118

UDC 81°373.45:316.7(=951.5)20”
DOI https://doi.org/10.32782/folium/2025.7.17

LINGUOCULTURAL FEATURES OF KOREAN DORAMS

Oksana Kindzhybala
Doctor of Philosophy, Associate Professor,
Educational and Scientific Institute of Philology,
Taras Shevchenko National University of Kyiv

ORCID ID 0000-0003-1754-8083
Scopus Author ID 59188427800

Web of Science Researcher ID 2430-2023

o.kindzhybala@knu.ua

Piriuza Hryhorian
Assistant

Educational and Scientific Institute of Philology,

Key words: Korean

dramas, linguoculture,
intercultural communication,
honorifics, han, jeong, uri,
discourse analysis, translation.

Taras Shevchenko National University of Kyiv

ORCID ID 0000-0003-1864-9035
p-hryhorian@knu.ua

The article is devoted to the issues of linguoculturology as a discipline that
investigates the reflection and consolidation of culture in language and speech.
Since language and culture are inseparably interconnected, language functions
not only as a means of communication but also as a fundamental mechanism
for the preservation and transmission of cultural knowledge, norms, values,
and symbols. It is precisely through language that an individual directly enters
culture, assimilates its behavioral models, conceptualizes the world, and forms
an identity as a bearer of a particular mentality. In the context of a globalized
media environment, audiovisual translation acquires special relevance as a means
of intercultural communication. It encompasses the process of rendering the
meaning of multimodal texts-films, television series, K-dramas, documentaries,
and others-from one language into another, taking into account both verbal and
non-verbal components. Particular attention has been devoted to the analysis of
the linguocultural specificities of Korean dramas, especially through the prism of
character language, sociocultural codes, globalization influences, stereotyping,
and mechanisms of linguistic mediation. Based on practical analysis, it has been
established that K-dramas serve as a powerful medium of representing Korean
culture, capable of shaping linguocultural perceptions among foreign audiences.
The analysis of Korean dramas demonstrates that the characters’ speech vividly
reflects key linguocultural concepts, social codes, and linguistic realities. Such
notions as f_ (filial piety), “d (emotional attachment), = =] (social sensitivity),
A (face-saving), St (suppressed sorrow), and $-2] (collective identity)
convey the depth of the Korean mentality. In forms of address, speech styles,
and lexical choices, respect for hierarchy, roles, and age becomes evident.
Globalization processes account for the active penetration of Anglicisms,
slang, and code-switching, which reflect contemporary linguistic hybridity.
K-dramas contribute to the dissemination of linguistic elements beyond
Korea: viewers acquire vocabulary, speech formulas, and cultural practices.
Special attention has also been paid to stereotypes that are reinforced through
the linguistic behavior of characters. The findings of the study have practical
significance for the teaching of the Korean language, translation studies,
intercultural communication, and the exploration of audiovisual genres. The
research confirms that K-dramas perform not only an entertaining function
but also foster the development of linguocultural awareness among global
audiences, actively contributing to the diffusion of linguistic realities.
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JIHI'BOKVYJIBTYPOJIOI'TYHI OCOBJIMBOCTI

KOPEMCBHKHUX JJOPAM

Oxkcana Kingxkunoaaa
0okmop ¢hinocogii, doyenm,

Hasuanvro-nayxoeuti incmumym ¢inonoeii,

Kuiscokuu nayionanvuuu ynisepcumem imeni Tapaca llleguenxa

Mipro3a I'puropsin
acucmenni,

Hasuanvrno-nayxoeuti incmumym ¢inonoeii,

Kuiscokuu nayionanvuuu ynisepcumem imeni Tapaca lllesuenxa

Kniouogi cnosa: xopeticoki
oopamii, TiHe80KYIbMYPONOCIA,
KYIbMYpPHI KOHYenmu, MOGHA
noeeodinka, cmepeomunii,
ay0iogizyanvbHull nepexao.

Y cTarTi pO3DISHYTO JIIHTBOKYJIBTYPOJIOTiYHI OCOOIMBOCTI Cy4YacHHUX
KOPEHCHKHUX JJOPaM SIK BaXJIMBOTO ()CHOMEHY MacoBoi KynsTypH PecryOmiku
Kopes. Po3misiHyTO MUTaHHS JTiHIBOKYJIBTYPOJIOTii SIK HAyKH, sIKa AOCIIIKYE
BiZJOOpa’KEHHS Ta 3aKPIMJICHHS KyJIbTYpH B MOBI Ta MOBJIEHHI, OCKUIBKU
MOBa 1 KyJabTypa HEpPO3PHBHO IOB’SI3aHI MiX COOOK, MOBAa BUCTYNAE HE
naume 3aco00M KOMyHikamii, a ¥ OCHOBHHM MeXaHI3MOM 30€epeKeHHs
1 TpaHcHALii KyIbTypHHUX 3HaHb, HOPM, I[iHHOCTEH, cuMBoiiB. Came depes
MOBY OCOOMCTICTh 0e3MOCepeHbO BXOJAUTh Y KYIBTYpY, 3aCBOIO€ ii Mozeni
MOBE/IHKY, YSBICHHS MPO CBIT 1 POPMY€ETHCS SIK HOCIH IEBHOT MEHTAIBHOCTI.
B ymoBax m1006amizoBaHOTO MeianmpocTopy aydioBi3yalbHHI MepeKiaj
HaOyBae 0COOJIMBOI aKTYalbHOCTI SIK 3aCi0 MIKKYNBTYpHOI KOMYHIKaIii. Bin
OXOIUTIOE TIpOLIeC Tepeaadi 3MICTy MYJIbTUMOJAIBHUX TEKCTiB — (ibMiB,
TejecepianiB, opaM, JOKYMEHTAIICTUKM TOLIO — 3 OJHI€] MOBM Ha IHIIY
i3 BpaxyBaHHSIM BepOaJbHMX 1 HeBepOaJbHUX KOMIOHEHTiB. OcobiuBy
yBary Oyll0 TPUAUIEHO aHali3y JIHMBOKYJIBTYPOJIOTTYHHX OCOOIMBOCTEH
KOPEHCBKHUX JIOpaM caMe Kpi3b MPU3MY MOBHU HEPCOHAXKIB, COLIOKYIBTYPHHUX
KOJiB, ToOami3alifHUX BIUIMBIB, CTEpPEOTHMI3alii Ta MEXaHi3MiB MOBHOI
TpaHcyanii. Ha ocHOBI mpakTWdHOro aHamizy OyJa0 BCTaHOBICHO, IO
JOpaMH  BUCTYMAIOTh MOTY)XKHUM 3ac000M pempeseHTanii Kopeichbkoi
KyJIbTypH, 30aTHUM (OpMYBaTu JIHTBOKYJIBTYpPHI YSIBICHHS 1HO3EMHOI
ayauTopii. AHali3 KOPEHCBhKUX JopaM 3acBiuuB, IO B MOBI IEPCOHAXKIB
SCKPaBO BiZOOPa’KarOThCSl KIIOYOBI JIHIBOKYIBTYPHI KOHIICNITH, COLiajibHI
KO/IM Ta MOBHi peanii. Uepes Taki MOHATTS, K & (IaHyBaHHs 0AThKiB), 7
(emoriitHa mpuB’a3aHicTh), 1 A| (comianbHa yyTuBicTs), A W (36epexenHs
06nuuus), SF (mpurmivemuit 6imb), -] (KONEKTMBHA iNEHTUYHICTB),
nepeaaeTbesl MHOMHA KOPEMChbKOI MEHTANbHOCTI. Y 3BEpTaHHSX, CTHIIAX
MOBJICHHSI Ta BHOOpI CIIiB BUSIBISETHCS IOBara A0 iepapxii, poneit 1 BiKy.
I'moGanizaniiiHi nmpouecu 3yMOBIIOIOTH AKTUBHE MPOHUKHEHHS aHIIIIU3MIB,
CIIEHTYy Ta KOJ-CBITUMHTY, IO BiJ0Opakae CydacHy MOBHY TiOpHIHICTS.
Jlopamu cnpusiroTh MOIIMPEHHIO MOBHUX €JIEMEHTIB 3a Mexi Kopei: mspaui
3aCBOIOIOTH JICKCHKY, MOBHI (hOpMy/H Ta KynbTypHi 3BUUkU. Oxpemy yBary
HOPUALICHO CTepeoTUIaM, sIKi (iKCyIOThCSI Yepe3 MOBHY IOBE/IHKY IepoiB.
Pesyneratu AOCHIAKEHHS MAlOTh NPHUKJIAAHE 3HAUCHHSA A BUKIAJAHHS
KOpPEHChKOI MOBH, MEPEKIa03HABCTBA, MDKKYIBTYpHOI KOMYHIKaIlii Ta
BUBYCHHS ay/li0Bi3yalbHUX >KaHPiB. JloCmipkeHHs MATBEPIKYE, 10 T0paMu
HECyTb HE JIMIIE PO3BBAXANbHY (DYHKIIIO, a i ()OPMYIOTH JIIHTBOKYJIBTYPHY
CBIIOMICTh IVIO0AJBHOTO INIsiAaua, H AaKTUBHO CIHpPHUSIOTH MOMIMPEHHIO
MOBHUX peaii.
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Inrtoduction.
television dramas

In the 21st century, Korean
(K-dramas) have become
a global cultural phenomenon, transcending
national boundaries and gaining international
recognition. Their popularity can be attributed
not only to captivating storylines but also to their
unique representation of Korean society, values,
and traditions. More than simple entertainment,
K-dramas are a reflection of Korea’s linguocultural
identity, serving as a powerful tool for transmitting
cultural codes to both domestic and foreign
audiences. The aim of this paper is to examine
the linguocultural features embedded in K-drama
discourse and analyze how language reflects
cultural values such as hierarchy, collectivism, filial
piety, emotional attachment, and social awareness.
By doing so, the study contributes to a broader
understanding of Korean culture and its global
reception.

Materials and methods. This research employs
a linguocultural and discourse-analytic approach.
The primary material includes selected Korean
dramas Goblin (&= 7 9] ), Welcome to Samdal-ri
(2AF AHEa]), When life gives you tangerines
(FH2 &30, My Dearest Nemesis (L5
<-%1%), Sunbae, Don’t Put on That Lipstick (%1 ]
I H2=¥ ¥l=X] ulQ). The analysis focuses on
language practices within these dramas, including
honorifics, forms of address, and cultural concepts
expressed linguistically. Secondary sources such as
works by Lee (2019), Choi (2004), Han (2005), and
Mustatha (2020) provide a theoretical framework.
The methodological framework is grounded in
the principles of contemporary linguoculturology,
translation studies, sociolinguistics, cultural studies,
cognitive linguistics, and intercultural hermeneutics.
The study employs methods of analysis and
synthesis to investigate characters’ linguistic
behavior and communicative styles; observation
to analyze verbal interaction; qualitative content
analysis of dramas; interpretation of linguocultural
concepts and their impact on audience reception;
comparison of translated dialogues with the original;
as well as descriptive and contextual analysis.
Elements of qualitative sociolinguistic research are
also applied to examine audience linguistic behavior
in intercultural contexts.

Results and discussion. One of the defining
features of Korean dramas as a cultural product is
their ability to convey mental models through the
authentic speech of characters. Dialogues reveal
profound linguocultural concepts that embody
traditional values, emotional orientations, social
norms, and communicative strategies of Korean
society. This section focuses on a practical analysis
of such concepts, based on authentic excerpts from
K-dramas. A central concept is & (hyo, %) filial

“Folium” Ne 7 (2025)

piety, rooted in Confucian ethics, which prescribes
unconditional respect for parents and elders.
In Korean society, respect for parental authority is
considered a moral duty, even at the cost of personal
sacrifice. Unlike blind obedience, it is perceived
as a means of preserving familial harmony and is
viewed as an act of love and generational devotion
(Bedford, 2021: 10). In When Life Gives You
Tangerines, the long-term relationship between
Kim Myeon and Yeonbom collapses not due to
personal conflict, but because of the mother’s
disapproval. Yeonbom does not actively decide to
end the relationship he is simply unable to oppose
his mother’s will and protect his love. In Western
culture, marriage is often seen as a decision between
two individuals, but in traditional Korean society
it is regarded as a union of families, where the
parental voice especially that of the mother of a
son is decisive. Here, the concept of & shapes the
hero’s choice of silent submission over individual
pursuit of love. Equally significant is % (jeong, 1)
a deeply rooted emotional bond encompassing
warmth, affection, benevolence, and unspoken care.
% develops gradually through shared experiences
and continuous empathy (Chung, 2005: 47). In daily
life, it is expressed in small acts—such as a market
vendor adding extra produce or a mother serving
more food to guests. In K-dramas, it emerges in
expressions like “Ao] Eo{HFo]” (“I have
grown attached”) or “Z YA & o] (“Why are
you being so heartless?”). A vivid example of 4 is
seen in When Life Gives You Tangerines, where the
elder Minok tells the heroine Esun: “If I have raised
them for ten years, whether they are crabs or turtles,
they are my children. Is blood what matters? No, it
is A1.” This illustrates the idea that true bonds arise
not through biological ties but through years of care,
shared life, and emotional investment. 3 thus serves
as the foundation of interpersonal relationships in
Korean society, reflecting collectivist values and
the ethos of social responsibility (Chung, 2005: 47).
Other key cultural concepts include | (nunchi)
social sensitivity, tact, and the ability to “read the
atmosphere” and St (han, 1l{) a deeply ingrained
emotion of sorrow and resentment born of historical
and personal suffering (Robertson, 2019: 103).
These concepts are vividly embedded in the
narrative structure and linguistic practices of
K-dramas, shaping both character interaction and
audience interpretation. In the drama Hometown
Cha-Cha-Cha, the female protagonist asks a stranger
numerous questions, failing to notice his reluctance
to continue the conversation. He remarks: “i3]
7F = 1= BEFY ol 74 — “You must be the type
who lacks nunchi.” This constitutes a critique of
her lack of intuition and attentiveness. The concept
of nunchi (:=*]), denoting intuitive sensitivity and



the ability to grasp the communicative context,
is central to understanding both verbal and non-
verbal behavior in Korean culture. Its significance is
rooted in the Confucian tradition, which emphasizes
restraint, indirectness, minimal expressiveness,
and the ability to adapt one’s behavior to the social
environment. Korean society places a high value
on brevity of speech, cautious judgment, and
emotional self-control, especially in interactions
with adults or superiors. Overt emotional expression,
verbosity, and directness may be perceived as
signs of immaturity or even frivolity. Within
such a sociocultural framework, nunchi becomes
an essential skill for maintaining harmonious
relationships, avoiding conflict, and adhering
to social norms. Expressions such as “i=*|7}
S T} (“he/she has no nunchi”) function as critical
remarks, pointing to insensitivity, an inability to
understand the situation, or a failure to “read the
room.” Such an evaluation carries a highly negative
connotation, characterizing the individual as
tactless, inconsiderate, or socially inept. Conversely,
the phrase “i=*]7} W=t} (“you have quick
nunchi”) serves as a compliment, highlighting
attentiveness, perceptiveness, and a high degree
of social intelligence. Another deeply embedded
cultural concept is han (¥}, 1i!), a suppressed
emotion that combines sorrow, anger, longing, and
helplessness in the face of injustice. Han operates
on both historical and personal levels: as repressed
grievance, unresolved resentment, or the inability
to articulate one’s pain. It has become a key
element of Korean cinematography, where directors
skillfully weave it into narratives as an emotional
and cultural foundation (Gao, 2024: 269). In many
dramas, characters choose silence over open
protest—an attitude shaped by social pressure and
Confucian notions of hierarchy. Korean national
cinema consistently revisits collective traumas
associated with colonization, the Korean War,
military dictatorship, and social inequality arising
from rapid industrialization. (Lee, 2019: 152).
Silent suffering that cannot be verbalized constitutes
the very essence of han. The phenomenon is also
associated with hwabyeong (2}%), a psychosomatic
disorder arising from the long-term suppression
of emotions. Equally significant is the concept
of uri (*?*FJ, “we/our”), which represents collective
identity and plays a crucial role in shaping the
Korean linguistic worldview. In contrast to the
individualistic ~orientation typical of Western
cultures, Korean society prioritizes group belonging,
often substituting “our” for “my”: uri omma (“our
mother”), uri hwesa (“our company”), uri jip (“our
home”), even when the interlocutor has no
direct connection to the referent. The use of uri,
however, extends beyond mere reference to group
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ownership; it also functions as an emotional
marker of closeness, acceptance, and belonging
(Yoon,2016:98). In the drama Goblin (&= 7} H]), this
is illustrated poignantly when the female character,

speaking about the male protagonist, asks: “<5-

i K M s B | = e g B L
d]?” (“Where are you taking my uncle? That’s rather
sensitive for me.”). Deeply moved, the protagonist
repeats to himself: <..9-2]g}ar.. T}
(““...she said ‘our’...”). This linguistic act is far
from accidental: it symbolizes the moment the
hero ceases to be an outsider and becomes “one of
us.” The use of uri here is not merely grammatical;
it functions as an expression of inner acceptance,
emotional belonging, and relational intimacy. For
the character, this seemingly simple phrase carries
profound significance it affirms his importance in the
life of another person. In such contexts, uri signifies
not only collective possession but, more importantly,
emotional inclusion, warmth, and reciprocal
recognition. The concept of chemyon (A%, #& [f)
the preservation of face, dignity, social image, and
reputation (Choi, 2005: 47) occupies a central place
in Korean society. Maintaining “face” implies not
only leaving a positive impression and avoiding
public disgrace, but also encompasses symbolic
acts related to social status, ethical integrity, and
moral worth. Chemyon thus signifies both justice
and honor, enabling an individual to act with dignity
before others. Common expressions include *
AT S Mok (“one must preserve face”)
and “AWAe] glt}’ (“to have no dignity”), which
underscore its relevance in daily discourse.

One of the core elements of Korean linguistic
culture is a highly developed system of speech
etiquette, reflecting social hierarchies, age and status
differences, degrees of intimacy, and role-specific
situations. In Korean dramas, this etiquette manifests
through grammatical constructions of politeness,
appropriate speech levels, forms of address, and
kinship or social terms. Such practices constitute
a socio-cultural code that is readily understood
by native speakers but often challenging for
interpretation by audiences from other cultures.

Korean society operates within a vertical
perception of social relations, where each interaction
defines who is the “senior” (wi saram, =) *}%“)
and who is the “junior” (arae saram, o} 7 *}%“)
(Han, 2005: 148). This distinction influences the
choice of speech style-jondaetmal (=9, polite
speech) or banmal (W'Y, informal speech). For
instance, in the drama The Black Dragon (L35
2% %), the female protagonist, although older in
age than her supervisor, consistently addresses him
respectfully as “¥5-74'd” (Head of Department),
while he refers to her as “® & #]” (Team Leader
Baek). Despite her seniority in age, the occupational
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hierarchy determines her speech style. This reflects
the cultural norm of prioritizing positional authority
over biological age and demonstrates how characters
in dramas adhere to linguistic discipline aligned
with corporate structures. In Welcome to Samdal-ri
(%ﬁlzr Ak %ﬂ), an employee informs her
superior: “AAd, 7|AE0] AAH T4 Lol
7 %rolQ> (“Director, it seems the reporters have
discovered your address”). The suffix -nim attached
to the title is obligatory as a marker of respect.
Without this suffix, the address would be considered
rude or disrespectful. In this scene, the polite
formulation functions as a professional warning,
while simultaneously underscoring the subordinate’s
position and maintenance of social distance, even in
a critical situation. Another example occurs when her
father comments: “o}, FH|& =W t}al?” (“Oh,
you scolded your junior colleague?”). Here the
term hube (<=Wl|) denoting a junior colleague
or student highlights relational hierarchy.
Importantly, hube does not merely mean a younger
person in age but refers specifically to someone
with less experience within a shared organization,
school, or company. It contrasts with sonbe (%1 Hl),
a senior in experience. Even when individuals are
the same age, the one with longer tenure becomes
the seonbae, while the other is the hube. In dramas,
such terms function not only as forms of address
but also as significant indicators of relationships.
Seniors (sonbe) typically expect deference, the
use of polite speech (jondemal), and obedience
from hube. Conversely, a sonbe may employ more
informal language toward a hube, sometimes even
adopting a patronizing tone. Narratives frequently
depict conflicts or moments of socialization when
a hube has yet to learn how to meet these cultural
expectations. The drama Chaebol vs. Detective (XH
Hx 3 /\}) illustrates this further: in one scene,
a character uses the informal yet respectful
term hyungnim ('€, “older brother”) to address
someone who is not a blood relative, signaling
emotional closeness. In another scene, however,
the same protagonist admonishes his partner, who
responds: “REL&}x] el dH5YTE (“1 told
you not to speak to me informally”). This highlights
that jondaetmal is not merely a grammatical
formality but a clear social boundary. The dialogue
emphasizes the importance of maintaining distance
between colleagues who have not yet established
familiarity, rendering the use of banmal without
permission unacceptable. Similarly, in Sunbae,
Don’t Put on That Lipstick (A8} 21 f€2¥ H}=
A w}Q), a younger colleague addresses his senior
as sonbenim - a combination of the status-based
honorific sonbe and the respectful suffix -nim. This
compound form underscores both professional
hierarchy and the requirement of politeness in
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workplace interaction. The line “XAuljdo] 7}=
25 %" (“It was you who taught me, sonbe”)
reflects both respect and emotional closeness: it
acknowledges authority = while simultaneously
reaffirming hierarchical relations, even in informal
settings such as a work-related conversation
after a meeting. The address sonbe functions as
a culturally rich linguistic code. It designates
not only age or position but a specific social role
of seniority within a professional or academic
community. A sonbe is someone who has been in
the organization longer, has greater experience,
and therefore expects recognition and respect
(Mustatha, 2020: 32). Importantly, sonbe does
not necessarily imply formal authority; rather, it
denotes symbolic authority grounded in experience
and time spent within the structure. Korean dramas
often depict the emotionally complex relationships
between sonbe and hube. These may take the
form of mentorship or latent tension. Juniors are
frequently cautious about overstepping boundaries
of familiarity, even when closer interpersonal
ties develop. Conversely, sonbes often display
indulgence, signaling informality that underscores
their status and experience. In this context, the
title A1 ¥]d (sonbenim) functions as a safeguard
of distance and mutual respect, even in cases of
personal sympathy or potential romantic interest.
For adequate intercultural understanding, it is
crucial to interpret sonbe not merely as “senior
colleague,” but as a socially significant figure within
a linguistic hierarchy that integrates etiquette and
social expectations. Another illustrative example
is the drama “Something in the Rain” (i} 2 A}
T o 1), where the male protagonist
consistently addresses an older female character
as ‘74 (noona), which literally means “older sister.”
Although they are not related, the form of address
conveys intimacy, warmth, and tenderness. When
the male lead says ““FuU7F T oW (“Noona
is prettier”), foreign viewers may misinterpret
the relationship as that of siblings, thereby
experiencing cultural dissonance. For this reason,
adequate translation requires either retaining the
original term mnoonaor providing communicative
adaptation with explanatory notes, particularly in
subtitles. This example confirms that terms such
as noona, hyeong, oppa, and onni serve not merely to
indicate age and gender, but also to fulfill important
emotional, cultural, and interpersonal functions. They
shape expectations, communication styles, and the
perception of relationships within Korean society.
In a broader linguocultural context, such linguistic
behavior demonstrates how language reflects and
reinforces cultural values. Through forms of address,
speech styles, and politeness strategies, core features
of Korean culture hierarchy, respect for seniors,



collectivism, and role-consciousness are manifested.
Speakers of Western languages often struggle to
understand why characters address one another not
by personal names but by kinship terms, positions,

or titles. For instance, translating “Something
in the Rain” as “Pretty Sister” may mislead
viewers, suggesting incestuous overtones.

In fact, noona does not always denote blood
relations but rather a socially codified role expressed
through language. Elements such as the alternation
between <=9 2 (polite speech) and HF'Z (casual
speech), as well as the use of titles and kinship-based
forms of address, act as social signals that shape the
audience’s interpretation of character relationships.
For intercultural viewers, these signals are often
lost in translation, especially when dubbing fails to
reflect contextual nuances. Authentic reproduction of
linguistic etiquette in subtitles or adapted translations
is thus essential for accurate cultural reception.
Conclusions. Korean dramas, as significant
instruments of cultural representation, construct
multilayered yet often generalized images of
national culture. The linguistic behavior of
characters is one of the primary means of conveying
social norms, values, and expectations. Speech
patterns encode not only individual traits but also
stereotypical perceptions of typical social roles.
As a result, foreign audiences, lacking other
cultural references, tend to perceive these linguistic
models as realistic portrayals. The analysis of
Korean dramas demonstrates that character speech
vividly reflects key linguocultural concepts,
social codes, and linguistic realities. Through
notions such as & (filial piety), % (emotional
attachment), = %] (social sensitivity), %™ (face-
saving), ¢t (suppressed grief), and $-2| (collective
identity), the depth of Korean mentality is
communicated. In forms of address, speech styles,
and lexical choices, respect for hierarchy, roles,
and age is revealed. Processes of globalization have
introduced Anglicisms, slang, and code-switching,
reflecting contemporary linguistic hybridity. Dramas
contribute to the diffusion of these linguistic
elements beyond Korea, as audiences acquire
vocabulary, speech formulas, and cultural habits.
Thus, the language of Korean dramas functions not
only as a means of artistic expression but also as an
effective channel of intercultural communication and
the formation of a new linguocultural consciousness.

ISSN 2786-8001

123

Future research may explore further the linguistic
representation of cultural and conceptual categories
in Korean cinematic discourse.
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