melodies as well as adaptationsedtern classical music.

Consequently, mixed language lyrics (mostly invodyiEnglish and Sinhala) were
shown to distinguish the songs from other Sri Lang&ang genres thus uniting them
as a separate musical gerifeReasons for describing 98+LSLPS as the country’s
leading/mainstream genre of popular vocal (i.e.gyumusic since its symbolic
genesis in 1998 in the context of a ‘Sri Lankan imusdustry’ were also included.
The ‘Sri Lankan music industry’ was described agenaf a label rather than an
organisation or cohesive network for Sri Lankan iciaas involved in popular
music in Sri Lanka. That the dominance of Englis western musical styles in the
songs may be partly reflective of their artistspieagtion to make 98+LSLPS an
international brand of music was also discussegaaisof exploring the relationship
between 98+LSLPS and the global popular music ingushe chapter additionally
highlighted the fact that as yet, there existsesearch which examines the linguistic
output of South Asian popular music by exploring thusics’ linguistic and musical

interface.

137 Typically, the lyrics might be classified as regeeting code-switching; however, for reasons
provided in chapter 1, the term mixed languagesisduto describe the integration of languages in
98+LSLPS.
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Next in chapter 4, over 5.5 million Sri Lankan yownd young adults of Sinhala
ethnicity approximately between 15 and 39 yearagd (over quarter of the Sri
Lanka'’s total population), were shown to constitilie artists and principal audience
of 98+LSLPS. Wenger's (1998) prototype CommunitadsPractice model was
applied to describe the artists and principal.sltthe continuous negotiation and
entailed bond between members underlying and surstathe genre’s status as a
leading populamusic genre that was shown to render a collectivaeveral million
individuals a CofP. Establishing that the indivitbuare a community was important
in order to be able to investigate ‘collective’duristic identity. Sinhala and English
were described as the core components of theiredhdinguistic repertoire.
Importantly, the exploration of the CofP’s jointterprise involved presenting a
portrait of what 98+LSLPS means to the CofP: théPOwmere found to regard the
songs in terms of an identity comprising a ‘mixedid ‘not-mixed’ counterpart.
Collectively, the discussions in chapter 4 addréss®e of the two complementary
components of Wenger’'s (1998) CofP model, namety GofP’s ‘participation of

their practice’.

Chapter 5 introduced a sample of 14 songs madeas$ets, one of which was based
on evaluating a list of nearly 300 songs. The samptluded the 12 leading
98+LSLPS songs which emerged between 1998 and 2@@&lying the analyses in
chapters 7, 8 and 9. The methodology used was @liined. Moreover, the
methodology had the added function of clarifying #tatus of 98+LSLPS in Sri
Lanka: that 98+LSLPS has been Sri Lanka’'s leagiogular music genre since
1998 (stated in the preceding chapters) was coafirmimportantly, the song sample
is adopted in the original audio form in which s$e@ngs were released and continue

to be negotiated by its artists and audience.

The distinguishing features of lyrics in audio fatnmwere described in chapter 6:
they lack the intonational cues of natural speeath aritten data which indicate
sentential boundaries. Moreover, the lyric of a I9BKPS song averages four
minutes in duration. Considering that the basisthif genre’s leading status is

effective communication between the CofP membetswas argued that a
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‘communicative event’ (i.e. a lyric) of such dumti is incompatible with
individuals’ efficient communication and processiafj information. A review of
representative sociolinguistic and grammatical aeppines to analysing language
mixing data was shown to rely on data indicatingteetial boundaries. In other
words, they were shown to have been developed &b wigh natural speech and
written output. Consequently, the inadequacy of¢happroaches for dealing with
language conveyed through music was establishehdtalso stressed that the aim
of the analyses of the song sample was to recottide€mixed’ and ‘not-mixed’
counterparts of the ‘portrait’ assigned to the sobyg the CofP at the level of a
song’s (English-Sinhala mixed language) lyric otigation. It is important to recall a
further important reason (outlined in chapter 1) rfieeding to evaluate the portrait
assigned to the songs by their CofP at the levahefsongs’ lyric organisation.
Specifically, the mixed and not-mixed dual identitysigned to the songs by their
CofP referred to the songs in audio format andetioee, pertained to the songs in
their entirety: the songs in their entirety inclialénguisticand musical component.
It was necessary to evaluate whether the portrast neflected in the songs’ linguistic
component alone in order to evaluate whether thrgib represents the CofP’s
perception of the songs’ linguistic component agdnbplication is reflective of the
CofP’s collective linguistic identity.

Chapter 6 introduced a new musico-linguistic anedytframework based on the
notion of the musical rhythm derived line for puspe of analysing songs in audio
format. The framework presents a lyric as congistof a collection of quasi

sentences determined by musical structure and ogingehierarchically on the basis
of linguistic and musical factors to form a homoges unit. Importantly, the

analyses of the 98+LSLPS sample in chapters 7d&an terms of the framework
showed that the organisation of a 98+LSLPS lyrimplements the two counterparts
of the portrait assigned to the songs by their Cotie musical rhythm derived lines
and the various sub structures of the frameworkevgtown to reflect the mixed
counterpart of the portrait while the systematicnmex in which they converge
making them appear inextricably bound as a cohasmtewas shown to correspond

to the not-mixed counterpart of the portrait. There, what appears like English and
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Sinhala (as well as occasional Divehi, Arabic amaehil) mixing in the lyrics on the

one hand was also shown to resemble a unified code.

Importantly, the structural and thematic componsiid the languages as well as their
integration with each other was shown to diffenfrondividuals’ natural spoken and
written output due to the influence of musical stane. More specifically, the
analyses in the three chapters established thesmresof an inextricable bond
between the ‘language’ of a 98+LSLPS song and itsical structure which, in turn,
distinguishes the organisation of the song langdeaya natural spoken and written
output and demonstrated that this is reflected ow ihe songs are collectively
perceived by their CofP. Collectively, the analyset the three chapters
corresponded to addressing the second componaiienger’s (1998) CofP model,
namely, the CofP’s ‘reification’ (i.e. output). Timeain focus of the analyses was on
lyric sections involving English and Sinhala (theotdefining languages of the
lyrics) the presence of other languages (spedyidaivehi, Tamil and Arabic), being

marginal occurring in just a few lyric lines of #& sample songs.

Identifying the features of English and Sinhala wihdyric is interpreted in terms of

musical (rhythmic) structure was part of the foclibe discussions in all three
chapters also explored the relationship betweentlee languages and the four
presentational techniques (or rap, singing, rhythmnd A-rhythmic rendition)

through which the songs are delivered. The granualafieatures of the languages in
music were identified in chapter 7 while the manmewhich English and Sinhala

presented through music relates to song theme nvastigated in chapter 8. Love
was shown to be the overarching topic of most $yatthough the songs’ treatment
of the topic as well as inclusion of a range of-syfics was shown to distinguish the
songs. In chapter 9, the relationship betweenvloddnguages and musical structure

was detailed.
In chapter 7, English was shown to be the domifearguage of rap which occurs in

almost all the sample songs while Sinhala was shovire the dominant language of

sung renditions. English was also shown to be thmidlant language of the songs’
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rhythmic and A-rhythmic renditions while a third tbfe lyric renditions were shown

to comprise English sung renditions. English rap@adsical rhythm derived) lyric

lines were shown to abound with sentence and vexeithe fragments, the latter
particularly line-terminally. However, when the ém of a rapped rendition were
interpreted together, these irregularities are ickemably diminished. In chapter 8,
content that is radical and sexually explicit i #tontext of norms associated with
Sri Lankan cultural practice was shown to char&selEnglish rapped lyrics.

Moreover, rapped renditions were identified as adag lyric medially, mostly next

to a song’s refrain. Chapter 9 demonstrated thatrdipped line is characterised by
the conflation of many words and word fragmentse Tépid delivery of the content
of rapped lines in performance is a key consequehiceias argued that these
features coupled with the dominance of word/lexemeé sentence fragments in the
lines help conceal their provocative content. TBaglish is being used to explore
deeply intimate aspects of human emotion and rhdisaes was argued to reflect
the fact that English is as muclcere attribute of the 98+LSLPS CofP’s collective

linguistic identity as is Sinhala.

English sung renditions also contain sentence fesgs) but of a less ambiguous
nature. Moreover, they contain few word/lexeme rinagts and in terms of theme,
concern romantic love. The English dominated rhythand rapped renditions are
both unsung; that is they are delivered like speadept in terms of musical rhythm.
However, rhythmic rendition lines are distinguishasl they include few words.
Moreover, rhythmic renditions were shown to be ey short comprising few
lines and occurring at the beginning or conclusidra lyric. Thematically, they
relate to naming individuals and places. A-rhythmeicditions were described as the
most rare and grammatically regular rendition typesause it is the only rendition
type that is not bound by musical rhythm. Insteeldapter 9 demonstrated that
melody integrates them with the other sections h&firt respective lyrics. These
renditions too, concern naming, are extremely slod tend either to begin or
conclude a song. It was argued that the reasottinéar position in a lyric and overall
paucity in the genre owes to their non-dependenaawsical rhythm.
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Sinhala sung renditions were shown to be the aiedb English rapped renditions
in as far as the lyrics’ dominant rendition types eoncerned. Discussed in chapter
7, Sinhala sung renditions were shown to aboundh w&ntence fragments but
contain few words per line compared to rapped Ehgienditions. Moreover, the
fragments were shown to be less grammatically anthig than the fragments of
English rapped renditions. Furthermore, Sinhalagswanditions contain few
word/lexeme fragments. The sample contains justSinkeala rapped rendition. Here
too, the lines appear less grammatically ambigwmmspared to the English rapped
renditions. That Sinhala is dependent on infle@iomorphology and is not
dependent on word order was provided as a possbion for these features. The
sung lines do, however, rhyme: coupled with thet that they contain sentence
fragments, the lines were subsequently shown tooo@ected to each other while
also appearing partially autonomous. At the leelheme (explored in chapter 8),
these renditions (including English sung renditjonere described as concerning
romantic love and issues which are uncontroverm$iak differing from English

rapped renditions.

Chapter 8 also discussed the role of a song refndiich is usually sung and
recursive. Described as encompassing either th@esis of a song or its focal point,
nearly all the 98+LSLPS sample refrains were shtmvhe Sinhala sung renditions
entailing that the refrains are thematically benibis too was shown to help diffuse
the provocative nature of the rapped renditionscivhas stated earlier, were found to
often follow or precede a refrain. Importantly, amdkeeping with the analytical
framework about lyric line organisation, all thedéion types in all the languages of
the lyrics, when interpreted alone, showed thematnbiguity despite reflecting a
degree of cohesion as well. When interpreted t@gethe ambiguities were shown
to diminish. The system of multiple voicing when&eatent combinations of voices
deliver different sections of a lyric was also expld and shown to enhance the
complexity of a lyric’'s theme. Furthermore, chafiedemonstrated that the kind of
Sinhala and English found in 98+LSLPS cannot beoatid for on the basis of
existing categories such as Standard Sri Lankanlidbves and formal versus

colloquial Sinhala since they manifest in forms ethireflect themerging of
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elements usually associated with the individuaégaties. This confirmed some of
the predictions about the complexity of describisgguage mixing in Sri Lanka in
chapter 2.

Chapter 9 showed the lines of a lyric are all goedrby and integrated within a
durational template made of symmetrical duratiosedjuences (comprising four
beats per bar line) based on musical rhythm whiekes them appear like a single
code. Specifically, all the lines of a lyric exdaptthe lines of A-rhythmic renditions
were shown to be of the same length making theneapgimilar and connected at
the same time. Interestingly, all the sample somgee shown to involve a similar
rhythmic template involving a durational sequendefaur beats per bar line.
Consequently, musical structure was shown to explese rapid rendition of rapped
rendition lines and the slower rendition of sung amythmically rendered lines. For
example, while the beats of rapped rendition limetude the compacting of more
than one word/lexeme, the words of sung renditioes| tend to be stretched across
beats. Moreover, an exaggerated rhythmic pulsesponding to the four beats of a
bar line was shown to characterise the songs rappddrhythmic renditions thus

projecting them as part of a larger unified mussyatem.

Melody was shown to dominate and function similanlyhe case of sung renditions
where musical rhythm was not as exaggerated. Iraptyt (and as stated
previously) melody was also shown to integrate gmic renditions with their
respective songs. An interesting aspect of theudson involved highlighting an A-
rhythmic rendition devoid of melody and which wadact shown to be connected to
its musical structure on the basis of a linguistittibute. Specifically, its thematic

content was shown to maintain the overall thematity of its song.

Perhaps the most striking aspect of analysing yhesl according to the musico-
linguistic framework was the analyses of two pheapantermed Intra Line Code
Fusion-linear (ILCF-L) and Intra Line Code Fusiororitontal (ILCF-H). The
former refers to language mixing within a line damito code-switching. ILCF-H

lines involve the deliberate rendition of differesgquences simultaneously. Most
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ILCF-L lines in the sample involved Sinhala and Estgmixes. However, as with
the single language lyric lines (discussed abotfese lines were shown to differ
from natural speech and written mixed languagewdwgpucturally and thematically,
because the lines are determined by musical steictdoreover, ILCF-H was
described as an extremely common phenomenon oérareind contemporary mixed
and non-mixed sung language globally, but whichreasarkably not been subjected
to linguistic inquiry so far. In this study, most the ILCF-H lines involved the
horizontal alignment of Sinhala and English seqaenas well as the horizontal
alignment of sequences in the same language {hbald or English). Overall, the
study established that the musical rhythmic contd@xtiLCF-L and ILCF-H lines
projects them as both integrated and autonomous/einds also connected to their

adjacent lines structurally as well as thematically
10.3 The 98+LSLPS CofP’s collective linguistic ideity

The congruence (established in the preceding ctgpbetween the ‘mixed’ and
‘not-mixed’ counterparts of the portrait assignedtie songs by the CofP and song
lyric organisation indicates that the CofP’s cdilee linguistic identity also
encompasses a mixed and not-mixed counterpart. VHowet is necessary to
interpret this duality further in order to understavhat it actually means in terms of
the CofP. First consider the ‘mixed’ counterpartied CofP’s identity. On the basis
of the languages occurring in the song sample, aantenglish, Tamil, Divehi and
Arabic were presented (in chapter 4) as informihg CofP’s shared linguistic
repertoire while English and Sinhala were showrbéothe core of their shared
linguistic repertoire. Therefore, the mixed coupget of the CofP’s linguistic
identity can be corresponded to this mixed languagertoire (i.e. the linguistic
sources of the songs). Accordingly, the ‘mixed’ mupart of the CofP’s linguistic
identity appears analogous to multilingualism, wiihglish and Sinhala as the core.
The song analysis in chapters 7, 8 and 9 also dstnawed a spectrum of different
forms of mixing between the languages in their mwalstnvironment and this reflects

further, the mixed counterpart of the CofP’s lirgjia identity.
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Now consider the not-mixed counterpart of the Cof€llective linguistic identity
which in the analyses of the song lyrics was shawrtorrespond to the mixed
languages of a lyric appearing homogenous. At ¢wellof linguistic identity such
homogeneity corresponds to monolingualism. CrugialVhat we see, here, is a
rather unusual form of overarching monolingualisma musical context issuing
from active multilingualism. As shown in the sontplyses, the not-mixedness of a
98+LSLPS song lyric is the result of the CofP’s @bex integration of multiple

languages witland within musical structure.

There are some further interesting implicationsofeing the CofP’s identity in light

of two terms explicitly and implicitly associatedtlwthe songs by the CofP. The
terms were Sinhala and Sri Lankan: as shown iptehal, the term ‘Sri Lankan’

was often used in conjunction with ‘Sinhala’. Imamtly, the terms reinforced the
not-mixed counterpart of the portrait on how 98+P&.is regarded by its CofP. On
the one hand, then, the CofP’s monolingualism canséen to correspond to a
Sinhala (and Sinhala based Sri Lankan) homogerdamiiy; bear in mind too that
the CofP belong to the Sinhala ethnic communitgebd, it would appear that the
98+LSLPS CofP’s overarching projected monolingumali€orresponds to their
perception of the Sinhala language since bothiageiistic phenomena. Recall also
(and as explained in chapter 2), that the rootSinhala ethnicity are inextricably

connected with language, in particular, the Sinkadguage.

However, the 98+LSLPS CofP’s (Sinhala) monolingeraliis the result of their
underlying multilingualism rooted in Sinhadad English. More specifically, Sinhala
and English occupy equal status as core languageseoCtfP’s shared linguistic
repertoire. It seems, therefore, that the CofPtgeated definition of their (Sinhala)
language involves a blend of ‘Sinhala’ and ‘Englislements. This contrasts with
the description of the Sinhala language providedhapter 2. More specifically, as
evident from the discussions in chapter 2, existafolarship on Sinhala and
English in Sri Lanka can be seen to (implicitly aexplicitly) assign a Sinhala
language comprising structural properties of thedkiescribed in section 2.2.3, the

status of the linguistic core of the Sinhala etlmoomunity: English is regarded an
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important language occupying the status of an kk2afeast majority of Sri Lankans
of Sinhala ethnicity and L1 for a minority todaydtdiscussions on ‘standard’ Sri
Lankan English in section 2.3.1 and multilingualism section 2.4 reflect this).
Importantly, the Sinhala language described ini@ec2.2.3 does not contain any
‘English’ elements. In 98+LSLPS we see a strikingifferent projection of the
linguistic ‘core’ of the ‘Sinhala’ CofP. It is onghich includes the amalgamation of

Sinhala and English.

At a structural level (as explained in chapter W§ see that the reason why the
amalgamation of languages in 98+LSLPS is so cobasimusical structure which
regulates the integration of the languages andoind@ing makes them appear

homogeneous in their musical environment (i.e. @aflimat).

Ultimately, it is also important to recognise thia¢ 98+LSLPS CofP’s roots lies in
music and that music is a creative space which siramdividuals together, is
inherently reflective of collective will and, as cty provides insights into the
symbiotic dynamics of collective ‘invented’ identit Consequently, the CofP’s
musical basis reinforces the description of the RZoflinguistic identity (that it
embodies a form of monolingualism issuing from\aetinultilingualism in music) as

representative of the CofP’s definition of the gamage’ of (their) Sinhala ethnicity.
10.4 Some implications of this study and directionfor further research

In addition to constituting the first systematiady of Sri Lanka’s leading genre of
popular music, its artists and principal audiertgs $tudy presents a number of new
insights about language mixing (and by implicatianguage), occurring in music.
Thus it contributes to linguistic and musicologisaholarship as well as to the small
but expanding body of interdisciplinary scholarshipvolving both disciplines.
Firstly, the thesis incorporates a radical appilocabf the CofP model traditionally
used to describe small and closely located groupsdividuals to describe a
collective of several million individuals. Secondlthe structural analyses of the
songs that complements the community’s perceptiothem (that the songs are

simultaneously ‘mixed’ and ‘not-mixed’), parallekhe development of a new
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analytical framework which draws on musical stroefun particular, the notion of

the musical rhythm derived line for analysing somggudio format.

As stated previously, this is arguably the firagliistic study of language mixing in
music which explores macro-societal identity by gk in to account the
audio/musical environment in which a song’s ‘lamggia is positioned,
communicated (i.e. performed) and perceived. [Eunilore, as evident in the
analyses of chapters 7, 8 and 9, the analyticahdveork encompasses a holistic
approach to analysing song lyrics drawing on vaiaspects of a song lyric such as
its grammar, theme, and music-lyric interface andso doing offers a novel
interpretation of how languages are integrated insim Moreover, whereas
normally, lyrics such as 98+LSLPS may seem to wedlvo basic rendition types,
singing and rapping, the musical rhythm interpretatof the lyrics in this study
involved identifying two more rendition types thgiu which the lyrics are
communicated; namely rhythmic and A-rhythmic reioit Accordingly, the
discussions showed how language mixing in musimfisenced by rap, singing,
rhythmic and A-rhythmic rendition techniques. Sttt features such as multiple
voicing were also shown to play an important ralebioth enhancing a lyric’s
thematic complexity as well as facilitating its oaethematic unity.

Furthermore, on the basis of the relationship bebtnee 98+LSLPS lyric and musical
rhythm (explored in chapter 9), the study demonestrathat the structural
organisation of language (in this case languageng)>occurring (i.e. performed and
received) in a musical rhythmic template made otireive symmetrical durational
sequences (the dominant structure of the musicgthmin derived line in
98+LSLPS®) is governed by the musical rhythmic template. tTisa the natural
rhythm and intonation of a language are seen twobé&olled by musical rhythm. So
in the context of language mixing, this facilitatese integration of the languages by
making them appear (i.e. sound) similar. Becauseatialytical framework is the
consequence of trying to advance a structural esplan for how the songs are
perceived by their community, the analyses als@esigthat it is in terms of musical

138 There were exceptions such as A-rhythmic renditiafierred to previously.
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rhythm rather than the natural rhythm of the lamggsathat mixed language (and
language) in music is perceived. The hierarchicature of the song lyric

organisation according to which the lyrics are pamed supports predictions of
researchers such as Fiske (1993) who argue trgeriaric decision-task hierarchy is
behind any explanation of music cognition activi(§28).

Further applications of this framework, in parteml the notion of the musical
rhythm derived line include other contexts of musith mixed language (i.e. code-
switched) lyrics as well as comparing the resultatgrpretations with investigations
into whether they are congruent with how the musaegsts and audience regard
them. For example, consider the following mixed giaage rap lyric extract

involving three varieties of French, two varieties English and a variety of

Caribbean Creofé’ (Sarkar 2009: 150).

[1]

Show me respect,j’suis teueill nana

Pourquoi t'es venu, si tiniont sou kot&

Fai pas tormean, j’'vois tonboundasauter

Sit u sais pas danser, qu’est-ce que t'as te m8quer
Dis-le, taimes memoves pas vrai, t'es choque?

Hey! Mais qu’est-ce main fait la? Go away

Neg pa lave, pafume... No way

You tha mantoutes les femmes te veulent..oh! ouais!

You wanna get down, you go down! O.K.

In the researcher’s discussion about the lyricehgrno indication that it has been
interpreted in terms of its musical rhythmic contexonsequently, interpreting the

lyric in terms of its musical rhythmic context (ie musical rhythm derived line)

139 standard Quebec French (unmarked)
Nonstandard Quebec French (bold)

European French pold, and underlined)

Standard North American Englighinderlined)

African American Vernacular English (AAVEglicized)
Haitian Creole(bold, italic, and underlined)
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may yield a different organisation of the text ghther and consequently offer
further insights regarding how the languages hasenb integrated in music, the
relationship between the individual participati@gpdguages and musical structure as
well as how this affects overall lyric grammar aticeme. For example, when
interpreted in terms of its musical structure, time beginnings and endings and
therefore, the number of lines into which the texbdivides, may differ from how
they appear in [1]. In turn, it would be interestito review the salience of such
analyses in relation to how the songs are percddyetheir communities of artists

and audience.

The notion of the musical rhythm derived line isiady applicable to analyses of
non-mixed (in particular contemporary) languageuocog in music. For example,
as shown in chapters 8 and 9, the interpretatiora dyric in this way shows
interesting patterns (e.g. relating to rhyme) betwéhe various languages and the
techniques of rap, singing etc. It would be intengsto explore how languages in
other contemporary global music genres involvingsth rendition types are
organised in relation to them and whether there rtayunderlying constraints
regarding how specific languages occur in the verie@ndition types. For purposes
of illustration, consider the four sentences in. [Zhey belong to a mainstream
American rap lyric extract presented in a papehiprhop by Cutler (2009: 90).

[2]

(1) Listen man, yo. Hey, yo, listen. Hey yo, hey yo
(2) I'mo spit hot bars even if this dude is borin’.
(3) They got Shells battlin’lil Chuck Norris

(4) We get it goin’ man; you don’t really want that

Needless to say, the particular structuring oftéhx in [2] relates to the researcher’s
focus of the paper. However, observe that the linelside punctuation and as such
reflect conversational speech. It may well be tthet ‘sentences’ of text would

involve a different organisation if the text wer le interpreted in terms of its
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musical rhythmic context. In turn, the interpretati could offer interesting
grammatical and thematic insights and enable fenparisons with the language
when occurring in non-musical (conversational)isgt [3] includes a hypothetical

interpretation®.

[3]

Listen man you hey yo listen.

Hey yo hey you I’'mo spit hot bars even.

If this dude is borin they got shells.

Battlin’ lil Chuck Norris we get it goin man you.

Don't really want that.

Conclusions of such research would also contributaddressing broader questions
about the nature of human perception of languagémiand language) in music.

Moreover, a notable phenomenon, extremely fascigdtiom a linguistic point of

view, recognised by and analysed in terms of thay#inal framework advanced in
this thesis was that which was termed Intra Lineé€CBusion —Horizontal (ILCF-H).

As explained previously, the phenomenon is andfbagenturies been a regular
feature of sung language all over the world anaives the simultaneous rendition
of different utterances in both the same as weltliferent languages. However,
there exists no known research on it, certainly inotelation to perception and
linguistic identity. Consequently, there exists armalytical framework capable of
addressing the phenomenon. The framework develwptds study offers a means

of doing so.

In terms of Sri Lanka, that the country’s leadirenge of popular song for over a
decade, has as its nucleus, a community of Sri &markinhala youth and young
adults constituting over a quarter of the natiop&gpulation and belonging to its
largest ethnic community is important. Linguistientlencies of youth groups,

1“0 The text has been interpreted in terms of a featdper bar musical rhythmic structure, a common
time signature of contemporary popular music.
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particularly of dominant groups of the kind disamssn this thesis, can often be
indicative of evolving linguistic patterns at a bder societal level. Consequently,
and although this study pertains to a genre of [@opsong, it may be that the
overarching monolingualism of the 98+LSLPS CoffPideed by them as ‘Sinhala’
and yet deriving from active (Sinhala and Englishltilingualism (which contrasts
with the properties associated with the Sinhalagl@age considered to be the
linguistic core of Sinhala ethnicity and described in chapter 2flects or may

develop to become the underlying linguistare of the Sinhala ethnic community.
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Appendix 1

Artists

Unless specified all the artists listed below aedarand of Sinhala ethnicity.

Santhush Weeraman of BNS .0299 core artists’ circle member
Bathiya Jayakody of BNS 8.10.09 core artists’ circle member

Iraj Weeraratne 3.03.09 core artists’ circle member
Amila Paranamanage of Centigradz BB 2artists’ circle — leading artist
Ashanthi De Alwis email 16.03. artists’ circle — leading female artist
Chinthy Fernando 3.02.09 artists’ circle — leading artist
Edward Dunstan 22.12.08 artists’ circle- new Tamil artist
Fill-T of 6™-Lane 22.12.08 artists’ circle — leading artist
Hasanjith Kuruppuarachchi /Q¥42010 artists’ circle- new artist

Hiran Thenuwara of &Lane 15.12.09 artisistle — leading artist
Krishan Maheson 3.02.09 artists’ circle — leading Tamil
Randhir Witana 16/04/2010 artists’ circle — leading artist
Yashan De Silva email artists’ circle — leading artist
Audience

Center Audience Circle

CAC-28/08/09 — male waiters/chefs based in thacbmalee district (1, 2, 3)
CAC-23/08/09 — female batik factory showroom remapsts (4,5. 6)
CAC-23/08/09 — female batik factory workers (7938,

CAC- 20/08/09- male university clerk (15)

CAC 20/08/09- male three wheeler drivers (17,12021,22)

Inner Audience Circle

IAC 20/08/09, - femaleniversity English language instructors (10,11,3214)
IAC-23/08/09- female batik factory owner (16)

IAC-6/12/09- female and male recent university gids in English literature
(24,25,26)

Outer Audience circle (all are employed or studyatroad)
OAC-20/08/09-UAE(23)

OAC-15/06/10-UAE (28)

OAC-16/06/10-Australia (29)

OAC-16/06/10-UAE (30)

OAC-15/06/10-UAE (31)

OAC-15/06/10-UK (32)

OAC-15/06/10-UK (33)

OAC-16/06/10-UK (34)

OAC-16/06/10-USA (35)
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OAC-18/06.10-USA (36)
OAC-15/06/10-UK (37)
OAC-15/06/20-UK (38)
OAC-16/06/10-UK (39)
OAC-16/06/10-UK (40)
OAC-15/06/10-USA (41)
OAC-15/06/10-USA (42)
OAC-15/06/10-UAE (43)
OAC-15/06/10-Australia (44)
OAC-16/06/10-UAE (45)
OAC-15/06/10-USA (46)
OAC-18/06/10-USA (47)
OAC-18/06/10-USA (48)
OAC-23/06/10- UK (49)

Individuals involved with 98+LSLPS (i.e. webpage maagers, DJs) who also
happen to be Inner Audience Circle members

Lich — 18/12/2008- webmaster of Elakiri.com — thading Sri Music online music
archive

DJ Dilon- 22/12/2008-formerly employed at Hiru Fbhe of the three leading radio
networks described in Chapter 6

DJ Slash-24/12/2008 - producer/manager/DJ — Y-&iM, of the three leading radio
networks described in Chapter 6

Artists’ and Radio Websites

BNS: http://www.bnsmusic.com/

Iraj: http://www.irajonline.com/home.html
Yashan: http://www.yashanonline.com/
Ashanthi:http://www.ashanthi.com/
Y-FM: http://www.yfm.lk

Interview Questions for Artists

1 How many songs have you produced and aired ?&lisaé\LL the songs to
date.

2 In which year was your first song/album aired dhe radio or TV?

3 Some of your songs appear to have mixed EnglishSamhala lyrics. Do you
feel they are mixed? If so how?

4 If not, how would you describe the lyrics?

5 How would you describe your songs?
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6 How would you define/describe the musical aspégbar songs?
7 How do you name your songs?

8What guides your decision to give a song a padicoame?

9 On what networks are your songs aired?

10 Are they Sinhala, Tamil, English or multilingualtwerks?

11 Who is your audience?

12 What are your most famous songs ? Please list or@ ttan 5 in order of
popularity.

13 What is the basis for your claims? (statisticBngs etc)
14 Why do you think the songs are famous?
15 What are they each about? (i.e. themes of eaal) son

Interview Questions for Audience members

1 Have you heard of any of the following? BnS, Ihsghanthi, Ranidu, Chinthy,
Krishan, 6th-Lane, Centigradz. (Please indicateifipally whom you have or
have not heard of).

2 If you are familiar with some of the artists abpkiew would you describe their
songs? (i.e. Sri Lankan, Sinhala, Tamil etc). Explehy.

3 In what language are the song lyrics?

4 Do you listen to the artists’ music regularly asrcttend their concerts?
5 Do you know any of their songs?

6 In your view, are the artists known internatioyall

7 In your view, who listens to their songs mosttérms of nationality, age
group, and ethnicity)?

Additional questions to members of the Outer Aud@@ircle

8a Have any of the artists performed in the countrwhich you are resident?

8b If yes, did you attend any performances and gelyeraho do you think
attended the concert/s (i.e. age group, gende? etc)
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Appendix 2

98+LSLPS Sample Songs: Discography

Ashanthi and Yashan. (2006). “Sandawathuren” froeSandawathurealbum.
Sony Entertainment.

Ashanthi. (2009). “Hanthane”. Online version:
http://www.myspace.com/ashanthi/music.

BNS. (1998). “Vasanthaye” from théasanthayalbum. Torana Music.

BNS. (2000). “Sri Sangabodhi” from the Life albuimrana Music.

BNS. (2008). “Shaheena”. Online version:
http://www.slhits.com/index.jsp?mainframe=srilankartist.jsp~name-

Centigradz. (2005). “Dark Angel” from theeritagealbum. Maharaja
Entertainment.
Online versiomttp://music.aol.com/album/heritage/1023179

Iraj. (2006). “Oba Hinda”. Online version: httpukw.slhits.com/profile.jsp?id=Iraj.

Iraj. (2007). “Ae Hetha”. Online version:
http://www.slhits.com/index.jsp?mainframe=srilankartist.jsp~name-Iraj

Iraj.(2008).“Kotthu”. Online version:
http://www.slhits.com/index.jsp?mainframe=srilankartist.jsp~name-Iraj

Ranidu and Ashanthi. (2003). “Oba Magemai” from @t&a Magemaalbum. Sony
Music.

Ranidu. (2006). “Ahankara Nagare” from theviyapuraalbum. Ransilu.

6" Lane. (2004). “Malpeththak Se” from thérvanayaalbum. Sony Entertainment
/IBMG.

Sample Songs- Transcription , word translation andine paraphrase

Overall format for each musical rhythm derived lyric line.

Text— Sinhala Text
- English Text
- Tamil Text
- Divehi Text
- Arabic Text
- Lone lines — All languages
Phonemic transcription
Word to word translation of non-English (Sinhalegsients in Englisibold
Line paraphrase of non-English (Sinhala) segmenEnglish:{bold in brackets}
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Transcription , word translation and line paraphrase conventions: further

details

Some examples of words/phrases that could be amesigart of English in
Sri Lankaand Sinhala:bold italics underlined Note however, that this is for
illustrative purposes only in keeping with the dission in chapter 2 about
the blurring of boundaries between Sinhala and iEnglimportantly, the
examples are not classified as belonging to lotglish in Sri Lankan and
Sinhala in this study owing to the criteria usedctassify such examples
provided in chapter 6.

Simultaneous rendition (ILCF-H) in original textjusare parentheses [ ].
Simultaneous rendition (ILCF-H) is representedh@ word —to-word
translations only if the sequences are non-EngSisich instances are
represented in square parentheses [ ].

Simultaneous rendition (ILCF-H) is representedha line paraphrase only if
the sequences are non-English. Such instances@esented in square
parentheses [ ] within { } parentheses.

Lexical overlaps in the word-to-word translati®mmld underlined.

Where translation paraphrase contains duplicaiedewords in translation
due to the division of words in original Texflpold underlined in round
parentheses).

Inserted additional words in paraphrase in ordéacditate translation(bold

in round parenthesis).

Song and performance detaibgld underlined.

Male: (M).

Female: (F).

Ambiguous gender, sounding like F and/or Male: (M%x>

Simultaneous multiple M voices :(Mm), Simultaneowsltiple F voices:

(Fm), Simultaneous multiple F+M voices (FMm).

A lead female or male voice within simultaneoustiplé vocalisation:

(FMm) — the lead voice being that of a female, thétiple vocalisation
comprising male voices).

In some very long songs, two musical rhythm derivgdc lines are
represented as a single line with a slash to itelittae separation between
them. For example ‘E hetha they no / bindi kanr@aitains two lines, ‘E
hetha they no’ and ‘bindi kannaa’.

Note — In Sinhala, the phonemes representefl byd ® are dental stops whereas

they typically indicate dental fricatives in ‘Stardised’ forms of English.
Interestingly, in Sri Lankan Englishes. The phongroan be said to be allophonic:
they manifest as dental stops and dental fricatdegsending on the morphological
environment in which they occur; they are dentapstwhen occurring word initially
and word terminally and are stops when occurringdwoedially. Kachru (1986: 39)
notes that the replacement of dental fricative$ wintal stops is a feature of South
Asian Englishes.
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SONG: Vasanthaye
spring-in

{Bpring}

ARTISTS: BNS

Refrain: sung (MMmFmM) unless otherwise stated

L1 vasanthaye//
InasanBaje/
spring in
{In spring.}

L2 pibidena mal/ piyeli vage
/pbidens mal  prjoli vage/
blooming flowers buds like-are
{Blooming flowers. Like buds are.}

L3 [sithata naengena / sithuvili mal
/sbato nagens  s1BUvIlL mal/
(G) sahas ]
/sahas/
[mind-to birthing thoughts flowers
Secret ]
{[(The) thoughts that birth. Thought flowers
Secret 1}

L4 renu vage/ dangakaata vaehi
Irewy vage Dangokarts  vahr/
pollen like mischievous rain
{(Are) like pollen . Mischievous rain.}

L5 podak vage ape /hada sithuwithee
/pdak vage ape hads  s10Uvill me/
drop-a like our hearts thoughts these
{Like a drop our. These hearts’ thoughts.}

L6 _sundhara love dutu / ve
/ 3ndara love dULU ve/

exquisite world see-did
{Espouse (the) exquisite world. Did.}

Sung (MMmFmM)

L7 oba ma mise vena / kisiweku no-
/ol ma miso veno kistwekU no/

you me other-than any one-else not
{Other than you (and) me. Not anyone else.}
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L8 -ve vaehi bindu de/dunu athare
/ve vhi bmndu 0e-0unu abore/

is rain drops rainbows amidst

{Is/prevails rain drops (rainbows). Amidst (rainbows).}
L9 oba ma de novena/ maaoba de novena

/obma & nownoma obsa O noweno/

you me is not | you is not

{ (where) you (are) not me. | am not you.}
L10 arumaye minisun /  athare

krumoje mmisun  ABare/

heritage men/people among
{Heritage people. Among.}

L11me miniskamai  / sitha puraa gaelena
/me  mmiskamar siBa  pura galena/
This humanity it is mind throughout flows-which
{(This humanity it is. Throughout the mind whch flows.}

L12 [randiya daharai/ me nadiye

/andijo Oaharar me nadije/

(F) forever]
golden-liquid ray-is this stream -in
{(The) ray (of) golden liquid (this) is. Inthis stream.}
L13 mee love aei / mee love kimada
/me love a1 me love kimodao/

_this world-in why this world-in why
{ Why (In) this world. In this world why.}
L14 mayavak maeda / hasuvenne
/mujavak ma®s hasUvenne/
illusion midst trapped-get
{(Midst (an) illusion. Get trapped.}
L15 kimatha mee anduru / dasurteani
/kmoda me AnQurU  dassUne Oani/
why this gloomy image-in isolate

{Why this gloomy. Image (of) solitary (becomke}
L16 vi oba thael/venne

/vi ol»  Ba-venne/
be/come you pine do

{(Become)ou pine? Do.}

L17 sundara ve apa / dutu love arumaya
/$ndoro  ve Apd OUtU love ArUmoya/
beauteous will-be our saw world mystery

{Beauteous will be our. Sighted world’s myster.}

L18 oba ma jeevaya / ve

/oy ma d3ivejo  ve/

you me life be/are
{You my life. Are.}
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Refrain: Sung (MMmFEmM)

Rap: (M) with (F) background vocalisation

L18 So

L19 Check out check out my neéBinhalastyle | am

L20 Using the styléor the very first time which

L21 Comes from a country from a country a pead tnd from the
L22 Hill and the rivers and the golden sand withtimo

L23 South east and west together we must stand u-

L24 -nite the bond of friendship and the love tog tountry man
L25 DJ at the mike do the boogie dance man lets

L26 Do theSinhala dance walla two three

Sung (MMmFm)

L27me  miniskamai [/ sitha puraa gaelena
/me  mmiskamar siBo pura galena/
This humanity it is mind throughout flows-which

{(This humanity it is. Throughout the mind which flows.}

L28 [randiya daharai/ me nadiye
/mn0dijo Oaharar me naOrje/
(F) obema
/obomo/
[golden-liquid ray-is this stream -in
you only]
{[(The) ray (of) golden liquid (this) is. Inthis stream
You only.]}
L29 mee love aei / mee love kimada
/me love a1 me love kimoda/

_this world-in why this world-in why
{ Why (In) this world. In this world why.}
L30 mayavak maeda / hasuvenne
/mujavak mads hasUvenng/
illusion midst trapped-get
{(Midst (an) illusion. Get trapped.}
L31 kimatha mee anduru / dasurteani
/kmada me AnQurU  dassUne Oani/
why this gloomy image-in isolate
{Why this gloomy. Image (of) solitary (becomke}
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L32[vi oba thael/venne
/viold 0Oa-venne/

(F)_thani ]
Hani/
be/come you pine do
alone
{[(Become)you pine? Do.
Alon&.]}

L33sundara ve apa / dutu love arumaya
/$ndors  ve Apd OUtU love arumoaya/
beauteous will-be our saw world mystery

{Beauteous will be our. Sighted world’s myster.}

L34 oba ma jeevaya / ve

/oy ma d3ivejo  ve/

you me life be/are
{You my life. Are}

Refrain: sung (MMmFmM); increased(Fm) harmonisation than previously

Refrain: sung (MMmFmM) with simultaneous (F) rhythmic rendition

L35 [vasanthaye//

IasanBaje/
(F) The world is there with a sign of your heart]
spring in
{In spring.}
L36 pibidena mal/ piyeli vage
/pbidena mal  prjolt vage/
(F) There’s always peace freedom
blooming flowers buds like-are
{Blooming flowers. Like buds are.}
L37 [sithata naengena / sithuvili mal

/sBato nagens  siBUVID mal/
(H) sahas
/sahas/
(F) Fly away to a joyous place and ]
[mind-to birthing thoughts flowers
Secret ]
{[(The) thoughts that birth. Thought flowers
Secret J}

141 Alone could in this context, occur between anyhaf words that comprise the clause
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L38 [renu vage/ dangakaata vaehi
Irew  vage Oangokarto  vahi/
(F) lift your face to the sunlight ]
pollen like mischievous rain
{(Are) like pollen . Mischievous rain.}

L39 [podak vage ape /hada sithuwiinee
/p@ak vage ape halo  s1OUvill me/

(F) Ride the ocean waves to a different land where]
drop-a like our hearts thoughts these
{Like a drop our. These hearts’ thoughts.}

L40 [ sundhara love dutu / ve
/ 9ndara love dULU ve/

(F) The weather is fresh and pure ]
exquisite world see-did

{Espouse (the) exquisite world. Did.}

Sung (F)

The song concludes with a long low back unroundadel along a melodic theme
contained within the underlying 4/4 rhythmic frarmethe song. The melody also
occurs at the beginning of the song.
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SONG: Sri Sangabodhi
Sangabodhi -Sri is an honorific second
perssingular pronoun analogous to ‘His royal

higess/sir'. Sangabodhi is a proper noun.
{Sangabodhi}

ARTISTS: BNS

A-rhythmic rendition (M1+ M2)

L1 (M1) [Maetha athithaye Sinhalaye vangsha kathaven pituxig&
kaBaven prtuvak vijo/

/md&@os aBiboje smhslsje vanfo
(M2) When
| was in Ceylon they used to have theseitite storescalled tea-stores and
in these stores they played some funny little s@mgkone of them sounded a little

bit like this]
recent history-in-the Sinhala-of kge story-from page-a was
{Of the recent history of (the) story (ofinBala lineage a page (it) was}

Melody without strong rhythmic base commences follwed by a gradual
increased exagqgeration of rhythmic pulse M3) rhythmic rendition + (F) sung

+ (Mm) sung(M* - main voice throughout song sung

L2 (M3) Ah ha haa
L3 (F) Yeah yeah yeah

L4 (F) [Yeah
(M3) Yeah yeah come on
(Mm) Oh wup wup doo wuppa wuppa]

L5 (Mm) [Doo wup wup doo wuppa wuppa

(M3) take a chow
(P yeah yeah
(M) siri

fri/
shri

{(Shri/great sir.)} ]

Sunqg (M) except where stated otherwise

L6 [sangabo-dhi ma-ligave di -ma
/ggobo:  B1 maligavedi mu
(Mm)Doo  -wup  -wup doo -wuppa wuppa
(M3) ah haa Iraj |
Sangabodhi palace-the-in I

{(Shri) Sangabodhi in the palace I.}
L7 (Mm) Doo wup wup doo wuppa wuppa
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L8 (M) siri

fri/
Shri

{(Shri)}

L9 [sangabo-dhi ma-ligavedi -ma
/8gobo:  O1 maligavedi mu

(Mm)Doo  -wup  -wup doo -wuppa vpap|
sangabodhi palace-the-in I
{(Shri) Sangabodhi in the palace 1.}
L10 siri
fri/
Shri
{(Shri).}

L11 sangabodhi maligavedi ma daeka
/$:gobo:81 maligavedi ma dako/
Sangabodhi palace-the-in | see-having

{(Shri) Sangabodhi in the palace_(Ihaving seen.}
L12 prane hani venta baeta dgi) ooh ah (MXiri

pune hani vents bato Oem/ /fri/

life harm happen-to beat will oh ah S
{(Q) will beat (him) to (cause his) life harm ooh ah_(§1). }
L13 sangabodhi maligavedi ma daeka

/$:gobo:81 maligavedi ma dako/

Sangabodhi palace-the-in | see-having
{(Shri) Sangabodhi in the palace_(Ihaving seen.}
L14 pranehani venta baete dem
/panghani vents bato Oem/
life harm happen-to beat will
{(Q) will beat (him) to (cause his) life harm.}
L15 (F) doo ap ap doo ap-pa rap-pa doo a pap dpa-app
L16 [(M) allaa bandaa randaa indea undae kunda
laamisinda

dlla ban®a ran®a  bmda Unda: kunda lamismda /

(F) 000000000000000000000000000000000dD0OPO
caught-having tied-having detained-having brken-having his spine I-will
destroy
{I will break his spine having caught tied anddetained (him).}
L17 [saendae kale maligave innava soya

/anda: kale maligave mnova soja/

(F) 0000000000000000000000000h

(M3) like a child]

evening time-in palace-in/at wait search-in

{In (the) time (of) evening in (the) palace (I wil) wait in search.}
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L18 [(M) allaa bandaa randaa bindaa undae kunda laamisinda
d@lla banda randa bmda Unda: kunda lamismda /
(F) 0000000000000000000000000000000000hN]
caught-having tied-having detained-having broken-hging his spine I-will
destroy

{I will break his spine having caught tied anddetained (him).}
L19 [saendae kale maligave innava soya
/anda: kale maligave mnava soja/
(F) 000000000000000000000000h
(M) aha ha ha]
evening time-in palace-in/at wait search-in
{In (the) time (of) evening in (the) palace (I wil) wait in search.}
L20 dharme seela rakna  raja lanwvidiasa
Darme sila rakna rad3a lamr O1vinasa/
doctrine-the composure protects king will-I lifedestroy
{I will destroy (the) life (of the) compostd) king (who) protects the
doctrine.}
L21 karmevenne passe hinda kimda dosoya

karme venne passe hmda kimdos 0osoja/
karme happen-to afterwards because what-is error-ta
{Because (the) karme happen(s) afterwardshat is the error yeah.}
L22 [kolahala sidda  vennagkdlo sonda
/kobhala s100o  vennod kale bo soQa/
(Fm)doolala la ]
agitation/insurrection happen to-be time very god
{(The) time is good (for) insurrectiorio happen.}

L23 [kolahala sidda  vennaekdlo sonda
/kobhalo s1000  vennod kale bo soda/
(F) la doo lala ]

agitation/insurrection happen to-be time very god
{The) time is good (for) insurrectiona happen.}
L24 [theja saara seelavantidharmasanga bodhraja
Ped3osars silovanBo  darmo  sangs bodr rad3e
(F) ah ah ah ~ ah
stature-infused benevolent doctrine king
{Esteemed benevolent king (of) doctrine.}
L25 banga kara lami naera maliga soya
bangs kora lami na:rs maliga  Soja/
(F) ah ah aaaadla
destroy do I-will surely palaces searéind
{I will (in) palaces search, find (and) desby surely.}
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L26 [theja saara seelavantidharmasanga bodhraja
Ped3osars silovanBo  darmo  sange bodr rad3e
(F) ah ah ah ~ ah
stature-infused benevolent doctrine king
{Esteemed benevolent king (of) doctrine.}
L27 banga kara lami naera maliga sogéri
bangos koros lami na:ro maliga Soja ri/ /
(F) ah ah aaaadla
destroy do I-will surely palaces seardtind shri
{I will (in) palaces search, find (and) desby surely (Shri).}
L28 sangabodhi maligavedi ma daeka
/$\gobo:81 maligavedi ma dako/
Sangabodhi palace-the-in | see-having
{(Shri) Sangabodhi in the palace_(Ihaving seen.}
L29 [ pranehani venta baeta defiMm) ooh ah (M)siri
/punghant vento bato dem/ /fri/
life harm happen-to beat will ooh ah shri
{() will beat (him) to (cause his) life harm. ooh ah§hri).}
L30 sangabodhi maligavedi ma daka
/9.gobo:d1  maligavedi ma dako/
Sangabodhi palace-the-in | see-having
{(Shri) Sangabodhi in the palace_(Ihaving seen.}
L31 [pranehani venta baeta dem
/punehant vento bato dem/

life harm happen-to beat will
{() will beat (him) to (cause his) life harm.}

Sung(MFm) except where indicated

L32 | see ya grooving to this
L33 [This piece of history

(F) histo-]
L34 [ This is all about who you are
(F)-ry who you]
L35 [ And its no mystery
(F) are myste-|
L36 [ Lets keep on moving to this
(F) —ry ]
L37 [And believe in your destiny
(P dgst
L38 [ If we don’t know who we are we’ll
(F) -ny

L39 Be modern history
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Rap (M)

L39 We've got the

L40 World wrapped around our little fingers litheund anda-
L41 —thiya banging on your frontiers holding on our

L42 Own in this war zone resurrect the indus-

L43 — try lay the corner stone so throw up your

L44 Cups up and be sure to catch them when thepdédre you
L45 Walk the walk you best learn to crawl

L46 Shady vocalist turned entreprenBar

L47 —thiya make yourself heard

A-rhythmic rendition (M2) and (M1)

L48 (M2) Good heavens

L49 (M2) this song does sound rather groovy

L50 (M1) Sinhale vangshakathava mese venasviya
Imhole vAanfokabave  mese venasvijo/

Sinhala-the-of ancestral-narrative this-way changetd
{The ancestral narrative of the SinHa (people) in this way did change}

Sunq(F) interspersed with (M3) rhythmic rendition

L51 (F) Yeah yeah yeah
L52 (F) Yeah (M3) ah ha haaa
L53 (F) Yeah yeah yeah (M3) come
L54 (M3) On baby baby come on (F) yeah (M3) come
L55 (F)[ Yeah yeah

(M3) on baby baby come on baby baby come]
L56 (M3) On baby baby come on its right
L57 (M3) Ladies | want you all to put your hands up
L58 (M3) And represent (Mm) Yeah (M) siri

§ri/

shri

{(Shri)}
Repeat-1.11-46
Rap (M): a repeat of L 47 but with addition of Sinhala ‘shi’

L59 —thiya make yourself heard (M) siri
fri/
shri

{(Shri)}
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Sung-(Fm) (M) and (F). (M3) =rhythmic rendition

L60 [(M) _sangabodhi maligavedi ma
/ sagobo:01  maligavedi m/
(Fm) = | see ya grooving to this]

Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

L61 [(Fm) This is our histo-
(G) histo-
(N) daeka
Bako /]
see-having
{having seen.}

L62 [(Fm)-ry  Thisis all about who we are
(M)pranehani venta baeta dem
pmehant vents bato Oem /
(Fm) Who we]
life-harm happen-to beat will
{(Dwill beat (him) to (cause his) life harm.}

L63 [(Fm) And its no mystery (Miiri

[{ri/
(Fm) Myste- ]
shri
{Shri.}
L64 [(Fm) -re lets keepon movioghis
(M) sangabodhi mali-gave-di ma

/ sagabo:01  maligavedi ma/ ]
Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

L65 [(Fm) And believe in our destiny (Maeka
dako /
(Fm) Desti- ]
see-having
{having seen.}

L66 [ (Fm) —ny if we don’t know who we are
(M) pranehani venta baeta them
/punehant vento bato  Oem / ]

life-harm happen-to beat will
{(Dwill beat (him) to (cause his) life harm.}
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L67 [(F) We'll be more than a
(M) Siri
shri

{Shri.}

L68 [ (F) Histo-------- ry
(Fm) I see ya gredng to this
(M)sangabodhi sangabodhi sangabodhi sangabodhi
[sagobo:dr  sagobo:dr  sagobo:dr  sagobo:d1/]
(Sangabodhi Sangabodhi Sangabodhi Sangabodhi.}

L69 [(Fm) This is  our histo---ry
(M) sangabodhi maligavedi-ma
/ 8gobo:d1  maligavedi ma
(F) -~ history]
Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

L70 [(Fm) This is all about who we are (Maeka
dako /]
see-having
{having seen.}
L71 [(Fm) And its no mystery
(M) pranehani venta baeta dem siri
/panehani vents bato Oem  [ri/]

life-harm happen-to beat will
{(1) will beat (him) to (cause his) lé harm.}

L72 [(Fm) lets keep on moving hdst
(M) sangabodhi maligave--di nja
/ 8gobo:01  maligavedi m /

Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

L73 [(Fm) And believe in your destiny (Maeka
/®ako/
see-having
{having seen.}
L74 [(M) pranehani venta baeta dem
/ pmeha -- n1 vento ba-to Oem/
(F) If you don’t know who we are
(F we'll]
life-harm happen-to beat will
{(1) will beat (him) to (cause his)fe harm.}
L75 (F) be more than a history
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L76 [(Fm) | see ya grooving to this (Mpeka
/®ako/
see-having
{having seen.}
L77 [(M) pranehani venta baeta dem
/ panehani vento bato ®em/
(Fm) This is our histor
(F history]
life-harm happen-to beat will
{(1) will beat (him) to (cause his)fe harm.}

L78 [(F) This is all about who we are

(M3) you cantop who we are
(M) siri
JHi/]
shri
{Shri.}
L79 [(M) sangabodhi maligave-di ma
/ 8gobo:d1  maligavedi m /
(Fm) Ooh ]

Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

L80 [(Fm) Lets keep on moving to this

(M) __Siri
fri/
(M3)  you can’t stop this Sinhala song]
shri
{Shri.}

L81 [(Fm) And be-lieve in our destiny
(M)sangabodhi maligave----di _ma
/ 8gobo:d1  maligavedi mu /
(M3) ~ Don't know who they ----- ]
Sangabodhi palace-the-in |
{Sangabodhi in the palace 1.}

L82 [(Fm) If you don’t know who we are
(M3) For you rung? For youra&? (M)siri

/]
shri
{Shri.}
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L83 [(Fm) We'll be modern history
(M) sangabodhi maligave-di

/sgobo:d1  maligavedi

(M3) Millenium musicyt represent]
Sangabodhi palace-the-in
{Sangabodhi in the palace .}
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SONG: Shaheena
A propmun

ARTISTS: BNS

A-rhythmic rendition: sung- chant (F1'%3

L1 ah..yayShaheena

A-rhythmic rendition —whispered (F1)

L2 as-salaamo alaikum BnS
the-peace be upon you oh people

Rhythmic rendition (F1)

Rhythmic rendition -whispered—(M)

L5 (M) as-salaamo alaikum

Sung(M1) L6-L9, (M2) L10-L13

L6 [kola thalayen moona hangamin/ maa diha balanne
/kob 6aloyen muns hangamm ma Otha balanne/

(F) ah ah]/
coy rhythm-of face hiding | at loking
{(With coy rhythm hiding (your) face. Looking at me.}
L7 [kavuluwen  ebi neth kaelum vali/n _aadarai Kiyanne
lkavulunen  ebi ned kalum valin adarer kryAanne/

(F) ooh]
window-through peering eye gaze with/love-that samg
{ Peering through (the) window with eye-gazeSpeaking love.}
L8 [alavanthakam naesiyan vethin/ vasamkara hindinne

klovaBokam  nasijan veOm vasamkors hiQmne/

(F) oon]
love-activities kindred-from / hiding  waiting
{Love activities from (your) kindred /hiding (and) waiting.}

142 There are two male and female vocalists and wke tarns as lead singers. M1, M2, F1 and F2
are intended to enable the reader to distinguishdsn them.
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L9 [pahatha malaye thama inne mang/ api duraeththi

/mhabo  malsje Oamo mne man  Apr durar ruwe00i/
(F) ooh]
below floor-onstill waiting-in | we distant-are beautiful
{I (am) still waiting on the floor level bebw. We (are) distant (my)
beautiful .}
L10 kola thaleyen moona hangamin/ maa diha balanne/

/kob Baloyen muns hangomm ma Otha balanne/

coy rhythm-of face hiding | at looking
{(With coy rhythm hiding (your) face. Looking at me.}

L11 kavuluwen  ebi nethkaelum wakdarai kiyanne
/kavolunen  ebi  nebkalum volin adorer kryanne/

window-through peering eye gaze with/love-that samg
{ Peering through (the) window with eye-gazeSpeaking love.}
L12 alavanthakam naesiyan vethin/ vasamkare hindinne/
hlovaBokam  nasijan veOm  vasamkoros hiQmnne/
love-activities kindred-from concealing waiting
{Love activities from (your) kindred. Conceding (and) waiting.}
L13 [pahatha malaye thama inne mang/ api durai ruvaththi
/mhaBs maloje Oamo mne man Apr Ourar ruwe00i/
(F) aah/
(MBlakiri.com]
below floor-onstill waiting-in | we distant-are beautiful
{Still waiting on the floor level below am |1 We (are) distant (my) beautiful.}

Sung-(F1)

L14 Judanwayinsa nun sukhada /
L15 bihinnabyil farakhan abadua/
L16 Innaabilada dee muadadaa/
L17 khunnamighairil nun sukhada/

Sunq(F2) except where indicated

L18 I like the way you look at me/
L19 | like the way you play with me/
L20 (F1)Laisalfiraagquoo/

L21 What you do to me boy/

Refrain- (Mm) except where indicated

L22 [Shaheena Shaheenaandalle sidanganavi
ABalle si0angonavi (F2) That's]

Shaheena Shaheena the-balcony-of goddess.
{Shaheena Shaheena. The goddess of thizbay.}
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L23 [Shaheena Shaheena /Shaheesapem manoli

/supem monoli/
(F2) me M<>F) ooh ]
Shaheena Shaheena Shaheena lovable ‘worwdro-births-desire’
{Shaheena Shaheena. Shaheena lovable womadro births desire}
L24 (MFm) Shaheena Shaheenaandalle sidanganavi/
/sndalle  siOangonavi/
Shaheena Shaheena the-balconygotidess
{Shaheena Shaheena. The goddafsthe balcony.}
L25 (Fm) Oh I'll be your fantasy/
L26 (F2) What you do to me boy/

Sung chant(F1)

L27 Aaaaah*¥ Shaheena

Sung(M1) with (F)

L28 adare haegqum ratavak karan/ mehendi andinne/
hdore hagum ratavak koran mehend1 AQinne/
love-in feelings pattern —having-donenehendidrawing
{(By) love feelings patterned. Mehenﬁzdrawing.}

L29 mage haathakam kalpayak duriryeh iki bindinne/
/mge hadokam  kalpajak durin dryan 1k1 bidinne/
my affection very-long-distance-from keeping tars-breaking
{My affection (a) very long distance away. Beping and weeping.}

L30 mayimen eha piyambanne thatu/ naehau-plagvenne/
/moimen  eha  prjabanns  OAtu nahar pasu Bavenne/
Boundary-from across fly-to wings ot regretting
{To fly across (the) boundary wings. Not mgretting.}

L31 ahas maliga hadan innakang api/ ape ruvetlotbin/
hhas maliga haQan mnokan  Apr Ape rowe00i/

sky palaces making as-long-as we ours béiéul
{'Castles (in the) air’ (as long as) we budl (and) wait. We are beautiful.}

143 asts for 1 % bars: altogether six beats
144 An ink pattern drawn on the palms of a bride onwedding eve — usually at a special ceremony.
It is a predominantly Hindu custom
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Sung by M2) except where indicated. The lines oiM2) here are identical to
L28- L31 but are sung an octave higher thanM1)

L32 [adare raegum ratavak karan/ mehendi andinne
hdore ragum ratavak keran mehendr AQmne/
- (F) aaah]
love-in feelings pattern —having-donenehendidrawing
{(By) love feelings patterned. Mehendi dravwng}

L33 [mage haadakam kalpayak durin/ahi iki bindinne/
/mge ha®okam  kalpojak durin dryan ikt bidinne/
(F)oh oh ah]

my affection very-long-distance-from keeping t&rs-breaking
{My affection (a) very long distance away. BEeping and weeping.}
L34 [mayimen eha piyambanne thatu/ naehau4agevenne/

/murmen  eha  prjabanno  OAtu nahar pasu Bavenne
(F) ah ah]
boundary-from across fly-to wings not regetting
{To fly across (the) boundary wings. Naegretting.}
L35 [ahas maliga hadan innakang/ api ape ruweththi

hhas maliga hadan mnokan Apr ape ruwe00i/
(F) ah]
sky palaces making as-long-as we ours béiéul
{'Castles (in the) air’ (as long as) we budl (and) wait. We are beautiful.}

REPEAT -L14 — 125

L36 (F2) What you do to me boy (M-salaamo

Rap (M) with occasional (F)

L37 Alaikum alaikum Salam | ought to thank your
L38 [Mumscause baby you the bomb

(F) ooh]
L39 The way you shake is like anaesthesia its got m
L40 Floating on a cloud above the world beneath so
L41 Shake your bon bon feel my Sean Johns
L42 [Just like a cheer leader with her

(F) pom poms]
L43 You just what the doctor ordered you're so
L44 Hot I'd mistake you for the Mexican border so
L45 Hot that | need me a glass of water you a
L46 [Fly desert rose like the Sultan’s daughter

(F) ooooooh]
Refrain; repeat L22-26
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SONG Ae Hetha
Hey Heart

ARTISTS: Iraj (featuring DeLon and Aminath Shani)

Rhythmic rendition (M)

L1 Yeah

L2 Ah ha ha ha what's going down
L3 Its Iraj Ceylon Records colla-

L4 -bo Delon in the house lets do this

Refrain —sung(F), interspersed rhythmic rendition (M)

L5 E hetha they no / bindi kannaa they um
L6 me the hey thei mee / numphnnee kela aey
L7 [ E hetha they no/ bindi kannaa they um

Ah ha ha yeah]
L8 [mee the hey thei aey mee / numphene kelaa aey
Check this out. .yo yo yo aqirl......... now play that ]

Refrain —sungq -translation (paraphrase)

[Hey heart come to me with love
You're my love
| want you]

Rap (M)

L9 | see you kissing your girl in my mag/batk

L10 Then you look get cut like a bear trap

L11 Can you explain that and manage

L12 To got two balls just wanna fit ya you're fihed the
L13 Riddle see me in the middle like a sandwich
L14 And baby girl | don’t speak your language batiy
L15 Body cringes hurts too what you wanna

L16 Do stick to me like a tattoo that | bought jau

L17 I'll raise a toast for you champagne

L18 Glass and later on am gonna wax that ass aicki$
L19 Good let her reign cos we finished the tasklcos
L20 Know she know where my business is at my bssine
L21 Cash and I'm spending it fast rocks and

L22 Rings she had to see all things and |

L23 Don’t spend on wines it's a cheaply thing ainghi
L24 All know Delon you know we OG man

15 Unclear in recording.
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Refrain-sung - (F), interspersed rhythmic rendition -(M)

L25 E hetha they no / bindi kannaa they um
L26 me the hey thei mee numphnnee kela aey
L27 [ E hetha they no/ bindi kannaa they um

yeah]
L28 [ mee the hey thei aey mee/ numphene kelaa aey
Elakiri.cdm
Rap (M)
L29 Ya ya

L30 Let me take you back to my home place
L31 Mage gederaell call it home base

L32 We can take my ---------- whole way
L33 G for flying you know bout mgle
love

L34 Say no more no phone call yo I-

L35-raj we gonna be there de mau feel me

L36 Andenjoy the journey cos

L37 This gonna be something you won't forget bedieve
L38 We touch down in the evening aikd

L39 Raj picks us up we’re drinking

L40 Out the traf®? and the Ds and the candy
L41 World | wanna take you panties please

L42 | know you like this treatment get your

L43 Head sprung then get done for the weekend
L44 Yo Iraj I'll be back

L45 Tell that Maldivian girl to sing the track

Refrain-sung -(F), interspersed rhythmic renditions {M)

L46 E hetha they no/ bindi kannaa they um

L47 me the hey thei mee numphnnee kela aey

L48 E hetha they / no bindi kannaa they um

L49 [ mee the hey thei aey mee numphene kelaa aey

Aha ah ah]
Rap (M)

L50 So Iraj man | wanna know about these

L51 Girls these days man you know theyX?dreaks man
L52 But its so good though cos you know

L53 Life is life we just gotta live it how we waarive it
L54 Know what it is yo Ceylon Records

L55 We are Iraj I'm gonna see you

L56 Soon back in SL Sri Lanka Ceylon Records

L57 Represent lets do this

358



SONG: Oba Hinda
you because
{Because (of) you}

ARTISTS: Iraj (featuring Samitha Mudunkotuwa)

Refrain —sung(F)

L1 oba hinda bae mata me tha-
/ol hinda ba: mato me 6/

you because-of cannot I-to this much
{Because of you | cannot this much.}
L2 —ram(Fm) ivasanna kalpana
/ram vosannd kalpana
much patient-to-be thought
{Patient be (of) thought.}
L3 hitha (Fm)_mage karakava
hiba mge karokava/
mind mine circle/twist/confuse-do
{Mind of mine twist/confuse.}
L4 oba langata gaththe ma
/oy langats  gabBe  ma/
you close-to brought-did me
{Close to you brought me.}
L5 hitha mella nae daennam
/hBs mello na: danmm/
mind tame isn’t now-still
{Now still (my) mind isn’t tame.}
L6 oba ma vashi kala
/o> ma vafi kola/
you me mesmerise did
{You did mesmerise me.}
L7 hitha mella nae daennam
/hBs mello na: danmm/
mind tame isn’t now-still
{Now still (my) mind isn’t tame.}
L8 oba ma vashi kala
/o> ma vaAfi kola/

you me mesmerise did
{You did mesmerise me.}
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Stanza 1 —sundF)

L9 oya mokada kaerakila
/ga moko®s karokila/
you why circle
{Why did you circle?}
L10 mage hitha vata giye
/mge hiBa vata  grjo/
my  mind round go-did
{Around my mind did go.}
L11 vashi venna monavada
Wafi venna monavada/
mesmerise to-be what
{(To) be mesmerise(d) what.}
L12 oben oya tharam vune
/okzn ojo OAram vune/
you-from this/that much happen-did
{Happened this much from you?}
L13 vashi vune mama ruwata obe
/VAfi vune mama ruvato obe e/
mesmerise was | appearance-of your that
{Mesmerise(d) | was of/by your appearance #t.}
L14 baenda sensansarepriye
/bards sene sansare prije/
marry-did affection cycle sweetness
{Marriage (of) affection cycl(ic)/transmigrational sweetness.}
L15 ekama deyai illanne priye
kkomo O¢ja1 1llanne prije/
one-only thing asking sweetness
{One thing only (am I) asking sweetness.}
L16 piliganna epa an landaka sene
/pliganna £pa An 1AQako sene/

believe/accept not another lass’s affection
{Accept not another lass’ affection.}

Refrain —sung(F) - repeat

L17 adare asha
kdore afa/

love-of realisation
{Realisations of love.}
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L18 hodi potha kiyavala
/hd1 podas kijovala/
nursery book-the read-having
{Nursery books having read.}
L19 mohanaya vuva ma
/mo:hnojo vuva ma/
enchant become-did |
{Enchant(ed) did | become.}

L20 obe thurule naelavila
/oke Burule nalovila/
your arms-in cradle-be
{In your arms cradled.}

L21 raththarane hamadama ithin anat
/m60arane hamo®amos 10  mato/
gold-person/ precious always so me-to/for
{Precious, so always for me.}

L22inna denna obe thurule raendi

fnno  ®enno obe Ourvle radi/

stay permit your arms-in lingering

{Lingering in your arms permit (me to) stay}
L23 mava bendan karakara magul oba

/mava badan karokars magul oba/

me  bind-and marraige ceremony you

{Binding me and/for (a) marraige ceremony vyo.}

L24 ganna dine kawadadane
/ganno Ome kavodads ane/

taking/realising date when-is ane/pleage
{When is the day ane?}

Refrain —vocalised (F) —repeat—L 1- 4
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SONG: Kotthu
A proper noun (popular fast food consisting of
tempered vegetables and/or meat combined with
egg and shredded wheat flour pancakes (roti):
extremely popular local ‘fast food’.)

ARTISTS: Iraj (featuring llinoiz)

Rhythmic rendition (M)

L1 In da city of CM-

L2 -B, when the freaks come out at
L3 night we need a super he-

L4 —ro who u gonna call

Rhythmic rendition (M) — child’s voice

L5 Mister Kotthu..
L6 uya

L7 ya yayaya yayaya yayaya ya
L8 ya'®

Refrain sung (M)

L8 mata
Imata/
to/for me
{For me.}

L9 kotthuth one  mata
/kddOUb on Mhto/
kotthu also want for-me
{Kotthu also want for me.}

L10 lime-uth _onesam-

/laimub oz sxm/
lime-also want sanfbol)

{lime also want (sam-bol}.

L11 bolatikak udin daalaheese tikak vaediyen daala
/bob tikak Udm Oala tfis tikak vadiyen  dala/

(sam)bol*’) a little on top with/put cheese a little moravith/put
{A little (sambol) on top a little more cheese on top.}

146 Note that the opening of the refrain is a contifmraof L8. A similar pattern also prevails in L16,
L43 and L63.

47 A blend of freshly grated coconut, turmeric, onioseit, green chillies and lime. Eaten regulatly, i
is a staple accompaniment to most Sri Lankan meals.
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L12 takata takata takas aala genna  malli daen mata
Itakoto takoto takas afp  gennd mallr ®an mata/
ONOMATOPOEIA **® (means ‘quickly’) do bring younger-brother now.
to/for-me
{Bring (it) to me now younger-brother quicKy.}

L13 [kotthuth one mata
Ik®OUO o] mato/

kotthuth onea
o ore/ ]
[Kotthu also want for-me
Kotthusad want]

{[Kotthu also want for me
Kotthu also wgr}

L14 [lime-uth onea sam
[himue  ore sm/
lime-uth onae
aimue ore/ |
[lime-also want sam(bpl
lime-also want]
{[lime also want _(samh
lime also want J}

L15 bolatikak udin daalaheesdikak vaediyen daala
/bob tikak udmn  Oala tfis  tikak vadiyen Oala/

(sam) bol) a little on top with/put cheese little more with/put
{A little (sambol) on top a little more cheese on top.}
L16 takata takata takas gagémna malli dan

/takata takato takas aja gennd  mallr dan/

ONOMATOPOEIA (means ‘quickly’) do bring younger-brother now.
{Bring (it) to me now younger-brother quicKy.}

Rap (M)

L16 mata
/mta/
|-for
{For me.}
L17 pittu kanna bae mata aappa kanna bae mata

/pttu kanno ba mato appa  Kanno ba:  mato/

rice-cake eat can'tl-to hopper§’eat can'tl-to
{Can’t eat rice-cakes | can’t eat hopperd to.}

148 The sounds used to signify the act of preparingtiowhose popularity owes in part to the fact
that its preparation takes little more than a feiwutes; local fast food.

149 A wafer thin rice cake made of ground and ferradntice flour and can be considered a very
popular and frequently eaten form of indigenousifoo
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L18 ude kapu bath eka daen ayeth &diae
U0e kapu bab eko dan aje kanno ba:/

morning ate  rice the now again eat can't
{The rice (I) ate in the morning (I) can’'t eat now again.}

L19 nanage kade vahaladhin eke kotthu nae  ane oye
/na:age kade  wahala hmda eke koBOU na:  ane oye/
cousin’s shop/butiklosed because in it Kotthu haven’t oh
those

{Because (my) cousin’s shop is closed it hasKotthu in it oh those.}
L20 foreignkaema  kalanam mata gedara yanna bae
[forn  ka:m  kalanam mato ge®oro janno  ba:/
foreign foods eat after | homego  can'’t
{I can’t go home after eating foreign foosf}
L21 [pila gihinkotthu kala _Milo ™ beela lime

/plla gthin kob6u kala mailo bila laim/
-gahala
/ghala/]
[Pila (proper noun-name of person) gone Kotthu e&n milo drunk lime
hit/with]
{Pila (has) gone and eaten Kotthu (and) witlime, drunk Milo.}
L22 paara ayine3-wheel eke aathal eke nidiyanakota
/pars  Ame Ori vil eke abal eke nidijonokota/
road side three-wheeler in relax in  sleeping-when
{By (the) road side in (the) three-wheeler hen sleeping relaxed.}
L23 waiteraiya thattu kalane mage oluwata bila gevanna
Ives arya OattU kolane mage oluvats bilo gevanno/
waiter elder-brother®* knock did my head-on bill pay-to
{(The) waiter-brother ‘knocked on my head’(as in picked me out) to
pay(the)bill .}
L24 purse eka nae mage langa daen puluwanodit denna
Is eke na: mage Iago dan puluwannam kredit denna/
purse the haven't my near/with now if-possile credit give
{The purse (I) haven’t with me now if possit@ give (it to me on) credit.}

L25 onnamachant>? okat ahala, uoset vei mata gahanna
/onm matfan  0:kaB ahalau  set  ver mato gahanno/

now mate this-also heard he readyMil-to hit
{Now mate (having) heard this also he will @y to hit me.}

150 A proper noun; a brand of non-alcoholic beverage.

151 Read footnote 107 about ‘younger-brother’: the samplies to ‘elder brother’ except that it refers
to males older than the agent.

152 Eriend/mate (used mostly by males in informal disse).
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26 aedapan daef-wheel eka wellawaththéeachekata
hdapan Oan Ori vil eke vallovaBBe bitf ekota/
pull now three-wheeler the Wellawatte® beach-to-the
{Now pull (over) the three wheeler to the Wéwatte beach.}
L27 maaravaedene petrolnae shape eka maaru____venna
/mura  vadenr [Etral  na: fep eke nmuru \enno/

major thing-no/is petrol haven’t withouta-hitch in exchange-to do
{Major problem no! haven’t petrol to escape whout a hitch.}

L28 [adanam mata inna verkugundu-vaththe policiye
AOnam Mt 1NMd Venne kUrUdU va00e polsije/
mata
/mata/]
[today-of-course I-to  wait will-be Kurundu-(garden) police station irt®*

[-for]

{[Today _of course (it is) in (the) Kurundu-Watthe police sation (that) | will be
(made) to wait/stay
I-for ]}

Refrain sung (M)
Repeat L 9- 16

Rap (M)

L29Keri machi eri  ehiri poyachi

high brother high went high

{Got high brother got stoned.}
L30 Adicha sarakku ippa thanda nalla thuki poyachi

hit liquor now only well lifting high

{The liquor (which we drank) now only (is m&ing me) high.}
L31 Pondati pulla thachi veetukku pona  pechi

wife pregnant home if-I-go  scold

{(My) wife is pregnant: | will get scold(ed)if | go home.}
L32ennada tym  machan 4.00 mani aachi

what-man time mate  four o-clock has become

{What's (the) time mate? Hope (it) has becoenfour o clock.}
L33 valakam pala palaka thosam pasi thanda vandiruchi

as usual habit only hungry came

{As (is the) usual habit (I am) getting hungy.}
L34 Kotthu thanda kekuthada illai maru pechi

Kotthu only asking no other talk

{Asking/(want) only Kotthu, don’t want any other/more talk.}

153 Proper noun: place name.
54 Proper noun: famous police-station.

365



L35 illai pechi, thevitha lachi
no word nothing to talk about it
{No word, nothing to talk about it.}
L36 tea la rendu poochi vilundirichi
teain two insects fallen
{Two insects (are) fallen in (the) tea.}
L37 mathithada abu nana ingu konjam vayenda
don’t change Abu nana here come little
{Don’t change Abu nana come here [a] littlé.
L38 budget ku rendu Kotthu kattupadiyahuma
budget our two Kotthu is-it-enough
{Our budget, is it enough (for) two Kotthu.}
L39 podu thalaiva tabla eduda namma ordere

put boss table take our order
{arrange (the) table boss (and) take our ordée
L40 chicken Kotthu , masi sambal.  oh!! rendu bulsai

chicken Kotthu Maldive-fish sambol oh two hklls’ eyes
{(A) chicken Kotthu Maldive-fish sambol (and)oh two bulls’ eyes.}

A-Rhythmic rendition: quasi child’s voice

L41 Master  Ongalukku enna venumdu kelunga ellam kayla konduvandu tharom
master/boss to-you what want ask all hands bring give
vappal
father
{Ask what you want boss, (we ??) will bringand) give (it) all to (your)
hands
Father.}

Refrain-sung- (M)

L42 mata
/mto/
I-for
{For me.}
L 9-15

L43 takata takata takas gagémna malli dan
/takata takato takas aja gennd  mallr dan/
ONOMATOPOEIA (means quickly) do  bring yanger-brother now
{ Bring (it) younger-brother now quickly}
ONOMATOPOEIA (means ‘quickly’) do bring younger-brother now.
{Bring (it) now younger-brother quickly.}
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Rap (M)

L43 poddak
/paldak/
a-little
{A little}

L44 yanna onebamba paeththe/
/Anno 0:re bambeo @60/

go must Bambalapitiya (town in Colombdistrict) area-in
{Must go towards (the) Bambalapitiya area.

L45 kotthu sadde aehei machan maha rae ddma

/kd®6OU sadOe  aher matfan maha ra: madde/
Kotthu noise-of hear-will mate greatidead of’ night-at
{(Will hear (the) sound of Kotthu at dead ofight mate.}

L46 sudu _iri aiyala paara deptite
/90U 11 arjola pro OepabOe/
white stripes elder-brothers road-the bede/on both sides
{white stripp(ed) elder-brothers on both side (of) the road.}

L47 dragkarala apiva allala daai the aetaul
/dra:g krala apivo allala dar 0o aOule/
drag -do us catch put will-#y inside
{Will they drag us catch us (and) put (us) iside?}

L48 dannam machanlissala yanna vidiyak kohomath nae
Banmm mtfan hssla janno udijak  kohom6  na:/
now-of-course mate  slip go-to a-way absolutely no
{mate now of course (there is) absolutely neay to slip away (and) go}

L49 shape talkak dala  balamu baeri venekak nae
fep  tokak ©ala  bwlomu bar venokak na:/
smooth talk-a put will see-will can’t to-le not
{(We) will smooth talk (and) see; (can't bempossible.}

L50 yamuda aiye apith  ekkalain teaekak bonna enna
/ywmuda Aljg ApI0 ekko plen ti ekkak bonm  enno/
go-shall-we elder-brother us with plain-teaone drink-to come

{Elder-brother, to drink a (cup of) plain tea shall/will you go with us come.}

L51 vela nathnam aa menna meka thiya-ganna
Nela naBnam a menno meks O1ja ganna/
time haven't-if ah here this keep-take
{If haven't time, ah here take (and) keep tis.}

L52 machanmama hithuwe ada apiivarai kiyala
/mtfan mamo hibvue Ao Aprivarar  kijola/

mate | thought today we arerfished that
{Mate | thought that we are finished today.}
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L53 madaei avdragsvalata nai thogayak aerala
/mdar ava dra:gs wlota nat Bogoyak arala/

what-the-heck came drags to snakesgibf  opened-have
{What the heck, gwe) came (for) drags/smokiry(and) a pile (of) snakes
have opened up°}

L54 shape eke gedara yamu daen pahatath langa

fep eke gdoro jamu  Oan pahata®  lagar/

careful-y home go-let-us now five-tolso close

{Let us go home carefully now (it is) closetfive also.}
L55 onna othanin dapan machan ithuru tika patgtimmai

/onm 0Bonm dapan mMatfan 1OUrU tiko pam  6amar/

just here put mate remainintittle on-foot is
{Just put/drop (us) here mate, (the) remainig little is/(will be) on foot.}

Sung (M); different theme, same rhythm

L56 You know I live for yokotthu

L57 I'd even die for yokotthu

L58 There are times when I'd lie for y&otthu
L59 | even cry for yokotthu

L60 | can't even sleep at night

L61 Wake up and wonder why

L62 All you do is to love my life

L63 Can't wait for one more bite

Refrain sung (M) — same as previous occasions excepting L1 -below

L63 mata
Imato/

I-to/for
{For me.}

L 9-16

Rhythmic rendition (M)

L64 Another day has been

L65 Saved for the citizens of CMB
L66 Until the next time

L67 You're hungry

L68 Who you gonna call?

15 pile of snakes’ is metaphorical for a bigger peb.
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A-Rhythmic rendition: (M1 and M2) child voices

L69 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa

L70 (M2) Hello is the mic. still working?

L71 (M2) Ya | paid 200 rupees for my Kotthu man

L72 (M2) I'm still waiting for it and | haven't got

L73 (M2) If it was in India, | would've fed my engi family with it ya

369



SONG: Oba Magemai
yauine-only
[Ydare) mine alone]

ARTISTS: Ranidu (featuring Ashanthi)

Rhythmic rendition -whispered: (F)

L1 I want you to hold me
L2 | want you to say you'll never leave me
L3 You'll always be beside me
L4 [Tell me you'll never leave me
Come-@ome on (M)]

Sung-(M) except where indicated

L5 unusumvu me kuriru love
fonusumvu me kourru love/

warmed this vile world-in
{In this warmed vile world.}
L6 aeye-de_ma_mese thani keruve

A1®> ma mese 0AnI keruve/
why me like-this abandon did
{Why did (you) abandon me like this?}
L7 ma laya unu Vi handa etema vita
/ma lajounu  vi hada vatena vito/

my heart warm become cry-ing and fall-ing when
{ My heart (having) warmed (and) when crying ax falling.}
L8 [oba venathata dan bala iyag

/oy venoboto Oan bala  gija/
oh no no no (F)]
you different-direction-to now facing departed
{Now facing a different direction you departed}
L9 diviya pura ma oba  raki-mi
Brvijo pura ma obo  rakimi/
life  throughoutl you protect-I-will
{Throughout life I will protect you.}
L10 an-dam guna-dam kiyademi
/An®am  guno Oam kiyaOemi/
criticism advice teach-will -I
{Criticism , advice | will teach (you).}
L11 oba mage mai ma obemai
/ol mage mar ma obemar/

you mine only I  yours-only
{You (are) mine only/alone | am yours only @ne.}
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L12 (MFm)sasarapurapa sitina thura
Igsara purapa sitino  Oura/

foreternity-we stay as-long-as
{For eternity as long as we stdg.}

Refrain-sung -(MFm)

L13gala haelena digu nadiya obai
/pla  halens  Oigu nadijo obar/
flowing tumbling long river you-are
{(A) flowing tumbling long river you are.}

L14 dore galayana senehe obai
/60 galajans snehe obar/

Life-in flowing love-in you-are
{(The) love flowing in/through life you are.}

L15 himidiri yuga-ye sudan obai
/hmi0ir1 jugaje suva®a  obar/
early  time-in/of or morn-in/of fragrance you-are
{(The) fragrance of early morn you are.}

L16 mage diviye  himikari oba
/mge Orviye  himikarr oba1/
my life-in/of possessor (female) you-@ar
{(The) possessor of my life you are.}

L17gala haelena digu nadiya obai
/gphla halens  Oigu nadijo obar/
flowing tumbling long river you-are
{(A) flowing tumbling long river you are.}

L18 dore galayane senehe gbai
Bore galajano senghe obal/

Life-in flowing love-in you-are
{(The) love flowing in/through life you are.}

L19 himidiri yuga-ye sudan obai
/hmidir1 jugaje suva0a  obal
early  time-in/of or morn-in/of fragrance you-are
{(The) fragrance of early morn you are.}

L20 [mage diviye  himikari obai

/mge Ovije  himikarr oba1/
my life-in/of possessor (female) you-@ar
(M) Oh  oh oh oh 0000h]
{(The) possessor of my life you are.}
L21 (M) Wou wo oh oh oh
L22 (M) Yei yei yeh yeh yeh
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Sung: (M

L23 anduruvu me saehasi love
hduruvu me sahasi love/

gloomy-has-become this violent world-in
{In the gloominess (of) this violent world.}
L24 obai mamai alokaya ve

/o MAMAT alo:koays ve/

you-are/and me-is/and light will-be
{You and I (the/a) light will be.}
L25 adarayata lokaya handanavita
kdarajoto  lo:kajo hadonovita/
love-for world weep-when
{When (the) world weep(s) for love.}
L26[ obai mamai venathata yaavi
/ o MAMAI \enaboto javr/
(F) oh no no no]
you-are/and me-are/ different-direction-to proceedmay/will
{You and I may/will (along) a different direction proceed.}
L27 gaha kola aela dola ape thamai
/gpha  kolo  alo dolo  Ape 0amai/
tree/s leaves streams brooks ours is/are
{(The) trees leaves streams brooks ours are.}
L28 [punchi paetaurala ape thamai

/wntft  patavralo  Ape OAamar/
) (Ammm]
tiny baby-brood ours is/are
{(The) tiny baby-brood ours is.}
L29ma men numbamenape lokayath
/ma men nubomen  Ape lokajab/
I like you-like  our world-too
{Like me like you our world too}
L30 (MmFm) raekenne api _raekunoth mpaai
[akenne Ap! rakuno® PAMONAI

protect-will-be we protect-if-will only
{(We) will only be protect(ed) if we (are) protectéd).}

Sung(MmFm). (F) where indicated

L31 [gala halena  digu nadiya obai
/adla  halens  O1gu nadijo obar/
) (Baby won’t you hold]
flowing tumbling long river you-are
{(A) flowing tumbling long river you are.}
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L32 [dore galayana senehe obai
bore galajans  Enehe obar/
(F) Me ybuiever leave]
Life-in flowing  love-in/of you-are
(The) love flowing in/through life you are

L33 [himidiri yuga-ye sudan obai
/hmidirt jugaje suvaQa  obar/
(F) Me say you'll always be beside]

early  time-in/of or morn-in/of fragrance you-are
{(The) fragrance of early morn you are.}

L34 [mage diviye  himikari oba
/mge Orvije  himikarr oba1/
(F) Me tell me youliv@lways need |

my life-in/of possessor (female) you-are
{(The) possessor of my life you are.}
L35 [gala  halena  digu nadiya obai

/gla  halens  O1gu nadijo obar/
) (Baby won’t you hold]
flowing tumbling long river you-are
{(A) flowing tumbling long river you are.}
L36 [dore galayana senehe qbai
Bore galajano  snehe obar/
(F) Me ytuiever leave]
Life-in flowing  love-in/of you-are
(The) love flowing in/through life you are

L37 [himidiri yuga-ye sudan obai
/hmidirt jugaje suvaQa  obar/
(F) Me say you'll always be beside]

early  time-in/of or morn-in/of fragrance you-are
{(The) fragrance of early morn you are.}

L38 [mage diviye  himikari oba
/mge Orvije  himikarr oba1/
(F) Me ]

my life-in/of possessor (female) you-are
{(The) possessor of my life you are.}

Rhythmic rendition -whispered (F)

L39 | want you to hold me
L40 | want you to say you'll never leave me
L41 You'll always be beside me
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Sung — (MFMm)

L42 (MFm) sasarapurapa sitine thura
Issora purapa sitmo  OQura /

for eternity-we stay as-long-as
{For eternity as long as we stdg.}

Sung-EMm). (M) where indicated

L43 [gala  haelena  digu nadiya obai

/gla  halens  O1gu nadijo obar/
XYaaaay]

flowing tumbling long river you-are

{(A) flowing tumbling long river you are.}

Repeat -L 32-38
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SONG: Malpeththak
lower-slice
[Petal]

ARTISTS: 6™ Lane

Refrain: sung (MFm)

L1 malpeththakse susinidu sitha
/malpeBBakse  susmidu s10a
flower-slice-assmooth/soft mind
{As (a) petal (the) soft mind.}

L2 magen numba gohindo horakam karan
/mrgen nubs  gohindo: howkam  koran/
me-from you go-have steal have-done
{From me have you go(ne) stolen (away).}

L3 thava ridenna nae idakage
Bava  110enno na: 1dak mage/
more hurt-to no room my
{(There is) no more room to hurt (my}

L4 hadavathe mata duka tha sathuta
/mdovabe mato Ouko 0o sAButa/
Heart-in me-for sorrow this-too joy-

{In (my) heart for me sorrow joy.}

L5 ve kavuluven epita maha varsha
Ive lkvuluven epito maha varfa/

is porthole-from beyond massive showers
{Is massive showers from beyond the porthole.}

L6 vaetenavaoba thilina dun rosa
/vatenava oba O1lmo Oun roso/
falling you gqift did/ ‘ed’ rose

{Falling the (rose bush)you gifted (me).}
L7 pandure  pipunu mal pethi kada

/mdurs  prpunu mal pebr  kada/
bush-in/on blossomed flower-in slices breaking
{On the (rose bush petals breaking }

L8 haeleneva mata penava
/halenava mato penava/
falling |-to see
{Falling | see.}
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Rap — English(M) unless indicated otherwise

L9 Hey my name is Shane my girl friend’s name is

L10 Rose she has a friend called Jane whose goffadnd named
L11 John (M2) Nigger* this is really damn John radéve to

L12 Girls plus send three paged letters everytday

L13 [Jane ‘hey what’s wrong with that nigga’ jusked

(F) aah]
L14 [Rose  ‘nothing wrong with him’ She said ke
(F)aah ]

L15 You’ ‘you don’t love me Shane’ of course | loyeu

L16 Rose | offered the warmest kiss | could evee o

L17 Prove. she groaned and pulled her bag over the

L18 Head Ooh — she didn’t want to converse withamg-

L19 More ‘you don’t love me enough’ she said ‘howcah you want’ | said ‘I'm
L20 In love with you’ | said. | wanted to explaintadt was in

L21 Vain ‘You've got to write me Shane — write meegpage

L22 Man damn ya — don’t me phone like John does to

L23 Jane’ ‘I don't believe you girl | send two lets a

L24 Week there may be a problem with postmen oretlimg

L25 densored)don’t lie to me Shane- | think that someone is
L26 You your love is a pain no more | see
L27 You

Repeat : refrain: sung (MFm) (L 27 cont.+ L2 — L8)

L27 malpeththakse susinidu sitha
/mulpebOakse  susmidu s109

flower-slice-assmooth/soft mind
{As (a) petal (the) soft mind.}

Rap (M) unless indicated otherwise

L28 Dear Rose babe | send two letters a

L29 Week if you miss them it can’t be- there’s algem with the
L30 (censored)l tried to write you more than babe its not
L31 Easy been in hard work please don’t be so

L32 Crazy make you understand babe never hate me

L33 Back I'm yourKandycandy** you're acting like a lady
L34 Mad you may knowing girls here trying to gettiover

L35 You they're jealous 365 I'm thinking of

L36 You even things a like that I'm doing so pretty

L37 Girl you just screw me dowfor no reason at

L38 All in the cold morn | feel alone |

L39 Walk along the B LANE insane you don’t phone — I'm in
L40 Pain you never know here even what Jane’s nigge

L41 Do it if Jane knows she might call it off
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L42 [Too look I'm really glad being steady with

(F) o—o0-0se-0u ou]
L43 You | don’t wanna to miss you | want to kissuyo
L44 P.S. we need each other when you read thes lett
L45 Please treat me better see you later

Repeat : refrain: sung (MFm) (L1 — L8)
Rhythmic rendition (F)

L46 Hello hello

L47 What the hell
L48 Who's calling
L49 A nuisance call

Repeat thrice : refrain: vocalised (L1-L8) —first two -(MFm), third (Fm)

* Whispered.
** Could be either.
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SONG: Ahankara Nagare
insolent/proud city-in
{In (a/the) insolent city}

ARTIST: Ranidu

Rhythmic rendition (M)

L1 Represent CMB

L2 Its your homey baby

L3 You're with the awe yeah
L4 Yeah and I'm jiggy as hell

Refrain: sung (MFMm)

L5 ahankara nagare puran-
Ixhankars nagoare puran/
insolent/haughty city-the-in
{In the insolent city (city}

L6 —ganakda d¢dadune tharamata
lgonakdo obo 1aQune Oaromota/
‘woman-a -are-you (prostitute) you young-girl/lass quite-a
{ A ‘(city ) woman’/prostitute are you/ young lass quite a.}

L7 ingath bohoma podi laemath boma aethi
hga® bo:ma  podr lama® boms abi/
waist-also very small heart-also very/much have (tge)
{Waist also (is) very small, (a) large heartlao have.}

L8 digaes thiyana landune kavuruda

igas O1jono  1aQune kavurudo/
long-eyes have lass who-is
{(Of) long eyes (a/the) lass who is.}

L9 nongkadu kiuwe kavuruda
/nonkadu kivve kavuru0o/
displeasure/criticism tell/voice who
{Criticised who.}

L10 _nongkadu kive tharamata

/nonkadu kive OAromota/
displeasure/criticism telling extent-of
{(The) extent of criticism.}
L11 ingath bohoma podi laemath boma aethi
kg0 bo:mo podr lama6 bomo a0t/
waist-also very small heart-also very/much have (tge)
{Waist also (is) very small, (a) large heartlao have.}
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L12 digaes thiyana landune
Bigas Orjono  1aQune/

long-eyes have lass who-is
{(Of) long eyes (a/the) lass who is.}

Sung (M) unless stated otherwise

L13 oya davasa thaama tharunai nam
/ga 0Avoso Bamo  OArunar nam/
this day still  young-is if

{If this day is still young.}
L14 maga penena tharama sondurui nam
/mgos penena OAromo soQurul nam/
path visible-that-is extent sweet-iff
{If (the) extent (of) path that is visible is swet.}
L15 maga thotadi hamsla honda
/mgo Ootodi Amuvela hodo/
path side (as in ‘wayside’) on meet-and pleastn
{On (the) wayside (lets) meet and pleasaht.
L16 rasakatha kanata kondurala
/msakaBa kanato koQurala/
anecdotes ear-to whisper-do
{Anecdotes whisper to each other’s ear(s).}
L17 oya davasa thaam@@Mm) tharunai nam
/go OAvaso Bamo OArunAI nam/
this day still  young-is if
{If this day is still young.}
L18 maga penena tharan{gMm)sondurui nam
/mgo penena BAroma soQurur nam/
path visible-that-is extent sweet-iff
{If (the) extent (of) path that is visible is swet.}
L19 maga thotadi hamuvédm) honda
/mgo Ootodi Amuvela hoda/
path side (as in ‘wayside’) on meet-and pleastn
{On (the) wayside (lets) meet and pleasaht.
L20 (FMm)rasa katha kanata kondurala
Iso kaBa kanoto koQurala/

anecdotes ear-to whisper-do
{Anecdotes whisper to each othgrar(s).}
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L21 [numbé®® vayasa matama galapei nam
/ruba  vajoso matomo galoper nam/

(F) oh oh]
your age me-to-only suits if
{If your age suits me}
L22 [maupiyari®’ hithata sathutui nam

/mupijan hifato saButur nam/
@1 oh]
parents  mind-to pleased if
{(Ourl/the) parents’ minds if pleased (be).}
L23 mata sithadi sanasala vila
/muto s1020i sanasala vilo/
me-to mind-give comfort pond -small loch-tg"®
{To me (your) mind give and comfort the pod.}
L24 kalambala raeyama sarasalaa
/kaloboala rajomo sArasola/
agitate  night-throughout decorate
{Agitate decorate (the) night throughout.}
L25 numbe vayasa matanfBMm) galapei nam
/ruba vAjoso matoma galoper nam/
your age me-to-only suits if
{If your age suits me.}
L26 maupiyan hithat§dFMm) sathutui nam
/muprijan hiBato saButur nam/
parents mind-to pleased if
{(Ourl/the) parents’ minds if pleased (be).}
L27 mata sithadi sanasalgFMm) vila
/muto s1020i s\noasala vilo/
me-to mind-give comfort pond -small loch-ta
{To me (your) mind give and comfort the pod.}
L28 (FMm)kalambala raeyama sarasalaa
/Klobala rajoma sArasala/

agitate  night-throughout decorate
{Agitate decorate (the) night thoughout.}

1% Numbe is the second person singular pronoun and in Sinten be regarded the base form of the
pronoun which attaches to a range of post-posiparticles in order to denote other syntactic
variations of the pronoun (i.eumbee/ numbeggpur, numbatato-you etc). It is clear here that the

word ought to be the second person singular passegsonoun marked by the post-position particle
eelege This kind of syntactic construction where thegassive form of the word is only apparent in
its clausal context can be considered unsual fur the written and spoken forms of the language.

37 Here the wordnaupiyanought to be in the genitive casemaupiyangeThe absence of the case

marker ‘ge’ resembles the absencaumbe-footnote 154.
18 Something between a pond and small loch
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Refrain-repeat : sung (MFMm) L5-11 + 29 below consisting of extended Rapped
seguence

L29 digaes thiyana landune
Pigas Orjono  1aQune/

long-eyes have lass who-is
{(Of) long eyes (a/the) lass who is.}
Rap: (M) with (F) background chanting

L29 You was the

L30 Hottest in high school | was the baddest indtigool you used to
L31 Shizzle my nizzle while |1 was working the mid@nd we was
L32 Chilling and thrilling hitting the spots wasrdilling but then it
L33 All broke down shortly you bounced with no ited) now tell me
L34 What the hell am | supposed to do without you

L35 Who the hell’'s gonna give you everything thdoP

L36 Didn’t know you gonna fade like that? Now

L37 How you gonna act like that

Refrain-repeat : sung (MFMm) L 5- 12

Chanting (F)

L38 Oh

L39 Oh eh eh yeah
L40 Hm eh

L41 Aah/ /]
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SONG: Dark Angel

ARTISTS: Centigradz

Rhythmic rendition: (M)

L1 Centigradz digital DJs yeah dark angel

Rap: (M) unless stated otherwise

L2 Wel-

L3 -come on | know you love me from yalgep in-

L4 -side | know you gonna take care of myself

L5 Right but you don’t show that you are thinking o

L6 Me but baby | can read your mind do you knowt tha
L7 Hey you always used to talk about

L8 Me and you and about them stories too the

L9 People walking down the street used to calling

L10 Me you're ex-boyfriend told you to but |

L11 Know the truth that you're loving me baby

L12 | can get you right-in: this time why you

L13 Wanna hide they say that the girls never

L14 Show and tell there feelings to people outsidenow its
L15 Time to tell your feelings to me to show your

L16 Love for me | just wanna prove my love is

L17 True for you | wanna aloft to you I | give my

L18 [Heart to you I live my life on you

(F) ah ah ]

Refrain —sunqg(F)

L18 |

L19 See there’s an angel and

L20 | can’t believe it she wanna

L21 Say she loves you baby she wanna
L22 Say you drive her crazy |

L23 See there’s an angel and

L24 | can’t believe it she wanna

L25 Say she loves you baby she wanna
L26 Say you drive her crazy
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Rhythmic rendition: (M)

L27 Dark angel
Rap: (M

L28 When |

L29 Get in to your pants | | show whose the maitikes
L30 Cheating your girl she’s losing all her shine i
L31 Got to have legs up straight on my roof top she
L32 Makes it hot with a ring on her block

L33 Rhythm in her belly its like div hot “JENNY” gide
L34 It burns out with a spoon of jelly when |

L35 Rip it througHike a big hurricane and they

L36 Run with whd>® my dogs represent | don’t

L37 Mind every damn new thing we've done

L38 Right set it free and put ya hands up now |

L39 Feel you like a soft breeze | can’t touch M

L40 Killing time on a rap sheet making it rough An-
L41 -other day in the sunset down my year mo-
L42 -ther **rs in a Cadillac while you are here lgab
L43 Not what you say or what you've heard lets
L44 Rap on the streets no time for her

Sung M)

L45 Wo

L46 Whoa yay yeah
L47 Dark angel

Sung (M) echo of refrain

L48 |

L49 See there’s an angel and
L50 I can’t believe it

L51 She wanna

L52 Say you drive her crazy

Refrain repeat L18-26:(M)

%9 Unclear in the recording.
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SONG: Sandawathuren
Moon-water-from/of (Of/By moon water)

ARTISTS: Ashanthi (featuring Yashan)

A-rhythmic rendition ( F)

L1 Right now I'm done here

Rhythmic rendition (M) for 1% half of line and then )

L2 Ha ha ha ha (Mha ha ha ha (F)

L3 Its about time to introduce my boy Yashan
L4 Yashan and Ashanthi

L5 Rocking the building/

L6 You heard

Refrain —sung (Mm)

L7 sandawathuren dowa ah ah ah ah
/s\Qavaburen  dova/

moon-water-in from
{From moon-water (moon-lit-water) ah ah ah ah.}

L8 sithuvili pibideva aha ahaaa
/36uvil1 pibideva/
Thoughts spring-may-will
{May thoughts spring aha ahaaa.}

L9 nonidena nethu gaava that’s right
/rNdENS NEdy gava/
sleepless eyes touched
{Touched (by) sleepless eyes that'’s right.}

L10 sihinaya oba veva ah ahhah
/shinajo obo vewa hirr/
dream you may-it-be
{(A/the) dream may you be ah ah ah sn3l

Sung stanza §m)

L11 poda pini naava matha
/0o pni nava Mo/

rain-drop dew didn’t-arrive light/mild
{(The) dewy rain drops didn’t arrive light. }
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L12 nala danga paasula-

Imla dAnNg agua  sulo/
breeze mischief —as in ‘dance’ dawned wind
{ Breeze danced (wind).
L13 -ngata kavi keedaa hitha-
Ingto kavi  kida hifa/

-to  poems recited-day mind
{ To (the_wind) day poems (were) recited_(mind}
L14 -tath thatu aava obe
/hO Oatu ava ¢:1]
-to  wings arrived/birthed your

{(In) to (the) (mind) wings arrived (your).}

L15 maa sitha semaa love
/mu si0o sem lova/
I mind similar world

{(Your) mind (and) mine (are) similar world.}
L16 sonduruma veva deha

/s@®uromo vewa 0Ocha/

sweetest may-it-be two
{Sweetest place may it be (two-heart}).
L17 —-dak lung veva

Bak lag  vew/
Of  unite may-it-be

{(Two hearts)may unite.}

L18 (M) thani kama duruvevah aah/
®ant kamo duroveva/

loneliness banished-may-it-be ah aah
{Loneliness banished be ah aah.}

Refrain —sung -(Mm) ; L7-10

Sung (Mm and Fm alternating)

L19 (Mm) love /
/loy/
world
{World.}
L20 nidena mee rae pre-
/dena  me 4 pre/

repose-in this night love-
{(On) this night (as the world) §) in repose (love}.

385



L21 (Mm) -maya aehaerewa saya
Irgjo ahareva S\jof

the awake-may-it-be bed

{May the (loviawake (bed)}
L22 (Mm) ne thaniwuda hith

/In®&ant vuda hib/

in bed alone-when-be mind
{In a time when alone in (bedthe) mind.}
L23 (Mm) giniyam bowaa ele-

Iqijam bow  €lo/

In flame engulfed rise

{In flame(s) engulfed_(ris€).
L24 (Mm) -bena hiru gaava

/méno hiru gava

sutzekathak
suba nakabak/

ing sun touchouching  great auspices
{Touch/ing (the rigng sun great ausipices.}
L25 (Ff) veva athi-
Iveu A01/

let there be hand
{Let there be (hand}.
L26 (Ff) natha badhena daa
/802 aindena  Ba/

in hand unite-when day

{when (hanylin hand (you/we are) unite(d).} ;married
L27 (M) pathiniyva oba weva yes yeah

/pbingjo ol  vew/

you may-it-be

{May the blessing be you yes yeah.}

Refrain —sung -(Vim)

L28 sandawathuren dowa oaow oaow (F)
L29 sithuvili pibideva aha aha (F)
L30 nonidena nethu gaava yeah what (F)
L31 sihinaya oba veva ahahah (F)

Refrain -sung (Mm)

L32 sandawathuren dowa
L33 sithuvili pibideva
L34 nonidena nethu gaava

L35 sihinaya oba veva

(M) Yashan baby
(Mm) aha aha
(Mm) that’s right
(M+F)aha aha
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Rap (F) — L31 (M) concludes line

L36 I'm a

L37 Low key play a hoochie my game

L38 Is tight nobody gonna fool me you wanna

L39 Love me cuddle kiss and hug me you better
L40 Get right if you wanna get to me - ah ha ha (M

(Mm)

L40 Now I'm

L41 Local and got much dough but |

L42 Still got seven pairs of Timbos I'm a

L43 Rider can | sit beside you mammy lets

L44 Walk a minute lets talk a minute keep it

L45 Real for you girl | don’t need no gimmicks Haoll

L46 At your boy like I'm Pastor Troy yeah yeeeelin)

L47 Yeah yeah yeah I'm no drama boy huh

L48 Yeah-(M) I'm a nasty toy you say you

L49 Wanna love me kiss and hug me ‘hug me™*-(M)msome
L50 Chocolate sauce and you can rub me mmm letg mak
L51 Hot in here like Miami and let me

L52 Hit the spot so gently

Refrain as in same melody — different words -vocaed EFm) and (M) in
alternation;

L53 (Ff) sandawathuren aavgM) oh oh oh oh
L54 (Ff) kothe mal aehareva(M) aha aha

/k@e ml aharew/

dome-in flowers blossom-be

{In (the) dome (may) flowers blossonmha aha.}
L55 (Ff) mee raeya mage vesl) yeah what

/me ajo  mMage vew/

this night mine be

{This night (may) mine be yeah what.}
L56 (Ff) mage sanda oba ve ) ah ah ah

/mge sAds obo vew/

my moon Yyou be
{My moon (may) you be ah ah ah.}

Refrain-vocalised (Mm) and (F) in alternation-indicated

L57 (Mm) sandawathuren dowa (F) oh hoo oh hoo
L58 (Mm) sithuvili pibideva (F) aha aha

L59 (Mm) [nonithena nethu gaava

(F) you got the flowwygot the flow]
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L60 (Mm) sihinaya oba veva (F) yeah
Refrain-vocalised (M) and (F) in alternation-indicated

L61 (Mm) sandawathuren dowa

(F) Yasharthe building/
L62(Mm) sithuvili pibideva (F) Ashanthi/
L63 (Mm) nonithena nethu gaavgeahthat'’s right/
L64 (Mm) sihinaya oba veva ah ah ah/

Rap (Mm) interspersed with vocalisation of Sinhala linesMm)

L64 Know that I'm
L65 Local got much love though
L66 sithuvili pibidevawhat it do baby | wanna
thoughts spring-may-will
{May thoughts spring.}
L67 Ride you step inside you
L68 sihinaya oba vevgotta
dream you may-it-be
{Althe dream may you be.}

Refrain-vocalised (Mm + M)

L69 (Mm) sandawathuren dow#M) yeah yeah yeah]
L70 (Mm) sithuvili pibideva (M) ha ha haa
L71 (Mm) nonithena nethu gaay) hey hey
L72 (Mm) [sihinaya oba veva (M) hah haa
(M) hey ]

Rhythmic rendition (M)

L73 Yeah hit me up people Yashan on-
L74 -line dot com

* echo effect
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SONG: Hanthane
Hanthana-in
{In Hanthane'®%

ARTISTS: Ashanthi (featuring DelLon)

Rhythmic rendition (M) + (Mm)

L1 Ah haa

L2 Yeah so hot,

L3 [Ha haa Ashanthi

(Mm) yeah]

L4 Oh young di

L5 [Ya know what it is
(Mm) is]

L6 Ah here

Sung(F)

L7 mal gamu gane ronyane
/ml gamu gane ronjane/
flower fields throughout pollen-fields-in
{Flower fields throughout, pollen-fields in.}
OR {Throughout flower-fields, in pollen fields.}
L8 kendara kale unusum thale
/kendara kale unusum Oale/
Horoscope-the time-in warm rhythm-the-in
{The horoscope time in, the warm rhythm in.}
OR { In the horoscope time, in the warm rhythm.}
L9 nindade daekapul mage
/nndods dakopul mage/
sleeplessness cheeks my
{(Of) sleeplessness my cheeks.}
L10 hiri vatuna
/hr1 vatuna/

numb became
{Numb became.}

Repeat L 7-10

%0 A mountain range located in the central regionSdf Lanka.ee functions as a post-position
particle that denotes the locative case in Sinh#terefore the proper nowtanthanealso connotes

the sense of ‘beingh Hanthane’ in as much as it stands as a term efeete only. Line 5 is an

example of when the word represents the formerhef tivo possible ways in which it can be
interpreted.
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Refrain -Sunq (F)

L11 hanthane hanthne
/mnBane hanBane/
Hanthane Hanthane
{In Hanthane in Hanthane.}
L12 malpare malpare
/malpare malpare/
flower-road-the-in/on flower-road-the-in/on
{On The flower-road on the flower-road.}
L13 sansare sansare
/s\nsare Sansare/
sansare-in sansare-in (cycle-of-life cycle-of-lije
{In sansare in sansare.}
L14 piya nagala
/pjo nagola/
steps climb-has-and
{(I did) climb steps-and.}
L15 mandaram mandaram
/mandaram mandaram/
rainy/downcast-sky rainy/downcast-sky
{Downcast sky downcast sky.}
L16 haendaeve haendaeve
/haidave habave/
evening-in evening-in
{In the evening in the evening.}
L17 tharu raene tharu raene
BArv rane OAru rane/
star host-in star host-in
{Infamidst (a) host (of) stars, infamidst (phost (of) stars.}
L18 mama hitiya
/mmo hitija/
I waited
{I waited.}

Repeat L 11- 18

Sung(F)

L19 mandan raene sansare
/mMndan rane Sansare/

row —in sansare-in
{ in sansare}
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L20 premaya obege sansun thale
/premjo obage sansun Oale/
love-the yours composed melody-in
{The love (is) yours composed in/of melody}
L21 haendave paelandu sele
/haidave paddu sele/
Evening-the-in attire-did style-in
{In the evening in the attired style}
L22 piya simbala
/pjo sibala/
feet kiss-do-and
{Feet (werekissed and}

Repeat L13-21 + 23

L23 [piya simbala
/pja sibala/
(M) ok check this out]
feet kiss-do-and
{Feet (were)® kissed and}

Rap (M) and (Mm)

L24 YoungAshanthiwhat you wanna do like you
L25 Got me like | got you (Mm) hey
L26 Yeah and | said the boy looks fine but the
L27 Girl hanging out with ya kinda like a (Mm) hey
L28 Ei so don’t come around here talking
L29 [All that stuff you slap in the face
(Mm)yhe
L30 Yeah and ya all know my name see
L31 All in the house got temash the (Mm) ka¥ (M) but the
L32 Queen right shot gun squirt the ladies say
L33AsHANTH (Mm)way
L34 Yeah and now you gotta spell cos if you domow by now you just
L35 pack (Mm) away

Refrain —(F) —L11-18—repeated thrice

Rhythmic rendition (M) and (F)

L36 [(M) Yeah yeah yeah yeah
(F) Ashanthi ]
L37 (M) Yeah ah come on come on

81 Here theaa post-position particle can denote both past tems® a conjunction (an act that
precedes and is connected to another). Hence ¢hesion of the irregular verb ‘was’ in parenthesis.
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L38 (M) Wooh (F) come on now on now on
L39 (F) Come on now on now (M) ah lets go baby
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NON 98+LSLPS song

SONG: Duhul Malaka
Duhul flower-in-a
{In a Duhul-flower}

ARTIST: Nirosha Virajini

Sung: (F

L1 duhul malaka mal peththaka/ /
fBuhul maloko mal pe6Oaka/

Tender/soft flower-a-in flower petal-in/of
{Of (the) petal of a Duhul flower.}

L2 eha meha pengaridi/ /
leha meha penend pArid1/
‘this-way-that-way’ (all aspects visible as)
{As all aspects (are) visible.}

L3 siyaluma liuva vu
/9joluma lwva vu/

all wrote did/written-was
{ All (that) written was.}
L4 mage pem panivida-
/mage pem panrvida/
my love messages
{My love (messages).
L5 —ya
o/

a
{(message).}

L6 samanalayek athe euva
/ssmoanalsjek aba euva/
butterfly-a hand-in/through sent
{Sent through a butterfly.}
L7 hambavunada
/mmbovunada/
received-was-it
{Was it received?.}
L8 baraganne parissamen
/baraganna pArissomen/
accept care-with
{Accept with care.}
L9 thatu podinokara
Batu podmokara/
wings crushing-not
{Crushing not (its) wings.}
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L10 mage pem panivida-
/mge pem panrvids/
my love messages

{My love (message).
L11-ya

Iw/

a
{(message).}

L12 hambavunadai kiyala
/mmbovunadar krjola/
receive did/didn’'t that
{Did/didn’t receive that.}

L13 liyala evanna
[ijola evanna/
write-and send
{Write and send.}
L14 oba venuven thava duratath
/ol venuven Oava Ouratad/

you behalf-on more further-also

{On your behalf further also.}
L15jeevathvenna//

IgivaBvenna/

live-to

{To live.}
L16laalaalalaalaa//
L17laalaalalaalaa//
L18laalaalalaalaa//
L19]aalaalalaalaa//
L20 obata kamathi vu davase / /

/obto kamoO1 vu davase/

you-to like  became day-on

{On the day (I/she/he/they) came (to) like yo}
L21 danuna hangum paata thamai

Baruna hagum pato  Oamar/

felt feelings colours these-are

{(The) colours (of the) feelings felt thesaa.}
L22 de-

Bel

Part of ‘rainbow’ — dedunnak- not a prefix.

{(Rainbow).}

L23 -dunnak vela
Punnak vela/

rainbow-a become-having
{A (rainbow) having become.)
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L24 daas vetha pahathvu-
DBa:s vebd pahaOvu/
eyes towards approach-that
{That towards (my/her/his) eyes approach.}
L25-ne
Ine/
did
{Did.}
L26 ee sathute susume thamai
/e a0uto susume OAMAL/
that happiness-of/in soft is
{That soft(ness) of happiness (it) is.}
L27 nala mudu suvandak vi
/mlo mudu suvodak vi/
fiery sea fragrance-a become
{A fiery-sea fragrance (having) become.}
L28 hitha thetha-maaththu ka-
/hBs 0eBo mabbu  ko/
mind wetted doKais a tenseless auxiliary stem)
{(Did) wet (the) mind.}
L29 —le
lle/
did
{(Did).}
L30 ee bava haengeneva nam mata
/e lvs hagenova nam mato/
thatis feel-do if  me-to
{If that you feel towards me.}
L31 kiyala evanne
/kjala evanna/
tell and send
{Tell and send.}
L32 ee aethi mata oba venuven

/e @1 mato oba venuven/
that sufficient me-for you -for
{That (is) sufficient for me, for you.}
L33 jeevathvenna //
BivaOvenno/
live-to
{To live.

}162

182That is sufficient for me to live for you’
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L34 oba nikman kala davase //
/ol nikman kolo Oavase/
you depart do/did day-the-on
{On the day you did depart.)
L35 unapu kandule tharama thamai
bnapu kadule Oaromo  Oamar/
shed-did tears quantum is/are
{(The) quantum (of the) tears (you) shed it.}
L36 poda
Ipda/
drizzle

{(Drizzle)}

L37 vaessak vela
fvassk vela/

shower-a become-having
{(A (drizzle) shower having become.}
L38 polavata pathvu
/pobvata pabvu/
ground/earth-the-to fall
{Fall to the earth.}
L39 ne
Ine/
did
{Did.}
L40 ee kandule balaya thamai
/e kQule balojo Hamar/
that tear-of power is
{Of (that) tear (the) power (it) is.}
L41 mahavaeliganga maedde
/mshavalt gago madde/
Mahavaelt®river-the middle-in
{In (the) middle (of) the Mahavaeli river.}
L42 diya suliyak vu
Brijo sulijak vu/
whirl-pool-a become
{A whirlpool become.}
L43ye
fie/
did
{Did.}

183 The name of the longest river in Sri Lanka.
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L44 ee bava danunaanam mata

/e hvo Darunanam mato/

that it-is feel-did-if me-to/for

{That it is (so) if (you) did feel for me.}
L45 kiyala evanna

/kjala evanna/

Tell-and send

{Tell and send.}
L46 ee tika aethi thava duratath

/e tkoabr 0Oavo Ouratad/

that little sufficient more further-also

{That little (is/would be) sufficient (for) further also.}
L47 jeevathvenna / /

IgivaBvenna/

live-to

{To love.}

Repeat L 1-15
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Appendix 3

Vasanthaye(1998)
Artists: BNS

The song’s title translates as spring and servesrastaphor for love. The narrative
consists of a sub-narrative comprising two furtmarratives. The overarching

narrative involves a male addressor’s efforts tosote his lover who appears
distressed owing to societal pressures on thaitioglship. At the same time there is
a celebration of love which the addressor descrineserms of such attributes

typically associated with the time of spring; begautovelty, mystery (in Sinhala

Text —sung. L1-6; refrain, L7-18, 27-A('he inserted narrative (in English Text-rap.
End of L18-26 also contains two sub-narratives; the addressosgs and requests

that his addressee/s listen to his new song and preceeds to request his
addressee/s to ‘unite in ‘friendship’ and ‘do therala dance. Geographical

landscapes are used to express these sentimeriés tivniconcluding reference to

‘Sinhala’ suggests the landscapes refer to Sri &ah&th sub-narratives concern new
beginnings as it were and therefore echo the atethassociated with the title of the
song, ‘in spring’.

Sri_ Sangabodhi(2000)
Artists: BNS

This song is set around an important and respdargdiably venerated) Sri Lankan
historical figure of royal lineage, Sri Sangabodtis murder has been documented
in historical and fictional texts. The addressomale, assumes the identity of the
murderer while the main text of the song involviee murderer contemplating the
killing of Sri Sangabodhi_(in Sinhala Text-sung.-8B8. As with the previous song
Vasanthaye this song too contains competing narratives. Aefbconversation
between a male and female speaker evokes romanEadiish Text-sung. L51-58
An androgynous male-female speaker urging his/tidressees to acknowledge their
contemporary identity while celebrating their slthhaéstory is another narrative (in
English Text-sung. L32-first section of LBWhile a male speaker’s (via English
Text-rap. Latter section of L39-}description of an individual namdghthiyaas a
visionary and request to his addressees to follwvinitiative of Bathiya comprise
two further narratives. The themes of desire, @dim and the celebration of
reinvented identities appear to unite these naestalthough the violent nature of
the dominant narrative concerning Sri Sangabaldi@s contrast with the relatively
benign nature of the other narratives.

Shaheeng2008)
Artists: BNS

Broadly, three complementary vyet different narmivinterspersed with an
expression of an addressor’s praise of his fenwlerl(in_Sinhala Text-sung. L22-
24) form the core of this complex song. The most pramt of the three narratives
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(in_Sinhala Text-sung. L6-L13, 28-Bvolves a male addressor reflecting on his
(female) lover’s secret love for him (L8, 12), s&cbecause she appears to have no
choice but to conceal her feelings for him from fanily and fact that this secrecy
is frustrating her. In another narrative, a femadee speaks of her love for a ‘boy’
(L21). Whether the female is supposed to be theezdde of the dominant narrative
or a different narrative is unclear. The third a#ikre (in English Text-rap L37-36
once again involving a male speaker constitutesxgmession of his sexual feelings
for his lover. The narratives can be consideredteel as they each concern aspects
of romantic intimacy between individuals typicalgrmed ‘love’.

Ae Hetha (2007)
Artists: Iraj (featuring DeLon and Aminath Shani).

The song title is in Divehi and translates as ‘hegart. Two narratives
communicated by an adult male and female respégto@nstitute this song. The
first is contained in the recurring refrain sungthg female (in Divehi Text-sung.
L5-8,25-28, 46-41 It articulates her love for her addressor amdopest that s/he be
hers. The theme of the second narrative deliveyetid adult male_(in English Text-
rap. L9-24, 29-45, 50-57s less clear. Sexual innuendos (L 41 -43) cleimtended
for a female (L14) indicate a relationship betweka addressor and the female.
However, the relationship appears at times to bsteandy (L9, L16) although the
narrative as a whole does not necessarily refléehse relationship between the two
individuals. Ambiguity is facilitated by the addses’s sudden referenceslitaj who

is projected as a friend and to whom he makes asBmingly innocuous requests
(L44-45, 50-51, 55). All the narratives of the soagoke a strong emotional
resonance and therefore can arguably be said tespand to the title of the song,
‘hey heart’: reference to the ‘heart’ is synonymeith love and romance especially
in poetic forms of expression. Nevertheless, theatime that corresponds most
closely with the title is the refrain; a love ‘téas it were.

Oba Hinda (2006)
Artists: Iraj (featuring Samitha Mudunkotuwa)

The topic of love (entirely in Sinhala Text-sgnig explored in the context of a
female speaker expressing her love for her lovelewraming her feelings within an
expression of overall doubt and anxiety by claimingt she has in some sense been
‘trapped’ in to falling in love with an individuabwing to the individual's good
looks. Her lover appears to be an adult male asalieyl by the local context in
which the narrative is located and the referatittharane(golden one) which when
used by a female in a context such as this, usualhies a male. The addressor’s
insecurities are further pronounced when she egpsea desire for marriage (L14)
despite previous hints that she was in effect gdgp to falling in love and a request
that he remain faithful to her (L16).
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Kotthu (2008)
Artists: Iraj (featuring 1linoiz)

This song celebrates the ubiquitous fast-f8@tthy a sentiment encompassed in its
refrain (in_Sinhala Text-sung — the latter part L& to the first part of L16 —
contained under the lyric section titled ‘refrginvhere an adult male addressor
expresses his insatiable yearning for the food ithately. The addressor describes
the importance ofKotthu to him and the inhabitants of Colombo (Sri Lanka’s
commercial capital) even suggesting that their wenyival depends on it. A detailed
elaboration of the addressor’s adventures involinghu (in Sinhala Text-rap.L16-
end to L28, end of L43-55 and Tamil Text-rap. LAY-dmphasises the theme of the
importance oKotthuto the city’s inhabitants. The song includes aHhertnarrative
(in_English Text-sung. L56-6§3n which the food is personified as a male loike
addressor remains the adult male. This male aduressne of principal addressors
of the song. The voice of one of remaining two addors sounds like that of a male
child but sounds also like that of an adult maleniroking a male child’s voice. The
song concludes with the third addressor represgnan Indian adult male
complaining about the delay of th&tthu he has ordered; two possible ways in
which this narrative relates to the rest of the teglude functioning as a comic relief
following the romantic personification dfotthu by the previous addressor and/or
highlighting that whileKotthu is an intrinsic part of urban Sri Lankan cuisiits,
popularity is not restricted to Sri Lankans butegxis to non-Sri Lankans as well.

Oba Magemai(2003)
Artists: Ranidu (featuring Ashanthi)

Three interwoven narratives all of which conceriowae relationship between a man
and woman constitute the text of this song. A lanana male addressor over the
fact that his beloved has abandoned him, a noemdéarment by a female addressor
(both in Sinhala Text- sung. L5-12, 23}3hd a verse (the song’s refrain) involving
the praising a lover simultaneously voiced by aunltachale and female (in Sinhala
Text-sung. L13-20, 31-38are the three narratives. Interpreting the naeatas
concerning a single relationship leads to an oveatative in which it appears that
the male addressor’s lament owes to a misundeiis@shce his lover does in fact
love him. The simultaneous praise of a lover by aemand female reinstates the
mutual affection that exists between the two indlinls. However, the three
narratives could also be read separately as rglédirdifferent pairs of individuals;
the theme of love would still unite them as a coleetext as would the title of the
song (which translates as ‘you are mine alone’).

Malpeththak Se (2004)
Artists: 6" Lane

Two narratives (of which one is the song’s refrailejailing two facets of an adult
romantic relationship concluding with an imperatiegclamatory comment_(in

English Text rhythmic rendition.L46-L4Tonstitute the song lyric. In one narrative,
the song’s refrain_(in Sinhala Text-sung. L}1-8 combined adult male and female
voice tell of abandonment by a lover — the addeeskie counterpart narrated by an
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adult male (in English Text rap. L9-the first seatiof L27, L28-4% provides a
detailed portrait of the tragic circumstances déited relationship. Once again, the
multiple voices through which the former narratiseendered makes it difficult for
a ‘listener’ (i.e. audience) to assume that the maratives belong exclusively to the
context of one relationship. The exclamatory commeéth which the text concludes
is by a female. It constitutes her response to monymous caller. It could be
interpreted as a quasi comic relief following éeatmelancholic tale of despair or as
related to the overall narrative of the song. Ihmected to the content of the two
main narratives of the song, it serves to issusmeonclusive and hence ambiguous
ending in as far as the future of the narratedtiogiahip/s is/are concerned. More
specifically, the anonymous caller could, for exéampe seen as the lost lover; the
lines would consequently suggest a lack of compldtesure concerning the
relationship hitherto appearing to have ended.

Ahankara Nagare (2004)
Artists: Ranidu

The song commences with a brief introduction inalibd male addressor appears to
provide his addressee/s with some information iggrthe geographical context of
the song, Colombo, the commercial capital of Srnka and symbolising a
cosmopolitan urbanised culture. An adult male agmmdle then pose a rhetorical
question to a young urbanised woman about her nsba#tire and whose physical
beauty and proceed to celebrate while criticishmgseé who may be tempted to judge
her on moral grounds. An adult male addressor fneceeds to make a proposition
to the woman _(in Sinhala Text-sung. L13)28e suggests that they could meet and
hints at the possibility of marriage provided thagres complement one another and
their parents are agreeable to the union. Bothatiaeis appear to concern the same
woman. A final narrative (in_ English Text rap L231) presented by an adult male
addressor recounts a failed school male-femalgigathip in which he claims to
have been abandoned by his lover. Connecting tree tharratives, it could be
argued that the final narrative casts the first sexbnd narratives as past events prior
to the break up of the relationship. However, thaldnale-female voicing of the
first narrative could also be interpreted as eximgilesbian overtones thus providing
for alternative readings. The theme of ‘love’ undsrall three narratives.

Dark Angel (2005)
Artists: Centigradz

An adult male speaker narrates the story of a beteual couple. Later, he
personalises it suggesting that he may be oneeofatlers. That the relationship is
not perfect can be seen in the speaker’s mildc@it of the female lover while the
celebration of sexual love represents the narratsvexploring facets of heterosexual
relationships. The above are sub-narratives ofoadsr narrative owing to the fact
that they are all uttered by the same speaker rigligh Text-rap. L2-18, 28-34A
separate narrative (the song’s refrain) sung bgnaafe (in English Text-sung. L18-
26) is juxtaposed with this narrative serving to spliin to two sections. She
describes a female in love and a lover. The geofléhe lover is not specified.
Viewing the two narratives as connected parts sihgle narrative, it would appear
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that the female’s narrative also concerns a hetgrad relationship, the addressor
being a sort of impartial observer as it were, @vio the fact that the male
addressor’'s narrative concerns a heterosexualiomshtip. However, it is also
possible to interpret the two narratives separatelfing only in terms of the fact
that they both deal with the concept of love anthan relationships. Interestingly,
the narrative comprising the refrain recurs atehd of the song but is rendered by
an adult male and consequently enhances the arhpagiregards the gender of the
lovers and the relationship between the narratWeélse song.

Sandawathuren(2006)
Artists: Ashanthi (featuring Yashan)

Romantic and sexual emotions form the underlyiregné of this song. Constituting
the song'’s refrain_(in Sinhala Text-sung. L7-10,38 53-the first section of L§4da
male addressor expresses a wish for his loverngarmoon and reflected water’s of
the moon serve as symbolic imagery of the wish. ffdreative recurs many times in
the song but with some variations (e.g. intersgersgh female utterances). The
imagery of moon and water also frame another naeratelebrating male-female
romantic feeling presented by an adult male andaferfin Sinhala Text-sung. L11-
27). An assertion about the importance of loyaltysich emotional relationships
forms the core of yet a further narrative voicedabjemale (in English Text rap.
L36-the first section of L40)Celebrating sexual love forms the content of the
remaining narrative voiced by an adult male (in lE&mgText rap; latter section of
L40 to L52) The narratives can be seen as connected by \dftthee fact that they
all deal with human romantic relationships. Howeweis possible that they all refer
to a one specific relationship or different relaships as they are rendered by
different combinations of male and male/female gsic

Hanthane (2008)
Artists: Ashanthi (featuring DelLon)

A female speaks of an idyllic time spent with hewdr in the scenic hills of
Hanthane in Sri Lanka (in Sinhala Text-sung. L1)-T#e gender of the addressee
is not specified. The female namshanthi(the name of the singer of the song) is
mentioned in a short male narrative (L1-6) whickgades this narrative suggesting
that the female speaker Ashanthi.A male narrative_(in English Text-rap. L24-35)
follows in which the nam@shanthiis presented as addressee. The narrative includes
reference to a male-female relationship (L26-2@ne slightly aggressive references
to the addressee (L28-29) and concludes with a@@ithe addressee (L31-35). The
lyric concludes with a narrative rendered by a nald female (in English Text-
rhythmic rendition. L36-3pP in which yet again the addressee is shown to be
Ashanthi Here, she is being affectionately invited to joiie addressor. That the
addressor is both female and male evokes ambigqstyto the nature of the
relationship. Accordingly, the lyric can be intezfed as celebrating heterosexual as
well as same sex relationships.
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Vasanthaye(1998)

Appendix 4

17

rth

Artists: BNS
Sung la vasan- -tha- B = B
(Refrain)
T e e e
2a pibi- -dena mal
2b piye- -liva- ge
3a [sitha- -ta naen gena | -
sa- -has ]
3b | e sithu- il mal
4a re- -nu va- Lo
4b dan- -gakaa -ta vaehi
5a podak va- -ge ape
5b hada sithu- - wili mee
6a sun- - dhara love dutu-
6b VE--mooos
Rap * 18 oba ma jeevaya ve so*
19 check out check out my nevginhala style | am
20 using the styléor the very first time which
21 comes from a country a pearl of a land from th
22 hill and the rivers and the golden sand with no|
23 south east and west to- -gether we must stand u-
24 -nite the bond | friendship and the| love for the man
of country
25 DJ at the mike do the boogie dance man lets
26 do theSinhala | dance walla two three
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Sri Sangabodhi(2000)

Artists: BNS
Rhythmic | 2 ah ha haa
Rendition
3 yeah yeah yeah
4 [yeah
yeah yeah come on
doo wap wup do wup pa wuppa |
Sung * 5 [doo wup wup do wup pa wappa
(Refrain) take a chow
yeah yeah
siri * |
6 [sangabodhi maligave di -ma
doo wup wup doo wup pa wuppa
ah haa Iraj]
7 [doo wup wup do wup pa wappa
Siri * ]
8 [sangabodhi maligave di -ma
9 siri
10 sangabodhi maligave di -ma daka
11 [prane hani venta baeta dem siri
ooh ah |
Sung 31 I see ya grooving to this
32 [this piece of histo- -ry
histo-]
33 [-ry
this is all about who you are
who you]
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=

34 [and it's no myste- -ry
are -myste]
35 [lets keep on moving to this
-ry ]
36 [and be- -lieve in your desti- -ny
desti-]
37 [if we don’'t know who we are we'll
-ny ]
Rap* 38 [be modern histo- -ry
we've got the*|
39 world wrapped | round our little fingers little hound argha-
a_
40 —thiya banging on your frontiers holding on ou
41 own in this war zone resur- -rect the indu
42 — try lay the corner stone say what throw up yo
43 cups up and be| sure to catch them when they fall|bdore you
44 walk the walk you best learn to crawl
45 shady voca- -list turned entrepreneur Ba-
46 —thiya make yourself heard | -
Sung + 59 [sangabodhi maligave- -di ma
Rhythmic I see ya grooving to this]
Rendition

405



60 [this is our histo- -ry
histo-
daeka]

61 [-re this is all about who we are

pranehani venta baeta dem
who we]

62 [and its no myste- -rgiri
myste-
to this]

63 [-re lets keep on moving to this

sangabodhi maligave- -di még|

64 [and be- -lieve in our desti- -rdaeka
desti-]

65 [-ny if we don’t know who we are

pranehani venta baeta them ]

66 [we'll be more than a
sir]

67 [histo- -ry

I see ya grooving to this
sangabodhi sangabodhi sangabodhi sangabodHti
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Shaheena2008)

Artists: BNS
sung — 6a kolatha- -layen moona hangamin
(stanza)
6b maa diha balan- T e
ah ah]
7a kavuluwen ebi neth kaelum valin
7b [aadarai kiyan- N@---mmmmmem [ s
00h----------= | e
8a aalavan- -thakam naesiyan vethin
8b [vasam ka- -ra hindin ne:
ooh ]
9a pahatha ma- -laye thama in- -ne mang
9b [api durai ruweth- sthi | e
ooh ]
sung 14 Judanwa- -yinsa nun sukha- -da
15 bihinna- -byil fara- -khan abadu- -a
16 innaabi- -lada dee muada- -daa
17 khunnami- -ghairil nun sukha- -da
18 | like the way you look at me
19 | like the way you play with me
20 lai- -salfi- -raaqqu- -00
21 what you do to me boy
Sung 22a Sha- -heena Sha- -heena
(Refrain)
22b [san- -dalle si- -danga- -navi
that’s]
23a Sha- -heena ha- -heena
23b [Sha- -heenasu- -pem ma- -noli
ooh ]
24a ha- -heena ha- -heena
24b [san- -dalle si- -danga- -navi
that’s]
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(L]

25 oh I'll be your fanta- -sy
26 what you do to me boy
Rap 37 Alaikum a- | -laikum Sa- -laam | ought to thank

your

38 [ mums cause baby you the bomb
ooh ]

39 the way you shake is like anaes- -thesia its g
me

40 floating on a cloud above the world be- -neath so

41 shake you bon bon feel my Sean Johns

42 just like a cheer leader with her pom poms

43 you just what the doctor ordered you'r
SO

44 hot I'd mis- -take you for a Mexican order so

45 hot that | need me a glass of water you a

46 [fly dessert Rose like a Sultan’s daughter
oooh ]

408



Ae Hetha (2007)
Artists: Iraj (featuring Killer-B)

Ae Line Beat 1 Beat 2 Beat 3 Beat 4
Hetha | Number
Rhythmic | 1 yeah
Rendition
2 ah ah ha ha whose going down
3 it's |---------- --raj Ceylon Records colla-
4 -bo De-- --Lon in the house lets do this
Sung Ba* Ae he--- tha they no
(Refrain)
5b bindi kannaa they um
6a me the hey thei mee -
6b numphen---- -- nee kela AEY--mmmmmmnn | e
7a [Ae he--- tha they no
ah ha ha ]
7b [bindi kannaa they um
yeah ]
8a [me the hey thei mee -
check this out ]
8b [numphen---- -- nee kela AEY--mmmmmn | e
yo yo girl now you play that]
Rap 9 | see you kissing your girl in my mag/back*
10 then you look get cut like a bear trap
11 can you ex-- --plain that | --------m--mmee- manage
12 to ah got two balls just wanna fitya | - you're finished the
13 riddle see me in the middle like a sandwich
14 and baby girl I don't speak your language but your
15 body cringes hurts too what you wanna
16 do stick to me like a tattoo | that | bought for you
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17 I'll raise a toast for you champagne
18 glass and later | on am gonna wax that ass and if she’s
19 good let her reign cos we finished the task cos |
21 cash and I'm spending it fast rocks and
22 rings she had to see all things and |
23 don’'t spend on | winesit's a cheaply thing and if ya
24 all know De- Lon you know oG man
we
Rap 29 ya ya

30 let me take you | back to my home place
31 mage gedera cell call it home base
32 we can take my ----? the whole way
33 [G for flying she know bout my ale

love]
34 say no more no phone call yo I-
35 -raj we gonna be there de ma caryou feel me
36 anden- -joy the journey cos
37 this gonna be something you | won't forget be- -lieve me
38 we touch down in the evening and-
39 -Raj picks us up we are drin- -king
40 out the trafs** and the | Ds and the candy
41 world | wanna take your panties please
42 | know you like this treatment get your
43 head sprung then get done for the weekend
44 yo |- -raj I'll be back
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45 tell that Mal- -divian girl to sing the track

e b5a, 5b = 2 lines and corresponds to the inclusfawo lines in each written
line of the song’s lyrics transcription in Appendixvhich was done solely
for purposes of making the lyrics easier to read.
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Kotthu (2008)

Artists: Iraj (featuring 1linoiz)

Central and recursive melody which frames the song

2 —— ‘ = —— ——— =
&4 = | = e |
Y, [ " o ¥ F 4 " o @
4
h | I il |
G~ T = = = 1}
\i)v | -‘I- | “I. | ‘\. | .‘I- I | -‘\- - d 1
Rhythmic | 1 in the city of CM
Rendition
2 -B when the freaks come out at
3 night we need a super he-
4 -ro who you gonna | call
5 Mister Kot- -thu
6 -u ya
7 yayaya yayaya yayaya ya
Sung * 8 ya matat
(Refrain)
9 kotthuth one mata
10 lime-uth one sam-
11 bola tikak udin daala cheesdikak vaediyen
daala
12 [takata takata | takas gaala gennamalli daen mata
mat
13 kotthuth one mata
14 lime-uth one sam-
15 bola tikak udin daala cheesdikak vaediyen
daala
Rap * 16 [takata takata | takas gaala gennamalli daen mata
mata*]
17 pittu kanna bae mata aappa kanna bae mata
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18 ude kapu bath eka daen ayeth kanna bae
19 nanage kade | vahala hinda eke kotthu nae ane oye
20 foreignkaema | kalanam mata gedara yanna bae
21 pila gihin kotthu kala milo beela lime gahala
22 paara ayine 3-wheeleke aathal eke nidiyanakota
23 waiter aiya thattu kalane mage oluwata bila gevanna
24 purse eka nae mage langa | puluwannam creditdenna
daen
25 onnamachan | okat ahala uoosetvei mata gahanna
26 aedapan daen | 3-wheeleka wellawaththe beachekata
27 maaravaedene| petrolnae shape eka maaru venna
Sung * 28 [adanam mata | inna venne Kurundu vaththe | -policiye
(Refrain) mata*]
9 kotthuth one mata
10 lime-uth one sam-
11 bola tikak udin daala cheesdikak vaediyen
daala
12 [takata takata | takas gaala gennamalli daen mata
mat
13 kotthuth one mata
14 lime-uth one sam-
15 bola tikak udin daala cheesdikak vaediyen
daala
Rap* 16 [takata takata | takas gaala gennamalli daen mata
mata*]
29 keri machi | eri ehiri po- -yachi
30 adicha ippa thanda nalla thuki po- | -yachi
sarakku
31 pondafi thachi veetukku pona | pechi
pulla
32 ennada tym 4,00 mani aachi
machan
33 valakam palaka pasi vandiruchi
pala thosam thanda

413




34 Kotthu kekuthada illai maru pechi
thanda
35 illai pechi thevitha lachi
36 teala rendu poochi | vilundi- -richi
37 mathithada | abu nana ingu konjam vayenda
38 budget ku | rendu Kotthu kattupadi- -yahuma
39 podu tabla e- -duda namma | ordere
thalaiva
40 chicken masi oh!! rendu bulsai
Kotthu sambal
Arhythmic | 41 SEE
Rendition BELOW
Sung 42 mata
(Refrain)
9 kotthuth one mata
10 lime-uth one sam-
11 bola tikak udin daala cheesdikak vaediyen
daala
12 [takata takata | takas gaala gennamalli daen mata
mat
13 kotthuth one mata
14 lime-uth one sam-
15 bola tikak udin daala cheesdikak vaediyen
daala
Rap* 43 takata takata | takas gaala gennamalli daen poddak*
44 yanna one bamba paeththe
45 kotthu sadde | aehei mabha rae madde
machan
46 sudu i aiyala paara de- - paththe
47 dragkarala apiwa allala daai the aethule
48 dannam lissala yanna vidiyak kohomath
machan nae
49 shape talkak | dala  balamu | baeri venekak nae
50 yamuda apith  ekka plain teaekak bonna  enna
aiye
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51 vela nathnam | aa menna meka thiya- ganna
52 hithuwe ada api ivarai machanmama
kiyala
53 madaei dragsvalata nai thogayak aerala
awa
54 shape eke gedara yamu daen pahatath langai
55 onna othanin | dapan machan ithuru tika payin thamai
Sung 56 you know | live for you kotthu
57 I'd even die for you kotthu
58 There are times when I'd lie for you kotthu
59 I even cry for you kotthu
60 | can't even sleep at night
61 wake up and wonder why
62 all you doisto love my life
Sung* 63 [can't wait for one more bite
mata* |
9 kotthuth one mata
10 lime-uth one sam-
11 bola tikak udin daala cheesdikak vaediyen
daala
12 [takata takata | takas gaala gennamalli daen mata
mat
13 kotthuth one mata
14 lime-uth one sam-
15 bola tikak udin daala cheesdikak vaediyen
daala
16 takata takata | takas gaala gennamalli daen
Rhythmic | 64 another day has been
Rendition
65 saved for the citizens of CmMB
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66 until the next time
67 you’re hungry who
68 you gonna call | e | e

A- 69-73

rhythm_ic SEE

Rendition BELOW

A-Rhythmic rendition: quasi child’s voice

L41 Master ~ ongalukku enna venumdu kelunga ellam kayla konduvandu tharom
Master/boss to-you what want ask all hands bring give
vappal
father
{Ask what you want boss, (we ??) will bringand) give (it) all to (your)
hands
father}

A-Rhythmic rendition: (M1 and M2) child voices

L69 (M1) Mr Kotthuuuuuu yaaaah haaaaaaa

L70 (M2) Hello is the mic. still working?

L71 (M2) Ya.l paid 200 rupees for my Kotthu man

L72 (M2) I'm still waiting for it and | haven't got

L73 (M2) If it was in India, | would've fed my engi family with it ya
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Oba Magemai(2003)

Artists: Ranidu (featuring Ashanthi)

Rhythmic | 1 | want you to
Rendition
2 hold me | want you to say | never leave
you'll
3 me you'll always be beside
4 me Tell me you'll me come-on
never leave come on
Sung 5 unusum- -vu_me kuriru _lo- -ve
6 aeyede ma_mese thani_keru- -ve
7 ma laya unu ve handa vae- -tena vita
8 [oba vena thata dan bala gi -ya
oh no no noj
9 diviya pu- ra ma oba raki- -mi
10 andam gunadam kiyade -Mi
11 oba mage mai ma obe- -mai
12 sasarapu- -rapa sitina thu- -ra
Sung 13 gala hae- -lena digu nadiya o- -bai
(Refrain)
14 dore ga- layana senehe o- -bai
15 himidiri yugaye suvanda o- -bai
16 mage di- -viya himi- -kari o- -bai
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Mal Peththak (2004)

Mal Peththak
Artists: 6" Lane

<

eI

Sung 1 mal peththak- -Se susi- -nidu sitha
(Refrain)

2 magen num- -ba gohin- -do hora- -kam ka-

3 -ran thava ridenna nae idak mage

4 hadavathe mata duka -tha sathuta-

5 -ve kavu- -luven epi- -ta maha varsha

6 vaetanava oba thilina dun rosa

7 pandure pipunu mal pethi kada

8 haeleneva mata penava | --mmemeeeee-
Rap 28 dear Rose babe | send two letters a

29 week if you miss them it can't be- there’s a| problem with

the
30 |- I tried to write you more babe its not
than

31 easy been in hard work please don't be so

32 crazy make you| understand babe never hate me

33 back I'm your | Kandycandy** acting like a lady

you’re
34 mad you may knowing [ girls here trying to| getting over
35 you they're three sixty five I'm thinking of
jealous

36 you even things | like that I'm doing so prett]

37 girl you just screw me down for no reason at

38 all in the cold morn | feel a- -lone |

39 walk along the B LANE in- -sane you don'’t phone I'min

40 pain you never know here even what Jane’s nigge

41 doitif Jane knows she might call it off
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42 [too look I'm really glad being steady with
0 0-----0 o-- --0---0OU----]

43 You | don’t wanna miss you | want to kiss you

44 PS. we need each other when you read this lefter

45 please treat me better see you later
Rhythmic | 46 hello hello hello hello hello
Rendition

47 what the hell whose calling me

48 a nuisance call
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Ahankara Nagare (2004)

Artists: Ranidu

Rhythmic | 1 repre- -sent CM- -B
Rendition
2 its your homey ba- -by
3 you're with the awe yeah
4 yeah and I'm jiggy as hell
Sung 5 ahanka- -ra naga- -re puran-
(Refrain)
6 —ganakda oba landu- -ne tharamata
7 ingath bo- -homa podi laemath bo- -homa aethi
8 digaes thi- -yana landu- -ne kavuruda
9 nongka- -du Kiv- -ve kavuruda
10 nongka- -du Kiv- -ve tharamata
11 ingath bo- -homa podi lamath bo- -homa aethi
12 -digas thi- -yana landu- ne
Rap* 29 -digas thi- -yana landu- ne you was the
30 hottest in high | school | was the | baddest in the school you
used to
31 shizzle my niz- | -zle while | was | working the mid- | dle and we was
32 chilling and -ling hitting the spots was our fil-|  -ling but thé@n
thril-
33 all broke down shortly you| bounced with ng -ling now tell
tel- me
34 what the hell | supposed to do without you
am
35 who the hell’s gonna give | everything that | do
you
36 didn’t know you gonna fade like that now
37 how you gonna| act like that
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Dark Angel (2005)
Artists: Centigradz

Rhythmic | 1 Centi- -gradz
Rendition
2 digital D Js
3 yeah
4 dark an- -gel
Rap 5 well
6 come on | know you love me from your deep in-
7 -side | know gonna take care of my- -self
you
8 right but you don’t show that you are thinking of
9 me but baby I can read your mind do you
know
10 hey you always used to talk about
11 me and you and about the stories too the
12 people walking | down the street used to calling me
13 you're ex- -boyfriend told you to but |
14 know the truth | that you're loving me but baby
15 | can get you right in this time why you
16 wanna hide they say that the girls never
17 show and tell | feelings to the people outside but now its
their
18 true to tell your feelings to me to show your
19 love for me | just wanna prove my love is
20 true for you | wanna a- loft to you | give my
Sung 21 [heart to you I live my life for you
(Refrain) ah ah ah I %]
22 see there- -'san angel and
23 | can't be- -lieve it she wanna
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24 say she loves you baby she wanna
25 say you drive her crazy I

26 see there- -'san angel and

27 | can't be- -lieve it she wanna
28 say she loves you baby she wanna
29 say you drive her crazy
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Sandawathuren(2006)

Artists: Ashanthi (featuring Yashan)

Rhythmic | 3 its about time to intro- -duce my boy Yg- -shan
Rendition
4 Yashan and Ashan- -thi
5 rocking the building you heard
Sung 6 sandawathu- -ren do- -wa ah ah ah ah
(Refrain)
7 sithuvili pibide- -va ah ah ah ah
8 nonidena nethu gaa- -va that’s right
9 sihinaya oba ve- -va ah ah ahhiri
Sung 10 poda pini naava matha
(Stanza)
11 nala danga paava sula-
12 -ngata kavi keedaa hitha
13 -that thatu aava oba
14 maa sitha semaa love
15 sonduruma veva eha
16 -dak lung veva
17 thanikama duruve- -va ah aah
Rap 34 I'ma
Female
35 low key play a hoochie my game
36 is tight no- -body gonna fool me you wanna
37 love me play and kiss and | hug me you better
* Male 38 get right if you wanna get to me ah ha ha now
I'm*
Rap + 62 know that I'm
Sung
63 local got much love though
64 sithuvili pibide- - vawhat it do baby |
wanna
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65 ride you step in- - side you
66 sihinaya oba ve- -va gotta
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Hanthane (2008)

Artists: Ashanthi (featuring DeLon)

Rhythmic | 2 yeah SO hot
Rendition
3 [ah ------------ ---ah Ashan---------- --ti
yeah ]
4 oh young di
5 [ ya know what it is
is]
6 ah here
Sung 7 mal gamu gane ron- -yane
(Stanza)
8 kendara kale unusum thale
9 nin- -dada daekapul mage
10 hiri vatu- L T
Sung 11 hantha- -ne hantha- -ne
(Refrain)
12 malpa - -re malpa - -re
13 sansa- -re sansa- -re
14 piya naga- o M
15 manda- -ram manda- -ram
16 haenda- -ve haenda- -ve
17 tharu raene tharu raene
18 mama hiti- s e
Rap 24 youngA- -shanthi what you wanna | do like you
25 got me like | got you hey
26 yeah and | said the boy looks fine but the
27 girl hanging out| with ya kinda like a hey
28 ei o) don’t come a- -round here
talking
29 [all that stuff you slap in the face
hey]
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30 yeah and ya all know my name see

31 all in the house got to smash the Rayut the

32 queen right shot gun squirt the ladies say

33 as H AN TH way

34 yeah and now you gotta spell cos iff don’'t knoyv by
you now you just

35 pack a- -way
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