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Abstract
Digitization and pop culture has come a long way. Making and 
taking experiences online has given new spectrums for fans to 
participate and integrate. The Hallyu wave, one of the recent 
flagbearers of the pop culture phenomenon, facilitating the 
global rise of K-pop, has brought in new lessons for the music 
industry. With cultural similarity and fascination that draws au-
diences to K-pop, the Korean music industry relies on a solid 
audience presence for fans to interact, consumer, and garner 
intimacy from them as a two-way exchange. India is one of the 
Asian countries that has caught on to this wave through rap-
id digitization, giving the country a strong base of consumers. 
Content consumption through videos and articles is one way 
that fans learn more about Korea’s music, culture, and people. 
The following paper examines the nature of content consump-
tion amongst Indian K-pop fans based on three parameters, 
the quantity of consumption, the preference of platform, and 
the perceived intimacy, given between the fans and K-pop by 
these platforms. 
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Introduction
With the rise in rapid digitization, pop culture has 

become a tangible product to consume. Pop culture 
is ingrained in each individual’s life, covering a wide 
spectrum of goods, products, and experiences. In its 

basic sense, pop culture can refer to any text that gen-
erates experiences and emotions, subjective to each 
individual. It also serves as a viewfinder for social life, 
society, and often to understand what the world is up 
to today. Often based on the context, these texts gain 
multiple meanings where each individual that reads 
the text attributes their meaning to it actively or pas-
sively. This process engages the consumer in receiving 
information from the text, a crucial aspect of person-
alizing the experience of the text to oneself. Consum-
ers often consciously spend time and attention on 
these texts due to cultural curiosity, social exposure, 
or social media to ingrain them as a part of their lives. 
To understand a pop culture better and how the once 
analog phenomenon has become digital, Storey’s six 
definitions stand as the foundation for the consump-
tion of pop culture [1]. 

The first and foremost definition of pop culture 
would be widely favored or liked by many people. This 
refers to a common consensus that resonates with the 
individual experience of a particular text. It can be fa-
vorable or unfavorable. It can be measured through 
the sales figures, the number of people who attend-
ed the event, social media reactions that people share, 
and even the analytical route to understanding the au-
dience’s sentiments through market research [2]. The 
second way of viewing pop culture suggests that pop 
culture is the culture that is left over, making it an in-
ferior culture. High culture reminds us of class divides, 
which are read in various historical and societal texts. 
The divide persists through a certain period. Shake-
speare, for instance, was once the epitome of high cul-
ture; however, schools across the world and in India 
study his works in the school curriculum [3]. 

The third way of viewing popular culture is ‘mass 
culture,’ which derives its meaning from the previous 
definition. This definition of pop culture is further 
explained as a highly commercialized culture that has 
the sole purpose of mass consumption, with no dis-
crimination to its viewers. The fourth way of viewing 
pop culture is through its origination. It believes pop 
culture originates from its people; hence it is seen as a 
folk culture relative to the people of a particular place 
[4]. And yet, like the first definition, it lacks in catego-
rizing who comes under ‘the people.’

The fifth way of defining popular culture is a 
struggle between two groups, the subordinate resis-
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tance group, and the dominant group. Unlike its prior 
definitions, pop culture is the exchange between these 
two groups, based upon the political analysis of Anto-
nio Gramsci, the ‘hegemony.’ The exchange between 
the two groups can be historical; where one culture 
is labeled as popular and another one the next, and 
synchronic; moving between resistance and incorpo-
ration at any historical moment [23]. The last defini-
tion of pop culture refers to the postmodern debate 
where pop culture is the non-existence of the barriers 
between high and low culture, bridging both. 

Looking closely into these definitions of pop cul-
ture, one can tell that music, a text of pop culture that 
was once used as resistance and high culture, fits not 
just two definitions of pop culture but all of them. The 
increase in consumption of music has grown through 
the vast online world. This has resulted in music being 
one of the most important aspects of pop culture [5]. 

Pop culture, music, and India
Every mass culture event in pop culture provides an 

opportunity for people to interact, a mechanism that 
was present long before the advent of social media. 
Their context often characterized these vast spaces, 
and interactions often took place amongst people who 
had gathered for the event. These people, also known 
as fans, have today moved the medium of interaction 
online, creating their own space, media tools, and net-
works to interact and participate [13] 

When one refers to a fan, it doesn’t have to be only 
related to music. There are many kinds of fans that are 
as broad as the sources of texts. One can be a fan of al-
most anything, ranging from a particular product, like 
the Macbook, to a film like The Avengers [6]. 

As the internet grew, fans were able to create their 
groups and infrastructure. This leads to the develop-
ment of communities on various discussion boards 
and then evolving to closed groups on Facebook 
talking about the latest track that they had listened to. 
The commercialization of pop culture was brought 
in by Web 2.0, which evolved social networks into a 
business model. Sites such as SoundCloud and later 
Spotify made music an accessible form of pop culture 
giving fans more to listen on [13]. These loyal fans give 
rise to fandoms, where they interact and participate 
in deep engagement fuelling loyalty for the musician 
and band. 

India in 2016 had a digital revolution coming it’s 
way. When Reliance launched the 4G telecom service 

of Jio, they intended to ‘provide broadband for every 
Indian’ similar to the Digital India initiative, which 
was launched that year. This boom landed India into 
the ground for the streaming market, where digital 
revenues grew up to 210% in 2015-2018. By the end of 
2018, India had 150 million users engaged in stream-
ing services [19]. 

According to Neilsen, 94% of online consumers in 
India listen to music, and of which the biggest chal-
lenge that poses against streaming giants such as Gaa-
na and JioSaavn is YouTube. YouTube reposts about 
80% of their reach of online consumers, and 245 mil-
lion Indians use their service. Of this entire popula-
tion, 52% come under the age of 25 and enjoy interna-
tional artists and discovering new genres. One recent 
pop culture movement that has overtaken the subcon-
tinent is the Hallyu wave [7]. 

Review of Literature
Pop culture sprung up in America around the 

1920s, where its history was a way for young people to 
contest and go against the various traditions in the so-
ciety through music, fashion, and change in lifestyles. 
It rapidly spread through the entire country with the 
emergence of new technologies such as radio and cin-
ema. Pop culture, in its beginnings, has influenced 
people’s tastes in terms of aesthetics and politics. They 
were also once considered high culture and gradu-
ally obliterated the difference between them as time 
passed. It also became a major source of aesthetics 
such as music, writing, cinematography, and so on [8] 

Julie Maudlin and Jennifer Sandlin, 2015, describe 
how pop culture pedagogies are not a field where ed-
ucators have static skills. It does not make them ex-
perts in teaching these to students who, due to mod-
ernization and globalization, are the new consumers, 
producers, and experimenters of pop culture and 
sometimes even out-do teachers. Rather pop culture 
is constantly changing, and teaching these forms to 
students, as their consumers, should meet the rapidly 
changing cultural landscape and persistent commit-
ment [9]. Therefore, it is important to engage learners 
to examine both individual and collective experiences 
and encourage them to rewrite the narratives and cre-
ate spaces in which they can respond to these pop cul-
ture narratives to understand the concept better [10]. 

In his Culture Theory and Popular Culture: An In-
troduction, John Story does the great task of defining 
six important parts to cumulatively understand the 
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different facets of pop culture. Its overarching per-
spective delves into the theoretical, analytical, and his-
torical nature, covering recent debates and discussions 
related to the study of pop culture. It describes the 
influences through ideology, structuralism, Marxism, 
culture and civilization, Postmodernism, and politics 
in this field [11]. 

Like pop culture, popular music is determined by 
the diverse cultures and spaces in which it is present 
and engaged. Paying attention to its discursive and 
performative structures of meaning are practice are 
critical. Along with these structures comes popular 
music heritage. With its heterogeneity and complexity, 
it breaks its discourses into spaces and practices that 
host many popular music pasts and how they live in 
the present. The cyclic nature of this process allows the 
understanding of color, diversity, and authenticity of 
culture through music [12]. 

The vast field of popular culture has many prod-
ucts within it, some of which tend to outperform oth-
ers, achieving rapid and widespread success. Often, 
the product’s positioning poses as a way to measure 
its success. Measuring the musical features of 27,000 
songs from Billboard’s Hot 100 charts through scien-
tific tools revealed that genre affiliation, an artist’s fa-
miliarity, and a song’s perceived proximity to its peers 
influence its position on the charts. Songs that sound 
typical and are alike are less likely to feature high on 
the charts, whereas those with some level of differenti-
ation are more likely to succeed [14]. 

Similar to these findings, another research looked 
into how online group influence has a differential ef-
fect on online music listening, especially mainstream 
and niche music. The research finds two groups, 
namely, superordinate in-groups and subordinate in-
groups, to understand their characteristics in main-
stream and niche music. Music listeners cross from 
one group to another, the effect on online groups peaks 
then accelerates, providing a higher impact on music 
listening. With the changing consumption of music, 
musicians are developing new roles akin to entrepre-
neurs [15]. While their labor conditions are unclear, 
it is valid that most musicians spend hours poured 
over an album locked up in a studio. However, it is 
unclear where they are consciously entrepreneurial in 
terms of their work or because of their audience. They 
found that musicians tend to exhibit behaviors akin to 
entrepreneurs, yet they prefer the label of a musician 
more. This was fuelled further by the belief that suc-

cessful musicians are those who are commercial and 
profit-focused. Economically they might be similar, 
yet culturally, musicians occupy a differentiated space 
from entrepreneurs [16]. 

The advent of streaming services provides a plat-
form for music and musicians to diversify. These ser-
vices have raised concerns about the decline of the 
recording industry, causing a collapse in their sales. 
The resurgence of live music and the rise of streaming 
music is more normalized, and these two components 
of the music industry ensure its sustainability. The 
co-evolution of these trends in the music industry, 
coupled with AI, machine learning, virtual reality, big 
data, and social media, has transformed the industry 
into a ‘live-concert-streaming music industry”, ad-
vancing its cultural creativity through the harmonious 
participation of its stakeholders [17]. 

Nonetheless, streaming poses a big threat to the 
recorded music industry with the digital world. 
Streaming services allow sellers to bundle and in-
crease revenues, profits, and consumer surplus but 
also displace individual track sales. The variable that 
plays an important role is the streaming payment. 
This research conducted on Spotify during 2013-
2015 looked into the sales of recorded music and 
the effect unpaid consumption has on it. Interactive 
streaming, however, does not seem to harm the dis-
placed sales. They neutralize the revenue of the re-
corded music industry [18]. 

Streaming services are not always paid. Certain 
platforms do offer free streaming services, and these 
could, in turn, cause cannibalization of streams to the 
artist and the music industry. To study the impact of 
free streaming services and paid ones, 2500 music con-
sumers were surveyed, and interesting findings. Free 
streaming did cannibalize a consumer’s music expen-
ditures. However, the negative effect of free streaming 
is offset by the positive effect of the paid streaming, 
estimating that the overall effect of streaming on the 
industry is positive [19]. 

Streaming music often has behavioral changes in 
listening amongst music consumers. These changes 
increase the quantity and diversity of music consump-
tion, especially within the first few months. A year 
later, consumers increase their experimentation and 
engage in new music discoveries. These cases decrease 
repeat music, and the best discoveries have higher 
playing rates and are valued more on streaming plat-
forms [20]. 
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Social media and streaming platform YouTube 
have made it easier to access products from across the 
world, facilitating cross-cultural consumption of me-
dia content. One such pop-culture element that has 
been on the rise in its consumption globally is K-pop 
or Korean Pop. Cultural similarity and cultural differ-
entiations draw consumers to engage in cross-cultural 
consumption. The highest contributors are seen from 
this cultural background facilitating higher consump-
tion levels of this genre of music [21]. 

This global genre had its roots in the 1900s when 
the government of South Korea was restructuring its 
image, leading to the very first Hallyu wave 1.0. Japan 
and China were the countries that consumed and fu-
elled the demand for Korean pop culture products. It 
was Hallyu 2.0 that saw Korean music gain momentum 
due to the advancement of technology, the diaspora 
of the Korean people, the image of keeping the nation 
as a soft power by the government, and the cultural 
similarities through East Asia. The push of K-pop is 
credited to SNS or Social Networking Sites that made 
their content accessible to the masses, aiding partici-
pation and interaction. The differentiation of K-pop 
amongst its global competitors, the style, presentation, 
and merchandising resonated with their diversifica-
tion in business, making the K-pop industry enter 
foreign markets and even incorporate English lyrics to 
increase its culturally hybrid appeal [22]. 

Adding on to the media and cultural push of 
K-pop, the economic aspects play a big role in the rev-
olution. Agencies such as SM, YG, and JYP helped lay 
the foundation for K-pop by utilizing the opportunity 
of the widespread internet infrastructure in the coun-
try. Other factors such as high competition, low online 
prices compared to selling CDs, and low online prices 
in other major countries made foreign markets attrac-
tive to the Korean music industry [23]. 

Hallyu, as such, is not just a cultural promotion. 
It’s advanced to cultural progression. It’s a method of 
appreciation for novelty and what is demanding in 
popular culture. It is also to be seen as a way of ap-
preciating cultural aspects of other countries, as each 
benefit from the other. The aesthetic and themes and 
its nativity offer the surviving demand and growing 
appreciation to sustain the movement.

Fans of K-pop have occupied various spaces such as 
Instagram, Twitter, and Tumblr, largely encompassed 
with non-Korean speakers. However, Korean languag-
es are used between fans to communicate. Korean lan-

guage becomes a relation to the fans’ frame of identity 
and relates to authenticity as well. Social boundaries 
in fandoms conceptualize and identify fandom speech 
communities and boundaries through various bound-
aries that are dynamic [24]. 

Online music cultures offer a way to add to one’s 
daily consumption of world music by providing a 
space to interact and discuss. There are salient features 
of K-pop fans that are self-organized as the K-pop 
fan culture grows and shares related content. Fans 
are also not passive consumers but are well aware of 
the globality of the phenomenon, helping the indus-
try understand and nurture online material for these 
digital communities. The interest in K-pop may not 
cause cultural understanding, but it has led to inter-
est and immersion of foreign fandoms and fans into 
these media spaces. K-pop has also proved a gateway 
for consumption of other mediums of culture such as 
Kdramas, films, travel and tourism, and cuisine [25]. 

While K-pop might have taken a global stance to play 
its soft power to push its music, Southeast Asian coun-
tries such as Singapore, Thailand, and Indonesia are 
places where the wave caught on due to cultural simi-
larities despite linguistic differences. The research looked 
into fans in Singapore to understand the difference be-
tween a sasaeng fan and a normal fan, the latter being a 
more obsessive sort. Having their right to co-construct 
themselves as a celebrity with mass and social media 
roots identities in categorical/status division within the 
fandom and its sub-cultures. These validate the extreme 
behaviors of sasaeng fans which are more passionate than 
those of the mainstream fans. News, apps for communi-
cation, video sites were used to stay in touch with idols 
on a day-to-day basis. Some fans even extended their 
fan practices by music shopping and stalking, which en-
hances their fandom experience [26]. 

Research conducted in Indonesia looked into fan-
girls perceptions of soft masculinity, which is preva-
lent in K-pop. The fangirls don’t seem to mind idols 
with make-up and feminine-like demure appearances 
and understand that visual appearances are not the 
only aspect that shapes masculinity. Their awareness 
of the various marketing strategies and visual concepts 
formed this belief, yet they would not prefer partners 
who wore make-up daily. While K-pop brought in new 
forms of masculinity, the fans’ values and environment 
shape their gender values by large [27]. 

K-pop was also found to be a core part of the im-
age of the Thai youth and reversely an understanding 
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of Korea. Amongst professional trainers and dancers, 
the routines and musical pieces are things to grasp as 
consumers. Still, the ability to imitate their dressing, 
cuisine, and dance forms was seen as a participatory 
notion of this culture. The youth also reflect how mu-
sic is a great way to bridge gaps and negotiate the po-
litical issues between states.

India and South Korea had bright political rela-
tions on the parameters of trade, investment, and 
technology. India plays as a strategic partner in rela-
tions with the USA, China, and Japan, whereas Korea 
is an important pillar in India’s “Act East Policy.” These 
countries share similar characteristics in their demo-
cratic values, market-based and driven economy, and 
multi-polar Asia. These countries offer a key role in 
the changing dynamics of the strategic balance of Asia, 
aiming to play a larger role in the security of the con-
tinent together.

The Hallyu wave refers to the popularity of Korean 
products: music, dance, drama, movies, fashion, food, 
etc. The cultural industry of Hallyu became a reason 
for economic growth generating billions of dollars in 
an export-dependent country. One of the least affect-
ed countries by this wave in Asia is India. Yet, the first 
presence of the wave was felt in the Northeast due to 
its similarity in features and lifestyles, which forms the 
basis for cultural acceptance. Nevertheless, the con-
sumption of Korean products did have pushes from 
the government to further the Hallyu wave in India, 
through the setting up of Korean Cultural Centres 
in India which help competitions and festivals such 
as the K-pop Indian Festival, which generated inter-
est and curiosity to consumers in India’s major cities, 
soon generating dedicated fan bases.

Culturally invading the Northeast of India, the Hal-
lyu wave posed as a changing endeavor for the moder-
nity of its people. By building an audience for dramas 
was not difficult as other channels were unavailability 
as rebel groups took them down in the Northeast as a 
form of protest, the popularity of Hallyu grew slowly and 
steadily. The youth of North-eastern states persisted in 
this wave with considerable interest allowing a cultural 
hybridization process termed Koreanization. Away from 
the Indian mainland and its pop culture, they find it 
harder to develop a connection with regional entertain-
ment, especially Bollywood, due to the lack of represen-
tation of their culture than that of the Korean ones.

Similar to the study conducted in Indonesia, with 
the growth of the K-pop movement across India, 

there has been a transition in masculinity amongst 
Indian youths as Hallyu becomes a sense of iden-
tification for them to build upon. This reflects the 
nature of the music culture seen in similar research-
es amongst other Asian countries. Some of the key 
changes noted the egalitarian outlook on gender, fo-
cus on men’s appearances, and the rejection of the 
feminine side of men. Products such as make-up are 
still gendered, but perspectives are opening up to 
disregard traditional views. Thus, Hallyu has Indians 
consuming Korean content, but it is also breaking 
down societal barriers.

The Hallyu wave has made a big impact on Indian 
youth, as studies above show the same. The wave grew 
at its own pace, with many stumbling upon it and even 
exposed it through social media and music. As K-pop 
overtakes online streaming platforms, both video, and 
audio, the fanbase of this culture continues to grow 
in the country. Various researches amongst Asian 
countries show different spectrums of the wave, yet, 
consumption patterns of the channels of music pop 
culture, both video, and written forms, have not been 
studied. While the K-pop industry grows further into 
the online space with data mining and related tools 
helping the industry learn better about the audience, it 
is important to understand fans’ preferences and con-
sumption patterns to get a clearer picture of the im-
pact of K-pop in India. This paper aims to explore the 
areas mentioned earlier in the study.

Objectives 
The research paper aims to delve deeper into the 

online consumption patterns of K-pop concerning 
fans in India. While K-pop in India is a topic that is 
gaining momentum in the sphere of research yet, there 
are many themes related to fans that are yet to be ex-
plored. With the digital boom and the rise in the num-
ber of users online, it is crucial to understand the im-
pact of K-pop and its consumption patterns amongst 
fans, more so in the context of India. The research in-
tends to look into their varying consumption patterns, 
accounting for the basic demographics of the fans and 
how their extent of content consumption patterns in-
creases their acceptance and participation in the Hal-
lyu wave, sustain it and propagate it. Through a survey 
conducted online, the research also looks into which 
content form is preferred more amongst fans and how 
content preferences help fans connect better to the 
Hallyu wave.
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Methodology
To answer the research questions, a survey was 

floated online, and with the online nature of the fan 
base, fellow Indian K-pop fans were reached out to, 
prompting them to pass on the survey and fill it in. 
The responses were recorded through the number of 
participants, and the software made their visual charts. 
Questions were asked based on the research questions 
to identify results and discuss them further. 

Surveys are a form of scientific sampling method, 
usually accompanied by a questionnaire to measure a 
sample or population’s characteristics, which is fur-
ther analyzed through statistical methods. They can 
include both open-ended and closed-ended questions, 
which gives stronger insights into the population.

It focuses on the vital facts about people, their 
beliefs, attitudes, motivations, and behaviors further 
describe a survey to be quantitative research con-
cerned with ‘sampling questionnaire, questionnaire 
design, questionnaire administration to gather infor-
mation from a group and even a population, making 
analyses to better understand their behavior or char-
acteristics. 

A pilot survey was first conducted to gauge the ini-
tial responses of Indian K-pop fans and build upon the 
varying parameters suggested by them. Both the pilot 
survey and the suggestions were collected online due 
to the pandemic. This enabled a comprehensive un-
derstanding of the answers given and hence widened 
the scope to receive in-depth responses to the Indian 
fans’ consumption behaviors. Due to the nature of the 
research, purposive sampling was carried out con-
sidering the rationale of the research, which was not 
only at the discretion of the researcher but was also 
aware by participants of the survey, Indian K-pop fans. 
Those who weren’t fans were excluded from the sam-
ple for the survey. The survey was published online 
and passed on to Indian fans on social media in order 
to receive varied responses on their consumption pat-
terns. The total number of participants in the survey 
is 100. Due to the researcher’s logical distance and the 
ongoing pandemic, the possibility of administering 
the survey in person was prevented.

As a reference to the content consumption be-
havioral patterns of fans and the components of the 
research, Datta et al., 2018, research on consumers’ 
adoption of online streaming and its effect on music 
consumption and discoveries were mapped to under-
stand Indian fans better. Duration of consumption, 

preference, and perceived intimacy were three param-
eters the survey built upon.

Objective definitions
Consumer behavior patterns: Consumer behavior-

al patterns refers to the online consumption patterns 
that Indian K-pop fans engage in while reading about 
or watching K-pop to understand their perception, in-
timacy, and duration of consumption.

Content: With the digital boom, consumption of 
content has significantly grown. While there are many 
definitions of content, for the purpose of this research, 
two large segments, written and video formats of con-
tent, were looked into. 

Indian K-pop fans: This is a sample of people who 
are involved in the participatory culture of K-pop 
through the Hallyu wave and interact with the same 
through online content and social media. 

Data analysis
Researches in music, pop culture, and fan-related 

studies show the importance of the relationship be-
tween the two, especially wherein the internet and so-
cial media are elements that fuel a movement to move 
forward like the Hallyu wave and its impact on Asian 
countries such as India, offering much more than just 
a culture to consume.

Through purposive sampling, the survey meth-
od was employed through the tool of a questionnaire 
gathering responses from over 100 Indian K-pop fans 
as voluntary participants. Figure 1 shows the division 
of the respondent’s ages across age groups.

FIGURE 1. Division of the respondent’s ages across age groups
The data reveals that over 59.3% of the partici-

pants were in the age of 22-25 years of age, followed 
by 30% in the 18-21 segment and 71% in the 14-17 
age segment. 94.9% of the participants were female, 
with almost half of them from South India, followed 
by 31.8% in West India and 13.1% in North India. Fig-
ure 2 shows the division of the respondents’ geography 
across India
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FIGURE 2. Division of the respondents’ geography across India

Most of the participants were relatively new to the 
phenomenon, with 75.7% of them following K-pop 
for the past 1-5 years and the others following K-pop 
for the past 6-10 years. Figure 3 shows the number of 
years Indian fans have been following K-pop.

FIGURE 3. The number of years Indian fans have been following 
K-pop

When it came to being a fan, 66.9% of the participants 
were fans of many bands, after which 16.2% of them 
were fans of the band BTS. Figure 4 shows the division of 
the respondents’ geography across India. Peer influence 
and societal pressure within these fan bases was a closely 
debated question, with 52.9% of Indian K-pop fans say-
ing that their peer group has no influence on the kind of 
K-pop content they consume. Figure 5 shows the effect 
of peer groups on Indian K-pop fans. Their consumer 
behavior patterns of content were based on the duration 
of consumption was seen the most in the 1-5-hour seg-
ment, reporting 75% of the participants. Figure 6 shows 
the time spent on consuming K-pop content by Indian 
K-pop fans. 17.9% of the participants were in the 6-10-
hour segment, and 7.1% of the Indian K-pop fans were in 
the 10+ hours segment.

FIGURE 4. Division of the respondents’ geography across India

FIGURE 5.The effect of peer groups on Indian K-pop fans

FIGURE 6. The time spent on consuming K-pop content by In-
dian K-pop fans

Looking further into Indian K-pop fans’ consumer 
behavior patterns of content, most of them consumed 
videos, articles, and memes, and most of them haven’t 
tried to reduce their duration of consumption as con-
tent related to K-pop makes them “happy, less stressful, 
well relaxed, informed about the industry, entertained 
and boosts mental health.” Some of the fans keep a 
check and are vigilant of the time spent on K-pop so 
that they don’t neglect other priorities, whereas others 
are occupied with “work, studies, college, and exams,” 
but once their priorities are over, they come back to 
consuming K-pop.

Figure 7 shows the most used platforms to con-
sume video content. In terms of the two types of con-
tent formats, most of the Indian K-pop fans, 67.9%, 
turn to YouTube for videos, followed by Instagram and 
Twitter at 17.9% and 8.5%, respectively. 

FIGURE 7. Most used platforms to consume video content

Figure 8 shows the most used platforms to con-
sume written content. Written content does not show a 
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similar monopoly of one platform. It is shared by both 
Google and Twitter at 27.4%, followed by 24.5% on 
Instagram and 16% on the Korean news portalSoom-
pi. 87.1% of them preferred video platforms to writ-
ten platforms as they felt that watching videos were, 
“easier to consume and access, more engaging, more 
entertaining, easier to follow, attention capturing than 
written content,” and “allow fans to appreciate the vi-
suals, dance moves and performance,” which is an im-
portant aspect of K-pop. Similar to their preferences, 
most participants felt that videos provided more inti-
macy than written content as “it overcomes the lan-
guage barrier, the visual depiction of artists helps in 
reading facial expressions and body language, hearing 
their voices and the visual effect of seeing the artists is 
almost like meeting them, it makes us feel connected 
and can gauge the genuineness of the artist.”

FIGURE 8. Most used platforms to consume written content
Figure 9 shows the Indian K-pop fans who express 

interest in knowing more about other K-pop bands. 
While reading or watching articles, most of them were 
likely to come across other bands, and 93.4% of the 
Indian K-pop fans said they would want to know more 
about those bands, showing that the Hallyu wave has 
formed its foundation for K-pop in India and it will 
continue to get absorbed as a culture.

FIGURE 9. Indian K-pop fans express interest to know more 
about other K-pop bands

Discussion of Results
With most of the participants being female, it 

shows that K-pop is a pop culture movement that in-
terests many females in the Indian population rather 

than males, perhaps a segment where the movement is 
yet to pick up. Most of the fans within the country are 
also relatively young, and very few of them are above 
the age of 25. Over half of the respondents belong to 
South India, showing the impact of the movement and 
how far it has traveled from the North-eastern por-
tions of the country. Indian K-pop fans can sway the 
opinion of their fellow fans of K-pop, and yet, most 
of them tend to follow many bands ardently. BTS is a 
K-pop group that has also made an impact amongst 
these Indian K-pop fans as those fans that followed 
one band were largely made of this group’s fans. 

K-pop is seemingly as said a new phenomenon 
in Indian as most of the Indian K-pop fans who are 
participants of the survey fall under the following seg-
ment of 1-5 years, and their content consumption was 
centered around the online with videos, articles, and 
memes. Most of them preferred YouTube for watch-
ing videos and Google or the Korean news platform 
Soompi to read articles about their K-pop idols. How-
ever, they picked video platforms overwritten ones 
as it was more interactive, engaging and provided an 
intimacy to get to learn K-pop idols better than ar-
ticles. Videos were also seen as a good break from a 
day’s work. And hence, did not feel like cutting down 
on their time patterns of consuming K-pop content. 
The relaxation and entertainment they received from 
it make Indian K-pop fans feel less stressed and at 
ease. With most of them wanting to explore the bands 
they come across, the Hallyu wave has clearly sown 
the seeds for K-pop to further integrate itself in India. 
With a growing younger population, the country has 
the potential to sustain this cultural wave, which may 
even raise the cultural hybridity of these fans as they 
consume more content.

Conclusion
K-pop has been an effective pop culture text that 

has begun to leave its impact upon young consumers 
in India. The digital boom will facilitate the growing 
culture of the appreciation of K-pop and encourage 
content consumption as K-pop will continue to stay 
a global phenomenon. With the phenomenon picking 
up in countries such as India, the possibility of growth 
is immense, and it is also easier to sustain the audience 
with the internet and social media. K-pop’s ability for 
Indian fans to discover a new culture and consume 
music of a language unknown speaks of the effective-
ness of the movement and the importance of the role 
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that fans play. The cultural hybridity and acceptance 
will sustain amongst fans who continue to participate, 
interact and propagate the Hallyu wave, with some-
thing new to discover and be a part of a larger global 
perception.

Limitations and Scope for Further Study
The impact of the Hallyu wave that brought K-pop 

to India has not been sufficiently studied throughout 
the country. Further analyses and research can be con-
ducted to understand the market of K-pop and Kore-
an culture in India as well as its future. This research 
explored Indian K-pop fans which revealed that most 
of these consumers were female; further research 
looking into why males haven’t begun or received the 
movement yet will result in insights into the gendered 
audience of K-pop and their rationale.

Appendix
The appendix contains the details of the pilot sur-

vey that was conducted and improved upon based on 
a suggestion from the content consumers themselves, 
Indian K-pop fans.

Pilot Survey
Q1. How old are you?
14-17, 18-21, 22-25, 26-29, 30 and above
Q2. Where are you from?
India or Elsewhere, if so please specify
Q3. How long have you been following K-pop?
1-5 years, 5-10 years
Q4. So are you a fan of one brand or many bands?
One/Many, if many, specify how many.
Q5. Which K-pop content do you consume the 

most? (like videos, posts, articles, and so on)
Open-ended, if none specify none.
Q6. Which platform do you consume the most vid-

eo content?
Youtube, Vlive, Reverse
Q7. Which platforms do you consume the most 

written content?
Google, AminoApps, Soompi, Allkpop, Youtube, 

other: specify
Q8. What type of content do you prefer?
Video or written
Q9. Why do you prefer video/written content?
Open-ended
Q10. Which form of content (video/written) makes 

you feel closer to the artist and the fandom?
Video or written

Q11. Why does it make you feel so?
Open-ended
Q12. How much time in a day do you spend con-

suming (video/written) content about k-pop?
1-5 hours, 5-10 hours, 10+ hours
Q13. Have you tried to reduce your time? Why or 

why not?
Open-ended
Q14. Does watching other videos/reading other ar-

ticles about different k-pop bands make you want to 
know more about them?

Yes or no
Q15. Does your peer group influence the k-pop 

content you consume?
Yes or no
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