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Preface 

 On December 15, 2021, UNESCO declared “Nora” as an Intangible Cultural Heritage of 

Humanity, news that brought joy to all Thai people, especially Nora artists and those involved in 

preserving this art form for Thailand. 

As a descendant of Nora performers and a southerner, upon hearing this news, I felt proud 

and inspired to honor Nora by sharing its stories more widely with society. Therefore, I have compiled 

and edited the book “Nora in Trang Province: Beliefs and Rituals.” This book has been developed 

and improved from “Andaman Nora: Beliefs and Rituals,” which was previously published in 2017. 

For this new edition, I have made the following improvements: 

The title has been changed from “Andaman Nora: Beliefs and Rituals” to “Nora in Trang 

Province: Beliefs and Rituals” to more accurately specify the geographical area of study consistent 

with the book’s content. 

The content of the original book “Andaman Nora: Beliefs and Rituals” consisted of four 

chapters: Chapter 1: The Appearance of Nora, Chapter 2: The Grand Nora Rong Khru Ceremony, 

Chapter 3: Beliefs in the Grand Nora Rong Khru Ritual, and Chapter 4: Great Nora Masters of the 

Andaman Coast. I have revised the content in “Nora in Trang Province: Beliefs and Rituals” to include 

five chapters. Chapter 1: The Form and Elements of Nora, Chapter 2: The Grand Nora Rong Khru 

Ritual, Chapter 3: Beliefs in Nora Rong Khru Rituals, Chapter 4: The Shrine of Khru Mo Nora and the 

Worship, and Chapter 5: A New Era for Nora in the Future. These changes provide readers with 

knowledge and practical guidelines according to Nora traditions. For this revision, I have incorporated 

data from my research study on Khru Mo Nora Worship Ritual in Trang Province and my article Tiny 

Hunter’s Face and Tiny Headdress: Cultural Capital Development to Cultural Products to enhance 

the book's comprehensiveness. 

Regarding the key terms “beliefs” and “rituals” that appear in this book, I would like to 

explain them to ensure readers have a common understanding, which will serve as an important 

key to better comprehend the content: 

Beliefs are what individuals think and hold in their minds. These may rely on knowledge or 

experience as information for thinking and decision-making. Beliefs may be “true” or “not true”; 

however, beliefs have the power to compel individuals or groups to willingly perform certain actions. 

When these practices aim to purify the spirit and uphold society and follow structured patterns, 
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they are called “rituals.” Rituals function to embrace beliefs and keep them within society, cycling 

endlessly, just like the beliefs and rituals of Nora presented in this book. 

Finally, I would like to thank my parents, teachers, Nora masters, the Faculty of Humanities 

and Social Sciences at Suratthani Rajabhat University, as well as fellow Nora artists, including Manora 

James Sanaesilp Troupe, Manora Song Thamnongsilp Troupe, and Manora Phaeng Noi Khwan Jai 

Chao Tai Troupe for their help and support in successfully completing this book. 

Santichai Yammai 
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Translator's Preface 

 The recognition of Nora as UNESCO's Intangible Cultural Heritage of Humanity on December 

15, 2021, marked a pivotal moment not only for Thailand but for the global preservation of 

traditional performing arts. This momentous achievement underscores the profound cultural value 

embedded within this ancient art form that has flourished in southern Thailand for centuries. It is 

with great honor and responsibility that I present this English translation of “Nora in Trang Province: 

Beliefs and Rituals,”  making this invaluable scholarly work accessible to international readers for 

the first time. 

 This book represents far more than a documentation of performance techniques or historical 

accounts. It serves as a comprehensive ethnographic study that illuminates the intricate relationship 

between artistic expression, spiritual beliefs, and community identity in Thai culture. The author's 

meticulous research reveals how Nora functions as a living repository of indigenous knowledge, 

preserving not only aesthetic traditions but also complex systems of beliefs, ritual practice and social 

organizations that have sustained communities across generations. My decision to undertake this 

translation stems from a deep conviction that cultural knowledge transcends linguistic boundaries 

and belongs to humanity as a whole. In our increasingly globalized world, where traditional cultures 

face unprecedented challenges, the preservation and dissemination of such knowledge becomes 

not merely an academic exercise but a moral imperative. The detailed examination of beliefs and 

rituals presented in this work offers invaluable insights into the ways traditional societies construct 

meaning, maintain social cohesion, and navigate the relationship between the sacred and secular 

realms.  

 For the international academic community, this translation opens new avenues for 

comparative cultural studies, anthropological research, and performance studies. Scholars 

specializing in Southeast Asian cultures, ritual studies, traditional theater, and intangible heritage 

preservation will find in these pages rich material for understanding how cultural practices adapt 

and persist in contemporary contexts. The book's exploration of the Nora Rong Khru ceremony, the 

veneration of Khru Mo Nora, and the intricate belief systems surrounding Nora performance provides 

a rare window into the spiritual dimensions of artistic practice that are often overlooked in purely 

aesthetic analyses. Furthermore, this work contributes significantly to the broader discourse on 

cultural sustainability and heritage preservation. As UNESCO's recognition of Nora demonstrates, 

traditional arts are not museum pieces but dynamic, evolving practices that continue to serve vital 

social functions. The author's vision of “A New Era for Nora in the Future” offers valuable 
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perspectives on how traditional cultures can maintain their authenticity while adapting to 

contemporary realities—a challenge faced by indigenous communities worldwide.  

 For Thailand, this English translation serves as an important tool for cultural diplomacy and 

international understanding. It enables the nation to share its rich cultural heritage with global 

audiences, fostering cross-cultural dialogue and appreciation. In an era where soft power increasingly 

depends on cultural authenticity and distinctiveness, works like this help position Thailand as a 

custodian of irreplaceable human traditions worthy of international respect and study. The 

translation also serves educational institutions both within Thailand and abroad. Universities offering 

programs in cultural studies, anthropology, theater arts, and Southeast Asian studies now have access 

to primary source material that can enrich their curricula and research programs. This is particularly 

valuable for Thai students studying abroad and international students seeking to understand Thai 

culture beyond surface-level representations. As we face an uncertain future where traditional 

knowledge systems are rapidly disappearing, the preservation of works like this becomes increasingly 

urgent. This translation ensures that the wisdom embedded in Nora traditions—its sophisticated 

understanding of community, spirituality, and artistic excellence—remains available to future 

generations of scholars, artists, and cultural practitioners worldwide. 

 In presenting this translation, I am deeply grateful to the author for creating such a 

comprehensive and insightful work, and to the Nora masters, performers, and communities who 

have kept this tradition alive through their dedication and practice. May this English edition serve as 

a bridge between cultures, fostering greater appreciation for the remarkable diversity of human 

creative expression and the enduring power of traditional arts to enrich our collective understanding 

of what it means to be human. 

  Assistant Professor Dr. Benjawan Tipprachaban  
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1. วัตถุประสงค์ของการแปลเรื่อง "โนราจังหวัดตรัง: ความเชื่อและพิธีกรรม" 

 การแปลหนังสือ "โนรา จังหวัดตรัง: ความเช่ือและพิธีกรรม" จากภาษาไทยเป็นภาษาอังกฤษมีวัตถุประสงค์

หลักเพ่ือเผยแพร่องค์ความรู้เก่ียวกับศิลปะการแสดงพ้ืนบ้านโนราให้แก่ผู้อ่านนานาชาติโดยเฉพาะในแวดวงวิชาการ

ด้านมานุษยวิทยา คติชนวิทยา และการศึกษาศิลปะการแสดง งานแปลน้ีมีความสําคัญอย่างย่ิงในยุคท่ีวัฒนธรรมท้อง 

ถ่ินต้องเผชิญหน้ากับความเปล่ียนแปลงอย่างรวดเร็ว ท้ังจากกระแสโลกาภิวัตน์และเทคโนโลยีสมัยใหม่ การท่ียูเนสโก

ประกาศข้ึนทะเบียน "โนรา" ให้เป็นมรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ของมนุษยชาติ เม่ือวันท่ี 15 ธันวาคม พ.ศ. 2564 

ไม่เพียงแต่เป็นหมุดหมายสําคัญของประเทศไทยเท่าน้ัน แต่ยังสะท้อนคุณค่าทางวัฒนธรรมอันลึกซ้ึงท่ีฝังแน่นอยู่ใน

ศิลปะการแสดงพ้ืนบ้านแขนงน้ีอย่างชัดเจน ผู้แปลจึงเห็นว่าการแปลหนังสือเล่มน้ีไม่ใช่เพียงการถ่ายทอดเน้ือหาจาก

ภาษาไทยเป็นภาษาอังกฤษแต่เป็นการเปิดพ้ืนท่ีใหม่ให้ศิลปะโนราได้ส่งเสียงในเวทีนานาชาติ 

 ผู้แปลเช่ือว่าองค์ความรู้ทางวัฒนธรรมควรถูกถ่ายทอดข้ามพรมแดนภาษาเพราะวัฒนธรรมไม่ใช่สมบัติของ

ชาติใดชาติหน่ึงแต่เป็นสมบัติร่วมของมนุษยชาติ การแปลจึงเป็นมากกว่ากระบวนการทางภาษาแต่เป็นเคร่ืองมือใน

การอนุรักษ์ ส่งเสริม และสร้างความเข้าใจระหว่างวัฒนธรรมอย่างแท้จริง ดังท่ี Venuti (2018) กล่าวว่าการแปล

สามารถทําหน้าท่ีเช่ือมโยงโลก และดังท่ี Bassnett (2014) ช้ีว่า การแปลคือสะพานท่ีทําให้เราข้ามจากโลกหน่ึงไปสู่อีก

โลกหน่ึงเพ่ือเรียนรู้ เข้าใจและเคารพซ่ึงกันและกัน หนังสือเล่มน้ีจึงไม่ได้เป็นเพียงการบันทึกประวัติศาสตร์หรือเทคนิค

การแสดง แต่เป็นการเปิดเผยระบบความเช่ือท่ีซับซ้อนซ่ึงเป็นรากฐานของโนรา ไม่ว่าจะเป็นความเช่ือเร่ืองผีบรรพบุรุษ 

ผีแชง ผีชิน ส่ิงศักด์ิสิทธ์ิ และพลังของอาวุธในพิธีกรรม ท้ังหมดน้ีผสานกันอย่างแนบแน่นกับวิถีชีวิตของผู้คนในภาคใต้

ของประเทศไทย เป็นภาพสะท้อนของความสัมพันธ์ระหว่างศิลปะ จิตวิญญาณ และอัตลักษณ์ของชุมชนท่ียังคงดํารง

อยู่ท่ามกลางโลกท่ีเปล่ียนไป การแปลน้ียังมีเป้าหมายเพ่ือสร้างฐานข้อมูลความรู้ทางวัฒนธรรมท่ีเข้าถึงได้ในระดับ

สากล สนับสนุนการศึกษาวิจัยเชิงเปรียบเทียบในภูมิภาคเอเชียตะวันออกเฉียงใต้และเปิดพ้ืนท่ีให้กับนักวิชาการและ

นักศึกษาท้ังไทยและต่างชาติได้ศึกษาโนราในเชิงลึกโดยเฉพาะในบริบทของการเปล่ียนแปลงทางสังคม เทคโนโลยี และ

การเจรจาระหว่างอดีตกับปัจจุบัน 

 ผู้แปลเห็นว่าการแปลหนังสือเล่มน้ีจะเป็นการร่วมอนุรักษ์มรดกวัฒนธรรมไทยในรูปแบบท่ียังมีชีวิต เป็นการ

ส่งต่อเสียงของครูโนรา ศิลปิน และชุมชนผู้สืบสานศิลปะน้ีให้ดังก้องไปไกลกว่าขอบเขตของภาษาและดินแดน หนังสือ

เล่มน้ีในฉบับภาษาอังกฤษจะเป็นสะพานเช่ือมวัฒนธรรมท่ีจะช่วยให้ผู้คนจากหลากหลายเช้ือชาติได้เห็น ได้เข้าใจ และ

ได้สัมผัสถึงพลังของศิลปะพ้ืนบ้านไทยท่ีงดงามและยังคงเปล่งประกายอยู่ในโลกยุคใหม่ 
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2. การเลือกต้นฉบับหนังสือ “โนรา จังหวัดตรัง: ความเชื่อและพิธีกรรม” 

หนังสือ "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" ของสันติชัย แย้มใหม่ เป็นผลงานทางวิชาการท่ีมีคุณค่า

อย่างย่ิงในการศึกษาศิลปะการแสดงพ้ืนบ้านของภาคใต้ของไทย และมีคุณค่าแก่การแปลเพ่ือเผยแพร่ในระดับสากล

เพ่ือเติมเต็มช่องว่างทางวิชาการและนําเสนอข้อมูลเชิงลึกเก่ียวกับวัฒนธรรมพ้ืนบ้านของไทยสู่วงวิชาการนานาชาติ 

หนังสือ "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" มีคุณค่าทางวิชาการด้านมานุษยวิทยาวัฒนธรรมและศิลปะการ 

แสดงพ้ืนบ้านท่ีโดดเด่นเน่ืองจากโนราเป็นศิลปะการแสดงพ้ืนบ้านท่ีมีประวัติศาสตร์ยาวนานกว่า 1,000 ปี ตามหลัก 

ฐานทางโบราณคดีท่ีปรากฏ (สันติชัย แย้มใหม่, 2556) และยังคงมีบทบาทสําคัญในวิถีชีวิตของผู้คนในภาคใต้ของไทย

จนถึงปัจจุบัน เน้ือหาของหนังสือครอบคลุมท้ังนิยาม ประวัติความเป็นมา ตํานาน พิธีกรรมความเช่ือ และการปรับตัว

ของโนราในยุคสมัยท่ีเปล่ียนแปลงไป การศึกษาโนราไม่เพียงแต่เป็นการเรียนรู้เก่ียวกับศิลปะการแสดงเท่าน้ัน แต่ยัง

เช่ือมโยงกับระบบความเช่ือท่ีซับซ้อนซ่ึงผสมผสานระหว่างความเช่ือด้ังเดิม พราหมณ์-ฮินดู พุทธศาสนา และในบาง

พ้ืนท่ียังได้รับอิทธิพลจากศาสนาอิสลามอีกด้วย  

หนังสือมีเน้ือหาท่ีมีคุณค่าทางวิชาการและสมควรได้รับการแปลเป็นภาษาอังกฤษเพ่ือเผยแพร่ในระดับสากล 

โดยผู้แปลพิจารณาถึงประเด็นสําคัญดังต่อไปน้ี 

1. เน้ือหาในหนังสือนําเสนอข้อมูลเชิงลึกเก่ียวกับโนราในบริบทเฉพาะของจังหวัดตรังซ่ึงมีลักษณะเฉพาะ

และอาจแตกต่างจากโนราในพ้ืนท่ีอ่ืน ๆ ของภาคใต้ การศึกษาความหลากหลายของโนราในแต่ละท้องถ่ิน

มีคุณค่าทางวิชาการในการศึกษาเชิงเปรียบเทียบ  

2. หนังสือให้รายละเอียดเก่ียวกับพิธีกรรมโนราโรงครูซ่ึงเป็นพิธีกรรมท่ีมีความซับซ้อนและมีความสําคัญสูง 

สุดของการแสดงโนรา เน้ือหาเก่ียวกับการปฏิบัติพิธีกรรมการเช้ือเชิญครูหมอโนรา การประทับทรงและ

พิธีกรรมการสถาปนาบุคคลให้เป็นศิลปินโนรา ล้วนเป็นองค์ความรู้สําคัญในการศึกษาเก่ียวกับศิลปะการ 

แสดงพ้ืนบ้านของไทย  

3. หนังสือบันทึกประวัติศาสตร์และบอกเล่าประสบการณ์ของศิลปินพ้ืนบ้านท่ีมีบทบาทสําคัญในการสืบ

ทอดศิลปะการแสดงโนราในจังหวัดตรัง เช่น โนราศรีจันทร์ (นายจันทร์ ทดแทน) ซ่ึงมีคุณค่าในการศึกษา

ด้านคติชนวิทยา (folklore studies) และการบันทึกมุขปาฐะ (oral tradition) 

4. หนังสือวิเคราะห์การเปล่ียนแปลงของโนราในบริบทของการเปล่ียนแปลงทางสังคมและเทคโนโลยีซ่ึง

สะท้อนให้เห็นถึงพลวัตของวัฒนธรรมพ้ืนบ้านในยุคปัจจุบัน ประเด็นเร่ืองการปรับตัวและการต่อรองทาง

วัฒนธรรม การเปล่ียนแปลงความเช่ือและพิธีกรรม รวมถึงการปรับเปล่ียนรูปแบบการแสดงให้เข้ากับ

รสนิยมของผู้ชมในยุคปัจจุบัน เป็นประเด็นท่ีมีความสําคัญในการศึกษาเปรียบเทียบเก่ียวกับการเปล่ียน 

แปลงทางวัฒนธรรมในระดับโลก (นพพร ประชากุล, 2550) 

5. หนังสือให้ข้อมูลเก่ียวกับการข้ึนทะเบียนโนราเป็นมรดกวัฒนธรรมท่ีจับต้องไม่ได้ (Intangible Cultural 

Heritage) ของมนุษยชาติ โดยนําเสนอรายละเอียดเก่ียวกับกระบวนการข้ึนทะเบียนและแนวทางการ
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อนุรักษ์สืบสานโนราอย่างย่ังยืนซ่ึงมีความสําคัญในการเผยแพร่ข้อมูลเชิงลึกเก่ียวกับกระบวนการอนุรักษ์

มรดกวัฒนธรรมไทยในระดับสากล (ศูนย์มานุษยวิทยาสิรินธร, 2564) 

การแปลหนังสือ "โนรา จังหวัดตรัง: ความเช่ือและพิธีกรรม" มีความสําคัญในเชิงวิชาการหลายประการ ท้ังใน

แง่ของการบันทึกและเผยแพร่ข้อมูลเชิงลึกเก่ียวกับศิลปะการแสดงพ้ืนบ้านไทย การศึกษาระบบความเช่ือและพิธีกรรม

ท่ีซับซ้อน การนําเสนอการเปล่ียนแปลงและการปรับตัวของวัฒนธรรมพ้ืนบ้านในยุคสมัยท่ีเปล่ียนแปลงไป ตลอดจน

การให้ข้อมูลการอนุรักษ์มรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ การแปลเน้ือหาเหล่าน้ีจะช่วยเติมเต็มช่องว่างทางวิชาการ

และทําให้นักวิชาการนานาชาติสามารถเข้าถึงข้อมูลเชิงลึกเก่ียวกับวัฒนธรรมพ้ืนบ้านไทยได้อย่างลึกซ้ึงย่ิงข้ึน 

 

3. กลวิธีการแปลที่ใช้ในการแปลหนังสือ  

 การแปลผลงานทางวัฒนธรรมจากภาษาไทยเป็นภาษาอังกฤษเป็นภารกิจท่ีท้าทายอย่างมากเน่ืองจากผู้แปล

ต้องเผชิญกับความซับซ้อนในหลายมิติ ท้ังในด้านความแตกต่างของโครงสร้างภาษา ระบบความเช่ือ และบริบททาง

สังคม โดยเฉพาะอย่างย่ิงเม่ือเป็นงานท่ีเก่ียวข้องกับศิลปะการแสดงพ้ืนบ้านท่ีมีรากฐานทางจิตวิญญาณท่ีลึกซ้ึงอย่าง

โนรา ซ่ึงแฝงไปด้วยพิธีกรรม ความเช่ือและภูมิปัญญาท้องถ่ินท่ีส่ังสมมายาวนาน หนังสือ "โนรา จังหวัดตรัง: ความเช่ือ

และพิธีกรรม" นําเสนอเน้ือหาในสองรูปแบบการเขียนท่ีแตกต่างกัน ได้แก่ บทร้อยแก้ว ท่ีใช้อธิบายข้อมูลทางวิชาการ

และพิธีกรรม และบทร้อยกรอง ท่ีเป็นบทกลอนในการแสดงโนรา ความแตกต่างของรูปแบบการเขียนท้ังสองน้ีทําให้ผู้

แปลต้องปรับเปล่ียนกลวิธีการแปลให้เหมาะสมกับลักษณะเฉพาะของแต่ละส่วนโดยคํานึงถึงท้ังความแม่นยําของ

เน้ือหา การรักษาคุณค่าทางวัฒนธรรม และความเข้าใจของผู้อ่านเป็นสําคัญ เพ่ือให้สามารถถ่ายทอดท้ังความถูกต้อง

ทางวิชาการและความงดงามทางศิลปะไปสู่ผู้อ่านภาษาอังกฤษได้อย่างครบถ้วน  

การแปลบทร้อยแก้ว 

 การแปลเอกสารทางวัฒนธรรมจากภาษาไทยเป็นภาษาอังกฤษเป็นกระบวนการท่ีซับซ้อนและต้องอาศัย

ทักษะหลากหลาย จากการวิเคราะห์งานแปล "โนรา จังหวัดตรัง: ความเช่ือและพิธีกรรม"  ผู้แปลได้ใช้กลวิธีการแปลท่ี

หลากหลายเพ่ือถ่ายทอดความหมายและคุณค่าทางวัฒนธรรมจากภาษาต้นทางสู่ภาษาปลายทางให้ได้ครบถ้วน โดย

สามารถจําแนกกลวิธีได้ดังน้ี 

 1. การแปลแบบตรงตัว (Literal Translation) 

 การแปลแบบตรงตัวเป็นกลวิธีท่ีผู้แปลใช้เม่ือต้องการรักษาความแม่นยําและความถูกต้องของข้อมูลในระดับ

สูงสุด ตามแนวคิดของ Newmark (1988) ท่ีผู้แปลได้ศึกษาและนํามาประยุกต์ใช้ การแปลแบบตรงตัวไม่ได้หมายถึง

การแปลคําต่อคําอย่างไร้วิจารณญาณแต่เป็นการรักษาความหมายและโครงสร้างของต้นฉบับให้มากท่ีสุดโดยท่ีผลลัพธ์

ยังคงมีความเป็นธรรมชาติในภาษาปลายทาง หลักการสําคัญท่ีผู้แปลยึดถือปฏิบัติคือ การประเมินอย่างระมัดระวังว่า
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เม่ือไหร่ควรใช้การแปลแบบตรงตัว การตัดสินใจน้ีข้ึนอยู่กับลักษณะของเน้ือหา จุดประสงค์ของการแปล และความ

คาดหวังของผู้อ่าน ในงานแปลเอกสารเชิงวิชาการเก่ียวกับวัฒนธรรมโนรา ผู้แปลพบว่าการแปลแบบตรงตัวมีความ

เหมาะสมเป็นพิเศษในบางบริบทโดยเฉพาะเม่ือต้องการรักษาความถูกต้องของข้อมูลและสร้างมาตรฐานท่ีสอดคล้อง

กันตลอดท้ังเอกสาร 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การแปลการอ้างอิงทางวิชาการ 

ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 2): (ส.พลายน้อย, 2544) 

ฉบับแปลภาษาอังกฤษ (หน้า 2): (Playnoi, 2001) 

 ในการแปลการอ้างอิง "(ส.พลายน้อย, 2544)" เป็น "(Playnoi, 2001)" ผู้แปลได้ใช้หลักการของการแปลแบบ

ตรงตัวอย่างมีระบบ การตัดสินใจน้ีมาจากการวิเคราะห์ว่าการอ้างอิงทางวิชาการต้องการความสอดคล้องและความ

แม่นยําสูง ผู้แปลจึงรักษารูปแบบของการอ้างอิงไว้เหมือนเดิม โดยมีการปรับเปล่ียนเพียงระบบปฏิทินจาก พ.ศ. เป็น 

ค.ศ. เพ่ือให้สอดคล้องกับมาตรฐานสากล ผู้แปลไม่ได้แปลอย่างไร้วิจารณญาณแต่ได้ปรับระบบการอ้างอิงให้เหมาะสม

กับบรรทัดฐานของวงวิชาการระหว่างประเทศ ขณะเดียวกันก็รักษาข้อมูลสําคัญท้ังหมดไว้ครบถ้วน การปรับเปล่ียนปี 

พ.ศ. เป็น ค.ศ. เป็นการแปลงข้อมูลท่ีจําเป็นเพ่ือให้ผู้อ่านสามารถเข้าใจและใช้ประโยชน์จากการอ้างอิงได้อย่างมี

ประสิทธิภาพ 

 2) การแปลหัวข้อและช่ือเร่ือง 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 46): ความสําคัญของพิธีกรรมโนราโรงครู 

ฉบับแปลภาษาอังกฤษ (หน้า 29): Importance of Nora Rong Khru rituals 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 47): ประเภทของพิธีกรรมโนราโรงครู 

ฉบับแปลภาษาอังกฤษ (หน้า 29): Types of Nora Rong Khru Rituals 

 ในการแปลหัวข้อ "ความสําคัญของพิธีกรรมโนราโรงครู" เป็น "Importance of Nora Rong Khru rituals" ผู้

แปลได้ประยุกต์ใช้การแปลแบบตรงตัวในลักษณะท่ีรักษาโครงสร้างทางความหมายไว้อย่างสมบูรณ์ "ความสําคัญ" ได้ 

รับการแปลเป็น "Importance" ซ่ึงเป็นการแปลตรงตัวท่ีรักษาความหมายหลักไว้ได้อย่างครบถ้วน คําว่า "ของ" ซ่ึงทํา

หน้าท่ีเป็นคําบุพบทแสดงความเป็นเจ้าของหรือความสัมพันธ์ได้รับการแปลเป็น "of" ซ่ึงมีหน้าท่ีทางไวยากรณ์ท่ีเทียบ 

เคียงได้ในภาษาอังกฤษ ส่วน "พิธีกรรม" ได้รับการแปลเป็น "rituals" ซ่ึงเป็นคําศัพท์ท่ีมีความหมายใกล้เคียงและ

เหมาะสมในบริบททางวิชาการ สําหรับ "โนราโรงครู" ผู้แปลตัดสินใจใช้การทับศัพท์เป็น "Nora Rong Khru" ซ่ึงแม้จะ

ไม่ใช่การแปลตรงตัวแต่เป็นการรักษาความเป็นเอกลักษณ์ของคําศัพท์เฉพาะทางวัฒนธรรม การแปลน้ีรักษาโครงสร้าง
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หลักของหัวข้อไว้ ขณะเดียวกันก็คํานึงถึงความเฉพาะทางวัฒนธรรมท่ีไม่สามารถแปลได้อย่างตรงตัว เช่นเดียวกันกับ

การแปล "ประเภทของพิธีกรรมโนราโรงครู" เป็น "Types of Nora Rong Khru Rituals" ท่ีใช้หลักการเดียวกันอย่าง

สม่ําเสมอ  

สรุป  

 การแปลแบบตรงตัวเป็นกลวิธีท่ีมีคุณค่าและความสําคัญในงานแปลเชิงวิชาการ โดยเฉพาะเม่ือใช้ในบริบทท่ี

เหมาะสม จากประสบการณ์การแปลหนังสือเล่มน้ี ผู้แปลพบว่าการแปลแบบตรงตัวมีข้อดีหลายข้อท่ีสําคัญต่องานแปล

เชิงวิชาการ ข้อดีแรกคือความแม่นยําและความถูกต้อง เม่ือใช้การแปลแบบตรงตัวในบริบทท่ีเหมาะสม ผู้อ่านสามารถ

ม่ันใจได้ว่าจะได้รับข้อมูลท่ีใกล้เคียงกับต้นฉบับมากท่ีสุด ส่ิงน้ีมีความสําคัญในเอกสารทางวิชาการท่ีความผิดพลาดเล็ก 

น้อยอาจนําไปสู่ความเข้าใจผิดท่ีสําคัญ ข้อดีท่ีสองคือ ความเป็นระบบและความสม่ําเสมอ การใช้การแปลแบบตรงตัว

ช่วยสร้างรูปแบบท่ีผู้อ่านสามารถติดตามได้โดยเฉพาะในกรณีของหัวข้อและโครงสร้างท่ีคล้ายกัน ความสม่ําเสมอช่วย

ให้ผู้อ่านอ่านเอกสารได้ง่ายข้ึนและมีความเช่ือม่ันในความน่าเช่ือถือของงานแปล ข้อดีท่ีสามคือประสิทธิภาพในการ

ทํางาน การแปลแบบตรงตัวใช้เวลาน้อยกว่าการแปลท่ีต้องใช้การตีความหรือการปรับเปล่ียนท่ีซับซ้อน ซ่ึงเป็นข้อดี

สําหรับงานแปลท่ีมีข้อจํากัดด้านเวลาหรือมีปริมาณงานมาก โดยเฉพาะเม่ือต้องรักษาคุณภาพในระดับสูง 

 อย่างไรก็ตาม ในการแปลหนังสือเล่มน้ีการแปลแบบตรงตัวไม่ได้เป็นกลวิธีการแปลเดียวท่ีใช้ แต่เป็นส่วนหน่ึง

ของระบบกลวิธีการแปลท่ีผู้แปลใช้จัดการกับความซับซ้อนของการแปลข้ามวัฒนธรรม  

 

 2. การทับศัพท์ (Transliteration) 

 การทับศัพท์เป็นกลวิธีการแปลท่ีนําคําจากภาษาต้นฉบับมาใช้ในภาษาปลายทางโดยการถอดเสียงตามระบบ

การออกเสียงของภาษาปลายทาง โดยไม่แปลความหมาย กลวิธีน้ีมีความสําคัญเป็นพิเศษในการแปลข้ามวัฒนธรรม

เน่ืองจากช่วยรักษาเอกลักษณ์และความเป็นต้นตอของวัฒนธรรมต้นฉบับตามท่ี Newmark (1988) ได้อธิบายไว้ การ

ทับศัพท์เป็นกลยุทธ์ท่ีสําคัญสําหรับการจัดการกับ "คําศัพท์เฉพาะทางวัฒนธรรม" (culture-specific items) ท่ีไม่มีคํา

เทียบเคียงในภาษาปลายทาง เช่นเดียวกับท่ี Venuti (2018) เสนอแนวคิดเร่ืองการแปลแบบรักษาลักษณะความเป็น

ต่างชาติ (foreignization) ซ่ึงมุ่งเน้นการคงความแปลกใหม่และความแตกต่างทางวัฒนธรรมไว้ในงานแปลเพ่ือให้ผู้อ่าน

ได้สัมผัสกับวัฒนธรรมอ่ืนอย่างแท้จริง ซ่ึงกลยุทธน้ีสอดคล้องกับ Berman (2021) ท่ีกล่าวว่า การแปลไม่ใช่แค่การ

ถ่ายทอดความหมาย แต่การแปลต้องเคารพรูปแบบเดิม (form) เพ่ือรักษาความเป็นต่างชาติของต้นฉบับ 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) ช่ือบุคคลและตัวละคร 

 การทับศัพท์ช่ือบุคคลและตัวละครเป็นการรักษาความเป็นไทยในระดับท่ีลึกซ้ึงท่ีสุดเน่ืองจากช่ือไม่ใช่เพียง

ป้ายช่ือเท่าน้ันแต่มักสะท้อนความเช่ือ ค่านิยม และภูมิหลังทางสังคมของเจ้าของช่ือ 
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ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 24): นางนวลทองสําลีศรีมาลา 

ฉบับแปลภาษาอังกฤษ (หน้า 14): Nang Nuan Thong Samlee Sri Mala 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 114): พ่อศรีศรัทธา นางนวลทองสําลี แม่ศรีมาลา พ่อเทพสิงหรณ์ 

ฉบับแปลภาษาอังกฤษ (หน้า 73): Pho Sri Sattha, Nang Nual Thong Samlee, Mae Sri Mala, Pho 

             Thep Singhon 

 ในการทับศัพท์ช่ือบุคคลและตัวละคร เช่น "นางนวลทองสําลีศรีมาลา" เป็น "Nang Nuan Thong Samlee 

Sri Mala" ผู้แปลต้องเจอกับความท้าทายหลายอย่าง ความท้าทายแรกคือการจัดการกับความยาวและความซับซ้อน

ของช่ือในวัฒนธรรมไทยช่ือท่ียาวและมีองค์ประกอบหลายส่วนมักส่ือถึงความมีเกียรติ สถานะทางสังคม หรือ

คุณลักษณะเฉพาะ การรักษาความยาวและความซับซ้อนน้ีไว้ช่วยส่ือสารลักษณะเหล่าน้ีให้ผู้อ่านได้รับรู้ การทับศัพท์ 

"นาง" เป็น "Nang" ก็เป็นการตัดสินใจท่ีสําคัญ ผู้แปลสามารถเลือกแปลเป็น "Lady" หรือ "Mrs." แต่การใช้ "Nang" ช่วย

รักษาความเป็นเอกลักษณ์ของคําเรียกขานในวัฒนธรรมไทยในสมัยโบราณ "นาง" ในบริบทของวรรณกรรมไทยมี

ความหมายท่ีกว้างกว่าคําเรียกขานท่ัวไป มีนัยของความเป็นหญิงท่ีมีเกียรติและสถานะ การทับศัพท์จึงช่วยรักษา

ความหมายเชิงวัฒนธรรมน้ีไว้ เช่นเดียวกันกับ "พ่อศรีศรัทธา" ท่ีถูกทับศัพท์เป็น "Pho Sri Sattha" การใช้ "Pho" แทน

การแปลเป็น "Father" หรือ "Mr." ช่วยรักษาความเป็นเอกลักษณ์ของคําเรียกขานท่ีมีความหมายเฉพาะในวัฒนธรรม

ไทย "พ่อ" ในบริบทน้ีไม่ได้หมายถึงความสัมพันธ์ทางครอบครัว แต่เป็นคําเรียกขานท่ีแสดงความเคารพต่อผู้ชายท่ีมีอายุ

หรือสถานะ 

 2) ช่ือสถานท่ีและภูมิศาสตร์ 

 การทับศัพท์ช่ือสถานท่ีช่วยรักษาความเช่ือมโยงกับภูมิศาสตร์และวัฒนธรรมท้องถ่ิน ทําให้ผู้อ่านสามารถ

ติดตามเส้นทางและสถานท่ีในโลกแห่งความเป็นจริงได้ 

ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 25): เกาะสีชัง 

ฉบับแปลภาษาอังกฤษ (หน้า 14): Koh Si Chang 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 123): เขาพับผ้า 

ฉบับแปลภาษาอังกฤษ (หน้า 79): Phab Pha mountain 

 การทับศัพท์ช่ือสถานท่ี เช่น "เกาะสีชัง" เป็น "Koh Si Chang" และ "เขาพับผ้า" เป็น "Phab Pha mountain" 

เป็นกลยุทธ์ท่ีแตกต่างกันตามบริบท สําหรับ "เกาะสีชัง" ผู้แปลใช้การทับศัพท์แบบเต็มเน่ืองจากเป็นช่ือเกาะท่ีมีช่ือเสียง

และเป็นท่ีรู้จัก การรักษา "Koh" ไว้ช่วยให้ผู้อ่านเข้าใจว่าเป็นเกาะ ขณะเดียวกันก็รักษาความเป็นเอกลักษณ์ของช่ือไว้ 

ในกรณีของ "เขาพับผ้า" การทับศัพท์เป็น "Phab Pha mountain" เป็นการผสมผสานระหว่างการทับศัพท์และการ
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แปล ผู้แปลเลือกทับศัพท์ช่ือเฉพาะ "พับผ้า" แต่เพ่ิมคํา "mountain" เพ่ือให้ผู้อ่านเข้าใจลักษณะทางภูมิศาสตร์ เพ่ือ

สร้างสมดุลระหว่างการรักษาเอกลักษณ์และการให้ข้อมูลท่ีจําเป็นแก่ผู้อ่าน 

 3) ช่ือการแสดงและศิลปวัฒนธรรม 

 การทับศัพท์ช่ือศิลปะการแสดงเป็นการรักษามรดกทางวัฒนธรรมท่ีไม่สามารถแปลความหมายได้อย่าง

ครบถ้วน 

ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 1): โนรา 

ฉบับแปลภาษาอังกฤษ (หน้า 1): Nora 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 105): โนราโรงครู 

ฉบับแปลภาษาอังกฤษ (หน้า 79): Nora Rong Khru 

 การทับศัพท์ "โนรา" เป็น "Nora" เป็นการตัดสินใจท่ีมีผลกระทบสูงต่อการรับรู้ของผู้อ่าน เพราะ "โนรา" เป็น

ช่ือของศิลปะการแสดงท่ีเฉพาะเจาะจงและไม่มีส่ิงท่ีเทียบเคียงได้ในวัฒนธรรมตะวันตก การแปลเป็น "Southern Thai 

folk dance-drama" หรือคําอธิบายท่ีคล้ายกันจะทําให้สูญเสียความเป็นเอกลักษณ์และอาจสร้างความเข้าใจผิดว่า

เป็นศิลปะแบบเดียวกับท่ีมีในวัฒนธรรมอ่ืน การทับศัพท์ "โนราโรงครู" เป็น "Nora Rong Khru" เพ่ือแสดงให้เห็นถึง

การขยายหลักการเดียวกันไปยังช่ือเฉพาะท่ีซับซ้อนกว่า "โรงครู" เป็นแนวคิดท่ีเฉพาะเจาะจงในบริบทของการแสดง

ไทย หมายถึงการแสดงหรือพิธีกรรมท่ีเก่ียวข้องกับการเคารพครู การทับศัพท์ช่วยรักษาความเป็นหน่วยเดียวของ

แนวคิดน้ีไว้ 

 4) คําเฉพาะทางศาสนาและวัฒนธรรม 

 การทับศัพท์คําเฉพาะทางศาสนาและวัฒนธรรมช่วยรักษาความศักด์ิสิทธ์ิและความลึกซ้ึงทางจิตวิญญาณ 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 123): ทวดหลักเขต 

ฉบับแปลภาษาอังกฤษ (หน้า 80): Thuat Lak Khet 

 การทับศัพท์ "ทวดหลักเขต" เป็น "Thuat Lak Khet" เป็นการจัดการกับแนวคิดทางศาสนาและความเช่ือท่ี

ซับซ้อน "ทวดหลักเขต" เป็นแนวคิดเฉพาะในความเช่ือพ้ืนบ้านไทยท่ีรวมเอาองค์ประกอบของความเช่ือเร่ืองผีบรรพ

บุรุษ การปกป้องอาณาเขต และพิธีกรรมทางศาสนา การพยายามแปลหรืออธิบายด้วยคําอ่ืนอาจทําให้เกิดการลดทอน

หรือการบิดเบือนความหมาย การทับศัพท์ในกรณีน้ีช่วยรักษาความสมบูรณ์ของแนวคิดไว้ ขณะเดียวกันก็เปิดโอกาสให้

มีการอธิบายเพ่ิมเติมในเน้ือหาหรือเชิงอรรถซ่ึงจะช่วยให้ผู้อ่านเข้าใจความหมายและความสําคัญได้อย่างลึกซ้ึงกว่าการ

แปลแบบย่อ ๆ 

 ผู้แปลมองว่าการใช้การทับศัพท์อย่างสม่ําเสมอตลอดท้ังเอกสารสร้างประสบการณ์การอ่านท่ีเป็นเอกลักษณ์ 

ผู้อ่านจะรู้สึกเหมือนได้เข้าไปสู่โลกของวัฒนธรรมไทยโดยตรงแทนท่ีจะอ่านเก่ียวกับวัฒนธรรมไทยผ่านมุมมองของ

วัฒนธรรมตะวันตก การสะสมของคําทับศัพท์สร้างบรรยากาศและความรู้สึกของความเป็นไทยท่ีแท้จริง อย่างไรก็ตาม 
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ผู้แปลก็ตระหนักว่าการทับศัพท์อาจสร้างอุปสรรคสําหรับผู้อ่านบางกลุ่ม คําทับศัพท์อาจยากต่อการออกเสียงหรือการ

จําและอาจทําให้ผู้อ่านรู้สึกห่างเหิน ผู้แปลจึงต้องใช้การทับศัพท์อย่างมีดุลยพินิจ และมักจะต้องสนับสนุนด้วยการ

อธิบายหรือบริบทเพ่ิมเติม ในการแปลหนังสือเล่มน้ีผู้แปลรักษาความสม่ําเสมอโดยการทับศัพท์คําเดียวกันด้วยวิธีเดียว 

กันตลอดท้ังเอกสารเพ่ือสร้างความคุ้นเคยและความเช่ือม่ันให้กับผู้อ่าน และผู้แปลพิจารณาความสําคัญทางวัฒนธรรม 

คําท่ีมีความสําคัญสูงต่อการเข้าใจวัฒนธรรมควรได้รับการทับศัพท์ในขณะท่ีคําท่ีมีความสําคัญน้อยกว่าอาจใช้การแปล

หรือการอธิบาย  

สรุป 

 การทับศัพท์น้ันมีความสําคัญเป็นพิเศษในการแปลเอกสารข้ามวัฒนธรรมเน่ืองจากช่วยเช่ือมระหว่างสอง

วัฒนธรรมโดยไม่ทําลายความเป็นเอกลักษณ์ของวัฒนธรรมต้นฉบับ การทับศัพท์เป็นวิธีนําเสนอวัฒนธรรมอ่ืนในแง่มุม

ท่ีเป็นบวกโดยเชิญชวนให้ผู้อ่านเข้ามาเรียนรู้และเข้าใจแทนการทําให้วัฒนธรรมน้ันดูคล้ายกับวัฒนธรรมของตนเอง ใน

โลกท่ีมีความหลากหลายทางวัฒนธรรม การทับศัพท์ช่วยส่งเสริมความเข้าใจและความเคารพระหว่างวัฒนธรรม การ

รักษาช่ือเฉพาะ แนวคิดเฉพาะ และคําศัพท์เฉพาะไว้ในรูปแบบด้ังเดิมช่วยให้ผู้อ่านตระหนักถึงความซับซ้อนและความ

งดงามของวัฒนธรรมอ่ืน การทับศัพท์เป็นเคร่ืองมือท่ีมีพลังในการแปลข้ามวัฒนธรรม สามารถสร้างประสบการณ์การ

อ่านท่ีอุดมไปด้วยความหมายและความเป็นเอกลักษณ์ ในการแปลหนังสือเก่ียวกับโนราน้ี การทับศัพท์ได้ช่วยรักษา

ความเป็นไทยไว้ในงานแปล ทําให้ผู้อ่านได้สัมผัสกับความงดงามและความซับซ้อนของวัฒนธรรมไทยอย่างแท้จริง การ

ทับศัพท์จึงไม่ได้เป็นเพียงเทคนิคการแปล แต่เป็นการตัดสินใจเชิงปรัชญาเก่ียวกับวิธีการนําเสนอและเคารพวัฒนธรรม

อ่ืนในงานแปล 

 3. การเทียบเคียงวัฒนธรรม (Cultural Equivalence) 

 การเทียบเคียงวัฒนธรรมเป็นกลวิธีการแปลท่ีมีความซับซ้อนและต้องอาศัยความเข้าใจลึกซ้ึงในท้ังสอง

วัฒนธรรม ตามแนวคิดของ Newmark (1988) การเทียบเคียงวัฒนธรรมคือการแทนท่ีองค์ประกอบทางวัฒนธรรมใน

ข้อความต้นฉบับด้วยองค์ประกอบท่ีมีผลกระทบคล้ายคลึงกันในวัฒนธรรมของผู้อ่าน ขณะท่ี Baker (2018) เสนอว่า

การเทียบเคียงน้ีไม่ใช่การหาความเหมือนท่ีสมบูรณ์แบบ แต่เป็นการหาจุดร่วมท่ีสามารถส่ือสารความหมายและความ 

รู้สึกได้ใกล้เคียงกัน หลักการสําคัญของการเทียบเคียงวัฒนธรรมคือการคํานึงถึงผลกระทบทางวัฒนธรรมมากกว่าการ

แปลตามตัวอักษร กลวิธีการแปลน้ีมุ่งเน้นให้ผู้อ่านปลายทางได้รับประสบการณ์และความเข้าใจท่ีใกล้เคียงกับผู้อ่านใน

วัฒนธรรมต้นฉบับ 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การเทียบเคียงแนวคิดทางศาสนา 

 การเทียบเคียงแนวคิดทางศาสนาเป็นหน่ึงในความท้าทายท่ีย่ิงใหญ่ท่ีสุดในการแปลข้ามวัฒนธรรม เน่ืองจาก

แนวคิดทางศาสนามักมีความซับซ้อนและเฉพาะเจาะจงสูง 
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ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 3): โนราเป็นการรําเพ่ือบูชาเทพเจ้าคือ พระอิศวร พระนารายณ์ และพระ 

        พรหมในศาสนาพราหมณ์ 

ฉบับแปลภาษาอังกฤษ (หน้า 2): Nora is a traditional dance performed to honor the gods  

                    Shiva, Vishnu, and Brahma in Brahmanism. 

 ในการแปล "โนราเป็นการรําเพ่ือบูชาเทพเจ้าคือ พระอิศวร พระนารายณ์ และพระพรหมในศาสนาพราหมณ์" 

เป็น "Nora is a traditional dance performed to honor the gods Shiva, Vishnu, and Brahma in 

Brahmanism" ผู้แปลได้ใช้กลวิธีการเทียบเคียง จากอาศัยความเข้าใจว่าผู้อ่านภาษาอังกฤษส่วนใหญ่คุ้นเคยกับช่ือ 

เทพเจ้าเหล่าน้ีในรูปแบบภาษาสันสกฤตมากกว่าการทับศัพท์จากภาษาไทย การแปล "พระอิศวร" เป็น "Shiva" แม้ว่า 

"พระอิศวร" จะเป็นการเรียกขานแบบไทยท่ีมีความเคารพและความเป็นทางการ แต่ "Shiva" เป็นช่ือท่ีผู้อ่านสากลรู้จัก

และเข้าใจ การใช้ช่ือน้ีช่วยให้ผู้อ่านสามารถเช่ือมโยงกับความรู้ท่ีมีอยู่เก่ียวกับเทพเจ้าองค์น้ีและเข้าใจบทบาทและ

ความ สําคัญในบริบทของการแสดงโนรา เช่นเดียวกันกับ "พระนารายณ์" และ "พระพรหม" ท่ีผู้แปลแปลเป็น "Vishnu" 

และ "Brahma" การแปลแบบน้ีไม่เพียงแต่ช่วยให้ผู้อ่านเข้าใจได้ง่าย แต่ยังช่วยให้เข้าใจถึงความเช่ือมโยงระหว่างโนรา

และระบบความเช่ือท่ีกว้างขวางกว่า ซ่ึงอาจไม่ชัดเจนหากใช้การทับศัพท์ คําว่า "ศาสนาพราหมณ์" ก็ถ่ายทอดเป็น 

"Brahmanism" ซ่ึงคําน้ีเป็นการเทียบเคียงท่ีต้องใช้ความระมัดระวัง เพราะคําว่า "Brahmanism" ในภาษาอังกฤษมี

ความหมายเฉพาะเจาะจงและอาจแตกต่างจากความเข้าใจของ "ศาสนาพราหมณ์" ในบริบทไทย อย่างไรก็ตาม การ

เลือกคําน้ีช่วยให้ผู้อ่านเข้าใจว่าเป็นระบบความเช่ือท่ีเก่ียวข้องกับธรรมเนียมปฏิบัติของชนช้ันพราหมณ์ 

ตัวอย่างจากบทท่ี 4: 

ต้นฉบับภาษาไทย (หน้า 155): วันพระหรือวันธรรมะสวนะ 

ฉบับแปลภาษาอังกฤษ (หน้า 98): Buddhist holy days 

 การแปล "วันพระหรือวันธรรมะสวนะ" เป็น "Buddhist holy days เป็นการใช้การเทียบเคียงวัฒนธรรมใน

ระดับท่ีซับซ้อนเพราะผู้แปลต้องจัดการแนวคิดท่ีมีความเฉพาะเจาะจงในพุทธศาสนาไทยและหาวิธีส่ือสารให้ผู้อ่านท่ี

อาจมีพ้ืนฐานทางศาสนาท่ีแตกต่างกันเข้าใจ การใช้ "Buddhist holy days" เป็นการเทียบเคียงท่ีกว้างและปลอดภัย

ช่วยให้ผู้อ่านเข้าใจว่าเป็นวันท่ีมีความสําคัญทางศาสนา  

 2) การเทียบเคียงสถานะทางสังคม 

 การเทียบเคียงสถานะทางสังคมเป็นความท้าทายสําคัญเน่ืองจากโครงสร้างทางสังคมแต่ละวัฒนธรรมมีความ

แตกต่างกัน 

ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 29): สถานะทางสังคมของโนราใหญ่ จัดว่าเป็น "ผู้นําท่ีไม่เป็นทางการของ 

              ชุมชน" 
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ฉบับแปลภาษาอังกฤษ (หน้า 17): The social status of a chief Nora is regarded as an   

    "informal leader of the community." 

 จากแนวคิดเร่ืองภาวะผู้นําท่ีมีลักษณะเฉพาะในสังคมไทย การแปล "โนราใหญ่" เป็น "chief Nora" เป็นการ

เทียบเคียงท่ีช่วยให้ผู้อ่านเข้าใจลําดับข้ันและความสําคัญทางสังคม คําว่า "Chief" ในภาษาอังกฤษส่ือถึงผู้นําท่ีมีอํานาจ

และความรับผิดชอบซ่ึงสอดคล้องกับบทบาทของ "โนราใหญ่" ในชุมชน การรักษาวลี "ผู้นําท่ีไม่เป็นทางการของชุมชน" 

เป็น "informal leader of the community" ช่วยให้ผู้อ่านเข้าใจความซับซ้อนของบทบาทน้ี แนวคิดของ "informal 

leader" เป็นท่ีเข้าใจในวัฒนธรรมตะวันตก หมายถึงผู้ท่ีมีอิทธิพลและความเคารพจากชุมชนแต่ไม่ได้รับการแต่งต้ัง

อย่างเป็นทางการจากรัฐบาลหรือสถาบันอ่ืน 

 3) การเทียบเคียงหน่วยวัด: การรักษาสัดส่วนและความหมาย 

 การเทียบเคียงหน่วยวัดเป็นกรณีท่ีดูเหมือนจะง่ายแต่จริง ๆ แล้วมีความซับซ้อนในเร่ืองของบริบททาง

วัฒนธรรม 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 62): เขตเมืองอุดรบิญจากว้างถึงห้าร้อยพันวา 

ฉบับแปลภาษาอังกฤษ (หน้า 38): a city called Udon Binja, which stretched five hundred  

             thousand fathoms in width. 

 การแปล "เขตเมืองอุดรบิญจากว้างถึงห้าร้อยพันวา" เป็น "a city called Udon Binja, which stretched 

five hundred thousand fathoms in area" เป็นความท้าทายในการจัดการกับหน่วยวัดท่ีเฉพาะเจาะจง ผู้แปล

ตัดสินใจระหว่างการแปลงเป็นหน่วยวัดสากล การทับศัพท์ หรือการหาหน่วยวัดท่ีเทียบเคียงได้ ผู้แปลตัดสินใจแปล 

"วา" เป็น "fathoms" เพราะ "fathom" เป็นหน่วยวัดแบบด้ังเดิมท่ีใช้วัดความลึกหรือความยาวโดยเฉพาะในบริบท

ทางทะเล มีค่าเท่ากับประมาณ 6 ฟุตหรือใกล้เคียงกับ "วา" ท่ีมีค่าประมาณ 2 เมตร การใช้ "fathoms" แทนการ

แปลงเป็น "meters" หรือ "yards" จะช่วยรักษาความรู้สึกของการวัดแบบด้ังเดิมและเหมาะสมกับบริบทของ

วรรณกรรมไทย และยังช่วยรักษาความรู้สึกของความย่ิงใหญ่และความเป็นนิทานท่ีอยู่ในต้นฉบับ "Five hundred 

thousand fathoms" ฟังดูย่ิงใหญ่และน่าประทับใจ เหมาะสมกับลักษณะของวรรณกรรมท่ีมีการพรรณนาถึงเมืองใน

นิทาน 

สรุป 

 การใช้การเทียบเคียงวัฒนธรรมมีข้อดีหลายอย่าง อย่างแรก ผู้อ่านสามารถเข้าใจเน้ือหาได้อย่างรวดเร็วและมี

ประสิทธิภาพมากข้ึนเน่ืองจากสามารถเช่ือมโยงกับความรู้และประสบการณ์ท่ีมีอยู่แล้ว การท่ีผู้อ่านเข้าใจว่า "Shiva" 

เป็นใครจะช่วยให้พวกเขาเข้าใจบทบาทและความสําคัญของการบูชาในโนราได้ดีข้ึน อย่างท่ีสอง การเทียบเคียงช่วย

สร้างสะพานเช่ือมระหว่างสองวัฒนธรรม ผู้อ่านจะเร่ิมเห็นความคล้ายคลึงและจุดเช่ือมต่อระหว่างวัฒนธรรมไทยและ

วัฒนธรรมท่ีพวกเขาคุ้นเคย ส่ิงน้ีช่วยลดความรู้สึกแปลกแยกและเพ่ิมความสนใจในการเรียนรู้เพ่ิมเติม อย่างท่ีสาม การ

เทียบเคียงท่ีเหมาะสมช่วยให้ผู้อ่านเข้าใจบริบททางสังคมและวัฒนธรรมท่ีกว้างขวางข้ึน เม่ือเข้าใจว่า "โนราใหญ่" เป็น 
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"informal leader" ผู้อ่านจะเข้าใจโครงสร้างทางสังคมและความสําคัญของศิลปะการแสดงในชุมชนไทยได้ดีข้ึน ดังน้ัน 

การเทียบเคียงวัฒนธรรมเป็นเคร่ืองมือท่ีมีค่าในการแปลข้ามวัฒนธรรมเพราะสามารถสร้างความเข้าใจระหว่าง

วัฒนธรรมและทําให้เน้ือหาเข้าถึงผู้อ่านได้ดีข้ึน  

 4. การปรับโครงสร้างภาษา/การเปลี่ยนชนิดคํา (Transposition) 

 การปรับโครงสร้างภาษาเป็นกลวิธีท่ีต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับธรรมชาติของท้ังภาษาต้นฉบับและ

ภาษาปลายทาง ในการแปลหนังสือเก่ียวกับโนราเล่มน้ี ผู้แปลได้ประยุกต์ใช้แนวคิดของ Vinay and Darbelnet 

(2000) โดยตระหนักว่าการปรับโครงสร้างไม่ได้เป็นเพียงการจัดการกับปัญหาไวยากรณ์แต่เป็นการสร้างสรรค์วิธีการ

ส่ือสารท่ีเป็นธรรมชาติและมีประสิทธิภาพในภาษาปลายทาง หลักการสําคัญท่ีผู้แปลใช้ในการตัดสินใจปรับโครงสร้าง

คือ การเข้าใจว่าภาษาไทยและภาษาอังกฤษมีแบบแผนในการจัดระเบียบข้อมูลและการแสดงความสัมพันธ์ระหว่าง

แนวคิดท่ีแตกต่างกัน การยึดติดกับโครงสร้างของภาษาไทยอาจจะทําให้งานแปลออกมาดูไม่เป็นธรรมชาติ หรือถ้า

ปรับเปล่ียนมากเกินไปก็อาจทําให้สูญเสียลีลาหรือความหมายเชิงลึกของต้นฉบับ การปรับโครงสร้างต้องมีเป้าหมายท่ี

ชัดเจนคือการทําให้การส่ือสารมีประสิทธิภาพมากข้ึนโดยไม่เปล่ียนแปลงความหมายหลักหรือเจตนาของผู้เขียน  

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การปรับเปล่ียนตําแหน่งของคําขยายและโครงสร้างประโยค 

 การปรับเปล่ียนตําแหน่งของคําขยายเป็นการปรับโครงสร้างท่ีพบได้บ่อยในการแปลระหว่างภาษาไทยและ

ภาษาอังกฤษเน่ืองจากท้ังสองภาษามีรูปแบบการวางคําขยายท่ีแตกต่างกัน 

ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 23): ฝ่ายนายไชชายกระทาเม่ือรู้ความว่าจะต้องราชทัณฑ์จึงไหวตัวทันเลยหนีไปเสีย 

ฉบับแปลภาษาอังกฤษ (หน้า 14): Mr. Chai Chay Kratha, realizing he was about to face punishment, 

            quickly escaped. 

ในต้นฉบับภาษาไทย โครงสร้างเป็นไปตามรูปแบบ [ประธาน] + [เหตุการณ์แทรก] + [กริยาหลัก] 

"ฝ่ายนายไชชายกระทา" (ประธาน) 

"เม่ือรู้ความว่าจะต้องราชทัณฑ์" (อนุประโยคแสดงเหตุ) 

"จึงไหวตัวทันเลยหนีไปเสีย" (กริยาหลัก) 

ในฉบับแปลภาษาอังกฤษ โครงสร้างเป็นไปตามรูปแบบ [ประธาน] + [participle phrase] + [กริยาหลัก] 

"Mr. Chai Chay Kratha" (ประธาน) 

"realizing he was about to face punishment" (participle phrase) 

"quickly escaped" (กริยาหลัก) 
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 ในการแปล "ฝ่ายนายไชชายกระทาเม่ือรู้ความว่าจะต้องราชทัณฑ์จึงไหวตัวทันเลยหนีไปเสีย" เป็น "Mr. Chai 

Chay Kratha, realizing he was about to face punishment, quickly escaped" ผู้แปลใช้การปรับโครงสร้างใน

หลายระดับเพ่ือให้งานแปลมีความชัดเจนและเป็นธรรมชาติในภาษาอังกฤษ การปรับเปล่ียนท่ีสําคัญคือการจัดระเบียบ

ข้อมูลใหม่ในต้นฉบับ การกล่าวถึง "ฝ่ายนายไชชายกระทา" มาก่อน ตามด้วยสาเหตุ "เม่ือรู้ความว่าจะต้องราชทัณฑ์" 

และผลลัพธ์ "จึงไหวตัวทันเลยหนีไปเสีย" ในงานแปล ผู้แปลได้จัดระเบียบใหม่โดยเร่ิมต้นด้วยตัวละคร ตามด้วยสาเหตุ

ในรูปแบบ participial phrase และจบด้วยการกระทํา การใช้ "realizing he was about to face punishment" 

แทนการแปลตรงตัวว่า "when he knew that he would be punished" ช่วยทําให้ประโยคกระชับและมีความเป็น

ธรรมชาติมากข้ึน การใช้ participial phrase เป็นรูปแบบท่ีนิยมในภาษาอังกฤษเพ่ือแสดงความสัมพันธ์เชิงเหตุผลและ

ช่วยให้การอ่านล่ืนไหล การแปล "ไหวตัวทันเลยหนีไปเสีย" เป็น "quickly escaped" ก็เป็นการปรับโครงสร้างท่ีสําคัญ 

เพราะแทนท่ีจะพยายามรักษาทุกองค์ประกอบของต้นฉบับ ผู้แปลเอาแต่แก่นใจของการกระทํามาโดยใช้ "quickly 

escaped" ท่ีส่ือถึงความรวดเร็วและการหลบหนีซ่ึงครอบคลุมความหมายของ "ไหวตัวทัน" (ตอบสนองอย่างรวดเร็ว) 

และ "หนีไปเสีย" (หลบหนีไป) 

 2) การรวมและแยกประโยคเพ่ือประสิทธิภาพการส่ือสาร 

 การรวมและแยกประโยคเป็นกลวิธีท่ีผู้แปลใช้เพ่ือปรับให้เหมาะกับบรรทัดฐานการเขียนของภาษาปลายทาง 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 60): การประกอบพิธีกรรมต้ังบ้านต้ังเมืองใช้พ้ืนท่ีกลางโรงโนรา โดยโนรา 

          ใหญ่น่ังบนสาดคล้า 

ฉบับแปลภาษาอังกฤษ (หน้า 37): The Announcement ritual takes place in the center of  

    the Nora pavilion. The chief Nora sits on Sad Khla (a mat) 

 การแปล "การประกอบพิธีกรรมต้ังบ้านต้ังเมืองใช้พ้ืนท่ีกลางโรงโนรา โดยโนราใหญ่น่ังบนสาดคล้า" เป็นการ

ปรับโครงสร้างในรูปแบบการแยกประโยค ต้นฉบับนําเสนอข้อมูลในประโยคเดียวท่ีมีข้อมูลหลายช้ิน ส่วนงานแปลแยก

เป็นสองประโยคคือ "The Announcement ritual takes place in the center of the Nora pavilion. The chief 

Nora sits on Sad Khla (a mat)" การตัดสินใจแยกประโยคมาจากการวิเคราะห์ว่าข้อมูลในต้นฉบับมีสองประเด็นหลัก

คือ สถานท่ีจัดพิธีและตําแหน่งของโนราใหญ่ ในภาษาอังกฤษการนํา เสนอข้อมูลสองประเด็นในประโยคเดียวอาจทําให้

เกิดความสับสนโดยเฉพาะเม่ือมีการใช้ preposition และ participial phrases หลายตัว ประโยคแรก "The 

Announcement ritual takes place in the center of the Nora pavilion" ให้ข้อมูลหลักเก่ียวกับสถานท่ีจัดพิธี 

ประโยคท่ีสอง "The chief Nora sits on Sad Khla (a mat)" ให้รายละเอียดเก่ียวกับการจัดตําแหน่งของบุคคลสําคัญ 

การแยกน้ีช่วยให้ผู้อ่านสามารถประมวลข้อมูลได้ง่ายข้ึนและสร้างภาพในใจได้ชัดเจนกว่า การแปล "ต้ังบ้านต้ังเมือง" 

เป็น "Announcement ritual" เป็นการปรับโครงสร้างท่ีสําคัญเช่นกัน ผู้แปลเลือกใช้ช่ือท่ีสามารถอธิบายหน้าท่ีและ

ลักษณะของพิธีกรรมแทน ท่ีจะแปลตรงตัวซ่ึงอาจไม่มีความหมายในภาษาอังกฤษ  
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 3) การเปล่ียนประเภทคําเพ่ือความเป็นธรรมชาติ 

 การแปล "โนราในสมัยก่อนนิยมเล่นเร่ืองน้ีกันมาก จึงเรียกตัวละครท่ีเล่นเป็นพรานว่า 'พรานบุญ'" เป็น "It is 

presumed that the traditional Nora previously included many performances of this story, leading to 

the character being called 'Pran Boon'" เป็นการปรับโครงสร้างท่ีซับซ้อนและมีหลายมิติ การเปล่ียนจาก "นิยม

เล่น" (กริยา) เป็น "included many performances" (คํานาม + คํานาม) เป็นการปรับโครงสร้างท่ีสําคัญ ในภาษาไทย

คําว่า "นิยมเล่น" ส่ือถึงความช่ืนชอบในการแสดง แต่ในภาษาอังกฤษการใช้ "included many performances" 

ส่ือสารความหมายเดียวกันได้อย่างเป็นธรรมชาติและมีความเป็นทางการมากกว่า และการใช้ "It is presumed 

that..." แทนการเร่ิมต้นด้วย "โนราในสมัยก่อน" เป็นการปรับโครงสร้างเพ่ือให้สอดคล้องกับรูปแบบการเขียนเชิง

วิชาการในภาษาอังกฤษ รูปแบบน้ีช่วยแสดงให้เห็นว่าข้อมูลท่ีนําเสนอเป็นการอนุมานจากหลักฐานท่ีมี ไม่ใช่ข้อเท็จจริง

ท่ีแน่นอน 

ตัวอย่างจากบทท่ี 3:  

ต้นฉบับภาษาไทย (หน้า 190): ในปัจจุบันมีการพัฒนาปรับปรุงการรําเป็นแบบหมู่คณะเรียกว่า 'การ 

              รําชุด' โดยใช้นางรําจํานวน 5-9 คน ต่อการแสดง 1 ฉาก 

ฉบับแปลภาษาอังกฤษ (หน้า 120): In the present day, the Nora dance has evolved into a    

     group performance known as "Group Dance," which 5- 

     9 dancers perform together in each scene. 

 การแปล "ในปัจจุบันมีการพัฒนาปรับปรุงการรําเป็นแบบหมู่คณะเรียกว่า 'การรําชุด' โดยใช้นางรําจํานวน 5-

9 คน ต่อการแสดง 1 ฉาก" เป็น "In the present day, the Nora dance has evolved into a group performance 

known as 'Group Dance,' where 5-9 dancers perform together in each scene" เป็นการปรับโครงสร้างเพ่ือ

ความชัดเจนและความเป็นธรรมชาติ ซ่ึงมีการปรับโครงสร้างดังน้ี 

การเปล่ียนโครงสร้างประธาน 

ต้นฉบับ: "มีการพัฒนาปรับปรุง" (โครงสร้างไม่มีประธานชัดเจน) 

งานแปล: "the Nora dance has evolved" (ประธานชัดเจน + กริยา active voice) 

การเปล่ียนประเภทคําสําคัญ 

"การพัฒนาปรับปรุง" (คํานามแสดงการกระทํา) → "has evolved" (กริยาแสดงการเปล่ียนแปลง) 

"การรํา" (คํานาม) → "dance" (คํานามท่ีใช้เป็นประธาน) 

"โดยใช้" (วิธีการ) → "where" (อนุประโยคคุณศัพท์) 

การปรับโครงสร้างข้อมูล 

- ต้นฉบับแยกข้อมูลเป็นหลายส่วน 

- งานแปลรวมข้อมูลให้เป็นประโยคท่ีมีความต่อเน่ือง 
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 การเปล่ียนจาก "มีการพัฒนาปรับปรุง" เป็น "has evolved" เป็นการปรับโครงสร้างท่ีสําคัญเพราะการใช้ 

"has evolved" เป็นการใช้ present perfect tense ท่ีเหมาะสมกับการอธิบายการเปล่ียนแปลงท่ีเกิดข้ึนในอดีตและ

มีผลต่อปัจจุบัน นอกจากน้ี "evolved" ยังมีนัยของการพัฒนาอย่างเป็นธรรมชาติและต่อเน่ือง นอกจากน้ี การจัด

ระเบียบข้อมูลใหม่โดยใช้ "where" clause ก็ช่วยให้รายละเอียดเก่ียวกับจํานวนนักแสดงมีความเช่ือมโยงท่ีชัดเจนกับ

แนวคิดหลัก และการใช้ "where 5-9 dancers perform together in each scene" ช่วยให้ผู้อ่านเข้าใจความสัมพันธ์

ระหว่างจํานวนนักแสดงและรูปแบบการแสดงได้ดีกว่าการแปลตรงตัว 

สรุป 

 การใช้การปรับโครงสร้างช่วยให้งานแปลมีความเป็นธรรมชาติและล่ืนไหลในภาษาอังกฤษ ผู้อ่านอ่านได้อย่าง

ต่อเน่ืองโดยไม่รู้สึกว่าเป็นงานแปลซ่ึงช่วยให้การส่ือสารมีประสิทธิภาพมากข้ึนและช่วยให้ผู้อ่านเข้าใจเน้ือหาได้ง่ายและ

รวดเร็วข้ึน การจัดระเบียบข้อมูลใหม่และการใช้โครงสร้างท่ีเหมาะสมกับภาษาอังกฤษช่วยลดภาระในการประมวลผล

ของผู้อ่านและช่วยรักษาเจตนาและความหมายของต้นฉบับไว้แม้ว่ารูปแบบจะเปล่ียนไปแต่แก่นใจของข้อมูลและความ 

สัมพันธ์ระหว่างแนวคิดต่าง ๆ ยังคงถูกถ่ายทอดได้อย่างครบถ้วน การปรับโครงสร้างภาษาเป็นเคร่ืองมือท่ีมีพลังในการ

แปลข้ามวัฒนธรรมเพราะช่วยสร้างงานแปลท่ีเป็นธรรมชาติ ชัดเจนและมีประสิทธิภาพ  

 5. การขยายความ (Amplification) 

 การขยายความเป็นการเพ่ิมรายละเอียดท่ีไม่ได้ระบุในต้นฉบับเพ่ือช่วยให้ผู้อ่านในภาษาปลายทางเข้าใจได้ดี

ย่ิงข้ึน เป็นกลวิธีท่ีต้องอาศัยความรอบคอบและดุลยพินิจสูง ในการแปลหนังสือเล่มน้ีผู้แปลได้ประยุกต์ใช้แนวคิดของ 

Vinay & Darbelnet (2000) โดยตระหนักว่าการขยายความไม่ได้เป็นการเพ่ิมข้อมูลโดยพลการแต่เป็นการเติมเต็ม

ช่องว่างความเข้าใจท่ีเกิดข้ึนจากความแตกต่างทางวัฒนธรรมและบริบท หลักการสําคัญท่ีผู้แปลใช้เพ่ือตัดสินใจขยาย

ความ คือการประเมินระดับความรู้และความคาดหวังของผู้อ่านเป้าหมาย ผู้อ่านภาษาอังกฤษท่ีอ่านเก่ียวกับวัฒนธรรม

ไทยมักไม่มีความรู้พ้ืนฐานเก่ียวกับแนวคิด วัตถุ หรือพิธีกรรมท่ีเฉพาะเจาะจง การขยายความจึงเป็นเคร่ืองมือสําคัญใน

การทําให้เน้ือหาเข้าถึงได้และมีความหมาย การขยายความต้องมีเป้าหมายท่ีชัดเจนไม่ใช่การอธิบายทุกส่ิงอย่าง

ละเอียด แต่เป็นการเลือกสรรข้อมูลท่ีจําเป็นเพ่ือให้ผู้อ่านเข้าใจบริบท ความสําคัญ และบทบาทของส่ิงท่ีกําลังกล่าวถึง  

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การเพ่ิมเชิงอรรถ: การอธิบายเชิงลึกโดยไม่รบกวนเน้ือหาหลัก 

 การใช้เชิงอรรถเป็นเคร่ืองมือท่ีมีประสิทธิภาพในการให้ข้อมูลเพ่ิมเติมโดยไม่ทําให้เน้ือหาหลักขาดความล่ืน

ไหล ผู้แปลสามารถคงคําเฉพาะทางวัฒนธรรมไว้ในข้อความหลักแล้วอธิบายรายละเอียดในเชิงอรรถ 

ตัวอย่างจากบทท่ี 1:  

ต้นฉบับภาษาไทย (หน้า 2): นาง 

ฉบับแปลภาษาอังกฤษ (หน้า 2): Nang 
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เชิงอรรถ: Nang in Thai is used as an honorific or a formal title, primarily to refer to a    

   woman of nobility, beauty, or importance. 

 ในการแปลคําว่า "นาง" ผู้แปลเลือกใช้การทับศัพท์เป็น "Nang" แล้วเพ่ิมเชิงอรรถว่า "Nang in Thai is used 

as an honorific or a formal title, primarily to refer to a woman of nobility, beauty, or importance" การ

ใช้เชิงอรรถในกรณีน้ีมีเหตุผลหลายประการ ประการแรก "นาง" เป็นคําท่ีมีความซับซ้อนทางวัฒนธรรมและไม่สามารถ

แปลได้ด้วยคําเดียวในภาษาอังกฤษ การแปลเป็น "Lady" หรือ "Mrs." จะทําให้สูญเสียความหมายเชิงวัฒนธรรมท่ี

สําคัญ ประการท่ีสอง การทับศัพท์โดยไม่มีการอธิบายจะทําให้ผู้อ่านสับสน ประการท่ีสาม การอธิบายในเชิงอรรถช่วย

ให้ผู้อ่านเข้าใจบริบทการใช้งานและความสําคัญของคําน้ี เชิงอรรถน้ีให้ข้อมูลสามอย่างสําคัญ คือลักษณะการใช้งาน 

(คํายกย่องหรือคํานําหน้าท่ีเป็นทางการ) กลุ่มเป้าหมาย (ผู้หญิง) และคุณลักษณะท่ีเก่ียวข้อง (ความสูงศักด์ิ ความงาม 

หรือความสําคัญ) ข้อมูลเหล่าน้ีช่วยให้ผู้อ่านเข้าใจว่าเม่ือเห็นคํา "Nang" ในเน้ือหา พวกเขาจะเข้าใจว่าเป็นการอ้างถึง

สตรีท่ีมีความสําคัญหรือสถานะพิเศษ 

ตัวอย่างจากบทท่ี 2:  

ต้นฉบับภาษาไทย (หน้า 63): เบญจางคประดิษฐ์ 

ฉบับแปลภาษาอังกฤษ (หน้า 39): The Benjangkhapradit bow 

เชิงอรรถ: The Benjangkhapradit bow is a special type of bow that is more beautiful and    

   intricate than a regular bow... 

 การแปล "เบญจางคประดิษฐ์" เป็นการใช้การขยายความในรูปแบบท่ีแตกต่าง ผู้แปลเลือกแปลเป็น "The 

Benjangkhapradit bow" และเพ่ิมเชิงอรรถว่า "The Benjangkhapradit bow is a special type of bow that is 

more beautiful and intricate than a regular bow..." การแปลน้ีก็เพ่ือสร้างสมดุลระหว่างการรักษาเอกลักษณ์

และการให้ข้อมูล  

 2) การเพ่ิมข้อมูลในวงเล็บเพ่ือช้ีแจงทันที 

ตัวอย่างจากบทท่ี 2:  

ต้นฉบับภาษาไทย (หน้า 53): จากน้ันโนราใหญ่นํา "สาดคล้า" มาปูหน้าโรงโนรา 

ฉบับแปลภาษาอังกฤษ (หน้า 33): Following this, the chief Nora will use "Sad Khla (a mat)"  

    to lay out in front of the Nora stage 

ตัวอย่างจากบทท่ี 3:  

ต้นฉบับภาษาไทย (หน้า 101): เฉ้ียนครู 

ฉบับแปลภาษาอังกฤษ (หน้า 47): Chian Khru (a ceremonial object used for rituals) 

 การจัดการกับ "สาดคล้า" ในประโยค "จากน้ันโนราใหญ่นํา 'สาดคล้า' มาปูหน้าโรงโนรา" ผู้แปลเลือกใช้

รูปแบบ "Sad Khla (a mat)" แทนการใช้เชิงอรรถเพราะเหตุผลจากลักษณะของการใช้งาน  กล่าวคือ เม่ือข้อมูลท่ีต้อง

เพ่ิมมีความส้ันและตรงไปตรงมา การใส่ในวงเล็บจะมีประสิทธิภาพมากกว่าการใช้เชิงอรรถ "(a mat)" ให้ข้อมูลพ้ืนฐาน
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ท่ีจําเป็นในการเข้าใจการกระทํา ผู้อ่านสามารถเข้าใจทันทีว่า "สาดคล้า" เป็นอะไรและใช้ทําอะไร การอธิบายน้ีช่วยให้

ผู้อ่านสามารถจินตนาการถึงการกระทําและเข้าใจข้ันตอนในพิธีกรรมได้ดีข้ึน เช่นเดียวกันกับ "เฉ้ียนครู" ท่ีผู้แปล

อธิบายเป็น "Chian Khru (a ceremonial object used for rituals)" การอธิบายให้ข้อมูลสองอย่างสําคัญคือ ลักษณะ

ของวัตถุและการใช้งาน ข้อมูลน้ีช่วยให้ผู้อ่านเข้าใจบริบทและความสําคัญของวัตถุน้ีในพิธีกรรม 

ตัวอย่างจากบทท่ี 3:  

ต้นฉบับภาษาไทย (หน้า 108): วิสุทธิเทวดา ได้แก่ พระปัจเจกพุทธเจ้า 

ฉบับแปลภาษาอังกฤษ (หน้า 69): Sublime Deities, this group includes the Paccekabuddhas  

    (solitary enlightened ones) 

 การแปลกับ "วิสุทธิเทวดา ได้แก่ พระปัจเจกพุทธเจ้า" เป็น "Sublime Deities, this group includes the 

Paccekabuddhas (solitary enlightened ones)" เป็นการใช้การขยายความในระดับท่ีซับซ้อน ผู้แปลต้องแปล

แนวคิดทางศาสนาท่ีมีความเฉพาะเจาะจงสูง การแปล "พระปัจเจกพุทธเจ้า" เป็น "Paccekabuddhas" เป็นการใช้

ศัพท์เทคนิคท่ียอมรับในการศึกษาพุทธศาสตร์ แต่การเพ่ิม "(solitary enlightened ones)" ช่วยให้ผู้อ่านท่ีไม่คุ้นเคย

กับศัพท์เทคนิคสามารถเข้าใจแก่นใจของแนวคิดได้ "Solitary enlightened ones" ส่ือถึงลักษณะเฉพาะของปัจเจก

พุทธะท่ีบรรลุธรรมด้วยตนเองและไม่สอนผู้อ่ืน 

 3) การเพ่ิมข้อมูลภูมิศาสตร์ 

 การเพ่ิมข้อมูลภูมิศาสตร์เป็นรูปแบบการขยายความท่ีช่วยให้ผู้อ่านเข้าใจบริบทเชิงพ้ืนท่ีและสามารถเช่ือมโยง

กับความรู้ท่ีมีอยู่ 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 123): ทวดอ่างทอง มีรูปกายเป็นจระเข้ สิงสถิตอยู่ท่ีน้ําตกอ่างทอง อําเภอ 

         สิเกา จังหวัดตรัง 

ฉบับแปลภาษาอังกฤษ (หน้า 79): Thuat Ang Thong, he appears as a crocodile, dwelling at  

    Ang Thong Waterfall in Sikao District, Trang Province,  

    southern Thailand. 

 การแปล "ทวดอ่างทอง" เป็นการใช้การขยายความเพ่ือให้ข้อมูลบริบทท่ีสําคัญ ต้นฉบับระบุว่า "ทวดอ่างทอง 

มีรูปกายเป็นจระเข้ สิงสถิตอยู่ท่ีน้ําตกอ่างทอง อําเภอสิเกา จังหวัดตรัง" ผู้แปลขยายเป็น "Thuat Ang Thong, he 

appears as a crocodile, dwelling at Ang Thong Waterfall in Sikao District, Trang Province, southern 

Thailand" การเพ่ิม "southern Thailand" เป็นการขยายความเพ่ือเพ่ิมความเข้าใจให้ผู้อ่านต่างชาติเพราะการทราบ

ว่า "ตรัง" อยู่ในภาคใต้ของประเทศไทยจะช่วยให้พวกเขาเข้าใจบริบทภูมิศาสตร์และอาจเช่ือมโยงกับความรู้อ่ืน ๆ ท่ี

พวกเขามีเก่ียวกับภาคใต้ของไทย การเพ่ิมข้อมูลน้ีไม่ทําให้เน้ือหาหนักข้ึนมากมายแต่ให้บริบทท่ีจําเป็นสําหรับการเข้า 

ใจ การรักษาโครงสร้างของท่ีอยู่ "Ang Thong Waterfall in Sikao District, Trang Province" ช่วยให้ผู้อ่านเข้าใจ

ระบบการปกครองและการแบ่งเขตของไทยซ่ึงอาจเป็นประโยชน์ในการเข้าใจเน้ือหาส่วนอ่ืน ๆ 
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สรุป 

 การขยายความเป็นเคร่ืองมือท่ีมีค่าในการแปลข้ามวัฒนธรรม ช่วยสร้างสะพานความเข้าใจระหว่างวัฒนธรรม

และทําให้เน้ือหาเข้าถึงผู้อ่านได้ง่ายข้ึน ในการแปลหนังสือเล่มน้ีการขยายความจึงช่วยให้ผู้อ่านเข้าใจและช่ืนชมความ

ซับซ้อนและความงดงามของวัฒนธรรมไทยได้อย่างลึกซ้ึง  

 6. การแปลแบบตีความ (Interpretive Translation) 

 การแปลแบบตีความเป็นกลวิธีการแปลท่ีท้าทายและซับซ้อนท่ีสุดในบรรดากลวิธีต่าง ๆ เน่ืองจากต้องอาศัย

ความเข้าใจลึกซ้ึงไม่เพียงแค่ในระดับคําศัพท์และโครงสร้างไวยากรณ์ แต่รวมถึงบริบททางวัฒนธรรม สังคมและ

ความหมายแฝงท่ีอยู่เบ้ืองหลังข้อความ ตามแนวคิดของ Lederer (2014) การแปลแบบตีความมีพ้ืนฐานมาจาก 

"Interpretive Model" ซ่ึงเสนอว่าการแปลท่ีมีประสิทธิภาพไม่ใช่การถ่ายทอดคําหรือโครงสร้างภาษา แต่เป็นการ

ถ่ายทอด "ความหมาย" (sense) ท่ีผู้เขียนต้องการส่ือสาร  

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การตีความสํานวนและการแสดงลักษณะนิสัย 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 48): เป็นคนสับปรับ 

ฉบับแปลภาษาอังกฤษ (หน้า 30): someone who is unreliable," which means they are   

    fickle, untrustworthy. 

 คําว่า "สับปรับ" เป็นสํานวนภาษาไทยท่ีมีความซับซ้อนและไม่มีคําเทียบเคียงตรง ๆ ในภาษาอังกฤษ การแปล

แบบตีความในกรณีน้ี ผู้แปลมีกระบวนการคิดผ่านข้ันตอนต่าง ๆ ดังน้ี 

 ข้ันท่ี 1: การทําความเข้าใจความหมาย คําว่า "สับปรับ" ในบริบทไทยหมายถึงคนท่ีมีพฤติกรรมไม่

 แน่นอน เปล่ียนใจเปล่ียนความคิดง่าย ไม่สามารถไว้วางใจได้ ขาดความม่ันคงในการตัดสินใจ 

 ข้ันท่ี 2: การคลายออกจากรูปแบบภาษาไทย ผู้แปลต้องหลุดพ้นจากคําว่า "สับปรับ" และมองไปท่ี

 แก่นแท้ของความหมาย คือ ลักษณะนิสัยของคนท่ีไม่น่าเช่ือถือ 

 ข้ันท่ี 3: การแสดงออกในภาษาอังกฤษ ผู้แปลเลือกใช้ "unreliable" เป็นคําหลัก แล้วขยายความ

 ด้วย  "fickle, untrustworthy" เพ่ือให้ครอบคลุมความหมายท้ังหมด ผู้แปลใช้คําว่า "unreliable" 

 เป็นคําท่ีส่ือแก่นใจของ "สับปรับ" แล้วขยายความเพ่ิมเติมด้วยคําว่า "fickle, untrustworthy" เพ่ือ

 ช่วยให้ผู้อ่านเข้าใจมิติต่าง ๆ ของลักษณะนิสัยน้ีโดยไม่ได้พยายามหาคําท่ีแปลว่า "สับปรับ" โดยตรง 

 2) การตีความแนวคิดท่ีเก่ียวข้องกับปรากฏการณ์ธรรมชาติ 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 49): เดือน 3 ไฟกา เดือน 5 ไฟล่ามทุ่ง 

ฉบับแปลภาษาอังกฤษ (หน้า 30): Month 3 is fire from the earth, Month 5 is fire burning  

    fields. 

 ตัวอย่างน้ีผู้แปลต้องตีความแบบท่ีต้องอาศัยความเข้าใจเร่ืองวัฒนธรรมเกษตรกรรมและความเช่ือเร่ือง

ธรรมชาติ ผู้แปลทําความเข้าใจบริบทด้วยการหาข้อมูลก่อนว่า "ไฟกา" เป็นปรากฏการณ์ท่ีเกิดข้ึนในช่วงฤดูแล้งเม่ือดิน
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แห้งแตกจนเกิดแสงไฟหรือความร้อนข้ึนจากดิน ส่วน "ไฟล่ามทุ่ง" เป็นการเผาทุ่งนาหลังการเก็บเก่ียวหรือไฟป่าท่ีลุก 

ลามไปตามทุ่งหญ้า ผู้แปลตีความ "ไฟกา" → "fire from the earth" การตีความจะช่วยให้ผู้อ่านเข้าใจว่าเป็นไฟท่ีเกิด

จากธรรมชาติของดิน และตีความ "ไฟล่ามทุ่ง" → "fire burning fields" เพราะการตีความน้ีส่ือถึงไฟท่ีแพร่กระจาย

ไปตามพ้ืนท่ีเกษตร การตีความช่วยให้ผู้อ่านท่ีไม่คุ้นเคยกับวัฒนธรรมเกษตรกรรมไทยเข้าใจปรากฏการณ์เหล่าน้ี ท้ัง

ช่วยรักษาความเช่ือมโยงกับฤดูกาลและวัฏจักรการเกษตรและยังแสดงให้เห็นถึงความรู้เร่ืองธรรมชาติของคนไทย

โบราณ 

 3) การตีความแนวคิดทางจิตวิญญาณและความเช่ือ 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 71): การประทับทรง หรือ "การจับลง" คือ ภาวะท่ีมนุษย์ถูกวิญญาณ  

          ประเภทใดประเภทหน่ึงเข้าสิงร่าง 

ฉบับแปลภาษาอังกฤษ (หน้า 44): Possession, or "spirit entry," refers to the state where a  

    human body is inhabited by a particular type of spirit. 

 ตัวอย่างน้ีเป็นการตีความท่ีซับซ้อนเน่ืองจากเก่ียวข้องกับแนวคิดทางจิตวิญญาณท่ีมีความแตกต่างกันระหว่าง

วัฒนธรรม ผู้แปลวิเคราะห์คําศัพท์เฉพาะ "การประทับทรง" ได้ว่าเป็นคําท่ีมีความเป็นทางการและส่ือถึงความศักด์ิสิทธ์ิ 

มีรากศัพท์มาจาก "ประทับ" (การสถิตอยู่ของพระมหากษัตริย์) และ "ทรง" (การกระทําของพระมหากษัตริย์) ผู้แปลจึง

ตีความเป็น "possession" ซ่ึงเป็นคําท่ีใช้ในการศึกษาเร่ืองจิตวิญญาณในวัฒนธรรมตะวันตก ส่วน "การจับลง" เป็นคํา

พ้ืนบ้านท่ีอธิบายปรากฏการณ์เดียวกัน ส่ือถึงการ "จับ" หรือการครอบงําจากเบ้ืองบน "ลง" มา ผู้แปลจึงตีความเป็น 

"spirit entry" ซ่ึงเน้นการเข้ามาของวิญญาณ คําว่า "possession" เป็นคําศัพท์สากลท่ีใช้ในการศึกษาเปรียบเทียบเร่ือง

ศาสนาและจิตวิญญาณ ส่วน "spirit entry" ก็ช่วยรักษาความหมายของ "การจับลง" ไว้ และอธิบายให้ชัดเจนข้ึนด้วย

การแปลว่า "inhabited by a particular type of spirit" อธิบายสถานะได้อย่างชัดเจน 

สรุป 

 การแปลแบบตีความเป็นศิลปะและวิทยาศาสตร์ท่ีต้องอาศัยความเช่ียวชาญสูง ผู้แปลต้องเป็นท้ังนักภาษา-

ศาสตร์ นักมานุษยวิทยา และนักส่ือสาร การใช้กลวิธีน้ีอย่างมีประสิทธิภาพจะช่วยสร้างงานแปลท่ีไม่เพียงแค่ถูกต้องใน

ระดับคําศัพท์ แต่ยังสามารถส่ือสารความหมาย ความรู้สึก และเจตนาของต้นฉบับได้อย่างครบถ้วน 

 

 7. การแปลแบบเทียบเท่าเชิงหน้าที่ (Functional Equivalence) 

 การแปลแบบเทียบเท่าเชิงหน้าท่ีเป็นหน่ึงในกลวิธีการแปลท่ีมีอิทธิพลมากท่ีสุดในการแปลสมัยใหม่ ตาม

แนวคิดของ Eugene Nida (2021) การแปลแบบน้ีไม่ได้มุ่งเน้นการรักษารูปแบบหรือโครงสร้างของต้นฉบับแต่มุ่งเน้น

การสร้าง "ผลกระทบท่ีเทียบเท่า" (equivalent effect) ระหว่างผู้อ่านในวัฒนธรรมต้นฉบับและผู้อ่านในวัฒนธรรม



 

 xxxi 

ปลายทาง หลักการสําคัญของการแปลแบบเทียบเท่าเชิงหน้าท่ีคือการมุ่งเน้นผู้รับสาร การสร้างความเข้าใจท่ีเท่าเทียม 

การปรับให้เหมาะกับบริบท และการรักษาหน้าท่ีการส่ือสาร ผู้แปลต้องคํานึงถึงผู้อ่านในวัฒนธรรมปลายทางเป็นหลัก 

โดยผู้อ่านควรได้รับความเข้าใจและความรู้สึกท่ีใกล้เคียงกับผู้อ่านต้นฉบับ 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การจัดการกับแนวคิดทางศาสนาท่ีซับซ้อน 

ตัวอย่างจากบทท่ี 3: 

 ต้นฉบับภาษาไทย (หน้า 108): วิสุทธิเทวดา ได้แก่ พระพุทธเจ้า พระปัจเจกพุทธเจ้า และพระอรหันต 

            ขีณาสพผู้ได้บรรลุนิพพาน  

 ฉบับแปลภาษาอังกฤษ (หน้า 69): Sublime Deities, this group includes the Buddha, the  

     Paccekabuddhas (solitary enlightened ones), and the  

     Arahants (those who have attained Nirvana) 

 ตัวอย่างจากบทท่ี 3 เป็นความท้าทายในการแปลแนวคิดทางศาสนาท่ีมีความซับซ้อน ผู้แปลแปลคําว่า "วิสุทธิ

เทวดา" ซ่ึงประกอบด้วย "วิสุทธิ" หมายถึงความบริสุทธ์ิ และ "เทวดา" หมายถึงส่ิงศักด์ิสิทธ์ิ โดยแปลเป็น "Sublime 

Deities" เพ่ือส่ือถึงความสูงส่งและบริสุทธ์ิทางจิตวิญญาณ การเลือกใช้คําว่า "Sublime" แทนการแปลตรงตัวเพราะ

พิจารณาผลกระทบทางความรู้สึกท่ีจะเกิดข้ึนกับผู้อ่านภาษาอังกฤษ ในส่วนของศัพท์เทคนิคทางพุทธศาสนา ผู้แปลใช้

วิธีการผสมผสานระหว่างการคงศัพท์เดิมและการอธิบายเพ่ิมเติม สําหรับ "พระปัจเจกพุทธเจ้า" ผู้แปลเลือกใช้ 

"Paccekabuddhas" ตามศัพท์เทคนิคในพุทธศาสตร์สากล แต่เพ่ิมคําอธิบาย "(solitary enlightened ones)" เพ่ือให้

ผู้อ่านท่ีไม่คุ้นเคยกับพุทธศาสนาสามารถเข้าใจลักษณะเฉพาะของพระปัจเจกพุทธเจ้าท่ีบรรลุธรรมด้วยตนเองแต่ไม่

สอนผู้อ่ืน การจัดการกับคําว่า "พระอรหันตขีณาสพ" ผู้แปลก็ตัดสินใจแปลโดยใช้ "Arahants" ซ่ึงเป็นศัพท์มาตรฐานใน

พุทธศาสตร์ และเพ่ิมคําอธิบาย "(those who have attained Nirvana)" เพ่ืออธิบายสถานะทางจิตวิญญาณ คําว่า 

"ขีณาสพ" ซ่ึงมีความหมายเฉพาะเจาะจงในพุทธศาสนาได้ถูกรวมเข้าในแนวคิดของการบรรลุนิพพานทําให้ผู้อ่านภาษา 

อังกฤษสามารถเข้าใจแก่นแท้ของความ หมายได้โดยไม่ต้องศึกษาศัพท์เทคนิคท่ีซับซ้อน 

 2) การแปลรายการวัตถุพิธีกรรมให้เข้าใจได้ 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 101): ส่ิงของท่ีจําเป็นต้องใช้ในพิธีกรรมการเหยียบเสน ได้แก่ เฉ้ียนครู ขัน 

              น้ํามนต์ รวงข้าว หินลับมีด แหวนแบบมีหัว เงินและทอง 

ฉบับแปลภาษาอังกฤษ (หน้า 64): The items necessary for the Sen treatment ritual   

         include: Chian Khru (a ceremonial object used for   
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         rituals), holy water bowl, ears of rice, knife sharpening   

          stone, ritual ring with a gemstone, silver and gold. 

 ตัวอย่างน้ีจากบทท่ี 3 เป็นการแปลรายการวัตถุท่ีใช้ในพิธีกรรม ซ่ึงมีท้าทายในการทําให้ผู้อ่านเข้าใจวัตถุท่ีอาจ

ไม่คุ้นเคยในวัฒนธรรมของตน เม่ือต้นฉบับภาษาไทยระบุว่า "ส่ิงของท่ีจําเป็นต้องใช้ในพิธีกรรมการเหยียบเสน ได้แก่ 

เฉ้ียนครู ขันน้ํามนต์ รวงข้าว หินลับมีด แหวนแบบมีหัว เงินและทอง" ผู้แปลได้จัดการกับแต่ละวัตถุด้วยกลยุทธ์ท่ี

แตกต่างกันตามความเหมาะสม 

 ผู้แปลแปล "เฉ้ียนครู" เป็น "Chian Khru (a ceremonial object used for rituals)" ผสมผสานระหว่างการ

ทับศัพท์และการอธิบาย โดยเลือกคงช่ือเดิมไว้เพ่ือรักษาความเป็นเอกลักษณ์และความศักด์ิสิทธ์ิของวัตถุพิธีกรรม แต่

เพ่ิมคําอธิบายในวงเล็บเพ่ือให้ผู้อ่านเข้าใจหน้าท่ีและความสําคัญของวัตถุน้ีในบริบทพิธีกรรม สําหรับ "ขันน้ํามนต์" ผู้

แปลใช้วิธีการแปลเทียบเท่าเป็น "holy water bowl" โดยวิเคราะห์ความหมายของแต่ละส่วน "ขัน" ซ่ึงหมายถึงภาชนะ 

และ "น้ํามนต์" ซ่ึงหมายถึงน้ําท่ีมีความศักด์ิสิทธ์ิ การแปลน้ีช่วยให้ผู้อ่านเข้าใจท้ังรูปร่างและหน้าท่ีของวัตถุได้ทันทีโดย

ไม่ต้องอธิบายเพ่ิมเติม ผู้แปลแปล "รวงข้าว" เป็น "ears of rice" เพราะพยายามเลือกใช้คําศัพท์ท่ีผู้อ่านตะวันตกคุ้นเคย

ในบริบทของการเกษตร แม้ว่า "รวง" อาจมีความหมายท่ีเฉพาะเจาะจงในภาษาไทย แต่การใช้ "ears of rice" ช่วยให้

ผู้อ่านสามารถจินตนาการถึงรูปร่างและลักษณะของวัตถุได้ ขณะเดียวกันก็รักษาความหมายเชิงสัญลักษณ์ของข้าวใน

ฐานะสัญลักษณ์ของความอุดมสมบูรณ์ "หินลับมีด" ได้ถูกแปลเป็น "knife sharpening stone" ซ่ึงเป็นการอธิบาย

หน้าท่ีของวัตถุให้ผู้อ่านเข้าใจได้ชัดเจน การแปลแบบน้ีช่วยให้ผู้อ่านเข้าใจท้ังลักษณะทางกายภาพและการใช้งานของ

วัตถุ ขณะเดียวกันก็รักษาความหมายเชิงสัญลักษณ์ของความคมกริบท่ีอาจมีในบริบทพิธีกรรม แปล "แหวนแบบมีหัว" 

เป็น "ritual ring with a gemstone" เพ่ือให้เข้าใจง่ายข้ึน และผู้แปลเพ่ิมคําว่า "ritual" เพ่ือบ่งบอกถึงการใช้งานใน

พิธีกรรม และใช้ "with a gemstone" เพื่ือแปลคําว่า "มีหัว" ให้ผู้อ่านสามารถเข้าใจได้ว่าหมายถึงแหวนท่ีมีอัญมณี

ประดับ สําหรับ "เงินและทอง" ผู้แปลใช้การแปลตรงตัวเป็น "silver and gold" เน่ืองจากเป็นวัตถุท่ีมีความหมายและ

ค่านิยมท่ีคล้ายคลึงกันในท้ังสองวัฒนธรรม ไม่จําเป็นต้องมีการปรับเปล่ียนหรืออธิบายเพ่ิมเติม 

 ในการแปลวัตถุเหล่าน้ี ผู้แปลความพยายามทําให้ผู้อ่านเข้าใจภาพรวมของพิธีกรรมและความสําคัญของแต่ละ

วัตถุโดยใช้กลยุทธ์ท่ีหลากหลายตามความเหมาะสมตามแต่กรณี เพ่ือให้ผู้อ่านสามารถเข้าใจหน้าท่ีและความศักด์ิสิทธ์ิ

ของวัตถุเหล่าน้ีในบริบทพิธีกรรมในขณะเดียวกันก็สามารถจินตนาการถึงการใช้งานจริงได้อย่างชัดเจน ข้อดีของกลวิธี

การแปลน้ีคือภาษาปลายทางเข้าใจง่าย รักษาจุดประสงค์และความเป็นธรรมชาติของงานแปล ผู้อ่านสามารถเข้าใจได้

ทันทีโดยไม่ต้องค้นคว้าเพ่ิมเติมและงานแปลดูเป็นธรรมชาติในภาษาปลาย ทาง  

สรุป 

 การแปลแบบเทียบเท่าเชิงหน้าท่ีเป็นกลวิธีท่ีมีประสิทธิภาพสูงในการแปลข้ามวัฒนธรรม โดยเฉพาะเม่ือ

จุดประสงค์หลักคือการทําให้ผู้อ่านเข้าใจและได้รับผลกระทบท่ีใกล้เคียงกับผู้อ่านต้นฉบับ กลวิธีน้ีต้องอาศัยความเข้า 

ใจลึกซ้ึงในท้ังสองวัฒนธรรม ความสามารถในการวิเคราะห์ผู้อ่าน และทักษะในการสร้างสมดุลระหว่างความถูกต้อง

และความเข้าใจได้ การใช้กลวิธีน้ีอย่างมีประสิทธิภาพจะช่วยสร้างงานแปลท่ีไม่เพียงแค่ถ่ายทอดข้อมูลแต่ยังสร้าง

ประสบการณ์และความเข้าใจท่ีมีความหมายสําหรับผู้อ่านในวัฒนธรรมปลายทาง 
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 8. การแปลสื่อความ (Communicative Translation) 

 การแปลส่ือความเป็นกลวิธีการแปลท่ีผู้แปลใช้เม่ือต้องการให้ผู้อ่านในภาษาปลายทางเข้าใจความหมายและ

เจตนาของต้นฉบับได้อย่างชัดเจนและแม่นยํา ตามแนวคิดของ Peter Newmark (1988) การแปลส่ือความมุ่งเน้นการ

ถ่ายทอด "ผลกระทบ" (effect) ของข้อความมากกว่าการรักษา "รูปแบบ" (form) ของต้นฉบับ หลักการสําคัญของการ

แปลส่ือความคือการให้ความสําคัญกับการส่ือสารท่ีมีประสิทธิภาพ ผู้แปลจะปรับเปล่ียนโครงสร้าง คําศัพท์ หรือแม้ 

กระท่ังเน้ือหาบางส่วนเพ่ือให้ผู้อ่านในวัฒนธรรมปลายทางสามารถเข้าใจได้อย่างถูกต้องและครบถ้วน กลวิธีน้ีมีความ

เหมาะสมเป็นพิเศษเม่ือต้นฉบับมีสํานวน แนวคิดเชิงนามธรรม หรือบริบททางวัฒนธรรมท่ีซับซ้อน การแปลส่ือความ

ต้องอาศัยความเข้าใจลึกซ้ึงท้ังในระดับภาษาและวัฒนธรรม ผู้แปลต้องวิเคราะห์ความหมายแฝง เจตนาของผู้เขียน 

และปรับการส่ือสารให้เหมาะสมกับผู้รับสารในวัฒนธรรมปลายทาง ความท้าทายหลักอยู่ท่ีการรักษาสมดุลระหว่าง

ความซ่ือสัตย์ต่อต้นฉบับและประสิทธิภาพการส่ือสาร 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การถ่ายทอดแนวคิดเร่ืองความศักด์ิสิทธ์ิและข้อห้าม 

ตัวอย่างจากบทท่ี 5: 

ต้นฉบับภาษาไทย (หน้า 181): ความเช่ือเร่ืองครูหมอโนราได้ตอกย้ําให้ผู้คนเข้าใจว่าครูหมอโนราเป็น  

             "ส่ิงท่ีถูกหวงห้าม" 

ฉบับแปลภาษาอังกฤษ (หน้า 116): This discourse reinforced the understanding that   

                      Khru Mo Nora was "something forbidden." 

 ตัวอย่างจากบทท่ี 5 แสดงให้เห็นถึงความซับซ้อนในการแปลแนวคิดเร่ืองความศักด์ิสิทธ์ิในบริบทไทย เม่ือ

ต้นฉบับกล่าวว่า "ความเช่ือเร่ืองครูหมอโนราได้ตอกย้ําให้ผู้คนเข้าใจว่าครูหมอโนราเป็น 'ส่ิงท่ีถูกหวงห้าม'" ผู้แปล

ตระหนักว่าการแปลตรงตัวจะไม่สามารถส่ือสารความหมายท่ีแท้จริงได้อย่างครบถ้วน คําว่า "ตอกย้ํา" ในบริบทน้ีมี

ความหมายมากกว่าการเน้นย้ําธรรมดาแต่เป็นการกระทําท่ีมีจุดประสงค์เฉพาะในการสร้างความเข้าใจและการยอมรับ

ในสังคม ผู้แปลจึงเลือกใช้ "reinforced the understanding" ซ่ึงส่ือถึงการเสริมสร้างความเข้าใจอย่างเป็นระบบและ

มีประสิทธิภาพ คําว่า "reinforced" มีนัยของการทําให้แข็งแกร่งข้ึนและย่ังยืนซ่ึงตรงกับเจตนาของการ "ตอกย้ํา" ใน

ต้นฉบับ สําหรับวลี "ส่ิงท่ีถูกหวงห้าม" ก็เป็นอีกหน่ึงความท้าทายเน่ืองจากแนวคิดน้ีมีความซับซ้อนทางวัฒนธรรมไทย 

"หวงห้าม" ไม่ได้หมายถึงการห้ามในความหมายท่ัวไปแต่เป็นการรักษาไว้อย่างระมัดระวังเพราะความศักด์ิสิทธ์ิ มีท้ัง

การปกป้องและการจํากัดการเข้าถึง ผู้แปลตัดสินใจเลือกใช้ "something forbidden" เพ่ือส่ือสารแก่นใจของ

ความหมาย แม้ว่าคําว่า "forbidden" อาจไม่สามารถครอบคลุมความหมายท้ังหมดของ "หวงห้าม" แต่ก็สามารถส่ือสาร

ถึงการจํากัดการเข้าถึงท่ีมีเหตุผลเฉพาะได้ และผู้แปลเลือกใช้ "discourse" แทน "ความเช่ือ" เพ่ือปรับระดับการ

วิเคราะห์ให้เหมาะกับบริบททางวิชาการ "ความเช่ือ" ในภาษาไทยอาจหมายถึงความเช่ือในระดับปัจเจกบุคคล แต่ใน
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บริบทน้ีหมายถึงระบบความคิดท่ีมีอิทธิพลต่อสังคม การใช้ "discourse" จึงส่ือถึงการสนทนา การอภิปราย และการ

สร้างความหมายในระดับสังคมได้ดีกว่า 

 2) การส่ือสารแนวคิดเชิงนามธรรมเก่ียวกับสังคมร่วมสมัย 

ตัวอย่างจากบทท่ี 5: 

ต้นฉบับภาษาไทย (หน้า 180): กล่าวอีกนัยคือ สังคมในปัจจุบันเป็นสังคมท่ีไร้แก่น ไม่ยึดติดใน  

               อุดมการณ์ใด ๆ 

ฉบับแปลภาษาอังกฤษ (หน้า 115): In other words, the contemporary Thai society is fluid  

     and lacks adherence to any single ideology. 

 ตัวอย่างจากบทท่ี 5 เป็นการแปลท่ีท้าทายมากเช่นกัน เน่ืองจากเก่ียวข้องกับการวิเคราะห์สังคมในเชิง

นามธรรม เม่ือต้นฉบับระบุว่า "กล่าวอีกนัยคือ สังคมในปัจจุบันเป็นสังคมท่ีไร้แก่น ไม่ยึดติดในอุดมการณ์ใด ๆ" การ

แปลข้อความน้ีต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับแนวคิดทางสังคมวิทยาและปรัชญา ต้นฉบับเร่ิมต้นด้วย "กล่าวอีก

นัยคือ" ซ่ึงเป็นสํานวนไทยท่ีใช้เพ่ือแสดงการอธิบายเพ่ิมเติมหรือการมองในมุมอ่ืน ผู้แปลเลือกใช้ "In other words" ซ่ึง

เป็นสํานวนท่ีมีหน้าท่ีใกล้เคียงกันในภาษาอังกฤษ วลีน้ีช่วยรักษาความต่อเน่ืองของการอภิปรายและสร้างความเช่ือม 

โยงกับเน้ือหาก่อนหน้า คําว่า "ไร้แก่น" เป็นสํานวนไทยท่ีมีความหมายลึกซ้ึงและซับซ้อน "แก่น" ในบริบทน้ีหมายถึง

แก่นแท้ หลักการ หรือค่านิยมหลักท่ีเป็นศูนย์กลางของสังคม การท่ีสังคม "ไร้แก่น" จึงหมายถึงการขาดจุดยึดเหน่ียว

หรือหลักการคงท่ี ในฐานะผู้แปล ผู้แปลคิดว่าการแปลตรงตัวเป็น "lacking core" หรือ "without essence" จะไม่

สามารถส่ือสารความหมายได้อย่างมีประสิทธิภาพในภาษาอังกฤษ จึงตัดสินใจใช้ "fluid" เป็นคําหลักในการแปลเพ่ือ

แสดงให้เห็นถึงการใช้การแปลส่ือความ และ "fluid" ในบริบททางสังคมวิทยาหมายถึงสภาพท่ีเปล่ียนแปลงได้ง่าย ไม่มี

รูปแบบคงท่ี และสามารถปรับตัวตามสถานการณ์ได้ ความหมายน้ีสอดคล้องกับแนวคิดของการ "ไร้แก่น" ท่ีต้องการ

การส่ือ โดยเฉพาะในบริบทของสังคมหลังสมัยใหม่ท่ีมีลักษณะไหลเหลวและเปล่ียนแปลงตลอดเวลา ส่วนวลี "ไม่ยึดติด

ในอุดมการณ์ใด ๆ" ผู้แปลแปลเป็น "lacks adherence to any single ideology" เพ่ือแสดงให้เห็นถึงการเลือกใช้

คําศัพท์ท่ีเหมาะสมกับบริบททางวิชาการ คําว่า "adherence" ส่ือถึงการยึดม่ันหรือการผูกพันอย่างแน่นแฟ้นซ่ึงตรงกับ

ความหมายของ "ยึดติด" ส่วนการเพ่ิม "single" ก่อน "ideology" ช่วยเน้นย้ําว่าไม่ใช่การไม่มีอุดมการณ์เลยแต่เป็นการ

ไม่ยึดติดกับอุดมการณ์ใดอุดมการณ์หน่ึงเป็นการเฉพาะ การแปลน้ียังมีการเพ่ิม "contemporary Thai society" แทน

การใช้ "สังคมในปัจจุบัน" เพียงอย่างเดียว การเพ่ิม "Thai" ช่วยให้ผู้อ่านเข้าใจว่าการวิเคราะห์น้ีเฉพาะเจาะจงกับบริบท

ของสังคมไทยไม่ใช่การอ้างอิงถึงสังคมโดยท่ัวไป ซ่ึงช่วยเพ่ิมความชัดเจนและความแม่นยําในการส่ือสาร 

สรุป 

 การแปลส่ือความในตัวอย่างท้ังสอง ผู้แปลต้องทําความเข้าใจบริบทในหลายมิติ ในตัวอย่างแรก ผู้แปลต้อง

เข้าใจบริบททางศาสนาและวัฒนธรรมไทยเก่ียวกับแนวคิดของความศักด์ิสิทธ์ิและการหวงห้าม ขณะเดียวกันก็ต้อง

พิจารณาว่าผู้อ่านในวัฒนธรรมตะวันตกจะเข้าใจแนวคิดเหล่าน้ีอย่างไร ในตัวอย่างท่ีสอง การเข้าใจบริบททางสังคม

และการเปล่ียนแปลงของสังคมไทยร่วมสมัยเป็นส่ิงจําเป็น ผู้แปลต้องสามารถถ่ายทอดการวิเคราะห์เชิงวิชาการเก่ียว 

กับลักษณะของสังคมหลังสมัยใหม่ให้ผู้อ่านท่ีอาจไม่คุ้นเคยกับบริบทไทยเข้าใจได้ ความท้าทายในการแปลส่ือความคือ
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การรักษาสมดุลระหว่างความซ่ือสัตย์ต่อต้นฉบับและประสิทธิภาพการส่ือสาร ผู้แปลต้องตัดสินใจว่าเม่ือไหร่ควรยืนยัน

การแปลตรงตัว และเม่ือไหร่ควรปรับเปล่ียนเพ่ือความชัดเจนในการส่ือสาร และต้องหลีกเล่ียงการตีความมากเกินไป 

การแปลส่ือความให้อิสระกับผู้แปลในการปรับเปล่ียนแต่การเปล่ียนแปลงมากเกินไปอาจนําไปสู่การบิดเบือนความ 

หมายหรือการสูญเสียเจตนาของผู้เขียน และผู้แปลต้องประเมินระดับความรู้และความเข้าใจของผู้อ่านเป้าหมาย ต้อง

คาดการณ์ว่าผู้อ่านมีความรู้พ้ืนฐานเก่ียวกับหัวข้อท่ีกล่าวถึงมากน้อยแค่ไหน และควรให้ข้อมูลเพ่ิมเติมหรือการอธิบาย

ในระดับใด 

 9. การแปลครบความ (Semantic Translation) 

 การแปลแบบครบความเป็นกลวิธีการแปลท่ีมุ่งเน้นการรักษาความถูกต้องและความแม่นยําของความหมายใน

ระดับสูงตามแนวคิดของ Peter Newmark (1988) กลวิธีน้ีแตกต่างจากการแปลเชิงส่ือสารตรงท่ีให้ความสําคัญกับ

ความซ่ือสัตย์ต่อต้นฉบับมากกว่าการปรับให้เข้ากับผู้อ่านในวัฒนธรรมปลายทาง หลักการสําคัญของการแปลแบบครบ

ความคือการรักษาโครงสร้างความหมายของต้นฉบับไว้ให้มากท่ีสุด ผู้แปลจะหลีกเล่ียงการตีความหรือการปรับเปล่ียน

ท่ีอาจทําให้ความหมายเบ่ียงเบนไปจากเจตนาเดิมแต่จะมุ่งเน้นการถ่ายทอดความหมายท่ีแท้จริงและครบถ้วน การ

แปลแบบน้ีเหมาะสมเป็นพิเศษกับเอกสารทางวิชาการ เอกสารทางกฎหมาย หรือข้อความท่ีต้องการความแม่นยําสูง 

การแปลแบบครบความต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับความหมายในหลายระดับ ท้ังความหมายตามตัวอักษร 

ความหมายเชิงความคิด และความหมายเชิงสัญลักษณ์ ผู้แปลต้องสามารถจับความหมายท่ีซับซ้อนและนําเสนอใน

ภาษาปลายทางโดยไม่สูญเสียองค์ประกอบสําคัญใด  

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การแปลการวิเคราะห์ความก้าวหน้าทางสังคม 

ตัวอย่างจากบทท่ี 5: 

ต้นฉบับภาษาไทย (หน้า 180): ในปัจจุบันสังคมไทยได้เจริญรุดหน้าก้าวสู่ยุคข้อมูลข่าวสารและ  

               เทคโนโลยีสารสนเทศ 

ฉบับแปลภาษาอังกฤษ (หน้า 115): At present, Thai society has advanced into the era of  

     information and communication technology. 

 ตัวอย่างน้ีเป็นความท้าทายในการแปลการวิเคราะห์ความเปล่ียนแปลงทางสังคม เม่ือต้นฉบับระบุว่า "ใน

ปัจจุบันสังคมไทยได้เจริญรุดหน้าก้าวสู่ยุคข้อมูลข่าวสารและเทคโนโลยีสารสนเทศ" ผู้แปลตระหนักถึงความสําคัญของ

การรักษาความหมายแต่ละส่วนไว้ให้ครบถ้วน การเร่ิมต้นด้วย "ในปัจจุบัน" ได้รับการแปลเป็น "Currently" ซ่ึงเป็นการ

แปลตรงตัวท่ีรักษาความหมายของการอ้างอิงเวลา ผู้แปลเลือกใช้ "Currently" แทนคําอ่ืน ๆ เช่น "Nowadays" หรือ 

"At present" เพราะ "Currently" มีความเป็นทางการและความแม่นยําในการระบุช่วงเวลาท่ีสอดคล้องกับลักษณะ

ของข้อความวิชาการ สําหรับ "สังคมไทย" การแปลเป็น "Thai society" เป็นการแปลตรงตัวท่ีไม่มีความซับซ้อนแต่
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สําคัญในการระบุขอบเขตของการวิเคราะห์ให้ชัดเจน การคงคําว่า "Thai" ไว้ช่วยให้ผู้อ่านเข้าใจว่าการอภิปรายน้ี

เฉพาะเจาะจงกับบริบทของประเทศไทย คําว่า "เจริญรุดหน้า" เป็นสํานวนไทยท่ีมีความหมายซับซ้อน ประกอบด้วย 

"เจริญ" ซ่ึงหมายถึงการพัฒนาหรือการขยายตัวในเชิงบวก และ "รุดหน้า" ซ่ึงหมายถึงการเคล่ือนไปข้างหน้าอย่าง

รวดเร็วและแข็งขัน ผู้แปลเลือกใช้ "advanced" ซ่ึงสามารถครอบคลุมความหมายของท้ังการพัฒนาและการก้าวหน้า

ไปข้างหน้า คําน้ียังมีนัยของการเปล่ียนแปลงในเชิงคุณภาพ ไม่ใช่เพียงการเปล่ียนแปลงเชิงปริมาณ วลี "ก้าวสู่ยุคข้อมูล

ข่าวสารและเทคโนโลยีสารสนเทศ" ต้องแปลอย่างระมัดระวัง "ก้าวสู่" แสดงถึงการเคล่ือนไหวท่ีมีทิศทางและจุดหมาย 

ผู้แปลใช้ "into the era of" ซ่ึงส่ือถึงการเข้าสู่ช่วงเวลาใหม่อย่างชัดเจน สําหรับ "ยุค" ผู้แปลแปลเป็น "era" ซ่ึงมี

ความหมายของช่วงเวลาท่ีมีลักษณะเฉพาะและความสําคัญทางประวัติศาสตร์ การจัดการกับวลี "ข้อมูลข่าวสารและ

เทคโนโลยีสารสนเทศ" ผู้แปลพยายามรักษาความหมายท่ีแม่นยํา ผู้แปลใช้ "information and communication 

technology" ซ่ึงเป็นศัพท์เทคนิคท่ียอมรับในระดับสากล แม้ว่าต้นฉบับจะแยก "ข้อมูลข่าวสาร" และ "เทคโนโลยี

สารสนเทศ" ออกจากกัน แต่ในความเป็นจริงท้ังสองแนวคิดมีความเช่ือมโยงกันอย่างแนบแน่นในบริบทของเทคโนโลยี

สมัยใหม่  

 2) การแปลแนวคิดทางวิทยาศาสตร์และปรัชญา 

ตัวอย่างจากบทท่ี 5: 

ต้นฉบับภาษาไทย (หน้า 182): กระบวนการคิดทางวิทยาศาสตร์ยึดถือเร่ืองความมีเหตุมีผลเป็นหัวใจ 

               สําคัญ 

ฉบับแปลภาษาอังกฤษ (หน้า 116): The scientific method, which prioritizes rationality. 

 ตัวอย่างจากบทท่ี 5 เป็นการแปลท่ีซับซ้อนเน่ืองจากเก่ียวข้องกับแนวคิดทางวิทยาศาสตร์และปรัชญา 

ต้นฉบับกล่าวว่า "กระบวนการคิดทางวิทยาศาสตร์ยึดถือเร่ืองความมีเหตุมีผลเป็นหัวใจสําคัญ" การแปลข้อความน้ีต้อง

อาศัยความเข้าใจลึกซ้ึงเก่ียวกับปรัชญาวิทยาศาสตร์ คําว่า "กระบวนการคิดทางวิทยาศาสตร์" ผู้แปลแปลเป็น "The 

scientific method" ซ่ึงเป็นตัดสินใจท่ีสําคัญของผู้แปล แม้ว่า "กระบวนการคิด" อาจแปลได้ตรงตัวเป็น "thinking 

process" แต่ในบริบทของวิทยาศาสตร์ "scientific method" เป็นศัพท์เทคนิคท่ีมีความหมายเฉพาะเจาะจงและเป็น

ท่ียอมรับในวงวิชาการสากล การเลือกใช้ศัพท์น้ีช่วยให้การส่ือสารมีความแม่นยําและเป็นมาตรฐานทางวิชาการ การ

แปล "ยึดถือเร่ืองความมีเหตุมีผลเป็นหัวใจสําคัญ" ก็เป็นความท้าทายท่ีสําคัญเพราะ "ยึดถือ" มีความหมายของการถือ

เป็นหลักการหรือการให้ความสําคัญอย่างแน่วแน่ ผู้แปลเลือกใช้ "prioritizes" ซ่ึงส่ือถึงการให้ความสําคัญเป็นอันดับ

แรก แต่อาจไม่ครอบคลุมความหมายของความม่ันคงและความต่อเน่ืองท่ีอยู่ในคําว่า  "ยึดถือ" สําหรับ "ความมีเหตุมี

ผล" ผู้แปลแปลเป็น "rationality" เพ่ือแสดงให้เห็นถึงการเลือกแนวคิดหลัก คําว่า "ความมีเหตุมีผล" ในภาษาไทยส่ือถึง

หลักการของการเช่ือมโยงเหตุและผลซ่ึงเป็นพ้ืนฐานของการคิดเชิงตรรกะ และคําว่า "Rationality" ครอบคลุมแนวคิด

น้ีและยังมีความหมายในเชิงการใช้เหตุผลในการตัดสินใจและการวิเคราะห์  
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สรุป 

 การแปลแบบครบความมีความท้าทายหลายอย่าง ความท้าทายแรกคือการจัดการกับแนวคิดท่ีมีความซับซ้อน

และอาจไม่มีคําเทียบเคียงท่ีแม่นยําในภาษาปลายทาง ผู้แปลต้องหาวิธีถ่ายทอดความหมายให้ครบถ้วนโดยไม่สูญเสีย

ความแม่นยํา ความท้าทายท่ีสองคือการรักษาสมดุลระหว่างความซ่ือสัตย์ต่อต้นฉบับและความเข้าใจได้ของผู้อ่าน การ

แปลแบบครบความต้องรักษาความซับซ้อนของความหมายไว้แต่ยังต้องทําให้ผู้อ่านในวัฒนธรรมปลายทางเข้าใจได้ 

ความท้าทายท่ีสามคือการจัดการกับความแตกต่างของระบบความคิดและโครงสร้างภาษาระหว่างสองวัฒนธรรม 

บางคร้ังความหมายท่ีชัดเจนในภาษาหน่ึงอาจต้องการการอธิบายเพ่ิมเติมในอีกภาษาหน่ึง  

 10. การปรับให้เข้ากับวัฒนธรรมปลายทาง (Domestication) 

 การปรับให้เข้ากับวัฒนธรรมปลายทางเป็นกลวิธีการแปลท่ีต้องอาศัยความประณีตและความเข้าใจลึกซ้ึงในท้ัง

สองวัฒนธรรม ตามแนวคิดของ Lawrence Venuti (2018) การปรับให้เข้ากับวัฒนธรรมปลายทางไม่ได้หมายถึงการ

ทําลายเอกลักษณ์ของวัฒนธรรมต้นฉบับแต่เป็นการสร้างสะพานเช่ือมระหว่างสองวัฒนธรรมให้ผู้อ่านสามารถเข้าใจ

และเข้าถึงได้ หลักการสําคัญของกลวิธีน้ีคือการหาจุดสมดุลท่ีเหมาะสม ผู้แปลต้องตัดสินใจอย่างรอบคอบว่าเม่ือไหร่

ควรใช้คําศัพท์หรือแนวคิดท่ีผู้อ่านในวัฒนธรรมปลายทางคุ้นเคยและเม่ือไหร่ควรคงความเป็นต่างชาติไว้เพ่ือให้ผู้อ่าน

ได้สัมผัสกับความแตกต่างทางวัฒนธรรม กระบวนการน้ีต้องคํานึงถึงจุดประสงค์ของการแปล ระดับความรู้ของผู้อ่าน 

และความสําคัญทางวัฒนธรรมของแนวคิดท่ีกําลังแปล ความท้าทายหลักของการปรับให้เข้ากับวัฒนธรรมปลายทาง

อยู่ท่ีการหลีกเล่ียงการเป็นอาณานิคมทางวัฒนธรรม ผู้แปลต้องระวังไม่ให้การปรับเปล่ียนเหล่าน้ันทําให้วัฒนธรรมต้น 

ฉบับดูเหมือนวัฒนธรรมปลายทางหรือสูญเสียความเป็นเอกลักษณ์ไปแต่ในขณะเดียวกันก็ต้องทําให้ผู้อ่านเข้าใจและ

สามารถเช่ือมโยงกับประสบการณ์ของตนได้ 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การจัดการกับแนวคิดเร่ืองเคร่ืองรางและของขลัง 

ตัวอย่างจากบทท่ี 1: 

ต้นฉบับภาษาไทย (หน้า 78): การประกอบพิธีกรรมน้ีผู้ขอรับการประกอบพิธีกรรมจะต้องน่ังบนขันทองเหลือง

      ซ่ึงมี 2 ใบ ใบเล็กจะวางหงาย ภายในบรรจุเคร่ืองรางของขลัง ได้แก่ เข้ียวงู เข้ียว

      เสือ เข้ียวหมี หนังเสือ หนังหมี 

ฉบับแปลภาษาอังกฤษ (หน้า 48): In this ceremony, the participant must sit on a pair of brass  

             bowls. One smaller bowl is placed upright and contains  

             amulets such as snake fangs, tiger fangs, bear fangs, tiger skin, 

             and bear skin. 
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 ตัวอย่างจากบทท่ี 1 ผู้แปลคําว่า "เคร่ืองรางของขลัง" ในบริบทพิธีกรรมไทย ซ่ึงบรรจุวัตถุอย่างเข้ียวเสือหรือ

หนังหมีเป็นคําว่า "amulets" ในภาษาอังกฤษ คําว่า amulet ถือเป็นการสร้างสะพานเช่ือมทางวัฒนธรรม เพราะส่ือ

ถึงวัตถุศักด์ิสิทธ์ิท่ีมีหน้าท่ีป้องกันอันตรายและขจัดเพทภัย ซ่ึงเป็นกรอบความเข้าใจท่ีชาวตะวันตกคุ้นเคยดีอยู่แล้ว การ

ใช้กลยุทธ์น้ีช่วยให้ผู้อ่านต่างชาติเข้าใจบทบาทหน้าท่ีของวัตถุพิธีกรรมได้ทันทีโดยไม่ต้องเผชิญกับอุปสรรคทางการ

ส่ือสาร อีกท้ังยังมีการปรับโครงสร้างประโยค เช่น แปล "ขันทองเหลือง 2 ใบ" เป็น "a pair of brass bowls" เพ่ือให้

เป็นธรรมชาติและสละสลวยตามขนบภาษาอังกฤษ การแปลแบบ Domestication ในลักษณะน้ีจึงช่วยรักษาจุดสมดุล

ระหว่างการถ่ายทอดสาระสําคัญของพิธีกรรมไทย กับการทําให้ผู้อ่านปลายทางเข้าถึงความหมายได้อย่างแม่นยําและ

ราบร่ืน 

 2) การแปลช่ือพืชและวัสดุธรรมชาติ 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 127): แชงทํามาจากใบไม้ เช่น ใบจาก ใบสาคูหรือใบเตยน้ํา 

ฉบับแปลภาษาอังกฤษ (หน้า 81): Chaeng was made from leaves, such as palm leaves,  

             sago palm leaves, or pandan leaves, 

 ตัวอย่างจากบทท่ี 3 เป็นการแปลช่ือพืชและวัสดุธรรมชาติท่ีเฉพาะในวัฒนธรรมไทย ต้นฉบับระบุว่า "แชงทํา 

มาจากใบไม้ เช่น ใบจาก ใบสาคูหรือใบเตยน้ํา" การแปลน้ีจึงต้องอาศัยความรู้ทางพฤกษศาสตร์และความเข้าใจเก่ียว 

กับการใช้พืชในวัฒนธรรมไทย คําว่า "แชง" ผู้แปลคงไว้เป็น "Chaeng" เพราะเป็นช่ือส่ิงของเฉพาะท่ีไม่มีคําเทียบเคียง

โดยตรงในภาษาอังกฤษ การพยายามแปลอาจทําให้สูญเสียความเฉพาะเจาะจงของวัตถุ สําหรับช่ือพืช ผู้แปลใช้การ

ปรับให้เข้ากับวัฒนธรรมปลายทางอย่างระมัดระวัง "ใบจาก" แปลเป็น "palm leaves" ซ่ึงเป็นการใช้ช่ือท่ีผู้อ่าน

ตะวันตกคุ้นเคยและสามารถเข้าใจได้ทันที แม้ว่า "จาก" จะเป็นช่ือเฉพาะของต้นไม้ชนิดหน่ึง แต่การใช้ "palm leaves" 

ช่วยให้ผู้อ่านสามารถจินตนาการถึงลักษณะและคุณสมบัติของวัสดุได้ "ใบสาคู" แปลเป็น "sago palm leaves" ซ่ึงเป็น

การผสมผสานระหว่างความแม่นยําและความเข้าใจได้ "Sago" เป็นคําท่ีใช้ในภาษาอังกฤษแล้วแต่อาจไม่เป็นท่ีรู้จักของ

ผู้อ่านท่ัวไป ผู้แปลเพ่ิม "palm" ใส่ไปด้วยเพ่ือช่วยให้ผู้อ่านเข้าใจว่าเป็นพืชประเภทเดียวกับ "palm leaves" ท่ีกล่าวถึง

ก่อนหน้า ส่วน "ใบเตยน้ํา" ผู้แปลแปลเป็น "pandan leaves" ซ่ึงเป็นการใช้ช่ือท่ียอมรับในระดับสากล "pandan" เป็น

คําท่ีใช้ในการค้าสากลและการทําอาหารนานาชาติทําให้ผู้อ่านท่ีมีความรู้เก่ียวกับการทําอาหารเอเชียสามารถเช่ือมโยง

ได้ 

 3) การแปลแนวคิดเร่ืองสถานท่ีศักด์ิสิทธ์ิ 

ตัวอย่างจากบทท่ี 4: 

ต้นฉบับภาษาไทย (หน้า 143): "ห้ิงครูหมอโนรา" คือท่ีสิงสถิตของครูหมอโนรา 

ฉบับแปลภาษาอังกฤษ (หน้า 91): The "Khru Mo Nora shrine" is the residence of Khru Mo  

             Nora. 
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 ตัวอย่างจากบทท่ี 4 เป็นการจัดการกับแนวคิดเร่ืองสถานท่ีศักด์ิสิทธ์ิ ต้นฉบับกล่าวว่า "'ห้ิงครูหมอโนรา' คือท่ี

สิงสถิตของครูหมอโนรา" การแปลจึงเก่ียวข้องกับแนวคิดทางศาสนาและจิตวิญญาณท่ีมีความซับซ้อน การแปล "ห้ิง" 

เป็น "shrine" เป็นการปรับให้เข้ากับวัฒนธรรมปลายทางอย่างเหมาะสม คําว่า "ห้ิง" ในบริบทไทยมีความหมายกว้าง

กว่า "shrine" ในวัฒนธรรมตะวันตก แต่การใช้ "shrine" ช่วยให้ผู้อ่านเข้าใจทันทีว่าเป็นสถานท่ีศักด์ิสิทธ์ิท่ีใช้สําหรับ

การบูชาและการประกอบพิธีกรรม คําน้ีมีความคุ้นเคยในวัฒนธรรมคริสเตียนและศาสนาอ่ืน ๆ ผู้แปลคง "Khru Mo 

Nora" เพ่ือรักษาเอกลักษณ์ทางวัฒนธรรม ไม่แปลเป็น "Nora Teacher Spirit" หรือคําอ่ืนท่ีอาจทําให้สูญเสียความ

เฉพาะเจาะจง สําหรับ "ท่ีสิงสถิต" ผู้แปลแปลเป็น "residence" ซ่ึงเป็นการเลือกใช้คําท่ีนุ่มนวลและเป็นท่ียอมรับ "สิง

สถิต" มีความหมายของการอยู่อาศัยหรือการสถิตอยู่ของส่ิงศักด์ิสิทธ์ิ คําว่า "residence" ส่ือถึงท่ีอยู่อาศัยในลักษณะท่ี

เป็นทางการและมีเกียรติซ่ึงเหมาะสมกับบริบทของส่ิงศักด์ิสิทธ์ิ 

 4) การแปลแนวคิดเก่ียวกับการแลกเปล่ียนและพิธีกรรม 

ตัวอย่างจากบทท่ี 4: 

ต้นฉบับภาษาไทย (หน้า 172): อาจใช้วิธีการ "ทอน" 

ฉบับแปลภาษาอังกฤษ (หน้า 110): the "ceremonial exchange" method can be used, 

 ตัวอย่างจากบทท่ี 4 เป็นการแปลท่ีท้าทายเช่นกัน ต้นฉบับระบุว่า "อาจใช้วิธีการ 'ทอน'" ในการแปลคําว่า 

"ทอน" ต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับประเพณีและวัฒนธรรมการแลกเปล่ียนในสังคมไทย "ทอน" ในบริบทน้ี

ไม่ได้หมายถึงการลดราคาในความหมายทางการค้า แต่เป็นการแลกเปล่ียนท่ีมีมิติทางจิตวิญญาณและสังคม เป็นการ

ให้และรับท่ีมีความหมายเชิงสัญลักษณ์ การ "ทอน" วัตถุศักด์ิสิทธ์ิเป็นการแสดงความเคารพและการรักษาความ 

สัมพันธ์ทางสังคม ผู้แปลเลือกใช้ "ceremonial exchange" ซ่ึงเป็นการปรับให้เข้ากับแนวคิดท่ีผู้อ่านตะวันตกสามารถ

เข้าใจได้ คําว่า "ceremonial" เน้นถึงลักษณะท่ีเป็นพิธีกรรมและความศักด์ิสิทธ์ิ ในขณะท่ี "exchange" ส่ือถึงการ

แลกเปล่ียนท่ีมีผู้ให้และผู้รับ การรวมกันของสองคําน้ีช่วยส่ือสารถึงความซับซ้อนของการ "ทอน" ท่ีเป็นมากกว่าการซ้ือ

ขายธรรมดา 

สรุป 

 ในการปรับให้เข้ากับวัฒนธรรมปลายทางผู้แปลต้องเผชิญความท้าทายหลายประการ ความท้าทายหลักคือ

การหลีกเล่ียงการทําให้วัฒนธรรมต้นฉบับดูเหมือนวัฒนธรรมปลายทาง ผู้แปลต้องระวังไม่ให้การปรับเปล่ียนมากเกิน 

ไปจนสูญเสียความเป็นต้นตอและความท้าทายเร่ืองการรักษาความสมดุลระหว่างการอธิบายและการให้ผู้อ่านเรียนรู้ส่ิง

ใหม่ การปรับมากเกินไปอาจทําให้ผู้อ่านไม่ได้เรียนรู้เก่ียวกับวัฒนธรรมอ่ืน แต่การปรับน้อยเกินไปอาจทําให้เข้าใจยาก 

ดังน้ัน การปรับให้เข้ากับวัฒนธรรมปลายทางจึงเป็นศิลปะท่ีต้องอาศัยความเข้าใจอย่างลึกซ้ึงของท้ังสองวัฒนธรรมและ

ความสามารถในการสร้างสมดุลท่ีเหมาะสม ความสําเร็จของกลวิธีน้ีอยู่ท่ีการทําให้ผู้อ่านเข้าใจและเข้าถึงวัฒนธรรมต้น 

ฉบับได้โดยไม่สูญเสียความเป็นเอกลักษณ์ การปรับให้เข้ากับวัฒนธรรมปลายทางจึงเป็นเคร่ืองมือสําคัญในการสร้าง

ความเข้าใจระหว่างวัฒนธรรมและการส่งเสริมการเรียนรู้ข้ามขอบเขตภาษาและวัฒนธรรม กลวิธีน้ีจะช่วยทําให้การ

แปลเป็นประตูสู่ความเข้าใจและความเคารพระหว่างวัฒนธรรมท่ีแตกต่างกัน 
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 11. การปรับโครงสร้างและการจัดระเบียบเนื้อหา (Restructuring and 

 Reorganization) 

 การปรับโครงสร้างและการจัดระเบียบเน้ือหาเป็นกลวิธีการแปลท่ีมีความสําคัญในยุคสมัยท่ีข้อมูลมีมากมาย

และผู้อ่านต้องการความชัดเจนและการเข้าถึงท่ีรวดเร็ว ตามแนวคิดของ Nida (2021) การปรับโครงสร้างไม่ได้เป็น

เพียงการเปล่ียนแปลงรูปแบบการนําเสนอแต่เป็นการคิดใหม่เก่ียวกับวิธีการส่ือสารท่ีมีประสิทธิภาพสําหรับผู้อ่านใน

วัฒนธรรมและบริบทใหม่ หลักการสําคัญของการปรับโครงสร้างคือการเข้าใจว่าผู้อ่านในวัฒนธรรมต่างกันมีความคาด 

หวังและรูปแบบการประมวลข้อมูลท่ีแตกต่างกันในวัฒนธรรมตะวันตก โดยเฉพาะในการเขียนเชิงวิชาการ ผู้อ่านมัก

คาดหวังโครงสร้างท่ีชัดเจน การจัดลําดับข้อมูลอย่างเป็นระบบ และการแสดงความสัมพันธ์ระหว่างแนวคิดอย่างชัด

แจ้ง การปรับโครงสร้างต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับจุดประสงค์ของข้อความ กลุ่มผู้อ่านเป้าหมายและบรรทัด

ฐานการเขียนในวัฒนธรรมปลายทาง ผู้แปลต้องสามารถวิเคราะห์ว่าข้อมูลใดสําคัญท่ีสุด ควรนําเสนอในลําดับใดและ

ควรเช่ือมโยงกันอย่างไรเพ่ือให้เกิดความเข้าใจท่ีชัดเจนและครบถ้วน 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การปรับโครงสร้างคําแนะนําและข้ันตอนปฏิบัติ 

ตัวอย่างจากบทท่ี 4: 

ต้นฉบับภาษาไทย (หน้า 150): ข้ันตอนการจัดเคร่ืองเซ่นไหว้ ใช้เส่ือกระจูดปูลาดบริเวณหน้าห้ิง วาง 

                หมอนจํานวน 1 ใบ และปูผ้าขาวทับบนหมอนและเส่ือกระจูด... 

ฉบับแปลภาษาอังกฤษ (หน้า 95): Steps for arranging the offerings as follows: lay a mat  

             made of Lepironia in front of the shrine and place one  

             pillow on the mat and cover it with a white cloth. Then  

             place nine candles... 

 ตัวอย่างจากบทท่ี 4 เป็นการแปลคําแนะนําข้ันตอนการปฏิบัติท่ีมีรายละเอียดมาก ต้นฉบับระบุว่า "ข้ันตอน

การจัดเคร่ืองเซ่นไหว้ ใช้เส่ือกระจูดปูลาดบริเวณหน้าห้ิง วางหมอนจํานวน 1 ใบ และปูผ้าขาวทับบนหมอนและเส่ือ

กระจูด..." ผู้แปลตระหนักได้ทันทีว่าโครงสร้างของต้นฉบับน้ีไม่เหมาะกับความคาดหวังของผู้อ่านภาษาอังกฤษ ปัญหา

หลักของต้นฉบับคือการนําเสนอข้อมูลท่ีไหลต่อเน่ืองโดยไม่มีการแบ่งข้ันตอนท่ีชัดเจน ในภาษาไทยการเขียนแบบน้ี

อาจเป็นท่ียอมรับได้ แต่สําหรับผู้อ่านภาษาอังกฤษโดยเฉพาะในบริบทของคําแนะนําปฏิบัติ ผู้อ่านคาดหวังการจัด

ระเบียบท่ีชัดเจนและง่ายต่อการปฏิบัติตาม ผู้แปลจึงตัดสินใจปรับโครงสร้างโดยการเร่ิมต้นด้วยการระบุชัดเจนว่าน่ีคือ 

"Steps for arranging the offerings as follows:" การเพ่ิมคําว่า "Steps" และ "as follows:" ช่วยให้ผู้อ่านเตรียมใจ

สําหรับรายการข้ันตอนท่ีจะตามมา ซ่ึงสอดคล้องกับแบบแผนการเขียนคําแนะนําในภาษาอังกฤษ จากน้ัน ผู้แปลแบ่ง

ข้อมูลออกเป็นข้ันตอนย่อย ๆ ท่ีชัดเจน ข้ันตอนแรกคือ "lay a mat made of Lepironia in front of the shrine 
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and place one pillow on the mat and cover it with a white cloth" ซ่ึงรวมกิจกรรมท่ีเก่ียวข้องกับการเตรียม

พ้ืนฐานไว้ด้วยกัน การรวมน้ีไม่ได้เป็นการละเลยรายละเอียด แต่เป็นการจัดกลุ่มกิจกรรมท่ีเก่ียวข้องกันให้เป็นหน่วย

เดียว การใช้คําเช่ือม "Then" ในประโยคต่อไป "Then place nine candles..." เป็นการสร้างความชัดเจนเก่ียวกับ

ลําดับเวลา ในต้นฉบับภาษาไทยลําดับเวลาน้ีอาจจะไม่ชัดเจนนัก แต่ในภาษาอังกฤษการใช้คําเช่ือมแสดงลําดับเป็นส่ิง

สําคัญท่ีช่วยให้ผู้อ่านสามารถปฏิบัติตามได้อย่างถูกต้อง และการเลือกใช้ "Lepironia" แทนการแปลง "กระจูด" เป็น

คําอธิบายท่ัวไป เช่น "reed mat" เพ่ือคํานึงถึงความแม่นยํา ขณะเดียวกันการเพ่ิมคําอธิบาย "made of Lepironia" ก็

ช่วยให้ผู้อ่านท่ีไม่คุ้นเคยกับคําน้ีเข้าใจว่าเป็นวัสดุจากธรรมชาติ 

สรุป 

 การปรับโครงสร้างและการจัดระเบียบเน้ือหาจะทําให้ผู้อ่านสามารถเข้าใจและปฏิบัติตามคําแนะนําได้ง่ายข้ึน 

การแบ่งข้ันตอนอย่างชัดเจนและการใช้คําเช่ือมท่ีเหมาะสมช่วยลดความสับสนและเพ่ิมความม่ันใจในการปฏิบัติ 

นอกจากน้ี ยังช่วยให้งานแปลมีความเป็นมืออาชีพและสอดคล้องกับมาตรฐานการเขียนในภาษาอังกฤษ ผู้อ่านจะรู้สึก

คุ้นเคยกับรูปแบบการนําเสนอและสามารถประมวลข้อมูลได้รวดเร็วข้ึน 

 12. การเลือกใช้คําศัพท์เฉพาะทาง (Terminology Selection) 

 การเลือกใช้คําศัพท์เฉพาะทางเป็นหน่ึงในกลวิธีการแปลท่ีมีความสําคัญมากในการแปลเอกสารเชิงวิชาการ 

โดยเฉพาะเม่ือต้องจัดการกับเน้ือหาท่ีเก่ียวข้องกับศาสนา ความเช่ือ และศิลปะวัฒนธรรม ตามแนวคิดของ Teresa 

Cabré (2010) การเลือกใช้คําศัพท์เฉพาะทางไม่ได้เป็นเพียงการหาคําท่ีหมายความเหมือนกัน แต่เป็นการสร้างระบบ

ความหมายท่ีสอดคล้องกับบริบททางวิชาการและวัฒนธรรมของภาษาปลายทาง หลักการสําคัญของการเลือกใช้คํา 

ศัพท์เฉพาะทางคือการเข้าใจว่าคําศัพท์แต่ละคําไม่ได้แยกเด่ียวแต่เป็นส่วนหน่ึงของระบบคําศัพท์ท่ีใหญ่กว่า ในฐานะผู้

แปล ผู้แปลจะพิจารณาว่าคําศัพท์ท่ีเลือกใช้จะส่ือสารได้อย่างถูกต้องในบริบทของสาขาวิชาท่ีเก่ียวข้องและจะเป็นท่ี

เข้าใจสําหรับผู้อ่านท่ีมีความรู้พ้ืนฐานในสาขาน้ัน ๆ หรือไม่ ความท้าทายหลักในการเลือกใช้คําศัพท์เฉพาะทางคือการ

รักษาสมดุลระหว่างความแม่นยําทางเทคนิคและความเข้าใจได้ ผู้แปลต้องเลือกคําศัพท์ท่ีแม่นยําพอท่ีจะส่ือสารความ 

หมายท่ีถูกต้องแต่ในขณะเดียวกันก็ต้องไม่ซับซ้อนจนเกินไปสําหรับผู้อ่านเป้าหมาย นอกจากน้ียังต้องคํานึงถึงการสร้าง

ความสอดคล้องในการใช้คําศัพท์ตลอดท้ังเอกสารเพ่ือหลีกเล่ียงความสับสน 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) คําศัพท์ทางศาสนศึกษา 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 108): ศาสนาพุทธแม้จะเป็นศาสนาแบบอเทวนิยม แต่ไม่ได้ปฏิเสธการมีอยู่ของ 

         เทวดา 
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ฉบับแปลภาษาอังกฤษ (หน้า 69): In Buddhism, although it is an atheistic religion, it does not  

             deny the existence of deities. 

 ตัวอย่างจากบทท่ี 3 คือการแปลแนวคิดทางศาสนาท่ีมีความซับซ้อนและอาจเป็นท่ีถกเถียงกันในวงวิชาการ 

ต้นฉบับระบุว่า "ศาสนาพุทธแม้จะเป็นศาสนาแบบอเทวนิยม แต่ไม่ได้ปฏิเสธการมีอยู่ของเทวดา" การแปลประโยคน้ี

ต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับปรัชญาศาสนาและศัพท์เทคนิคท่ีใช้ในการศึกษาศาสนาเปรียบเทียบ ผู้แปลต้อง

เผชิญกับคําว่า "อเทวนิยม" ซ่ึงเป็นศัพท์เทคนิคท่ีมีความหมายเฉพาะ ในการศึกษาศาสนา "อเทวนิยม" หมายถึงระบบ

ความเช่ือท่ีไม่ยอมรับการมีอยู่ของพระเจ้าสูงสุดหรือเทพเจ้าท่ีเป็นผู้สร้างและควบคุมจักรวาลแต่อาจยอมรับการมีอยู่

ของส่ิงเหนือธรรมชาติในรูปแบบอ่ืน การตัดสินใจแปลเป็น "atheistic religion" เป็นการเลือกท่ีต้องพิจารณาอย่าง

รอบคอบ ในทางเทคนิค "atheistic" และ "อเทวนิยม" ไม่ได้มีความหมายเหมือนกันทุกประการ "atheistic" ใน

ภาษาอังกฤษมักหมายถึงการปฏิเสธการมีอยู่ของพระเจ้าหรือเทพเจ้าทุกรูปแบบ ในขณะท่ี "อเทวนิยม" มีความหมายท่ี

เฉพาะเจาะจงกว่า อย่างไรก็ตาม ผู้แปลเลือกใช้ "atheistic" เพราะในบริบทของการศึกษาศาสนาเปรียบเทียบ คําน้ี

ได้รับการยอมรับให้ใช้เพ่ืออธิบายลักษณะของพุทธศาสนาท่ีไม่มีแนวคิดเร่ืองพระเจ้าผู้สร้าง และประโยคท่ีตามมาก็ได้

อธิบายเพ่ิมเติมว่า "it does not deny the existence of deities" ซ่ึงช่วยช้ีแจงความแตกต่างและป้องกันความเข้าใจ

ผิด ผู้แปลเลือกใช้ "deities" แทน "เทวดา" เพราะเป็นคําศัพท์ท่ีเหมาะสมในบริบททางวิชาการ "deities" เป็น

ศัพท์เทคนิคท่ีใช้ในการศึกษาศาสนาเปรียบเทียบและมานุษยวิทยา มีความหมายท่ีกว้างขวางและไม่จํากัดอยู่เพียง

วัฒนธรรมใดวัฒนธรรมหน่ึง 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 108): เทวดา คือกลุ่มของกายทิพย์ เช่ือกันว่าอยู่บนสรวงสวรรค์ ตามความเช่ือของ

          ศาสนาพราหมณ์ 

ฉบับแปลภาษาอังกฤษ (หน้า 68): Deities are celestial beings believed to reside in heaven  

             according to Brahmanical beliefs. 

 ตัวอย่างน้ีเป็นการต่อยอดการใช้คําศัพท์เฉพาะทาง ต้นฉบับกล่าวว่า "เทวดา คือกลุ่มของกายทิพย์ เช่ือกันว่า

อยู่บนสรวงสวรรค์ ตามความเช่ือของศาสนาพราหมณ์" การแปลน้ีต้องจัดการกับศัพท์เทคนิคหลายคําท่ีเช่ือมโยงกัน 

การแปล "กายทิพย์" เป็น "celestial beings" ผู้แปลเห็นว่าเป็นคําศัพท์ท่ีแม่นยําและเหมาะสมกับบริบททางวิชาการ 

"celestial beings" เป็นศัพท์ท่ีใช้ในการศึกษาศาสนาและมานุษยวิทยาเพ่ืออธิบายส่ิงมีชีวิตท่ีมีธรรมชาติเหนือมนุษย์

และเก่ียวข้องกับโลกแห่งสวรรค์ คําน้ีมีความกว้างขวางพอท่ีจะครอบคลุมแนวคิดของ "กายทิพย์" ซ่ึงรวมถึงเทวดา นาง 

ฟ้าและส่ิงมีชีวิตศักด์ิสิทธ์ิอ่ืน ๆ และการเลือกใช้ "Brahmanical beliefs" แทน "ศาสนาพราหมณ์" ก็เพ่ือแสดงให้เห็น

ถึงความละเอียดในการเลือกคําศัพท์ คําว่า "Brahmanical" เป็นศัพท์เทคนิคท่ีเฉพาะเจาะจงกว่า "Hindu" ในบริบทน้ี 

คําว่า "ศาสนาพราหมณ์" หมายถึงรูปแบบเฉพาะของความเช่ือท่ีเน้นบทบาทของชนช้ันพราหมณ์และพิธีกรรม ไม่ใช่

ศาสนาฮินดูในความหมายกว้าง 
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 2) คําศัพท์ทางมานุษยวิทยาและศาสนศึกษา 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 123): ทวดหลักเขต เช่ือกันว่ามีอยู่หลายองค์ มีรูปกายเป็นคน เสือและงู 

ฉบับแปลภาษาอังกฤษ (หน้า 79): Thuat Lak Khet, it is believed to be multiple entities with the 

    forms of humans, tigers, and snakes 

 การแปลเร่ือง "ทวดหลักเขต" เป็นความท้าทายในการเลือกคําศัพท์สําหรับแนวคิดท่ีไม่มีคําเทียบเคียงตรงใน

วัฒนธรรมปลายทาง เม่ือต้นฉบับระบุว่า "ทวดหลักเขต เช่ือกันว่ามีอยู่หลายองค์ มีรูปกายเป็นคน เสือและงู" การแปล

น้ีต้องจัดการกับแนวคิดเร่ืองส่ิงศักด์ิสิทธ์ิในความเช่ือพ้ืนบ้าน การตัดสินใจเลือกใช้ "entities" แทนคําอ่ืน ๆ เช่น 

"spirits," "beings," หรือ "deities" ผู้แปลได้พิจารณาอย่างรอบคอบแล้ว "entities" เป็นศัพท์เทคนิคท่ีใช้ใน

มานุษยวิทยาและการศึกษาความเช่ือพ้ืนบ้าน มีความหมายกว้างขวางและไม่จํากัดรูปแบบหรือลักษณะส่ิงท่ีอธิบาย 

ส่วนคําว่า "spirits" อาจมีนัยของส่ิงท่ีไม่มีร่างกายซ่ึงไม่สอดคล้องกับการอธิบายว่า "มีรูปกายเป็นคน เสือและงู" และคํา

ว่า "beings" อาจเหมาะสมแต่มักใช้กับส่ิงมีชีวิตท่ีมีสติปัญญา ส่วน "deities" อาจมีนัยของการเป็นเทพเจ้าท่ีสูงเกินไป 

การใช้ "entities" จึงเป็นการเลือกท่ีสามารถครอบคลุมความซับซ้อนของแนวคิด "ทวดหลักเขต" ได้ดีท่ีสุด และการใช้ 

"multiple entities" แทน "มีอยู่หลายองค์" เป็นการปรับใช้คําศัพท์เทคนิคให้เหมาะสมกับโครงสร้างภาษาอังกฤษ 

"multiple entities" ส่ือถึงการมีอยู่ของส่ิงเดียวกันในรูปแบบหลายรูปแบบ ซ่ึงสอดคล้องกับแนวคิดท่ีว่า "ทวดหลัก

เขต" สามารถปรากฏในรูปต่าง ๆ ได้ 

 3) คําศัพท์ทางไสยศาสตร์และความเช่ือ 

ตัวอย่างจากบทท่ี 3: 

ต้นฉบับภาษาไทย (หน้า 103): เพดหรืออาเพศ คือส่ิงท่ีเป็นมูลเหตุให้เกิดความเจ็บป่วยของบุคคล อาจเกิดจาก

        ท้ังวิญญาณฝ่ายดีและวิญญาณฝ่ายช่ัวร้าย 

ฉบับแปลภาษาอังกฤษ (หน้า 66): "Phet" or "Aphet (bad omen)" refers to the cause of an  

             individual's illness, which may stem from either benevolent or 

             malevolent spirits 

 ตัวอย่างน้ีเป็นความท้าทายในการเลือกคําศัพท์สําหรับแนวคิดท่ีเก่ียวข้องกับไสยศาสตร์และความเช่ือเร่ือง

สาเหตุของความเจ็บป่วย ต้นฉบับกล่าวว่า "เพดหรืออาเพศ คือส่ิงท่ีเป็นมูลเหตุให้เกิดความเจ็บป่วยของบุคคล อาจเกิด

จากท้ังวิญญาณฝ่ายดีและวิญญาณฝ่ายช่ัวร้าย" การแปลต้องจัดการกับแนวคิดท่ีซับซ้อนและอาจก่อให้เกิดการเข้าใจ

ผิดได้ง่าย ผู้แปลตัดสินใจคง "Ped" และ "Apet" ไว้ในรูปการทับศัพท์แล้วเพ่ิมคําอธิบาย "(bad omen)" สําหรับ "Apet" 

เพ่ือเป็นการสร้างสมดุลระหว่างการรักษาความเป็นเอกลักษณ์และการให้ความเข้าใจ การใช้ "bad omen" เป็นการ

เลือกคําศัพท์ท่ีมีความหมายใกล้เคียงและเป็นท่ีเข้าใจในวัฒนธรรมตะวันตก การแปล "วิญญาณฝ่ายดีและวิญญาณฝ่าย
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ช่ัวร้าย" เป็น "benevolent or malevolent spirits" คือการใช้คําศัพท์เฉพาะทาง เพราะ "benevolent" และ 

"malevolent" เป็นศัพท์เทคนิคท่ีใช้ในการศึกษาเร่ืองจิตวิญญาณและความเช่ือเหนือธรรมชาติ คําเหล่าน้ีมีความ 

หมายท่ีชัดเจนและเป็นท่ียอมรับในวงวิชาการ "benevolent" ส่ือถึงความปรารถนาดีและการให้ความช่วยเหลือ ใน 

ขณะท่ี "malevolent" ส่ือถึงความต้องการทําร้ายหรือก่อให้เกิดความทุกข์ การใช้คําท้ังสองน้ีช่วยให้ผู้อ่านเข้าใจว่าใน

แนวคิดของ "เพด" หรือ "อาเพศ" สาเหตุของความเจ็บป่วยไม่ได้มาจากส่ิงช่ัวร้ายเท่าน้ันแต่อาจมาจากส่ิงท่ีดีด้วย ซ่ึงเป็น

แนวคิดท่ีซับซ้อนและน่าสนใจในการศึกษาระบบความเช่ือ 

สรุป 

 การเลือกใช้คําศัพท์เฉพาะทางส่งผลต่อความน่าเช่ือถือและความแม่นยําทางวิชาการ การใช้คําศัพท์ท่ีเป็น

มาตรฐานในวงวิชาการช่วยให้งานแปลสามารถเช่ือมโยงกับงานวิจัยและการศึกษาอ่ืน ๆ ในสาขาเดียวกันได้ นอกจากน้ี 

การเลือกใช้คําศัพท์เฉพาะทางยังช่วยสร้างความสอดคล้องภายในเอกสาร เม่ือผู้แปลใช้ระบบคําศัพท์ท่ีสอดคล้องกัน

ตลอดท้ังเอกสาร ผู้อ่านจะสามารถติดตามการอภิปรายได้ง่ายข้ึนและไม่เกิดความสับสนจากการใช้คําท่ีแตกต่างกัน

สําหรับแนวคิดเดียวกัน การเลือกใช้คําศัพท์เฉพาะทางเป็นกลวิธีการแปลท่ีต้องอาศัยความรู้เฉพาะทางและความเข้าใจ

ลึกซ้ึงเก่ียวกับระบบคําศัพท์ในสาขาต่าง ๆ การใช้คําศัพท์เฉพาะทางจึงเป็นเคร่ืองมือสําคัญในการยกระดับคุณภาพของ

งานแปลและทําให้เกิดการส่ือสารท่ีมีประสิทธิภาพในวงวิชาการ  

 13. การเทียบเคียงแนวคิด (Conceptual Equivalence) 

 การเทียบเคียงแนวคิดเป็นหน่ึงในกลวิธีการแปลท่ีมีความซับซ้อนและท้าทายมากเน่ืองจากเก่ียวข้องกับการ

ถ่ายทอดแนวคิดท่ีอาจไม่มีความเท่าเทียมกันโดยตรงระหว่างสองวัฒนธรรม ตามแนวคิดของ Eugene Nida (2021) 

และ Peter Newmark (1988) การเทียบเคียงแนวคิดไม่ได้เป็นเพียงการหาคําท่ีมีความหมายคล้ายกัน แต่เป็นการ

สร้างความเข้าใจท่ีเท่าเทียมกันเก่ียวกับแก่นแท้ของความหมายและหน้าท่ีของแนวคิดน้ัน ๆ หลักการสําคัญของการ

เทียบเคียงแนวคิดคือการเข้าใจว่าแนวคิดแต่ละแนวคิดมีมิติหลายประการ ไม่ว่าจะเป็นมิติเชิงความหมาย มิติเชิงหน้าท่ี 

มิติเชิงอารมณ์ และมิติเชิงวัฒนธรรม ในการแปล ผู้แปลต้องวิเคราะห์แนวคิดในภาษาต้นฉบับในทุกมิติเหล่าน้ีแล้วจึงหา

วิธีสร้างความเข้าใจท่ีใกล้เคียงท่ีสุดในภาษาปลายทาง ความท้าทายหลักของการเทียบเคียงแนวคิดอยู่ท่ีการจัดการกับ

ความแตกต่างทางวัฒนธรรม แนวคิดหน่ึงอาจมีความสําคัญหรือความหมายเฉพาะในวัฒนธรรมหน่ึงแต่อาจไม่มีส่ิงท่ี

เทียบเคียงได้ในอีกวัฒนธรรมหน่ึง ผู้แปลจึงต้องสร้างสรรค์วิธีการถ่ายทอดแก่นของแนวคิดโดยใช้องค์ประกอบท่ีมีอยู่

ในวัฒนธรรมปลายทาง 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การแปลแนวคิดเร่ืองการตกแต่งร่างกายในพิธีกรรม 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 79): การแต่งพอก 
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ฉบับแปลภาษาอังกฤษ (หน้า 49): Adornment Ritual 

 ตัวอย่างจากบทท่ี 2 เป็นแนวคิดท่ีเก่ียวข้องกับการเตรียมตัวสําหรับพิธีกรรมการแต่งพอก ต้นฉบับใช้คําว่า 

"การแต่งพอก" การแปลคําน้ีต้องอาศัยความเข้าใจลึกซ้ึงเก่ียวกับความหมายและบริบทของการกระทําน้ีในวัฒนธรรม

ไทย ผู้แปลได้วิเคราะห์ว่า "การแต่งพอก" หมายถึงอะไรในบริบทของการแสดงโนรา คําว่า "แต่ง" หมายถึงการตกแต่ง

หรือการเตรียม ส่วน "พอก" หมายถึงการเอาส่ิงต่าง ๆ มาใส่หรือมาประดับ เม่ือรวมกันแล้ว "การแต่งพอก" หมายถึง

กระบวนการตกแต่งร่างกายและการแต่งกายเพ่ือเตรียมตัวสําหรับการแสดง อย่างไรก็ตาม การแปลตรงตัวว่า 

"dressing up" หรือ "putting on makeup" จะไม่สามารถส่ือสารความสําคัญและความศักด์ิสิทธ์ิของกระบวนการน้ี

ได้ ในบริบทของโนรา "การแต่งพอก" ไม่ใช่เพียงการแต่งหน้าแต่งตัวธรรมดา แต่เป็นส่วนหน่ึงของพิธีกรรมการ

เปล่ียนแปลงจากคนธรรมดาเป็นนักแสดงท่ีมีพลังศักด์ิสิทธ์ิ การตัดสินใจแปลเป็น "Adornment Ritual" จึงเป็นการใช้

กลยุทธ์การเทียบเคียงแนวคิดอย่างลึกซ้ึง คําว่า "Adornment" มีความหมายกว้างกว่าการแต่งตัวธรรมดา หมายถึงการ

ประดับตกแต่งด้วยความเคารพและความระมัดระวัง มักใช้ในบริบทของศิลปะ ศาสนา และพิธีกรรม การเพ่ิมคําว่า 

"Ritual" เป็นส่ิงสําคัญท่ีช่วยส่ือสารมิติทางจิตวิญญาณและความศักด์ิสิทธ์ิของกระบวนการน้ี คําว่า "Ritual" ใน

ภาษาอังกฤษส่ือถึงการกระทําท่ีมีความหมายเชิงสัญลักษณ์ มีข้ันตอนท่ีกําหนดไว้ และมักเก่ียวข้องกับการเปล่ียนแปลง

สถานะหรือการเช่ือมต่อกับส่ิงศักด์ิสิทธ์ิ การรวมกันของ "Adornment" และ "Ritual" จึงสามารถส่ือสารแก่นใจของ 

"การแต่งพอก" ได้อย่างครบถ้วน ผู้อ่านภาษาอังกฤษจะเข้าใจว่าน่ีไม่ใช่การแต่งตัวธรรมดา แต่เป็นพิธีกรรมท่ีมี

ความหมายและความสําคัญเฉพาะท่ีเก่ียว ข้องกับการเตรียมตัวท้ังทางกายและทางใจสําหรับการแสดงท่ีมีมิติทางจิต

วิญญาณ 

 2) การแปลแนวคิดเร่ืองการเคล่ือนไหวในพิธีกรรม 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 85): การเวียนแว่น 

ฉบับแปลภาษาอังกฤษ (หน้า 53): Sacred circling 

 ตัวอย่างจากบทท่ี 2 เป็นการแปลท่ีมีความซับซ้อนเพราะแนวคิดเร่ืองการเคล่ือนไหวท่ีมีความหมายเชิง

พิธีกรรม ต้นฉบับใช้คําว่า "การเวียนแว่น" การแปลคําน้ีต้องอาศัยความเข้าใจความหมายท้ังในระดับการกระทําและใน

ระดับสัญลักษณ์ ผู้แปลได้วิเคราะห์องค์ประกอบของคําว่า "เวียนแว่น" คําว่า "เวียน" หมายถึงการเคล่ือนไหวเป็น

วงกลม หรือการหมุนรอบจุดศูนย์กลาง ส่วน "แว่น" ในบริบทน้ีไม่ได้หมายถึงแว่นตาแต่มีความหมายเก่ียวกับการส่องดู

หรือการตรวจสอบ เม่ือรวมกันแล้ว "การเวียนแว่น" หมายถึงการเคล่ือนไหวเป็นวงกลมท่ีมีจุดประสงค์เฉพาะ อย่างไรก็

ตาม ความหมายของ "การเวียนแว่น" ไม่ได้หยุดอยู่เพียงการเคล่ือนไหวทางกายภาพ ในบริบทของพิธีกรรมโนรา การ

เคล่ือนไหวน้ีมีความหมายเชิงสัญลักษณ์ท่ีลึกซ้ึง เป็นการสร้างพ้ืนท่ีศักด์ิสิทธ์ิ การเช่ือมต่อกับพลังเหนือธรรมชาติ และ

การปกป้องหรือการเสริมพลัง ผู้แปลตัดสินใจแปลเป็น "Sacred circling" โดยใช้กลยุทธ์การเทียบเคียงแนวคิดท่ี

ต้องการความสร้างสรรค์และความเข้าใจลึกซ้ึง คําว่า "Sacred" เป็นคําหลักท่ีส่ือสารมิติทางจิตวิญญาณและความ

ศักด์ิสิทธ์ิของการกระทําน้ี ผู้แปลเลือกใช้ "Sacred" แทนคําอ่ืน ๆ เช่น "Holy" หรือ "Religious" เพราะคํานึงถึง
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ความหมายท่ีกว้างและไม่จํากัดอยู่ในกรอบศาสนาใดศาสนาหน่ึง คําว่า "Circling" ส่ือถึงการเคล่ือนไหวเป็นวงกลม

อย่างมีจุดประสงค์ ในหลายวัฒนธรรมการเคล่ือนไหวเป็นวงกลมมีความหมายเชิงพิธีกรรมและจิตวิญญาณ เช่น การ

สร้างพ้ืนท่ีศักด์ิสิทธ์ิ การเรียกพลัง หรือการปกป้อง ผู้อ่านท่ีมีความรู้เก่ียวกับพิธีกรรมในวัฒนธรรมต่าง ๆ จะสามารถ

เช่ือมโยงและเข้าใจความหมายได้ การรวมกันของ "Sacred" และ "Circling" จึงสามารถส่ือสารแก่นใจของ "การเวียน

แว่น" ได้อย่างมีประสิทธิภาพ แม้ว่าจะไม่ใช่การแปลตรงตัวแต่ก็สามารถสร้างความเข้าใจท่ีใกล้เคียงเก่ียวกับความ 

หมายและความสําคัญของการกระทําน้ีในบริบทของพิธีกรรมโนรา 

สรุป 

 การเทียบเคียงแนวคิดเป็นกลวิธีการแปลท่ีต้องอาศัยความคิดสร้างสรรค์ ความเข้าใจท่ีลึกซ้ึงท้ังสองวัฒนธรรม 

และความสามารถในการวิเคราะห์แนวคิดในหลายมิติ ความสําเร็จของกลวิธีน้ีข้ึนอยู่กับความสามารถของผู้แปลในการ

จับจิตวิญญาณของแนวคิดและสร้างส่ิงท่ีเทียบเคียงได้ในวัฒนธรรมปลายทาง การเทียบเคียงแนวคิดจึงเป็นอีกหน่ึง

เคร่ืองมือสําคัญในการสร้างเข้าใจระหว่างวัฒนธรรมและการทําให้ผู้อ่านสามารถเข้าถึงและซาบซ้ึงในความหมายและ

ความงดงามของแนวคิดจากวัฒนธรรมอ่ืน  

 14. การปรับเปลี่ยนทางวัฒนธรรม (Cultural Adaptation) 

 การปรับเปล่ียนทางวัฒนธรรมเป็นกลวิธีการแปลท่ีมีความซับซ้อนและต้องอาศัยความไวทางวัฒนธรรมสูง 

ตามแนวคิดของ Katan and Taibi (2021) ผู้แปลในบริบทน้ีไม่ได้เป็นเพียงผู้ถ่ายทอดความหมายจากภาษาหน่ึงไปยัง

อีกภาษาหน่ึงแต่ต้องทําหน้าท่ีเป็น "คนกลางทางวัฒนธรรม" (cultural mediator) ท่ีช่วยเช่ือมโยงและอธิบายความ

แตกต่างทางวัฒนธรรมให้ผู้อ่านเข้าใจ หลักการสําคัญของการปรับเปล่ียนทางวัฒนธรรมคือการเข้าใจว่าความหมาย

ของคําหรือแนวคิดไม่ได้อยู่ในตัวของมันเองเพียงอย่างเดียวแต่ถูกสร้างข้ึนและกําหนดโดยบริบททางวัฒนธรรม สังคม 

และประวัติศาสตร์ ผู้แปลต้องตระหนักว่าการถ่ายทอดแนวคิดจากวัฒนธรรมหน่ึงไปยังอีกวัฒนธรรมหน่ึงต้องคํานึงถึง

กรอบการทําความเข้าใจและประสบการณ์ของผู้อ่านในวัฒนธรรมปลายทาง ความท้าทายของการปรับเปล่ียนทาง

วัฒนธรรมอยู่ท่ีการสร้างสมดุลระหว่างการอธิบายและการปล่อยให้ผู้อ่านเรียนรู้ การปรับเปล่ียนมากเกินไปอาจทําให้

สูญเสียความเป็นเอกลักษณ์ของวัฒนธรรมต้นฉบับแต่การปรับเปล่ียนน้อยเกินไปอาจทําให้ผู้อ่านไม่เข้าใจหรือเข้าใจผิด 

ผู้แปลจึงต้องใช้ดุลยพินิจในการตัดสินใจว่าควรปรับเปล่ียนในระดับใด 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

1) การปรับบริบทเพ่ือความเข้าใจท่ีดีข้ึน 

ตัวอย่างจากบทท่ี 5: 

ต้นฉบับภาษาไทย (หน้า 199): ปัจจุบันความนิยมวงดนตรีลูกทุ่งและละครโนราลดลง 

ฉบับแปลภาษาอังกฤษ (หน้า 125): Currently, the popularity of Thai folk music and Nora drama 

      has decreased. 
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 ตัวอย่างจากบทท่ี 5 แสดงให้เห็นถึงการปรับเปล่ียนทางวัฒนธรรมในลักษณะท่ีต่างออกไป เม่ือต้นฉบับกล่าว

ว่า "ปัจจุบันความนิยมวงดนตรีลูกทุ่งและละครโนราลดลง" การแปลประโยคน้ีต้องจัดการกับศัพท์เฉพาะทางวัฒนธรรม

ท่ีผู้อ่านต่างชาติอาจไม่คุ้นเคย ผู้แปลพิจารณาว่า "ลูกทุ่ง" เป็นแนวเพลงท่ีเฉพาะเจาะจงของไทยและการแปลตรงตัว

เป็น "country music" อาจทําให้เกิดความเข้าใจผิดว่าเป็นแนวเพลงคันทรีแบบอเมริกันซ่ึงแม้จะมีลักษณะบางอย่าง

คล้ายกันแต่ก็มีความแตกต่างท่ีสําคัญท้ังในเร่ืองของดนตรี เน้ือหา และบริบททางสังคม การแปลเป็น "Currently, the 

popularity of Thai folk music and Nora drama has decreased" เป็นการปรับเปล่ียนทางวัฒนธรรมท่ีรับได้ ผู้

แปลเพ่ิม "Thai" หน้า "folk music" เพ่ือช่วยให้ผู้อ่านเข้าใจว่าเป็นแนวเพลงพ้ืนบ้านของไทยโดยเฉพาะ ไม่ใช่แนวเพลง

พ้ืนบ้านท่ัวไปหรือแนวเพลงจากประเทศอ่ืน การใช้ "folk music" แทน "country music" เป็นการเลือกคําศัพท์ท่ี

กว้างขวางและไม่สร้างความสับสน "folk music" มีความหมายท่ีครอบคลุมแนวเพลงท่ีมีรากฐานมาจากประชาชนและ

สะท้อนวิถีชีวิตของผู้คนซ่ึงสอดคล้องกับลักษณะของเพลงลูกทุ่งมากกว่า "country music" ท่ีมีความหมายเฉพาะ 

เจาะจงในบริบทของดนตรีอเมริกัน การปรับเปล่ียนน้ีช่วยให้ผู้อ่านเข้าใจบริบทของการเปล่ียนแปลงทางวัฒนธรรมใน

ประเทศไทยโดยไม่ต้องเข้าใจรายละเอียดเฉพาะเจาะจงของแนวเพลงลูกทุ่ง ขณะเดียวกันก็ยังคงรักษาความหมายหลัก

ของประโยคไว้ คือการลดลงของความนิยมในรูปแบบบันเทิงแบบด้ังเดิม และการคง "Nora drama" ก็เพ่ือแสดงให้เห็น

ถึงการสร้างสมดุลระหว่างการปรับเปล่ียนและการรักษาเอกลักษณ์ เน่ืองจาก "โนรา" เป็นศิลปะการแสดงท่ีเฉพาะ 

เจาะจงและไม่มีส่ิงท่ีเทียบเคียงได้ในวัฒนธรรมตะวันตก การใช้ "Nora drama" ช่วยรักษาความเป็นเอกลักษณ์ขณะ 

เดียวกันก็ให้ข้อมูลพ้ืนฐานว่าเป็นรูปแบบหน่ึงของการแสดงละคร 

สรุป 

 การปรับเปล่ียนทางวัฒนธรรมสร้างผลกระทบท่ีสําคัญต่อความเข้าใจและการเรียนรู้ของผู้อ่าน ตามในตัวอย่าง 

ผู้อ่านได้รับความเข้าใจเก่ียวกับการเปล่ียนแปลงทางวัฒนธรรมในประเทศไทยในบริบทท่ีพวกเขาสามารถเข้าใจได้ การ

ใช้ "Thai folk music" ช่วยให้ผู้อ่านสามารถเช่ือมโยงกับแนวคิดเร่ืองดนตรีพ้ืนบ้านในวัฒนธรรมของตนเอง และเข้าใจ

ถึงความสําคัญและความหมายของการเปล่ียนแปลงท่ีเกิดข้ึน ดังน้ัน การปรับเปล่ียนทางวัฒนธรรมเป็นกลวิธีการแปลท่ี

มีความสําคัญและความซับซ้อนสูง จะต้องอาศัยความเข้าใจท่ีลึกซ้ึงของท้ังสองวัฒนธรรมและความสามารถในการ

สร้างสมดุลระหว่างความซ่ือสัตย์ต่อต้นฉบับและความเข้าใจได้ของผู้อ่านปลายทาง ผู้แปลเช่ือว่าการแปลโดยมีกลวิธี

การปรับเปล่ียนทางวัฒนธรรมท่ีเหมาะสมจะช่วยสร้างความเข้าใจ ความเคารพ และความสนใจในวัฒนธรรมต้นฉบับ 

ขณะเดียวกันก็ช่วยให้ผู้อ่านในวัฒนธรรมปลายทางเข้าถึงและเรียนรู้จากความรู้และประสบการณ์ของวัฒนธรรมอ่ืน 

การปรับเปล่ียนทางวัฒนธรรมจึงเป็นอีกเคร่ืองมือสําคัญในการส่งเสริมความเข้าใจและความร่วมมือระหว่างวัฒนธรรม 

และการสร้างโลกท่ีมีความหลากหลายและเข้าใจซ่ึงกันและกัน 

 15. การปรับเปลี่ยนโครงสร้างทางภาษา (Structural Adaptation) 

 การปรับเปล่ียนโครงสร้างทางภาษาเป็นกลวิธีการแปลท่ีมีความจําเป็นสูงเม่ือต้องจัดการกับความแตกต่างทาง

ไวยากรณ์และรูปแบบการส่ือสารระหว่างภาษาต้นฉบับและภาษาปลายทาง ตามแนวคิดของ J.C. Catford (1965) 

การปรับเปล่ียนโครงสร้างไม่ได้เป็นเพียงการเปล่ียนแปลงรูปแบบเพ่ือให้ถูกต้องตามไวยากรณ์ แต่เป็นการสร้างสรรค์
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โครงสร้างใหม่ท่ีสามารถส่ือสารความหมายได้อย่างมีประสิทธิภาพและเป็นธรรมชาติในภาษาปลายทาง หลักการสําคัญ

ของการปรับเปล่ียนโครงสร้างทางภาษาคือการเข้าใจว่าภาษาแต่ละภาษามีธรรมชาติและรูปแบบการจัดระเบียบข้อมูล

ท่ีแตกต่างกัน ผู้แปลตระหนักว่าการยึดติดกับโครงสร้างของภาษาต้นฉบับอาจทําให้งานแปลดูไม่เป็นธรรมชาติหรือยาก

ต่อการเข้าใจ การปรับเปล่ียนโครงสร้างจึงเป็นเคร่ืองมือสําคัญในการสร้างงานแปลท่ีมีคุณภาพ ความท้าทายของการ

ปรับเปล่ียนโครงสร้างอยู่ท่ีการรักษาความหมายและเจตนาของต้นฉบับไว้ในขณะท่ีปรับเปล่ียนรูปแบบการนําเสนอ ผู้

แปลต้องมีความเข้าใจลึกซ้ึงเก่ียวกับข้อมูลท่ีสําคัญ ความสัมพันธ์ระหว่างแนวคิดต่าง ๆ และวิธีการท่ีจะจัดระเบียบ

ข้อมูลเหล่าน้ีให้มีความชัดเจนและง่ายต่อการติดตามในภาษาปลายทาง 

การวิเคราะห์การแปลจากตัวอย่างในหนังสือ 

 1) การปรับโครงสร้างประโยคเพ่ือความชัดเจนและการจัดระเบียบ 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 86): ฉากแรกของบทจระเข้ชาละวัน กล่าวถึงตอนจระเข้ชาละวันนอนหลับและฝัน

         เป็นลางร้ายว่ามีแร้งกามาจิกร่างกาย มีไฟไหม้ถ้ําทองท่ีอยู่อาศัย หินในถ้ําหล่น

         ลงมาทับร่างกายและเข้ียวแก้วท้ังสองข้างหักออกมา 

ฉบับแปลภาษาอังกฤษ (หน้า 54): The first scene of the Chalawan Crocodile story describes how 

             the Chalawan Crocodile is sleeping and dreams of ominous 

             signs. The dream involves vultures attacking its body, a fire  

             burning down its golden cave, falling rocks crushing its body, 

             and the breaking of its precious fangs. 

 ตัวอย่างจากบทท่ี 2 เป็นการจัดการกับประโยคท่ีมีข้อมูลหนาแน่นและซับซ้อน ต้นฉบับระบุว่า "ฉากแรกของ

บทจระเข้ชาละวัน กล่าวถึงตอนจระเข้ชาละวันนอนหลับและฝันเป็นลางร้ายว่ามีแร้งกามาจิกร่างกาย มีไฟไหม้ถ้ําทอง

ท่ีอยู่อาศัย หินในถ้ําหล่นลงมาทับร่างกายและเข้ียวแก้วท้ังสองข้างหักออกมา" การแปลประโยคยาวและซับซ้อนน้ีต้อง

อาศัยการวิเคราะห์และจัดระเบียบข้อมูลอย่างรอบคอบ ผู้แปลวิเคราะห์ว่าประโยคน้ีประกอบด้วยองค์ประกอบหลัก

สามส่วนคือ การระบุฉากท่ีกําลังพูดถึง การอธิบายสถานการณ์หลัก (การนอนหลับและฝันร้าย) และรายละเอียดของ

เน้ือหาในความฝัน การนําเสนอข้อมูลท้ังหมดในประโยคเดียวในภาษาอังกฤษจะทําให้ผู้อ่านรู้สึกท่วมท้นและยากต่อ

การประมวลผล จึงตัดสินใจแยกเป็นสองประโยคในงานแปล โดยประโยคแรก "The first scene of the Chalawan 

Crocodile story describes how the Chalawan Crocodile is sleeping and dreams of ominous signs" เป็น

การต้ังโครงและอธิบายสถานการณ์หลัก ประโยคน้ีช่วยให้ผู้อ่านเข้าใจบริบทและเตรียมใจสําหรับรายละเอียดท่ีจะตาม 

มา ประโยคท่ีสอง "The dream involves vultures attacking its body, a fire burning down its golden cave, 

falling rocks crushing its body, and the breaking of its precious fangs" เป็นการจัดระเบียบรายละเอียดของ

ความฝันในรูปแบบของรายการท่ีชัดเจน การใช้โครงสร้าง "The dream involves..." ช่วยสร้างความเช่ือมโยงท่ีชัดเจน
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กับประโยคก่อนหน้า และการใช้รูปแบบโครงสร้างคู่ขนาน (Parallel structure) ในการนําเสนอเหตุการณ์ต่าง ๆ  ทําให้

ผู้อ่านสามารถติดตามและจํารายละเอียดได้ง่ายข้ึน การปรับเปล่ียนน้ียังคํานึงถึงจังหวะและการไหลของการอ่านใน

ภาษาอังกฤษ การแยกข้อมูลเป็นสองส่วนช่วยสร้างจังหวะท่ีเหมาะสม ไม่เร่งรีบเกินไปและไม่ช้าเกินไป ผู้อ่านมีเวลาใน

การประมวลผลข้อมูลแต่ละส่วนก่อนท่ีจะไปยังส่วนถัดไป และการเลือกใช้คําศัพท์เช่น "ominous signs" แทนการแปล

ตรงตัวว่า "bad dream" หรือ "nightmare" เพ่ือคํานึงถึงบรรยากาศและความหมายเชิงลึก เพราะ "ominous signs" 

ส่ือถึงลางร้ายท่ีมีนัยสําคัญและอาจส่งผลต่ออนาคตซ่ึงสอดคล้องกับลักษณะของความฝันในวรรณกรรมไทย 

 2) การรวมและแยกประโยคเพ่ือประสิทธิภาพการส่ือสาร 

ตัวอย่างจากบทท่ี 2: 

ต้นฉบับภาษาไทย (หน้า 56): การต้ังเคร่ืองคือการบรรเลงดนตรีเพ่ือแสดงความเคารพและบอกกล่าวแก่ครู

           หมอโนราของเจ้าภาพให้รับรู้ถึงการมาของคณะโนรา และเป็นการประชา-

           สัมพันธ์ให้ผู้คนในชุมชนรับทราบด้วย 

ฉบับแปลภาษาอังกฤษ (หน้า 35): Performing the instruments involves performing music to show 

    respect and inform Khru Mo Nora of the host about the arrival 

    of the Nora troupe. It also serves to publicize the event to the 

    community. 

 ตัวอย่างจากบทท่ี 2 การแสดงแนวทางท่ีแตกต่างในการปรับโครงสร้างเม่ือต้นฉบับมีประโยคยาวท่ีมีข้อมูล

หลายประเด็น "การต้ังเคร่ืองคือการบรรเลงดนตรีเพ่ือแสดงความเคารพและบอกกล่าวแก่ครูหมอโนราของเจ้าภาพให้

รับรู้ถึงการมาของคณะโนรา และเป็นการประชาสัมพันธ์ให้ผู้คนในชุมชนรับทราบด้วย" การจัดการกับประโยคน้ีต้อง

อาศัยการวิเคราะห์ข้อมูลท่ีซับซ้อน ผู้แปลวิเคราะห์ว่าประโยคน้ีมีโครงสร้างท่ีซับซ้อน ประกอบด้วยคํานิยาม (การต้ัง

เคร่ืองคือ...) จุดประสงค์หลัก (แสดงความเคารพและแจ้งข่าว) และจุดประสงค์รอง (การประชาสัมพันธ์) การนําเสนอ

ข้อมูลท้ังหมดในประโยคเดียวอาจทําให้ผู้อ่านสับสนเก่ียวกับความสําคัญสัมพัทธ์ของแต่ละจุดประสงค์ จึงตัดสินใจแยก

เป็นสองประโยคในงานแปล ประโยคแรก "Performing the instruments involves performing music to show 

respect and inform Khru Mo Nora of the host about the arrival of the Nora troupe" เน้นท่ีจุดประสงค์

หลักและสําคัญท่ีสุดของการปฏิบัติ การใช้ "involves" แทน "คือ" ช่วยสร้างความรู้สึกของกระบวนการท่ีมีหลายองค์ 

ประกอบ ประโยคท่ีสอง "It also serves to publicize the event to the community" เป็นการอธิบายจุดประสงค์

เพ่ิมเติมอย่างชัดเจน การใช้ "It also serves to..." ช่วยแสดงให้เห็นว่าเป็นหน้าท่ีรองท่ีเกิดข้ึนควบคู่กันไปแต่ไม่ใช่

จุดประสงค์หลัก การแยกน้ีช่วยให้ผู้อ่านเข้าใจลําดับความสําคัญและสามารถจดจําข้อมูลได้ดีข้ึน การปรับเปล่ียนน้ียัง

คํานึงถึงรูปแบบการเขียนเชิงวิชาการในภาษาอังกฤษท่ีนิยมการแยกแนวคิดท่ีแตกต่างกันออกเป็นประโยคท่ีชัดเจน 

และการใช้คําเช่ือม "also" ช่วยสร้างความต่อเน่ืองและแสดงความสัมพันธ์ระหว่างสองแนวคิด 

 การปรับเปล่ียนโครงสร้างทางภาษาช่วยการส่ือสารท่ีมีประสิทธิภาพมากข้ึน ในตัวอย่างแรก ผู้อ่านสามารถ

ติดตามเร่ืองราวและจินตนาการถึงฉากในความฝันได้อย่างชัดเจน การจัดระเบียบข้อมูลช่วยให้ผู้อ่านสามารถสร้างภาพ



 

 l 

ในใจและเข้าใจความสําคัญของความฝันในโครงเร่ือง ในตัวอย่างท่ีสอง ผู้อ่านได้รับความเข้าใจท่ีชัดเจนเก่ียวกับจุด 

ประสงค์และความสําคัญของ "การต้ังเคร่ือง" การแยกจุดประสงค์ออกเป็นสองส่วนช่วยให้ผู้อ่านเข้าใจท้ังมิติทางจิต

วิญญาณ (การแสดงความเคารพ) และมิติทางสังคม (การประชาสัมพันธ์) ของพิธีกรรมน้ี การปรับเปล่ียนโครงสร้างยัง

ช่วยให้งานแปลมีความเป็นมืออาชีพและสอดคล้องกับบรรทัดฐานการเขียนในภาษาอังกฤษ ผู้อ่านจะรู้สึกคุ้นเคยกับรูป 

แบบการนําเสนอและสามารถประมวลข้อมูลได้รวดเร็วข้ึน การปรับเปล่ียนโครงสร้างทางภาษาจึงเป็นกลวิธีการแปลท่ี

มีความสําคัญสูงในการสร้างงานแปลท่ีมีคุณภาพ การปรับเปล่ียนโครงสร้างท่ีเหมาะสมจะช่วยทําให้งานแปลมีความชัด 

เจน เข้าใจง่าย และเป็นธรรมชาติ ซ่ึงจะส่งผลให้เกิดการส่ือสารท่ีมีประสิทธิภาพระหว่างผู้เขียนและผู้อ่านข้ามขอบเขต

ภาษาและวัฒนธรรม และสามารถเป็นเคร่ืองมือสําคัญในการยกระดับคุณภาพของงานแปลและทําให้เกิดประสบการณ์

การอ่านท่ีดีสําหรับผู้อ่านในวัฒนธรรมปลายทาง 

สรุป 

 การแปลข้ามวัฒนธรรมเป็นกระบวนการท่ีซับซ้อนและต้องอาศัยทักษะหลากหลาย การแปลท่ีมีประสิทธิภาพ

ต้องคํานึงถึงท้ังมิติทางภาษาและมิติทางวัฒนธรรม ในการแปลหนังสือ "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" ผู้

แปลมุ่งม่ันรักษาสมดุลระหว่างความซ่ือสัตย์ต่อต้นฉบับภาษาไทยกับการทําให้งานแปลเป็นท่ีเข้าใจได้สําหรับผู้อ่านใน

วัฒนธรรมปลายทาง ในการแปลตัวบทร้อยแก้ว ผู้แปลได้ใช้กลวิธีการแปลท้ังหมด 15 กลวิธีซ่ึงแต่ละกลวิธีก็มีหน้าท่ี

และความเหมาะสมเฉพาะตัวในการจัดการกับความท้าทายท่ีแตกต่างกัน 

 การแปลแบบตรงตัวและการทับศัพท์เป็นเคร่ืองมือสําคัญในการรักษาความเป็นเอกลักษณ์ของวัฒนธรรมไทย 

โดยเฉพาะการทับศัพท์ช่ือบุคคล สถานท่ี และแนวคิดเฉพาะทางวัฒนธรรมช่วยให้ผู้อ่านได้สัมผัสกับความเป็นไทยอย่าง

แท้จริง ขณะเดียวกัน การเทียบเคียงวัฒนธรรมและการแปลแบบเทียบเท่าเชิงหน้าท่ีช่วยสร้างสะพานเช่ือมต่อระหว่าง

สองวัฒนธรรมทําให้ผู้อ่านสามารถเข้าใจและเช่ือมโยงกับประสบการณ์ของตนเองได้ 

 การขยายความผ่านเชิงอรรถและการอธิบายในวงเล็บเป็นกลวิธีสําคัญท่ีช่วยเติมเต็มช่องว่างความรู้ทาง

วัฒนธรรมโดยไม่ทําลายความล่ืนไหลของเน้ือหาหลัก กลวิธีน้ีช่วยให้ผู้อ่านได้รับข้อมูลท่ีจําเป็นสําหรับการเข้าใจบริบท

โดยไม่รู้สึกถูกขัดจังหวะการอ่าน การปรับโครงสร้างภาษาและการจัดระเบียบเน้ือหาแสดงให้เห็นถึงความเข้าใจลึกซ้ึง

ของผู้แปลเก่ียวกับความแตกต่างในรูปแบบการส่ือสารระหว่างภาษาไทยและภาษาอังกฤษ 

 การแปลแบบตีความและการแปลส่ือความเป็นกลวิธีท่ีต้องอาศัยทักษะระดับสูงในการจับใจความท่ีแท้จริง

ของต้นฉบับและถ่ายทอดไปยังผู้อ่านในรูปแบบท่ีเหมาะสม ขณะท่ีการเลือกใช้คําศัพท์เฉพาะทางและการเทียบเคียง

แนวคิดช่วยรักษาความแม่นยําทางวิชาการและสร้างความเช่ือมโยงกับองค์ความรู้ท่ีมีอยู่ในวัฒนธรรมปลายทาง 

 การปรับให้เข้ากับวัฒนธรรมปลายทางและการปรับเปล่ียนทางวัฒนธรรมเป็นการแสดงให้เห็นถึงบทบาทของ

ผู้แปลในฐานะคนกลางทางวัฒนธรรมท่ีต้องสร้างสมดุลระหว่างการรักษาความเป็นต้นตอของวัฒนธรรมต้นฉบับและ

การทําให้เข้าถึงได้สําหรับผู้อ่านในวัฒนธรรมปลายทาง 

 โดยสรุป การแปลต้องอาศัยการผสมผสานกลวิธีหลากหลายอย่าง ไม่มีกลวิธีใดท่ีสามารถใช้เพียงอย่างเดียวได้

แต่ต้องมีการเลือกใช้ท่ีเหมาะสมกับบริบทและจุดประสงค์เฉพาะ เพราะความสําเร็จของการแปลไม่ได้วัดจากความถูก 
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ต้องทางภาษาเพียงอย่างเดียว แต่วัดจากความสามารถในการสร้างความเข้าใจ เคารพ และช่ืนชมวัฒนธรรมต้นฉบับใน

ผู้อ่านปลายทาง  

 

การแปลบทร้อยกรอง 

 การแปลบทร้อยกรองเป็นศิลปะท่ีท้าทายและซับซ้อนโดยเฉพาะเม่ือต้องถ่ายทอดผลงานท่ีมีรากฐานทาง

วัฒนธรรมลึกซ้ึงข้ามขอบเขตภาษาและวัฒนธรรม ในการแปลบทกวีในเร่ือง "โนรา จังหวัดตรัง: ความเช่ือและพิธีกรรม" 

ผู้แปลต้องเผชิญกับความท้าทายในการถ่ายทอดบทกลอนและเน้ือหาทางพิธีกรรมท่ีเป็นแก่นแท้ของศิลปะการแสดง

โนราภาคใต้ ผู้แปลใช้กลวิธีการแปลท่ีหลากหลายและมีการพิจารณาอย่างรอบคอบ ต้ังแต่การแปลแบบตรงตัวเพ่ือ

รักษาความแม่นยําของข้อมูลทางพิธีกรรม การทับศัพท์เพ่ือคงเอกลักษณ์ทางวัฒนธรรม ไปจนถึงการแปลแบบเทียบ 

เคียงเพ่ือสร้างบทร้อยกรองท่ีสามารถส่ือสารความงามและจิตวิญญาณของต้นฉบับได้ การวิเคราะห์กลวิธีการแปลจะ

ช่วยให้ผู้อ่านเข้าใจถึงความซับซ้อนและความประณีตของการแปลงานศิลปะท่ีต้องสร้างสมดุลระหว่างความถูกต้องทาง

เน้ือหา ความงามทางศิลปะ และความสามารถในการส่ือสารข้ามพรมแดนวัฒนธรรมโดยมุ่งหวังให้ผู้อ่านภาษาอังกฤษ

ได้รับประสบการณ์การอ่านท่ีสมบูรณ์และมีความหมายเท่าเทียมกับผู้อ่านต้นฉบับ กลวีธีการแปลท่ีใช้ในการแปลบท

ร้อยกรองหนังสือเล่มน้ีมีดังน้ี  

 1. การแปลแบบตรงตัว (Literal Translation) 

ตัวอย่าง:  

 ต้นฉบับภาษาไทย (หน้า 228): บทบาลีหน้าศาล 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): The Pali Verse in Front of the Shrine 

 ในตัวอย่าง "บทบาลีหน้าศาล" ผู้แปลแปลเป็น "The Pali Verse in Front of the Shrine" ผู้แปลได้ใช้การ

แปลแบบตรงตัวโดยแปลแต่ละองค์ประกอบตามความหมายโดยตรง "บทบาลี" เป็น "The Pali Verse" และ "หน้าศาล" 

เป็น "in Front of the Shrine" การแปลน้ีเพ่ือรักษาความชัดเจนและความแม่นยําของช่ือหัวข้อไว้โดยไม่มีการตีความ

หรือปรับเปล่ียนความหมาย ให้ผู้อ่านเข้าใจได้ทันทีว่าเป็นบทกลอนภาษาบาลีท่ีใช้ในพิธีกรรมหน้าแท่นบูชา การใช้

กลวิธีการแปลแบบตรงตัวในตัวอย่างน้ีเพ่ือรักษาความถูกต้องและความแม่นยําของข้อมูลทางวัฒนธรรมโดยเฉพาะใน

บริบทของพิธีกรรมและการปฏิบัติทางศาสนาท่ีต้องการความแม่นยําสูง แม้ว่าจะมีการปรับเปล่ียนบางส่วนเพ่ือให้เกิด

ความเป็นธรรมชาติในภาษาอังกฤษแต่แก่นแท้ของความหมายยังคงถูกรักษาไว้ 

 

 2. การทับศัพท์ (Transliteration) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 238): โนรา 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): Nora 
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ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 236): เมขลา 

 ฉบับแปลภาษาอังกฤษ (หน้า 152): Mekhala 

ตัวอย่างท่ี 3:  

 ต้นฉบับภาษาไทย (หน้า 228): บอกบาลีขานเอ ว่าโนเนโนไน 

 ฉบับแปลภาษาอังกฤษ (หน้า 142): The sacred Pali verse I proclaim, With "No-Ne-No-Nai" I  

      exclaim 

 ในการแปลคําศัพท์เฉพาะทางวัฒนธรรมตามตัวอย่างน้ี ผู้แปลเลือกใช้กลวิธีการทับศัพท์เช่นเดียวกับการแปล

บทร้อยแก้ว เน่ืองจากคําเหล่าน้ีมีความสําคัญทางวัฒนธรรมและเป็นเอกลักษณ์เฉพาะท่ีไม่อาจหาคําเทียบเคียงท่ีแท้ 

จริงในภาษาอังกฤษได้ สําหรับคําว่า "โนรา" ท่ีถูกทับศัพท์เป็น "Nora" ผู้แปลตัดสินใจรักษาช่ือเฉพาะน้ีไว้เพราะเป็นช่ือ

ของศิลปะการแสดงท่ีมีเอกลักษณ์เฉพาะของภาคใต้ การแปลเป็นคําอ่ืน เช่น "Southern Thai Dance" หรือ 

"Traditional Performance" จะทําให้สูญเสียความเป็นเอกลักษณ์และอาจสร้างความเข้าใจผิดว่าเป็นการแสดงท่ัวไป 

การใช้ "Nora" ช่วยให้ผู้อ่านรับรู้ว่าน่ีคือศิลปะการแสดงท่ีเฉพาะเจาะจงและมีช่ือเสียง 

 สําหรับ "เมขลา" ท่ีกลายเป็น "Mekhala" ผู้แปลเห็นว่าน่ีคือช่ือของตัวละครในวรรณกรรมไทยท่ีมีบทบาท

สําคัญ เพ่ือไม่ให้สูญเสียการเช่ือมโยงกับวรรณกรรมต้นฉบับ ผู้แปลเลือกท่ีจะให้ผู้อ่านได้สัมผัสกับความแปลกใหม่และ

เรียนรู้เก่ียวกับวัฒนธรรมอ่ืนแทนท่ีจะปรับทุกอย่างให้คุ้นเคยกับวัฒนธรรมตะวันตก การตัดสินใจน้ีเพ่ือช่วยรักษาความ

ถูกต้องทางวิชาการและเปิดโอกาสให้ผู้อ่านได้เรียนรู้คําศัพท์และแนวคิดใหม่ ๆ ท่ีเก่ียวข้องกับวัฒนธรรมไทย 

 ตัวอย่างท่ี 3 มีความท้าทายเป็นพิเศษเพราะต้องจัดการกับองค์ประกอบท่ีมีท้ังความหมายทางภาษาและ

ความสําคัญทางดนตรี ในวรรคแรก "บอกบาลีขานเอ" ผู้แปลเลือกใช้การแปลความหมายเป็น "The sacred Pali verse 

I proclaim" ซ่ึงส่ือความหมายของความศักด์ิสิทธ์ิของบทสวดภาษาบาลีอย่างเข้าใจง่าย สําหรับ "โนเนโนไน" ในบรรทัด

ท่ีสอง ผู้แปลเลือกใช้การทับศัพท์เป็น "No-Ne-No-Nai" โดยครอบด้วยเคร่ืองหมายคําพูด เพราะ "โนเนโนไน" เป็นเสียง

ขับหรือท่วงทํานองท่ีเฉพาะเจาะจงในการแสดงโนรา ไม่มีความหมายท่ีแน่นอนในระดับคําศัพท์แต่มีหน้าท่ีสําคัญใน

การสร้างจังหวะและบรรยากาศของการแสดง การทับศัพท์จะช่วยรักษาลักษณะเสียงและจังหวะด้ังเดิมไว้ซ่ึงมีความ 

สําคัญต่อการเข้าใจลักษณะของการแสดงโนรา และเคร่ืองหมายคําพูดช่วยบ่งบอกว่าเป็นการออกเสียงโดยตรง ไม่ใช่

คําศัพท์ท่ีมีความหมายในลักษณะท่ัวไป การใช้คําว่า "exclaim" เพ่ือสัมผัสกับ "proclaim" ในบรรทัดแรกเพ่ือรักษา

โครงสร้างทางเสียงของบทกวีแม้ว่าการสัมผัสจะไม่เหมือนกับต้นฉบับแต่การสร้างการเช่ือมโยงทางเสียงในภาษา 

อังกฤษช่วยให้บทแปลมีลักษณะเป็นบทกวีมากกว่าการแปลร้อยแก้ว การแปลน้ีใช้กลวิธีผสมผสานระหว่างการแปล

ความหมายและการทับศัพท์โดยใช้วิธีการแปลสําหรับส่วนท่ีมีความหมายสําคัญและใช้การทับศัพท์สําหรับส่วนท่ีมี

ความสําคัญทางเสียงและจังหวะ 

 3. การเทียบเคียงวัฒนธรรม (Cultural Equivalence) 

ตัวอย่าง:  

 ต้นฉบับภาษาไทย (หน้า 228): จะไหว้ครูเสียก่อน 
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 ฉบับแปลภาษาอังกฤษ (หน้า 141): To honor teachers with a bow 

 การแปล "จะไหว้ครูเสียก่อน" เป็น "To honor teachers with a bow" เป็นการใช้การเทียบเคียงวัฒนธรรม

ในบริบทของบทร้อยกรองท่ีซับซ้อน ผู้แปลต้องจัดการกับแนวคิด "การไหว้ครู" ซ่ึงเป็นพิธีกรรมท่ีมีความสําคัญลึกซ้ึงใน

วัฒนธรรมไทยโดยเฉพาะในบริบทของศิลปะการแสดงโนรา การตัดสินใจแปล "ไหว้ครู" เป็น "honor teachers" แทนท่ี

จะใช้การทับศัพท์เป็น "wai Khru" ก็เพ่ือสร้างความเข้าใจท่ีกว้างขวางสําหรับผู้อ่านสากล ส่วนคําว่า "honor" ใน

ภาษาอังกฤษส่ือถึงการแสดงความเคารพ การยกย่องและการให้เกียรติ ซ่ึงครอบคลุมความหมายหลักของ "การไหว้" ท่ี

ไม่ใช่เพียงการกระทําทางกายภาพแต่เป็นการแสดงออกถึงความเคารพจากใจจริง การเพ่ิม "with a bow" ก็เพ่ือช่วยให้

ผู้อ่านเข้าใจว่ามีการกระทําทางกายภาพท่ีเก่ียวข้อง คําว่า "bow" ในวัฒนธรรมตะวันตกเป็นการแสดงความเคารพท่ี

ผู้อ่านส่วนใหญ่เข้าใจแม้ว่าจะไม่เหมือนกับ "การไหว้" แบบไทยท่ีมีการประนมมือและก้มศีรษะแต่ก็ส่ือถึงความหมาย

พ้ืนฐานของการแสดงความเคารพด้วยการเคล่ือนไหวของร่างกาย ในบริบทของบทร้อยกรองและการแสดงโนรา "การ

ไหว้ครู" มีความหมายท่ีลึกซ้ึงกว่าการแสดงความเคารพท่ัวไปเพราะเป็นพิธีกรรมท่ีเช่ือมโยงนักแสดงกับประเพณีและ

ภูมิปัญญาท่ีสืบทอดมาจากอดีต เป็นการขอพรและการแสดงความกตัญญูต่อครูบาอาจารย์ท่ีถ่ายทอดศิลปะ การแปล

เป็น "honor teachers" ช่วยถ่ายทอดมิติทางจิตวิญญาณน้ีเพราะคําว่า "honor" มีความหมายท่ีลึกซ้ึงกว่า "respect" 

การใช้ "teachers" แทน "masters" หรือ "mentors" ก็เป็นการเลือกเพ่ือให้เหมาะสมกับผู้อ่านท่ัวไป แม้ว่า "ครู" ใน

บริบทของศิลปะการแสดงไทยจะมีความหมายท่ีกว้างกว่า "teacher" แต่คําน้ียังคงส่ือถึงบทบาทของผู้ถ่ายทอดความรู้

และภูมิปัญญาได้อย่างชัดเจน และผู้แปลก็คํานึงถึงจังหวะและความไหลล่ืนของบทกวีด้วย โดยให้ "To honor 

teachers with a bow" มีจํานวนพยางค์และจังหวะท่ีเหมาะสมกับลักษณะของบทร้อยกรอง ไม่ยืดยาวเกินไปจน

ทําลายความสวยงามของบทกวีแต่ก็ไม่ส้ันเกินไปจนสูญเสียความหมายท่ีสําคัญ 

 

 4. การปรับโครงสร้างภาษา/การเปลี่ยนชนิดคํา (Transposition) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 228): กรกรายไหว้วอน น่ังขอพรเทวา 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): I offer prayers with graceful stance, And ask the gods to  

      guide my dance. 

ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 229): มาชุมนุมพร้อมกัน อรหันต์ท้ังหลาย 

 ฉบับแปลภาษาอังกฤษ (หน้า 142): The holy devas then gathered near, Arhats rose to set things 

      right. 

 ในการแปลตัวอย่างแรก "กรกรายไหว้วอน น่ังขอพรเทวา" เป็น "I offer prayers with graceful stance, 

And ask the gods to guide my dance." ผู้แปลได้ปรับโครงสร้างประโยคเพ่ือให้สอดคล้องกับรูปแบบการส่ือสาร

ในภาษาอังกฤษ ในต้นฉบับภาษาไทย คําว่า "กรกราย" เป็นคํากริยาท่ีบ่งบอกถึงลักษณะการเคล่ือนไหวอย่างสง่างาม ผู้

แปลเปล่ียนชนิดคําจากกริยาเป็นวลีคุณศัพท์ "with graceful stance" เพ่ือให้ความหมายเดียวกันแต่ในรูปแบบท่ีเป็น

ธรรมชาติมากข้ึนในภาษาอังกฤษ การเปล่ียนแปลงน้ีทําให้การไหลของประโยคดีข้ึนและสร้างจังหวะท่ีเหมาะสมกับบท
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กวี นอกจากน้ี ผู้แปลได้ปรับโครงสร้างโดยเพ่ิมสรรพนาม "I" แม้ว่าในภาษาไทยจะไม่ระบุประธานอย่างชัดแจ้ง และ

เปล่ียนจาก "ขอพรเทวา" ซ่ึงเป็นการกระทําท่ัวไปของการขอพร เป็น "ask the gods to guide my dance" ซ่ึง

เฉพาะเจาะจงมากข้ึนและเช่ือมโยงกับบริบทของการแสดงโนรา 

 ในตัวอย่างท่ีสอง "มาชุมนุมพร้อมกัน อรหันต์ท้ังหลาย" ผู้แปลแปลเป็น "The holy devas then gathered 

near, Arhats rose to set things right." ผู้แปลปรับโครงสร้างท่ีสําคัญสองส่วน ส่วนแรกเปล่ียนจากโครงสร้างท่ีเน้น

การกระทํา "มาชุมนุม" เป็นโครงสร้างท่ีเน้นผู้กระทํา "The holy devas then gathered near" ทําให้ประโยคมี

ความชัดเจนและง่ายต่อการติดตามในภาษาอังกฤษ ส่วนท่ีสอง ผู้แปลเพ่ิมข้อมูลเก่ียวกับเจตนาของการกระทํา "rose 

to set things right" ซ่ึงไม่ได้ปรากฏในต้นฉบับโดยตรงแต่เป็นการตีความจากบริบทของเร่ืองราว การปรับเปล่ียน

เหล่าน้ีเพ่ือทําให้งานแปลมีความสมบูรณ์และเข้าใจง่ายข้ึนสําหรับผู้อ่านภาษาอังกฤษ 

 5. การขยายความ (Amplification) 

ตัวอย่าง:  

 ต้นฉบับภาษาไทย (หน้า 228): ในทวีปชมพู ตรัสรู้ถ้วนถ่ี 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): In old Jambudvipa's hallowed ground, Where   

      enlightenment was truly found. 

 ในการแปล "ในทวีปชมพู ตรัสรู้ถ้วนถ่ี" เป็น "In old Jambudvipa's hallowed ground, Where 

enlightenment was truly found." ผู้แปลใช้กลวิธีการขยายความเพ่ือให้ผู้อ่านภาษาอังกฤษสามารถเข้าใจบริบท

ทางวัฒนธรรมและศาสนาได้อย่างลึกซ้ึง การขยายความท่ีสําคัญท่ีสุดคือการเพ่ิมคําว่า "old" และ "hallowed 

ground" เพ่ืออธิบายลักษณะของทวีปชมพู ในต้นฉบับภาษาไทย "ทวีปชมพู" เป็นเพียงช่ือของสถานท่ีท่ีผู้อ่านไทยซ่ึงมี

พ้ืนฐานทางพุทธศาสนาจะเข้าใจทันทีว่าหมายถึงทวีปโลกในศาสนาพุทธท่ีเป็นสถานท่ีศักด์ิสิทธ์ิ แต่สําหรับผู้อ่านต่าง 

ชาติ คําว่า "Jambudvipa" อาจเป็นเพียงช่ือสถานท่ีแปลก ๆ ผู้แปลจึงเพ่ิมคําว่า "old" เพ่ือบ่งบอกถึงความเก่าแก่และ

ประวัติศาสตร์อันยาวนาน และ "hallowed ground" เพ่ือส่ือความหมายเร่ืองความศักด์ิสิทธ์ิของสถานท่ีแห่งน้ี นอก 

จากน้ี ผู้แปลยังได้ขยายความคําว่า "ตรัสรู้" ซ่ึงในภาษาไทยมีความหมายเฉพาะทางพุทธศาสนาท่ีลึกซ้ึง โดยแปลเป็น 

"enlightenment was truly found" การเพ่ิมคําว่า "truly" ไม่เพียงแต่เน้นความแท้จริงของการตรัสรู้ แต่ยังช่วยสร้าง

ความเข้าใจให้ผู้อ่านว่าน่ีไม่ใช่การรู้แจ้งธรรมดาแต่เป็นการบรรลุธรรมในระดับสูงสุด การใช้โครงสร้าง "Where 

enlightenment was truly found" แทนการแปลตรงไปตรงมาเป็น "gained complete enlightenment" เป็นการ

ขยายความในด้านการสร้างบรรยากาศและความรู้สึก โดยการใช้ "was found" ส่ือถึงการค้นพบท่ีมีคุณค่าและ

ความสําคัญซ่ึงสอดคล้องกับความเช่ือทางพุทธศาสนาท่ีว่าการตรัสรู้เป็นส่ิงท่ีต้องแสวงหาและบรรลุถึง การขยายความ

ในตัวอย่างน้ีเพ่ือปิดช่องว่างทางวัฒนธรรมระหว่างผู้อ่านไทยและผู้อ่านตะวันตก ผู้แปลตระหนักว่าการแปลตรงตัวอาจ

ทําให้ผู้อ่านเข้าใจเพียงผิวเผินจึงเลือกท่ีจะเติมเต็มข้อมูลท่ีจําเป็นเพ่ือให้ผู้อ่านได้รับประสบการณ์การอ่านท่ีสมบูรณ์

และมีความหมายเท่าเทียมกับผู้อ่านต้นฉบับ 

 

 



 

 lv 

 6. การแปลแบบตีความ (Interpretive Translation) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 228): เร่ืองราวยาวรี บาลีลึกลับ 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): These lengthy tales of mystery deep, In Pali texts their  

       secrets keep. 

ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 228): อย่าฟังแต่เพราะ นุเคราะห์ตามฉบับ 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): Don't merely listen for the sound, But seek the wisdom to 

      be found. 

 ในการแปลตัวอย่างแรก "เร่ืองราวยาวรี บาลีลึกลับ" เป็น "These lengthy tales of mystery deep, In Pali 

texts their secrets keep." ผู้แปลใช้การตีความเพ่ือถ่ายทอดท้ังความหมายตามตัวอักษร ความหมายแฝงและ

บรรยากาศของบทกลอนด้วย การตีความท่ีสําคัญท่ีสุดคือการเปล่ียนจาก "บาลีลึกลับ" ซ่ึงในภาษาไทยหมายถึงภาษา

บาลีท่ีมีความลึกลับ เป็น "In Pali texts their secrets keep" ผู้แปลได้ตีความความหมายของ "ลึกลับ" ไม่ใช่เป็นความ

ซับซ้อนของภาษาแต่เป็นความลึกลับของเน้ือหาและภูมิปัญญาท่ีซ่อนอยู่ในบทบาลีเหล่าน้ัน การใช้ "their secrets 

keep" สร้างภาพลักษณ์ของตําราบาลีว่าเป็นผู้เก็บรักษาความลับและภูมิปัญญาโบราณซ่ึงเป็นการตีความท่ีสะท้อน

ความเช่ือและความเคารพต่อคัมภีร์ในวัฒนธรรมไทย นอกจากน้ี การใช้ "These lengthy tales of mystery deep" 

แทน "เร่ืองราวยาวรี" ก็เป็นการตีความท่ีเพ่ิมมิติความหมาย โดย "mystery deep" ไม่เพียงแต่ส่ือถึงความยาวของ

เร่ืองราวแต่ยังบ่งบอกถึงความลึกซ้ึงและความน่าค้นหาของเน้ือหา 

 ในตัวอย่างท่ีสอง "อย่าฟังแต่เพราะ นุเคราะห์ตามฉบับ" ผู้แปลแปลเป็น "Don't merely listen for the 

sound, But seek the wisdom to be found." ผู้แปลใช้การตีความเพ่ือถ่ายทอดปรัชญาลึกซ้ึงท่ีอยู่เบ้ืองหลังคําสอน

น้ี การตีความท่ีชัดเจนคือการเปล่ียนจาก "อย่าฟังแต่เพราะ" ซ่ึงหมายถึงการไม่ฟังเพียงเพราะเสียงไพเราะ เป็น "Don't 

merely listen for the sound" ผู้แปลได้ตีความว่าคําสอนน้ีเป็นการเตือนไม่ให้หลงใหลในรูปแบบภายนอกหรือความ

ไพเราะของเสียงแต่ให้มุ่งไปท่ีแก่นแท้ของความหมาย ส่วน "นุเคราะห์ตามฉบับ" ซ่ึงมีความหมายค่อนข้างคลุมเครือใน

ต้นฉบับ ผู้แปลได้ตีความเป็น "But seek the wisdom to be found" ซ่ึงเป็นการแยกแยะความแตกต่างระหว่างการ

ฟังเพ่ือความบันเทิงกับการแสวงหาปัญญาและความรู้แจ้ง การตีความน้ีสะท้อนแนวคิดทางพุทธศาสนาเร่ืองการแยก 

แยะระหว่างรูปกับนาม หรือส่ิงท่ีปรากฏกับแก่นแท้ 

 7. การแปลแบบเทียบเท่าเชิงหน้าที่ (Functional Equivalence) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 229): ร้องเพลงโอชา สวัสด์ิสัตโต 

 ฉบับแปลภาษาอังกฤษ (หน้า 143): To sing with joy in every town. 

ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 229): อะโหพุทโธ อะโหธัมโม อะโหสังโฆ ชัยโยยันตัง 
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 ฉบับแปลภาษาอังกฤษ (หน้า 143): O Blessed Buddha! Dharma true! The Sangha pure! We  

      praise your might! 

 ในการแปลตัวอย่างแรก "ร้องเพลงโอชา สวัสด์ิสัตโต" เป็น "To sing with joy in every town." ผู้แปลใช้

กลวิธีการแปลแบบเทียบเท่าเชิงหน้าท่ีโดยมุ่งเน้นการสร้างผลกระทบท่ีเทียบเท่ากันระหว่างผู้อ่านต้นฉบับและผู้อ่าน

ปลายทางแทนท่ีจะยึดติดกับความหมายตามตัวอักษร การตัดสินใจท่ีสําคัญคือการละท้ิงคําบาลี "โอชา" และ "สวัสด์ิสัต

โต" ซ่ึงเป็นคําศัพท์เฉพาะทางศาสนาท่ีผู้อ่านตะวันตกส่วนใหญ่ไม่คุ้นเคย แทนท่ีจะแปลเป็น "Ocha Sawattisatto" ท่ี

จะทําให้ผู้อ่านงุนงงและไม่เข้าใจ ผู้แปลเลือกถ่ายทอดหน้าท่ีการส่ือสารหลักของวลีน้ี ซ่ึงคือการแสดงออกถึงความปีติ 

ความสุขและการสรรเสริญในบริบทของการแสดงศิลปะ เป็น "To sing with joy in every town" ซ่ึงสร้างภาพลักษณ์

ของการแสดงท่ีเต็มไปด้วยความสุข การเผยแพร่ศิลปะไปท่ัวทุกหนแห่งและความมีชีวิตชีวาของการแสดงโนรา ผู้อ่าน

ภาษาอังกฤษจะสามารถเข้าใจและรู้สึกถึงอารมณ์เดียวกันกับผู้ฟังต้นฉบับ ได้แก่ ความปิติยินดีและการเฉลิมฉลองทาง

จิตวิญญาณ 

 ในตัวอย่างท่ีสอง "อะโหพุทโธ อะโหธัมโม อะโหสังโฆ ชัยโยยันตัง" ผู้แปลแปลเป็น "O Blessed Buddha! 

Dharma true! The Sangha pure! We praise your might!" ซ่ึงเป็นความท้าทายมากท่ีต้องแปลมนต์บาลีท่ีมีความ

ศักด์ิสิทธ์ิสูง การแปลแบบเทียบเท่าเชิงหน้าท่ีในท่ีน้ีเก่ียวข้องกับการสร้างประสบการณ์การสวดมนต์ท่ีคล้ายคลึงกันใน

วัฒนธรรมปลายทาง ผู้แปลเลือกท่ีจะรักษาคําบาลี "Dharma" และ "Sangha" เน่ืองจากเป็นคําศัพท์ท่ีผู้อ่านตะวันตกท่ี

สนใจพุทธศาสนาค่อนข้างคุ้นเคย แต่ได้แปลคําอ่ืน ๆ  ให้เป็นภาษาอังกฤษท่ีสร้างผลกระทบทางอารมณ์ท่ีเท่าเทียม แปล 

"อะโหพุทโธ" (สาธุการแด่พระพุทธเจ้า) เป็น "O Blessed Buddha!" ผู้แปลใช้คําอุทานและคําคุณศัพท์ท่ีสร้าง

ความรู้สึกเคารพและสรรเสริญ แปล "อะโหธัมโม" และ "อะโหสังโฆ" เป็น "Dharma true!" และ "The Sangha pure!" 

ผู้แปลใช้คําคุณศัพท์ท่ีเน้นคุณสมบัติอันบริสุทธ์ิและแท้จริง ส่วน "ชัยโยยันตัง" ซ่ึงเป็นคําสรรเสริญถูกแปลเป็น "We 

praise your might!" ท่ีส่ือถึงการยกย่องพลังอํานาจอันศักด์ิสิทธ์ิ การใช้เคร่ือง หมายอุทาน "!" ตลอดท้ังประโยคช่วย

สร้างจังหวะและความเร่งรีบท่ีคล้ายคลึงกับการสวดมนต์ ทําให้ผู้อ่านได้รับประสบการณ์ทางจิตวิญญาณท่ีใกล้เคียงกับ

ผู้ท่ีสวดบทบาลีต้นฉบับ แม้ว่าไม่ได้ใช้คําเดียวกันแต่หน้าท่ีการส่ือสารในด้านการสรรเสริญและการแสดงความเคารพ

ต่อพระรัตนตรัยได้ถูกรักษาไว้ 

 8. การแปลสื่อความ (Communicative Translation) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 230): ส่ังให้จับตัว เฆ่ียนส่งลงแพ 

 ฉบับแปลภาษาอังกฤษ (หน้า 143): The king commanded she be seized, They whipped her,  

       placed her on a raft 

ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 249): เดือนส่ีมาต่อเดือนห้า เสือมันมาล่าริมคลอง 

 ฉบับแปลภาษาอังกฤษ (หน้า 172): When fourth month turns to the fifth in time, Tigers hunt  

      by the canal's line. 
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 ตัวอย่างน้ีเป็นการเล่าเร่ืองท่ีมีเน้ือหาดราม่าและอารมณ์เข้มข้น ในการแปลบทร้อยกรอง "ส่ังให้จับตัว เฆ่ียนส่ง

ลงแพ" เป็น "The king commanded she be seized, They whipped her, placed her on a raft" ผู้แปลต้อง

ถ่ายทอดไม่เพียงแต่เน้ือหาเชิงพรรณนาแต่ยังต้องรักษาแรงกระทบทางอารมณ์และจังหวะของการดําเนินเร่ืองให้ผู้อ่าน

สามารถสัมผัสได้ ในต้นฉบับ "ส่ังให้จับตัว เฆ่ียนส่งลงแพ" มีลักษณะการเล่าท่ีกระชับและรวดเร็ว สะท้อนถึงการดําเนิน

เหตุการณ์ท่ีต่อเน่ืองกันอย่างไม่ปรานี ลีลาการเล่าแบบน้ีเป็นเอกลักษณ์ของบทร้อยกรองโนราท่ีมักบรรยายเหตุการณ์

สําคัญด้วยคํากระชับแต่ทรงพลัง โครงสร้างของต้นฉบับมีการจัดลําดับการกระทําท่ีชัดเจนคือ การส่ัง → การจับตัว 

→ การลงโทษ → การขับไล่ แต่ละข้ันตอนถูกบีบอัดไว้ในประโยคส้ัน ๆ ท่ีสร้างความรู้สึกเร่งรีบและความไร้ความ

ปรานี การแปลบรรทัดน้ีเป็นความท้าทายในการรักษาท้ังเน้ือหาและอารมณ์ของต้นฉบับ ท่อน "ส่ังให้จับตัว" ผู้แปล

ขยายเป็น "The king commanded she be seized" ซ่ึงเป็นการเพ่ิมข้อมูลท่ีสําคัญคือการระบุผู้ออกคําส่ัง แม้ว่า 

"กษัตริย์" จะไม่ปรากฏในต้นฉบับอย่างชัดเจนแต่ผู้แปลตีความจากบริบทของเร่ืองว่าการมีอํานาจในการส่ังจับและลง 

โทษย่อมต้องมาจากผู้มีอํานาจสูงสุด การเพ่ิม "The king" ช่วยให้ผู้อ่านเข้าใจโครงสร้างอํานาจและความรุนแรงของการ

กระทําได้ชัดเจนข้ึน การใช้ "commanded" แทนการแปลตรงตัวเป็น "ordered" เป็นการเลือกคําท่ีมีน้ําหนักและ

ความเป็นทางการมากกว่า คําว่า "commanded" ส่ือถึงอํานาจท่ีไม่อาจขัดขืนได้และความเด็ดขาดของการตัดสินใจซ่ึง

สอดคล้องกับบรรยากาศของความไร้ความปรานีท่ีต้องการส่ือสาร โครงสร้าง "commanded she be seized" ยังใช้

รูปแบบ subjunctive ท่ีเป็นทางการและมีพลังในภาษาอังกฤษด้วย ส่วน "เฆ่ียนส่งลงแพ" ผู้แปลแยกและขยายเป็น 

"They whipped her, placed her on a raft" เพ่ือสร้างความชัดเจนสําหรับผู้อ่าน การแยก "เฆ่ียน" และ "ส่งลงแพ" 

เป็นสองการกระทําช่วยให้ผู้อ่านเข้าใจลําดับของการลงโทษได้ดีข้ึนแทนท่ีจะเป็นการกระทําเดียวท่ีไม่ชัดเจน "เฆ่ียน" 

ถูกแปลเป็น "whipped" ซ่ึงเป็นคําท่ีมีความหมายตรงตัวและส่ือถึงความเจ็บปวดทางกายได้อย่างชัดเจน การแปล "ส่ง

ลงแพ" เป็น "placed her on a raft" เป็นการเลือกเพ่ือสร้างสมดุลระหว่างความชัดเจนและความเป็นกวี "ส่งลงแพ" 

ในบริบทไทยมีนัยของการขับไล่หรือการส่งให้ไปไกล มักจะใช้เป็นการลงโทษท่ีให้ผู้กระทําผิดลอยลงในแม่น้ําหรือทะเล 

การใช้ "placed her on a raft" แทนการใช้ "banished her by raft" หรือ "sent her away on a raft" ช่วยให้การ

แปลมีความกระชับและรักษาจังหวะของบทกวี ผลลัพธ์ของการแปลส่ือความในตัวอย่างน้ีคือผู้อ่านภาษาอังกฤษได้รับ

ประสบการณ์ท่ีใกล้เคียงกับผู้ฟังต้นฉบับในแง่ของความรู้สึกตกใจ ความเห็นใจ และความเข้าใจถึงความไร้ความปรานี

ของการลงโทษ แม้ว่าผู้อ่านจะไม่คุ้นเคยกับวัฒนธรรมการลงโทษแบบไทยโบราณแต่พวกเขาสามารถเข้าใจแรงกระทบ

ทางอารมณ์และความสําคัญของเหตุการณ์ได้ กลวิธีการแปลส่ือความท่ีใช้กับบริบทน้ีสามารถรักษาพลังของการเล่า

เร่ืองและถ่ายทอดประสบการณ์ทางอารมณ์ข้ามขอบเขตวัฒนธรรมได้อย่างดี 

 ในตัวอย่างท่ีสอง "เดือนส่ีมาต่อเดือนห้า เสือมันมาล่าริมคลอง" ผู้แปลแปลเป็น "When fourth month turns 

to the fifth in time, Tigers hunt by the canal's line." ผู้แปลได้ใช้การแปลส่ือความเพ่ือสร้างภาพลักษณ์และ

บรรยากาศท่ีผู้อ่านภาษาอังกฤษสามารถเข้าใจและรู้สึกได้ การแปล "เดือนส่ีมาต่อเดือนห้า" เป็น "When fourth 

month turns to the fifth in time" ผู้แปลได้เพ่ิมคําว่า "in time" เพ่ือสร้างจังหวะท่ีเหมาะสมกับบทกวี และใช้ 

"turns to" แทนคําว่า "มาต่อ" ซ่ึงสร้างภาพลักษณ์ของการเปล่ียนแปลงของกาลเวลาอย่างเป็นธรรมชาติ ส่วน "เสือมัน

มาล่าริมคลอง" ถูกแปลเป็น "Tigers hunt by the canal's line" ผู้แปลได้เลือกใช้ "hunt" แทน "ล่า" เน่ืองจากเป็นคํา

ท่ีส่ือถึงพฤติกรรมของสัตว์ป่าได้ชัดเจนกว่า และ "by the canal's line" แทน "ริมคลอง" เพ่ือสร้างภาพลักษณ์ของพ้ืนท่ี

และสร้างจังหวะสัมผัสท่ีเหมาะสมกับบทกวี  
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 ผู้แปลใช้กลวิธีการแปลส่ือความในท้ังสองตัวอย่างน้ีเพ่ือสร้างประสบการณ์การอ่านท่ีมีประสิทธิภาพและ

น่าสนใจสําหรับผู้อ่านภาษาอังกฤษโดยไม่ยึดติดกับรูปแบบต้นฉบับจนเกินไป แต่มุ่งเน้นการส่ือสารความหมาย อารมณ์ 

และบรรยากาศของบทกลอนให้ผู้อ่านสามารถเข้าถึงและซาบซ้ึงได้อย่างเต็มท่ี 

 

 9. การเลือกใช้คําศัพท์เฉพาะทาง (Terminology Selection) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 229): พระไตรโลก 

 ฉบับแปลภาษาอังกฤษ (หน้า 142): Three Worlds Deity 

ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 230): ธรรมยุต 

 ฉบับแปลภาษาอังกฤษ (หน้า 144): Dhammayut tradition 

 ในการแปลตัวอย่างแรก "พระไตรโลก" เป็น "Three Worlds Deity" ผู้แปลต้องเจอกับความท้าทายในการ

เลือกใช้คําศัพท์เฉพาะทางท่ีสามารถส่ือสารแนวคิดทางศาสนาและปรัชญาท่ีซับซ้อนได้ ผู้แปลตัดสินใจใช้ "Three 

Worlds" แทนการทับศัพท์ "Triloka" หรือการใช้คําอ่ืน โดยพิจารณาจากเหตุผลหลายประการ ประการแรก ผู้อ่าน

ตะวันตกส่วนใหญ่จะคุ้นเคยกับแนวคิดเร่ือง "worlds" มากกว่าคําศัพท์บาลีหรือสันสกฤต ประการท่ีสอง "Three 

Worlds" สามารถส่ือสารภาพรวมของแนวคิดทางจักรวาลวิทยาในพุทธศาสนาได้อย่างชัดเจน คือการแบ่งจักรวาล

ออกเป็นสามระดับ ได้แก่ กามโลก รูปโลก และอรูปโลก การเพ่ิมคําว่า "Deity" เป็นการตัดสินใจท่ีสําคัญเช่นกัน เพ่ือ

ระบุว่าน่ีไม่ใช่เพียงแนวคิดทางภูมิศาสตร์หรือจักรวาลวิทยาแต่เป็นส่ิงศักด์ิสิทธ์ิท่ีมีบทบาทในการปกป้องและดูแลโลก

ท้ังสาม ผู้แปลเลือกใช้ "Deity" แทน "God" หรือ "Spirit" เพราะคําน้ีเป็นคําศัพท์ท่ีเป็นกลางทางศาสนามากกว่าและ

สามารถรองรับความหลากหลายทางความเช่ือของผู้อ่านได้ดีกว่า 

 ในตัวอย่างท่ีสอง "ธรรมยุต" ผู้แปลแปลเป็น "Dhammayut tradition" โดยเลือกใช้กลยุทธ์ท่ีแตกต่างออกไป 

คือการรักษาคําศัพท์เฉพาะทางไว้และเพ่ิมคําอธิบายเพ่ือให้ผู้อ่านเข้าใจบริบท การตัดสินใจรักษา "Dhammayut" ไว้

แทนการแปลเป็น "Dharma-holding" หรือ "Orthodox sect" เพราะเป็นคําศัพท์เฉพาะทางท่ีมีความสําคัญทาง

ประวัติศาสตร์และเป็นเอกลักษณ์เฉพาะของพุทธศาสนาไทย การใช้คําทับศัพท์ "Dhammayut" ช่วยรักษาความเป็น

เอกลักษณ์และความแม่นยํา ในขณะเดียวกันก็ทําให้ผู้อ่านท่ีสนใจศึกษาลึกข้ึนสามารถค้นหาข้อมูลเพ่ิมเติมได้ การเพ่ิม

คําว่า "tradition" ก็เป็นการให้บริบทท่ีสําคัญเน่ืองจากช่วยให้ผู้อ่านเข้าใจทันทีว่าน่ีคือระบบความเช่ือหรือการปฏิบัติท่ี

ถูกสืบทอดมา ไม่ใช่เพียงแนวคิดหรือหลักการเดียว คําว่า "tradition" ยังส่ือถึงความต่อเน่ือง ความเคารพในอดีตและ

ความสําคัญทางวัฒนธรรม 

 

 10. การแปลบทร้อยกรอง - การเทียบเคียง (Analogical Form) 

ตัวอย่างท่ี 1:  

 ต้นฉบับภาษาไทย (หน้า 228): ยกหัตถังต้ังนะโม จะไหว้ครูเสียก่อน กรกรายไหว้วอน น่ังขอพรเทวา 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): I raise my hands in reverence now,  

     To honor teachers with a bow.  
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     I offer prayers with graceful stance,  

     And ask the gods to guide my dance. 

ตัวอย่างท่ี 2:  

 ต้นฉบับภาษาไทย (หน้า 228): แล้วจะต้ังสัคเค เอเตภูมิมา ขอประกาศเทวา ช่วยสดับตรับฟัง 

 ฉบับแปลภาษาอังกฤษ (หน้า 141): I call upon the deities,  

     From highest realms to earth and seas.  

     May all divine beings hear my voice,  

     And in my humble plea rejoice. 

 ในการแปลตัวอย่างแรก "ยกหัตถังต้ังนะโม จะไหว้ครูเสียก่อน กรกรายไหว้วอน น่ังขอพรเทวา" เป็น "I raise 

my hands in reverence now, To honor teachers with a bow. I offer prayers with graceful stance, And 

ask the gods to guide my dance." ผู้แปลได้ใช้กลวิธีการเทียบเคียงรูปแบบ (Holmes, 1988: 25 - 28) โดยสร้าง

โครงสร้างบทร้อยกรองท่ีสอดคล้องกับประเพณีการแต่งกวีในภาษาอังกฤษแทนท่ีจะพยายามเลียนแบบรูปแบบกลอน

ไทยตามตัวอักษร การตัดสินใจใช้กลอนคู่สัมผัส (rhyming couplets) เป็นรูปแบบท่ีเทียบเคียงได้กับกลอนไทยในแง่

ของความเรียบง่าย ความไพเราะและความสามารถในการจดจํา ผู้แปลตระหนักว่าการใช้รูปแบบกวีอังกฤษแบบ AABB 

(now/bow, stance/dance) จะสร้างผลกระทบทางอารมณ์และความงามท่ีใกล้เคียงกับผู้ฟังกลอนไทยต้นฉบับ การ

จัดการกับจังหวะและมาตราเป็นประเด็นสําคัญในการแปลบทร้อยกรอง ผู้แปลเลือกใช้ฉันทลักษณ์ห้าจังหวะ (Iambic 

pentameter) อย่างหลวม ๆ เพ่ือสร้างจังหวะท่ีเหมาะสมกับการอ่านออกเสียง ซ่ึงสอดคล้องกับลักษณะของกลอนไทย

ท่ีมักถูกขับร้องหรือท่องทํานอง และการใช้ "now" ท่ีท้ายบรรทัดแรกเพ่ือช่วยสร้างสัมผัสกับ "bow" และเพ่ิมความ

เร่งด่วนและความเป็นปัจจุบันให้กับการกระทํา 

 ในตัวอย่างท่ีสอง "แล้วจะต้ังสัคเค เอเตภูมิมา ขอประกาศเทวา ช่วยสดับตรับฟัง" ผู้แปลแปลเป็น "I call upon 

the deities, From highest realms to earth and seas. May all divine beings hear my voice, And in my 

humble plea rejoice." ผู้แปลใช้รูปแบบการเทียบเคียงท่ีซับซ้อนมากข้ึนโดยการสร้างความสัมพันธ์ระหว่างโลกบน

และโลกล่าง และใช้ "deities/seas" และ "voice/rejoice" เพ่ือสร้างสัมผัสท่ีให้ท้ังความไพเราะและสร้างความหมาย

เชิงสัญลักษณ์ แม้คําว่า "seas" ไม่ได้ปรากฏในต้นฉบับโดยตรงแต่ผู้แปลเลือกใช้เพ่ือสร้างภาพลักษณ์ของการเรียกหา

จากทุกแห่งหน แม้แต่มหาสมุทร ซ่ึงเป็นการขยายความหมายของ "เอเตภูมิมา" (ส่ิงศักด์ิสิทธ์ิ/ครูหมอจากทุกภพภูมิได้

เสด็จมา) ให้กว้างขวางและมีพลังมากข้ึน การใช้ "May all divine beings hear my voice" แทน "ช่วยสดับตรับฟัง" 

เป็นการปรับโครงสร้างให้เหมาะสมกับรูปแบบการอธิษฐานในวัฒนธรรมตะวันตก โดยใช้ "May" ท่ีบ่งบอกถึงความหวัง

และการขอพร ส่วน "And in my humble plea rejoice" เป็นการเพ่ิมมิติทางอารมณ์ท่ีไม่ได้ปรากฏชัดเจนในต้นฉบับ

แต่สะท้อนถึงความเช่ือว่าเทพเจ้าจะมีความยินดีเม่ือได้รับการเรียกขาน 

 โดยสรุป การแปลบทร้อยกรองในหนังสือ "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" เป็นส่ิงสะท้อนถึงความ

ซับซ้อนและความประณีตของการแปลงานศิลปะข้ามวัฒนธรรม ผู้แปลได้นํากลวิธีการแปลท่ีหลากหลายมาใช้อย่าง

เหมาะสมกับบริบทและลักษณะเฉพาะของเน้ือหาแต่ละส่วน ต้ังแต่การแปลแบบตรงตัวท่ีเน้นความแม่นยําของข้อมูล

ทางพิธีกรรม การทับศัพท์เพ่ือรักษาเอกลักษณ์ทางวัฒนธรรม ไปจนถึงการเทียบเคียงวัฒนธรรมท่ีช่วยให้ผู้อ่านเข้าใจ
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แนวคิดท่ีแตกต่างจากวัฒนธรรมตนเอง กลวิธีท่ีโดดเด่นและมีความสําคัญต่องานแปลช้ินน้ี ได้แก่ การแปลแบบ

เทียบเท่าเชิงหน้าท่ีท่ีมุ่งเน้นการสร้างผลกระทบท่ีเท่าเทียมกันระหว่างผู้อ่านต้นฉบับและผู้อ่านปลายทาง การแปลส่ือ

ความท่ีให้ความสําคัญกับการถ่ายทอดอารมณ์และบรรยากาศและการแปลแบบเทียบเคียงรูปแบบท่ีสร้างบทร้อยกรอง

ใหม่ในภาษาอังกฤษให้มีความไพเราะและสามารถส่ือสารความงามของต้นฉบับได้ ผู้แปลพยายามสร้างสมดุลระหว่าง

ความถูกต้องทางเน้ือหา ความงามทางศิลปะ และความสามารถในการส่ือสารข้ามพรมแดนวัฒนธรรมเพ่ือให้ผู้อ่าน

ภาษา อังกฤษได้รับประสบการณ์การอ่านท่ีสมบูรณ์และมีความหมายเท่าเทียมกับผู้อ่าน    ต้นฉบับท้ังในแง่ของการ

เข้าใจเน้ือ หาทางพิธีกรรม การซาบซ้ึงในความงามของบทร้อยกรอง และการรับรู้ถึงความลึกซ้ึงทางจิตวิญญาณของ

ศิลปะการแสดงโนรา ด้วยหวังว่าหนังสือแปลเล่มน้ีจะเป็นสะพานเช่ือมโยงวัฒนธรรมไทยกับโลกภายนอกโดยไม่สูญเสีย

เอกลักษณ์และคุณค่าของต้นฉบับภาษาไทย 

บทสรุป 

 การแปลหนังสือ "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" ซ่ึงมีเน้ือหาเก่ียวกับศิลปะการแสดงพ้ืนบ้านอย่าง

โนรา จากภาษาไทยเป็นภาษาอังกฤษ เป็นงานท่ีต้องอาศัยความเข้าใจอย่างลึกซ้ึงท้ังในด้านภาษาและวัฒนธรรม ใน

การแปลเน้ือหารวมท้ังบทร้อยกรองในหนังสือเล่มน้ี ผู้แปลได้ประยุกต์ใช้ทฤษฎีการแปลและกลวิธีท่ีหลากหลายเพ่ือ

ถ่ายทอดความหมายได้อย่างมีประสิทธิภาพ โดยพยายามสร้างความสมดุลระหว่างความซ่ือสัตย์ต่อต้นฉบับภาษาไทย

และการส่ือสารท่ีเข้าถึงได้สําหรับผู้อ่านในวัฒนธรรมปลายทาง กลวิธีหลักท่ีใช้ในการแปลประกอบด้วย การแปลแบบ

ตรงตัว (Literal Translation) ในกรณีท่ีโครงสร้างและความหมายสามารถถ่ายทอดได้อย่างตรงไปตรงมา การทับศัพท์ 

(Transliteration) สําหรับคําท่ีไม่มีคําเทียบเคียงในภาษาอังกฤษเพ่ือรักษาความเป็นเอกลักษณ์ทางวัฒนธรรม เช่น 

"โนรา" เป็น "Nora" และการเทียบเคียงวัฒนธรรม (Cultural Equivalence) โดยใช้คําหรือวลีท่ีมีความหมายใกล้เคียง

ในวัฒนธรรมของผู้อ่านภาษาปลายทาง นอกจากน้ี ผู้แปลยังใช้การปรับโครงสร้างภาษา/การเปล่ียนชนิดคํา 

(Transposition) เพ่ือให้ประโยคในภาษาปลายทางเป็นธรรมชาติ เช่น การปรับเปล่ียนตําแหน่งของคําขยาย และการ

ปรับรวมหรือแยกประโยค การขยายความ (Amplification) โดยการเพ่ิมคําอธิบายหรือเชิงอรรถเพ่ือช้ีแจงความหมาย

ของคําศัพท์เฉพาะทางวัฒนธรรมและการแปลแบบตีความ (Interpretive Translation) ในกรณีท่ีต้องถ่ายทอด

ความหมายท่ีแท้จริงของเน้ือหา สําหรับการแปลบทร้อยกรอง ผู้แปลได้ประยุกต์ใช้ทฤษฎีการแปลเชิงส่ือสาร 

(Communicative Translation) ของ Newmark ท่ีเน้นการถ่ายทอดความหมายและผลกระทบของต้นฉบับไปสู่ผู้อ่าน

ปลายทาง ทฤษฎีความเทียบเท่าเชิงหน้าท่ี (Functional Equivalence) ของ Nida ท่ีมุ่งสร้างผลตอบสนองในผู้อ่าน

ฉบับแปลท่ีเทียบเคียงได้กับผู้อ่านต้นฉบับ และทฤษฎีการแปลเชิงวัฒนธรรม (Cultural Translation) ของ Newmark 

(1988) และ Baker (2018) ท่ีมองว่าการแปลเป็นการถ่ายทอดข้ามวัฒนธรรม และกลวิธีการเทียบเคียงรูปแบบของ 

Holmes (1988) เพ่ือรักษาองค์ประกอบทางวรรณศิลป์ เช่น จังหวะ เสียง ภาพพจน์ และความหมายในบทกวี โดยใน
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การแปลบทร้อยกรอง ผู้แปลได้สร้างบทกวีท่ีมีสัมผัสคล้องจองในภาษาอังกฤษ และขยายความเพ่ือให้เข้าใจบริบททาง

วัฒนธรรมได้ชัดเจนย่ิงข้ึน 

การแปลเอกสารท่ีมีเน้ือหาเก่ียวกับวัฒนธรรมเฉพาะท้องถ่ินอย่างโนราเป็นงานท่ีต้องอาศัยท้ังความรู้ด้าน

ภาษาและความเข้าใจในบริบททางวัฒนธรรม ผู้แปลต้องรักษาสมดุลระหว่างความซ่ือสัตย์ต่อต้นฉบับและการทําให้

ผู้อ่านในวัฒนธรรมปลายทางเข้าใจได้โดยการผสมผสานกลวิธีการแปลท่ีหลากหลายเพ่ือให้บรรลุวัตถุประสงค์ในการ

ส่ือสารข้ามวัฒนธรรมอย่างมีประสิทธิภาพ กลวิธีการแปลท่ีใช้ในแต่ละบทมุ่งเน้นการถ่ายทอดความหมายและคุณค่า

ทางวัฒนธรรมของศิลปะการแสดงโนราให้ผู้อ่านท่ีใช้ภาษาอังกฤษเข้าถึงได้ ในขณะเดียวกันก็ปรับการนําเสนอให้สอด 

คล้องกับบรรทัดฐานภาษาอังกฤษเชิงวิชาการเพ่ือให้งานแปลมีความสมดุลระหว่างการรักษาความหมายและการรักษา

เอกลักษณ์ทางวัฒนธรรมของต้นฉบับภาษาไทยกับการส่ือสารอย่างมีประสิทธิภาพกับผู้อ่านในวัฒนธรรมปลายทาง 

 

4. การประยุกต์ใช้ในด้านวิชาการ 

งานแปล "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" มีคุณค่าและประโยชน์ในด้านวิชาการหลายประการ 

โดยเฉพาะอย่างย่ิง หลังจากท่ีโนราได้รับการข้ึนทะเบียนเป็นมรดกภูมิปัญญาทางวัฒนธรรมของมนุษยชาติโดยองค์การ

ยูเนสโก การเผยแพร่ความรู้เก่ียวกับศิลปะการแสดงพ้ืนบ้านท่ีมีความสําคัญของไทยในภาษาอังกฤษมีส่วนช่วยส่งเสริม

การศึกษาและการตระหนักถึงคุณค่าของวัฒนธรรมไทยในระดับนานาชาติ 

4.1 การเผยแพร่องค์ความรู้สู่ระดับสากล 

งานแปลน้ีเป็นการเพ่ิมแหล่งข้อมูลเชิงลึกเก่ียวกับพิธีกรรมโนราในภาษาอังกฤษซ่ึงมีอยู่จํากัด ทําให้นักวิชาการ

และผู้สนใจท่ีไม่สามารถอ่านภาษาไทยได้สามารถเข้าถึงข้อมูลสําคัญเก่ียวกับโนรา ซ่ึงสอดคล้องกับแนวคิดของ Pym 

(2014) ท่ีเน้นบทบาทของการแปลในการเคล่ือนย้ายความรู้ข้ามพรมแดนทางภาษาและวัฒนธรรม นักวิชาการต่างชาติ

สามารถเข้าถึงข้อมูลและนําไปใช้ในการศึกษาวิจัยเปรียบเทียบกับศิลปะการ แสดงพ้ืนบ้านของวัฒนธรรมอ่ืน ๆ โดยท่ี

ไม่จําเป็นต้องพ่ึงพาล่ามหรือผู้แปลเอกสารเพ่ิมเติม งานแปลน้ียังมีข้อมูลเชิงลึกเก่ียวกับประวัติศาสตร์และพัฒนาการ

ของโนราในจังหวัดตรังซ่ึงเป็นข้อมูลท่ีมีคุณค่าสําหรับการศึกษาด้านมานุษยวิทยาวัฒนธรรมและประวัติศาสตร์ท้องถ่ิน 

ข้อมูลโดยละเอียดในภาษาอังกฤษช่วยให้นักท่องเท่ียวและผู้สนใจชาวต่างชาติสามารถเข้าถึงและเข้าใจวัฒนธรรม

ท้องถ่ินได้ลึกซ้ึงย่ิงข้ึน 

4.2 การศึกษาเปรียบเทียบทางวัฒนธรรม 

งานแปลน้ีสามารถใช้เป็นแหล่งข้อมูลสําหรับการศึกษาเปรียบเทียบระหว่างพิธีกรรมการแสดงพ้ืนบ้านใน

วัฒนธรรมต่าง ๆ ท่ัวโลก โดยเฉพาะอย่างย่ิงการศึกษาเปรียบเทียบเก่ียวกับการประทับทรงและพิธีกรรมเก่ียวกับ

วิญญาณบรรพบุรุษในวัฒนธรรมต่าง ๆ ซ่ึงเป็นประเด็นศึกษาท่ีได้รับความสนใจในวงวิชาการมานุษยวิทยาและชาติ
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พันธ์ุวิทยา เป็นประโยชน์อย่างย่ิงในการศึกษาด้านศิลปะการแสดงพ้ืนบ้าน โดยเฉพาะการศึกษาเปรียบเทียบกับศิลปะ 

การแสดงในภูมิภาคเอเชียตะวันออกเฉียงใต้และเอเชียใต้ซ่ึงมีความเช่ือมโยงทางประวัติศาสตร์และวัฒนธรรม 

นักวิชาการสามารถนําข้อมูลน้ีไปวิเคราะห์เปรียบเทียบกับพิธีกรรมในวัฒนธรรมอ่ืน ๆ ได้ ข้อมูลเก่ียวกับการผสมผสาน

ระหว่างความเช่ือด้ังเดิม พุทธศาสนา และอิทธิพลจากศาสนาอิสลามในวัฒนธรรมโนรา มีคุณค่าสําหรับการศึกษาด้าน

พหุวัฒนธรรมและการผสมผสานทางวัฒนธรรมในบริบทของเอเชียตะวันออกเฉียงใต้ซ่ึงเป็นประเด็นสําคัญใน

การศึกษาทางสังคมวิทยาและมานุษยวิทยาร่วมสมัย 

4.3 การศึกษาทางคติชนวิทยาและมานุษยวิทยา 

งานแปลเป็นประโยชน์ต่อการศึกษาด้านคติชนวิทยา โดยแสดงให้เห็นโครงสร้างและองค์ประกอบของตํานาน

พ้ืนบ้าน ในสาขามานุษยวิทยาและสังคมวิทยางานแปลเล่มน้ีนําเสนอข้อมูลเชิงลึกเก่ียวกับความเปล่ียนแปลงในระบบ

การถ่ายทอดความรู้จาก "การสอนแบบไม่เป็นทางการ" ในอดีตมาสู่การเรียนรู้ในระบบสถาบันการศึกษาในปัจจุบัน ซ่ึง

สะท้อนให้เห็นถึงการเปล่ียนแปลงโครงสร้างทางสังคมและการปรับตัวของวัฒนธรรมพ้ืนบ้าน งานแปลยังให้ข้อมูลท่ีมี

ค่าสําหรับนักวิชาการในสาขามานุษยวิทยา คติชนวิทยา และการศึกษาทางด้านความเช่ือและศาสนาพ้ืนบ้าน โดย 

เฉพาะในประเด็นเก่ียวกับความเช่ือเร่ืองโรค การรักษา และระบบวิญญาณนิยมในวัฒนธรรมท้องถ่ิน ข้อมูลเก่ียวกับ

โรคเสนและโรคครูหมอโนรา รวมถึงวิธีการรักษาตามความเช่ือพ้ืนบ้าน สามารถนําไปใช้ในการศึกษาด้านการแพทย์

พ้ืนบ้านและมานุษยวิทยาการแพทย์ได้ 

4.4 การอนุรักษ์มรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ 

ในแง่ของการอนุรักษ์มรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ งานแปลเล่มน้ีมีส่วนสําคัญในการบันทึกและถ่าย 

ทอดองค์ความรู้ด้ังเดิมให้คงอยู่และเป็นท่ีรู้จักในวงกว้าง สอดคล้องกับวัตถุประสงค์ขององค์การยูเนสโกในการข้ึน

ทะเบียนมรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ การบันทึกและเผยแพร่ความรู้เก่ียวกับโนราในภาษาอังกฤษเป็นส่วน

สําคัญในการอนุรักษ์มรดกทางวัฒนธรรมท่ีกําลังเผชิญกับความเปล่ียนแปลงทางสังคมและกระแสโลกาภิวัตน์ การทํา

ให้องค์ความรู้เหล่าน้ีเข้าถึงได้ในระดับนานาชาติจะช่วยสร้างความตระหนักและการยอมรับในคุณค่าของมรดกทาง

วัฒนธรรมเหล่าน้ี งานแปลน้ียังเป็นเอกสารสนับสนุนการอนุรักษ์มรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ตามแนวทางของ

องค์การยูเนสโก โดยการบันทึกความรู้เก่ียวกับความเช่ือและพิธีกรรมท่ีอาจเลือนหายไปในยุคโลกาภิวัตน์ให้คงอยู่ใน

รูปแบบท่ีเข้าถึงได้ในระดับสากล 

4.5 การพัฒนาการศึกษาด้านการแปล 

งานแปลน้ีสามารถใช้เป็นกรณีศึกษาสําหรับการพัฒนาแนวทางการแปลเอกสารทางวัฒนธรรมท่ีมีคําศัพท์และ

แนวคิดเฉพาะวัฒนธรรม โดยแสดงตัวอย่างของการจัดการกับความท้าทายในการแปลศัพท์เฉพาะทางวัฒนธรรม เช่น 

ช่ือพิธีกรรม อุปกรณ์ และความเช่ือต่าง ๆ  ท่ีไม่มีคําเทียบเคียงโดยตรงในภาษาอังกฤษ และยังสามารถใช้เป็นกรณีศึกษา

สําหรับการเรียนการสอนด้านการแปลวรรณกรรมชาติพันธ์ุ (Ethnographic Translation) และการแปลเชิงวัฒนธรรม 
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(Cultural Translation) ในระดับอุดมศึกษาเน่ืองจากมีการใช้กลวิธีการแปลท่ีหลากหลายและแก้ไขปัญหาการแปล

ข้ามวัฒนธรรม 

นอกจากน้ียังสามารถใช้เป็นกรณีศึกษาสําหรับการสอนและการวิจัยด้านภาษาศาสตร์และการแปล โดยเฉพาะ

การแปลคําศัพท์ทางวัฒนธรรม ในแง่ของการศึกษาทางภาษาศาสตร์และการแปล งานแปลเล่มน้ีสามารถใช้เป็น

ตัวอย่างของการแปลคําศัพท์และแนวคิดเฉพาะทางวัฒนธรรมท่ีไม่มีความเทียบเคียงโดยตรงในภาษาปลายทางรวมถึง

การรักษาบริบททางวัฒนธรรมในการแปลซ่ึงเป็นประเด็นสําคัญในการแปลงานทางวิชาการท่ีมีเน้ือหาเก่ียวกับ

วัฒนธรรม 

4.6 การศึกษาเก่ียวกับการท่องเท่ียวเชิงวัฒนธรรม 

ข้อมูลท่ีได้จากงานแปลสามารถนําไปประยุกต์ใช้ในการพัฒนาการท่องเท่ียวเชิงวัฒนธรรมและการอนุรักษ์

มรดกทางวัฒนธรรมท่ีจับต้องไม่ได้ งานแปลเป็นแหล่งข้อมูลสําคัญเก่ียวกับแนวทางการพัฒนามรดกทางวัฒนธรรมให้

มีมูลค่าทางเศรษฐกิจโดยท่ียังคงรักษาแก่นแท้ทางวัฒนธรรม  

4.7 การปรับตัวของศิลปะการแสดงพ้ืนบ้านในยุคโลกาภิวัตน์ 

งานแปลเล่มน้ีสามารถนําไปประยุกต์ใช้ในบริบททางวิชาการต่าง ๆ โดยเฉพาะในการศึกษาวิจัยเก่ียวกับพลวัต

ทางวัฒนธรรม การอนุรักษ์มรดกภูมิปัญญาวัฒนธรรมและการปรับตัวของศิลปะการแสดงพ้ืนบ้านในยุคโลกาภิวัตน์ ผู้

แปลได้นําเสนอกรณีศึกษาท่ีเป็นรูปธรรมเก่ียวกับการต่อรองทางวัฒนธรรมระหว่างความเช่ือด้ังเดิมกับกระแสโลกาภิ

วัตน์และการเปล่ียนแปลงทางเทคโนโลยี นอกจากน้ียังสามารถนําไปใช้ในการศึกษาเปรียบเทียบการปรับตัวของศิลปะ 

การแสดงพ้ืนบ้านในภูมิภาคต่าง ๆ ท่ัวโลก เพ่ือค้นหาแนวทางการอนุรักษ์และพัฒนาท่ีเหมาะสมกับบริบทโลกสมัยใหม่ 

โดยสรุป งานแปลหนังสือ "โนราจังหวัดตรัง: ความเช่ือและพิธีกรรม" มีคุณค่าและสามารถนําไปประยุกต์ใช้ใน

ด้านวิชาการได้หลายมิติท้ังในด้านการเผยแพร่องค์ความรู้เก่ียวกับศิลปะการแสดงพ้ืนบ้านของไทยในระดับสากล การ 

ศึกษาเปรียบเทียบระหว่างวัฒนธรรม การศึกษาด้านมานุษยวิทยาและคติชนวิทยา การอนุรักษ์มรดกทางวัฒนธรรมท่ี

จับต้องไม่ได้ การพัฒนาการศึกษาด้านการแปล การศึกษาเก่ียวกับการท่องเท่ียวเชิงวัฒนธรรม และการศึกษาการ

ปรับตัวของศิลปะการแสดงพ้ืนบ้านในยุคโลกาภิวัตน์ การแปลงานวิชาการเก่ียวกับโนราเป็นการเพ่ิมพูนองค์ความรู้ทาง

วิชาการและยังเป็นการส่งเสริมการอนุรักษ์และสืบทอดศิลปวัฒนธรรมพ้ืนบ้านอันทรงคุณค่าของไทยให้เป็นท่ีรู้จักใน

ระดับนานาชาติ 
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1. Objectives of Translating Nora in Trang Province: Beliefs and Rituals 

 The translation of Nora in Trang Province: Beliefs and Rituals from Thai into English aims 

primarily to disseminate knowledge about the traditional performing art of Nora to an international 

readership, particularly within the academic fields of anthropology, folklore studies, and performing 

arts studies. This translation is especially significant in an era when local cultures are confronted with 

rapid changes driven by globalization and modern technology. The inscription of “Nora” on 

UNESCO’s Representative List of the Intangible Cultural Heritage of Humanity on 15 December 2021 

marks not only a major milestone for Thailand but also highlights the profound cultural value deeply 

embedded in this traditional performance. The translator therefore regards this work not merely as 

a linguistic transfer from Thai into English, but as an opening of a new space for Nora to be heard 

on the global stage. 

 The translator believes that cultural knowledge should be transmitted across linguistic 

boundaries, as culture is not the property of any single nation but a shared heritage of humanity. 

Translation, thereby, is more than a linguistic process; it is a vital tool for preservation, promotion, 

and the fostering of genuine intercultural understanding. As Venuti (2018) suggests, translation can 

function as a means of connecting worlds, and as Bassnett (2014) argues, it serves as a bridge that 

allows us to cross from one world to another in order to learn, understand, and respect one another. 

This book is not merely a record of history or performance techniques; it reveals a complex system 

of beliefs that forms the foundation of Nora. These include beliefs in ancestral spirits, the Chaeng 

ghost, the Chin ghost, sacred entities, and the ritual power of ceremonial weapons. All of these are 

intricately interwoven with the way of life of people in southern Thailand, reflecting the relationship 

between art, spirituality, and community identity that continues to endure amid a changing world. 

This translation also seeks to establish an accessible body of cultural knowledge at the international 

level, to support comparative research within Southeast Asia, and to provide opportunities for both 

Thai and international scholars and students to study Nora in depth—particularly within the context 

of social transformation, technological change, and the ongoing negotiation between past and 

present. 

 The translator considers this translation an act of preserving Thailand’s living cultural heritage. 

It carries forward the voices of Nora masters, performers, and the communities that sustain this 

tradition, allowing them to resonate beyond linguistic and geographical boundaries. In its English 

version, this book serves as a cultural bridge through which people of diverse backgrounds may see, 
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understand, and experience the enduring beauty and vitality of Thai traditional performing arts in 

the modern world. 

2. Selection of the Source Text: Nora in Trang Province: Beliefs and Rituals 

 Nora in Trang Province: Beliefs and Rituals by Santichai Yammai is a highly valuable academic 

work for the study of traditional performing arts in southern Thailand. It is particularly suitable for 

translation and international dissemination, as it helps fill existing academic gaps while offering in-

depth insights into Thai folk culture for the global scholarly community. The book holds significant 

academic value in the fields of cultural anthropology and traditional performing arts studies. Nora, 

as documented in the work, is a traditional performance with a history spanning over 1,000 years, 

supported by archaeological evidence (Santichai Yammai, 2013), and it continues to play an 

important role in the lives of people in southern Thailand today. 

 The book covers a wide range of topics, including definitions, historical background, legends, 

belief systems, ritual practices, and the adaptation of Nora in changing times. The study of Nora is 

not limited to performance itself but extends to a complex system of beliefs that integrates 

indigenous traditions with Brahmanical-Hindu influences, Buddhism, and, in some areas, elements of 

Islam. 

 Given its scholarly value, the book merits translation into English for global dissemination. 

The translator has considered the following key aspects: 

1. Context-specific depth: The book presents in-depth information about Nora within the 

specific context of Trang Province, which possesses distinctive characteristics that may differ 

from Nora traditions in other parts of southern Thailand. Such local variation is valuable for 

comparative academic studies. 

2. Ritual complexity and significance: The book provides detailed accounts of the Nora Rong 

Khru ritual, one of the most complex and significant ceremonies in Nora performance. It 

includes descriptions of ritual practices such as the invocation of Nora masters (Khru Mo), 

spirit possession, and initiation rites that establish individuals as Nora performers. These are 

essential bodies of knowledge for the study of Thai traditional performing arts. 

3. Documentation of oral tradition: The book records historical narratives and lived 

experiences of important folk artists involved in preserving Nora in Trang Province, such as 
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Nora Srichan (Mr. Chan Todtaen). This contributes significantly to folklore studies and the 

documentation of oral traditions. 

4. Cultural dynamics and change: The book analyzes transformations of Nora within the 

context of social and technological change, reflecting the dynamic nature of folk culture in 

the contemporary world. Issues such as cultural adaptation, negotiation, shifts in belief 

systems and rituals, and modifications of performance styles to suit modern audiences are 

important for global comparative studies of cultural change (Nopporn Prachakul, 2007). 

5. Intangible cultural heritage and preservation: The book provides information on the 

inscription of Nora as an Intangible Cultural Heritage of Humanity, including details of the 

nomination process and approaches to sustainable preservation. This is significant for 

disseminating knowledge about cultural heritage preservation at the international level 

(Princess Maha Chakri Sirindhorn Anthropology Centre, 2021). 

 The translation of Nora in Trang Province: Beliefs and Rituals is academically significant in 

multiple respects. It contributes to the documentation and dissemination of in-depth knowledge 

about Thai traditional performing arts, the study of complex belief systems and ritual practices, and 

the understanding of cultural transformation and adaptation in a rapidly changing world. It also 

provides valuable insights into the preservation of intangible cultural heritage. Translating this work 

will help bridge existing academic gaps and enable international scholars to gain deeper access to 

and understanding of Thai folk culture. 

3. Translation Strategies Used in Translating Nora in Trang Province: Beliefs 

and Rituals 

 Translating cultural works from Thai into English is a highly challenging task, as the translator 

must navigate multiple layers of complexity, including differences in linguistic structure, belief 

systems, and social contexts. This is particularly true for works related to traditional performing arts 

such as Nora, which are deeply rooted in spirituality and embedded with long-standing rituals, 

beliefs, and local wisdom. Nora in Trang Province: Beliefs and Rituals presents its content in two 

distinct modes of writing: prose, used to explain academic information and ritual practices, and verse, 

which appears in the form of poetic texts used in Nora performances. These different textual forms 

require the translator to adapt translation strategies accordingly, taking into account accuracy of 

content, preservation of cultural value, and reader comprehension. The goal is to convey both 

academic precision and artistic beauty effectively to English-speaking audiences. 
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Translation of Prose 

 Translating cultural texts from Thai into English is a complex process that requires a range of 

skills. Based on the analysis of the translation of Nora in Trang Province: Beliefs and Rituals, the 

translator employed various strategies to fully convey meaning and cultural value from the source 

language to the target language. These strategies can be categorized as follows: 

 1. Literal Translation 

 Literal translation is a strategy employed when the translator aims to maintain the highest 

level of accuracy and fidelity to the source text. Following the principles proposed by Newmark 

(1988), which the translator has studied and applied, literal translation does not imply a rigid word-

for-word rendering without judgment. Rather, it involves preserving the meaning and structure of the 

original text as much as possible while ensuring that the result remains natural in the target language. 

A key principle guiding the translator is the careful evaluation of when literal translation is 

appropriate. This decision depends on the nature of the content, the purpose of the translation, and 

the expectations of the intended readership. In translating an academic work on Nora culture, literal 

translation proves particularly suitable in contexts where accuracy and consistency are essential. 

Analysis of Translation through Examples from the Books 

 1) Translation of Academic References 

Example from Chapter 1: 

 Thai source text (p. 2): (ส.พลายน้อย, 2544) 

 English translation (p. 2): (Playnoi, 2001) 

 In translating the reference “(ส.พลายน้อย, 2544)” as “(Playnoi, 2001),” the translator applied 

a systematic literal translation approach. This decision reflects the need for consistency and precision 

in academic referencing. The original citation format is preserved, with the only modification being 

the conversion of the Buddhist Era (B.E.) year to the Common Era (C.E.) year to align with international 

academic standards. This demonstrates that the translator did not translate mechanically but instead 

adapted the referencing system to meet global conventions while retaining all essential information. 

The conversion of the year is a necessary transformation to ensure that readers can understand and 

effectively use the reference. 
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 2) Translation of Headings and Titles 

Example from Chapter 2: 

 Thai source text (p. 46): ความสําคัญของพิธีกรรมโนราโรงครู 

 English translation (p. 29): Importance of Nora Rong Khru Rituals 

Example from Chapter 2: 

 Thai source text (p. 47): ประเภทของพิธีกรรมโนราโรงครู 

 English translation (p. 29): Types of Nora Rong Khru Rituals 

 In translating the heading “ความสําคัญของพิธีกรรมโนราโรงครู” as Importance of Nora Rong Khru 

Rituals, the translator applied literal translation while preserving the semantic structure. “ความสําคัญ” 

is rendered as “Importance,” accurately retaining its core meaning. The preposition “ของ,” which 

indicates possession or relation, is translated as “of,” fulfilling an equivalent grammatical function in 

English. “พิธีกรรม” is translated as “rituals,” a term appropriate for academic discourse. For “โนราโรง

ครู,” the translator chooses transliteration (Nora Rong Khru). Although this is not a literal translation, 

it preserves the cultural specificity of the term, which cannot be adequately conveyed through direct 

translation. The same principle is consistently applied in translating “ประเภทของพิธีกรรมโนราโรงครู” 

as Types of Nora Rong Khru Rituals. 

Conclusion 

 Literal translation is a valuable and important strategy in academic translation when used 

appropriately. Based on the experience of translating this book, the translator found several key 

advantages of this approach. First, it ensures accuracy and reliability. When applied in suitable 

contexts, readers can be confident that the information closely reflects the original text. This is 

crucial in academic writing, where even minor inaccuracies may lead to significant misunderstandings. 

Second, it promotes systematicity and consistency. Literal translation helps establish recognizable 

patterns, particularly in headings and recurring structures, making the text easier to follow and 

enhancing the credibility of the translation. Third, it improves efficiency. Literal translation generally 

requires less time than more interpretive or adaptive approaches, which is advantageous when 

working under time constraints or with large volumes of material, while still maintaining a high level 

of quality. 
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 However, in translating this book, literal translation is not the sole strategy employed. Rather, 

it forms part of a broader set of translation strategies used to manage the complexities of cross-

cultural translation. 

 2. Transliteration 

 Transliteration is a translation strategy in which words from the source language are carried 

over into the target language through phonetic rendering, without translating their meanings. This 

strategy is particularly important in cross-cultural translation, as it helps preserve the identity and 

authenticity of the source culture, as discussed by Newmark (1988). Transliteration is especially 

effective in dealing with culture-specific items that have no direct equivalents in the target language. 

This approach also aligns with Venuti’s (2018) concept of foreignization, which emphasizes 

maintaining the cultural distinctiveness and “otherness” of the source text, allowing readers to 

genuinely encounter a different culture. Similarly, Berman (2021) argues that translation is not merely 

the transfer of meaning but must also respect the original form in order to preserve the foreignness 

of the text. 

Analysis of Translation through Examples from the Books 

 1) Personal and Character Names 

 The transliteration of personal and character names preserves Thai cultural identity at a 

profound level. Names are not merely labels; they often reflect beliefs, values, and social 

backgrounds. 

Example from Chapter 1: 

 Thai source text (p. 24): นางนวลทองสําลีศรีมาลา 

 English translation (p. 14): Nang Nuan Thong Samlee Sri Mala 

Example from Chapter 3: 

 Thai source text (p. 114): พ่อศรีศรัทธา นางนวลทองสําลี แม่ศรีมาลา พ่อเทพสิงหรณ์ 

 English translation (p. 73): Pho Sri Sattha, Nang Nual Thong Samlee, Mother Si Mala, Pho 

Thep Singhon 

 In transliterating names such as “นางนวลทองสําลีศรีมาลา” as Nang Nuan Thong Samlee Sri 

Mala, the translator faced several challenges. One key challenge was managing the length and 

complexity of Thai names, which often convey honor, social status, or distinctive attributes. 
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Preserving this complexity allows readers to perceive these cultural nuances. The choice to 

transliterate “นาง” as Nang is particularly significant. While it could have been translated as “Lady” 

or “Mrs.,” retaining Nang preserves the cultural specificity of this form of address in traditional Thai 

contexts. In Thai literary usage, “นาง” carries broader connotations of femininity, honor, and status. 

Similarly, “พ่อศรีศรัทธา” is transliterated as Pho Sri Sattha. Using Pho instead of translating it as 

“Father” or “Mr.” maintains the cultural meaning of a respectful title for a male elder or figure of 

status, rather than implying a familial relationship. 

 2) Place Names and Geography 

 Transliteration of place names maintains their connection to geography and local culture, 

enabling readers to trace real-world locations. 

Example from Chapter 1: 

 Thai source text (p. 25): เกาะสีชัง 

 English translation (p. 14): Koh Si Chang 

Example from Chapter 3: 

 Thai source text (p. 123): เขาพับผ้า 

 English translation (p. 79): Phab Pha mountain 

 Different strategies are applied depending on context. For “เกาะสีชัง,” the translator uses full 

transliteration (Koh Si Chang), as it is a well-known island. Retaining “Koh” signals that it is an island 

while preserving its identity. In the case of “เขาพับผ้า,” the translation “Phab Pha 

mountain” combines transliteration and translation. The specific name “พับผ้า” is transliterated, 

while the generic geographical term “เขา” is translated as “mountain.” This hybrid strategy balances 

cultural preservation with reader comprehension. 

 3) Names of Performances and Cultural Arts 

 Transliterating the names of performing arts preserves cultural heritage that cannot be fully 

conveyed through translation. 

Example from Chapter 1: 

 Thai source text (p. 1): โนรา 

 English translation (p. 1): Nora 
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Example from Chapter 3: 

 Thai source text (p. 105): โนราโรงครู 

 English translation (p. 79): Nora Rong Khru 

 Transliterating “โนรา” as Nora is a crucial decision, as Nora is a culturally specific performance 

with no direct equivalent in Western traditions. Translating it as “Southern Thai folk dance-drama” 

would dilute its uniqueness and potentially mislead readers into equating it with other forms. 

Similarly, “โนราโรงครู” is transliterated as “Nora Rong Khru,” extending the same principle to a more 

complex term. “โรงครู” refers to a specific concept within Thai performance culture, involving rituals 

of paying respect to teachers or masters. Transliteration preserves the integrity of this concept as a 

unified cultural unit. 

 4) Religious and Cultural Terminology 

 Transliteration of religious and cultural terms helps preserve their sacredness and spiritual 

depth. 

Example from Chapter 3: 

 Thai source text (p. 123): ทวดหลักเขต 

 English translation (p. 80): Thuat Lak Khet 

 The transliteration of “ทวดหลักเขต” as “Thuat Lak Khet” addresses a complex belief system 

unique to Thai folk religion. This concept encompasses ancestral spirits, territorial guardianship, and 

ritual practices. Attempting to translate or simplify it may lead to distortion or loss of meaning. 

Transliteration preserves the conceptual integrity while allowing for further explanation in the main 

text or footnotes, enabling deeper understanding than a brief translation could provide.  

 The translator views consistent use of transliteration throughout the text as a way to create 

a distinctive reading experience. Readers are immersed directly in Thai culture rather than 

encountering it through a Westernized lens. The accumulation of transliterated terms builds an 

authentic cultural atmosphere. However, the translator also recognizes potential challenges. 

Transliteration may create difficulties in pronunciation, memorization, or comprehension, potentially 

distancing some readers. Therefore, it must be used judiciously and often supplemented with 

explanations or contextual cues. Consistency is maintained by applying the same transliteration 

method to recurring terms throughout the text, fostering familiarity and trust. Cultural significance is 
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also considered: terms central to cultural understanding are transliterated, while less critical terms 

may be translated or explained. 

Conclusion 

 Transliteration plays a crucial role in cross-cultural translation, as it bridges cultures without 

compromising the uniqueness of the source culture. It presents other cultures in a respectful and 

authentic way, inviting readers to learn and understand rather than assimilating them into their own 

cultural framework. In a culturally diverse world, transliteration promotes intercultural understanding 

and respect. Preserving proper names, cultural concepts, and specialized terminology in their original 

form allows readers to appreciate the complexity and richness of other cultures. As demonstrated 

in the translation of this book on Nora, transliteration helps retain the Thai essence of the text, 

enabling readers to experience the beauty and depth of Thai culture. It is therefore not merely a 

technical strategy but a philosophical choice about how cultures should be represented and 

respected in translation. 

 3. Cultural Equivalence 

 Cultural equivalence is a complex translation strategy that requires a deep understanding of 

both the source and target cultures. According to Peter Newmark (1988), cultural equivalence 

involves replacing a cultural element in the source text with one that produces a similar effect in 

the target culture. Meanwhile, Mona Baker (2018) emphasizes that this process is not about finding 

perfect equivalence, but rather identifying points of similarity that can convey comparable meaning 

and emotional impact. The key principle of cultural equivalence is to prioritize cultural effect over 

literal meaning, aiming to provide target readers with an experience and understanding similar to 

that of readers in the source culture. 

Analysis of Translation through Examples from the Books 

 1) Cultural Equivalence in Religious Concepts 

 Translating religious concepts is one of the greatest challenges in cross-cultural translation, 

as such concepts are often highly complex and culturally specific. 

Example from Chapter 1: 

 Thai source text (p. 3): โนราเป็นการรําเพ่ือบูชาเทพเจ้าคือ พระอิศวร พระนารายณ์ และพระพรหมใน

ศาสนาพราหมณ์ 
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 English translation (p. 2): Nora is a traditional dance performed to honor the gods Shiva, 

Vishnu, and Brahma in Brahmanism. 

 In translating this sentence, the translator applied cultural equivalence by recognizing that 

English-speaking readers are generally more familiar with the Sanskrit-derived names of these deities. 

Thus, “พระอิศวร” is rendered as “Shiva,” “พระนารายณ์” as “Vishnu,” and “พระพรหม” as “Brahma.” 

While the Thai forms carry honorific and culturally embedded meanings, the chosen equivalents 

enable readers to connect the deities with their existing knowledge and better understand their 

roles within Nora performance. 

Similarly, “ศาสนาพราหมณ์” is translated as “Brahmanism.” Although this term carries specific 

connotations in English that may not fully align with its Thai usage, it provides a recognizable 

reference point for readers, indicating a belief system associated with Brahmanical traditions. 

Example from Chapter 4: 

 Thai source text (p. 155): วันพระหรือวันธรรมะสวนะ 

 English translation (p. 98): Buddhist holy days, or the Buddhist sabbath 

 The translation of “วันพระหรือวันธรรมะสวนะ” demonstrates a more complex application of 

cultural equivalence. The phrase “Buddhist holy days” offers a broad and accessible explanation, 

helping readers understand that these are religiously significant days. The addition of “or the 

Buddhist sabbath” provides a familiar reference for readers acquainted with the concept of the 

“sabbath” in Christianity or Judaism. However, the use of “sabbath” carries the risk of 

misinterpretation, as its meaning and practice differ from “วันพระ” in Buddhism. The translator 

acknowledges this limitation but adopts the term to provide a relatable conceptual anchor, assuming 

that the broader context will clarify the differences. 

 2) Cultural Equivalence in Social Status 

 Translating social status presents another challenge, as social structures vary across cultures. 

Example from Chapter 1: 

 Thai source text (p. 29): สถานะทางสังคมของโนราใหญ่ จัดว่าเป็น "ผู้นําท่ีไม่เป็นทางการของชุมชน" 

 English translation (p. 17): The social status of a chief Nora is regarded as an “informal 

leader of the community.” 
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 In this case, the translation of “โนราใหญ่” as chief Nora reflects cultural equivalence by 

conveying hierarchy and social significance. The term “chief” suggests leadership and authority, 

aligning with the role of a senior Nora figure within the community. The phrase “ผู้นําท่ีไม่เป็นทางการ

ของชุมชน” is rendered as “informal leader of the community,” a concept familiar in Western 

contexts, referring to individuals who hold influence and respect without formal institutional 

authority. This helps readers understand the nuanced social role of Nora performers. 

 3) Cultural Equivalence in Units of Measurement 

 The translation of measurement units may appear straightforward but involves cultural 

considerations. 

Example from Chapter 2: 

 Thai source text (p. 62): เขตเมืองอุดรบิญจากว้างถึงห้าร้อยพันวา 

 English translation (p. 38): a city called Udon Binja, which stretched five hundred thousand 

fathoms in area. 

 In translating “วา” as fathoms, the translator chooses a culturally equivalent unit rather than 

converting it into modern metric units such as meters. A “fathom” (approximately six feet) is close 

in value to a “วา” (approximately two meters) and carries a traditional connotation, particularly in 

maritime contexts. This choice preserves the traditional tone of measurement and aligns with the 

literary nature of the text. The phrase “five hundred thousand fathoms” also maintains a sense of 

grandeur and mythic scale presented in the original, which might be diminished if converted into 

modern units. 

Conclusion 

 Cultural equivalence offers several important advantages in translation. First, it enhances 

readability and comprehension, allowing readers to quickly grasp meaning by connecting it to familiar 

concepts. For example, recognizing Shiva helps readers understand the religious context of Nora 

more effectively. Second, it builds a bridge between cultures by highlighting similarities and points 

of connection, reducing the sense of unfamiliarity and encouraging further exploration. Third, it 

enables readers to understand broader social and cultural contexts. Translating “โนราใหญ่” 

as “informal leader” allows readers to grasp both the social structure and the cultural significance 

of Nora within Thai communities. In sum, cultural equivalence is a valuable tool in cross-cultural 
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translation. It facilitates intercultural understanding and makes culturally rich content more 

accessible to global audiences while preserving essential meanings and effects. 

 4. Transposition (Structural Adjustment / Change of Word Class) 

 Transposition is a translation strategy that requires a deep understanding of the nature of 

both the source and target languages. In translating this book on Nora, the translator applied the 

framework proposed by Jean-Paul Vinay and Jean Darbelnet (2000), recognizing that structural 

adjustment is not merely a matter of handling grammatical differences, but a creative process of 

producing natural and effective communication in the target language. A key principle guiding the 

translator’s decisions is the awareness that Thai and English differ in how they organize information 

and express relationships between ideas. Strict adherence to Thai structures may result in unnatural 

English, while excessive restructuring risks losing stylistic nuance or deeper meaning. Therefore, the 

goal of transposition is to enhance communicative effectiveness without altering the core meaning 

or the author’s intent. 

Analysis of Translation through Examples from the Books 

 1) Reordering Modifiers and Sentence Structure 

 Adjusting the position of modifiers is a common form of transposition in Thai–English 

translation due to structural differences between the two languages. 

Example from Chapter 1: 

 Thai source text (p. 23): ฝ่ายนายไชชายกระทาเม่ือรู้ความว่าจะต้องราชทัณฑ์จึงไหวตัวทันเลยหนีไปเสีย 

 English translation (p. 14): Mr. Chai Chay Kratha, realizing he was about to face 

punishment, quickly escaped. 

 The Thai structure follows the pattern: [Subject] + [embedded causal clause] + [main verb] 

- “ฝ่ายนายไชชายกระทา” (subject) 

- “เม่ือรู้ความว่าจะต้องราชทัณฑ์” (causal clause) 

- “จึงไหวตัวทันเลยหนีไปเสีย” (main verb) 

 In English, the structure becomes: [Subject] + [participle phrase] + [main verb] 

- “Mr. Chai Chay Kratha” (subject) 
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- “realizing he was about to face punishment” (participle phrase) 

- “quickly escaped” (main verb) 

 In translating “ฝ่ายนายไชชายกระทาเม่ือรู้ความว่าจะต้องราชทัณฑ์จึงไหวตัวทันเลยหนีไปเสีย” as “Mr. 

Chai Chay Kratha, realizing he was about to face punishment, quickly escaped,” the translator 

employed structural adjustment at multiple levels to ensure clarity and naturalness in English. A key 

transformation involves the reorganization of information. In the Thai original, the structure presents 

“ฝ่ายนายไชชายกระทา” (the subject) first, followed by the cause “เม่ือรู้ความว่าจะต้องราชทัณฑ์,” and 

finally the result “จึงไหวตัวทันเลยหนีไปเสีย.” In the English version, this sequence is restructured to 

begin with the subject, followed by the cause expressed as a participial phrase, and concluding with 

the main action. The use of “realizing he was about to face punishment” instead of a more literal 

rendering such as “when he knew that he would be punished” results in a more concise and natural 

sentence. The participial phrase is a common structure in English for expressing causal relationships 

and contributes to smoother readability. Furthermore, the translation of “ไหวตัวทันเลยหนีไปเสีย” 

as “quickly escaped” represents a significant structural adjustment. Rather than preserving every 

element of the original expression, the translator captures the core meaning of the action. The 

phrase “quickly escaped” effectively conveys both the sense of swift reaction implied by “ไหวตัว

ทัน” and the act of fleeing expressed by “หนีไปเสีย.” 

 2) Sentence Splitting and Combining for Clarity 

 Sentence segmentation is used to align with target-language writing conventions. 

Example from Chapter 2: 

 Thai source text (p. 60): การประกอบพิธีกรรมต้ังบ้านต้ังเมืองใช้พ้ืนท่ีกลางโรงโนรา โดยโนราใหญ่น่ังบน

สาดคล้า 

 English translation (p. 37): The Announcement ritual takes place in the center of the Nora 

pavilion. The chief Nora sits on Sad Khla (a mat). 

 In translating “การประกอบพิธีกรรมต้ังบ้านต้ังเมืองใช้พ้ืนท่ีกลางโรงโนรา โดยโนราใหญ่น่ังบนสาดคล้า,” 

the translator applies structural adjustment through sentence segmentation. The original Thai 

presents multiple pieces of information within a single sentence, whereas the English version 

separates them into two sentences: “The Announcement ritual takes place in the center of the 

Nora pavilion. The chief Nora sits on Sad Khla (a mat).” The decision to split the sentence is based 

on the analysis that the source text contains two main ideas: the location of the ritual and the 
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position of the chief Nora. In English, presenting both ideas within one sentence may cause confusion, 

particularly when multiple prepositions and participial phrases are involved. The first sentence, “The 

Announcement ritual takes place in the center of the Nora pavilion,” provides the primary 

information about the ritual’s location. The second sentence, “The chief Nora sits on Sad Khla (a 

mat),” offers additional detail regarding the placement of the key figure. This separation allows 

readers to process the information more easily and to form a clearer mental image. The translation 

of “ต้ังบ้านต้ังเมือง” as “Announcement ritual” also represents an important structural adjustment. 

Rather than translating the phrase literally—which might not convey meaningful information in 

English—the translator chooses a term that communicates the function and nature of the ritual in 

a way that is accessible and understandable to the target audience. 

 3) Change of Word Class for Naturalness 

 The translation of “โนราในสมัยก่อนนิยมเล่นเร่ืองน้ีกันมาก จึงเรียกตัวละครท่ีเล่นเป็นพรานว่า ‘พราน

บุญ’” as “It is presumed that the Nora tradition previously included many performances of this 

story, leading to the character being called ‘Pran Boon’” demonstrates a complex, multi-layered 

structural adjustment. A key shift involves changing “นิยมเล่น” (a verb phrase) into “included many 

performances” (a noun phrase construction). In Thai, “นิยมเล่น” conveys the idea of popularity or 

preference in performance. In English, however, “included many performances” expresses the same 

meaning more naturally and in a more formal, academic style. Additionally, the use of “It is 

presumed that…” instead of beginning with “โนราในสมัยก่อน” reflects a structural adjustment to align 

with academic writing conventions in English. This construction signals that the statement is an 

inference based on available evidence rather than an absolute fact. 

Example from Chapter 3: 

 Thai source text (p. 190): ในปัจจุบันมีการพัฒนาปรับปรุงการรําเป็นแบบหมู่คณะเรียกว่า “การรําชุด” 

โดยใช้นางรําจํานวน 5–9 คน ต่อการแสดง 1 ฉาก 

 English translation (p. 120): In the present day, the Nora dance has evolved into a group 

performance known as “Group Dance,” which five to nine dancers perform together in each 

scene. 

 The translation of this sentence reflects structural adjustment for clarity and naturalness, 

involving the following changes: 
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Change of subject structure 

Thai original: “มีการพัฒนาปรับปรุง” (no explicit subject) 

English translation: “the Nora dance has evolved” (clear subject + active voice) 

Change of word class 

“การพัฒนาปรับปรุง” (nominalized action) → “has evolved” (verb) 

“การรํา” (noun) → “dance” (noun functioning as subject) 

“โดยใช้” (means) → “where” (relative clause) 

Reorganization of information 

- The Thai source text presents information in separate segments 

- The English translation integrates the information into a cohesive sentence 

 The shift from “มีการพัฒนาปรับปรุง” to “has evolved” is particularly significant. The use of the 

present perfect tense appropriately conveys a development that began in the past and continues 

into the present. Moreover, “evolved” implies a natural and continuous process of change. The 

reorganization of information through a where-clause also strengthens coherence by clearly linking 

the number of performers to the performance format. The phrase “where 5–9 dancers perform 

together in each scene” enables readers to better understand the relationship between the number 

of performers and the structure of the performance compared to a literal translation. 

Conclusion 

 Structural adjustment enhances naturalness and fluency in English translation. It allows 

readers to engage with the text smoothly without perceiving it as a translation, thereby improving 

communicative effectiveness. Reorganizing information and adopting structures appropriate to 

English reduce cognitive load and facilitate comprehension, enabling readers to understand the 

content more easily and efficiently. Although the form may change, the core meaning and 

relationships between ideas are preserved. Ultimately, structural adjustment is a powerful tool in 

cross-cultural translation, as it enables the production of texts that are natural, clear, and effective 

while faithfully conveying the original intent. 
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 5. Amplification 

 Amplification refers to the addition of information not explicitly stated in the source text in 

order to enhance comprehension for target-language readers. This strategy requires careful judgment 

and discretion. In translating this book, the translator applies the framework of Vinay & Darbelnet 

(2000), recognizing that amplification is not the arbitrary addition of content, but rather a means of 

filling gaps in understanding that arise from cultural and contextual differences. A key principle 

guiding the use of amplification is the assessment of the target audience’s background knowledge 

and expectations. English-language readers engaging with Thai cultural content often lack familiarity 

with specific concepts, objects, or rituals. Amplification therefore becomes an essential tool for 

making the text accessible and meaningful. It should be applied selectively—not to explain 

everything in exhaustive detail, but to provide the necessary information for understanding context, 

significance, and function. 

Analysis of Translation through Examples from the Books 

 1) Use of Footnotes: In-depth explanation without disrupting the main text 

 Footnotes are an effective means of providing additional information while preserving the 

flow of the main text. Cultural terms can be retained in transliterated form and explained 

separately. 

Example from Chapter 1: 

 Thai source text (p. 2): นาง 

 English translation (p. 2): Nang 

 Footnote: Nang in Thai is used as an honorific or a formal title, primarily to refer to a 

woman of nobility, beauty, or importance. 

 In translating the term “นาง,” the translator chooses to use the transliteration “Nang” and 

adds a footnote stating: “Nang in Thai is used as an honorific or a formal title, primarily to refer to 

a woman of nobility, beauty, or importance.” The use of a footnote in this case is justified for 

several reasons. First, “นาง” is a culturally complex term that cannot be fully captured by a single 

English equivalent. Translating it as “Lady” or “Mrs.” would result in the loss of important cultural 

nuances. Second, transliteration without explanation may lead to confusion for readers unfamiliar 

with Thai culture. Third, the footnote provides essential contextual information, helping readers 

understand both the usage and the significance of the term. Specifically, the footnote conveys three 
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key aspects: its function (an honorific or formal title), its target group (women), and its associated 

qualities (nobility, beauty, or importance). This information enables readers to recognize that when 

encountering the term “Nang” in the text, it refers to a woman of notable status or distinction. 

Example from Chapter 2: 

 Thai source text (p. 63): เบญจางคประดิษฐ์ 

 English translation (p. 39): The Benjangkhapradit bow 

 Footnote: The Benjangkhapradit bow is a special type of bow that is more beautiful and 

intricate than a regular bow... 

 In translating “เบญจางคประดิษฐ์,” the translator employs amplification in a slightly different 

form. The term is rendered as “The Benjangkhapradit bow,” accompanied by a footnote: “The 

Benjangkhapradit bow is a special type of bow that is more beautiful and intricate than a regular 

bow...” This approach aims to strike a balance between preserving cultural specificity and providing 

sufficient information for understanding. By retaining the original term through transliteration, the 

translator maintains its cultural identity, while the added footnote ensures that readers can grasp its 

meaning and distinctive characteristics. 

 2) Parenthetical Explanation: Immediate clarification 

 Parentheses are used when brief, direct explanations are sufficient. 

Example from Chapter 2: 

 Thai source text (p. 53): จากน้ันโนราใหญ่นํา “สาดคล้า” มาปูหน้าโรงโนรา 

 English translation (p. 33): Following this, the chief Nora will use “Sad Khla (a mat)” to lay 

out in front of the Nora stage. 

Example from Chapter 3: 

 Thai source text (p. 101): เฉ้ียนครู 

 English translation (p. 47): Chian Khru (a ceremonial object used for rituals) 

 In handling “สาดคล้า” in the sentence “จากน้ันโนราใหญ่นํา ‘สาดคล้า’ มาปูหน้าโรงโนรา,” the 

translator chooses the form “Sad Khla (a mat)” instead of using a footnote. This decision is based 

on the nature of the information being added. When the additional detail is brief and straightforward, 

a parenthetical explanation is more efficient than a footnote. The phrase (a mat) provides the 

essential information needed to understand the action. Readers can immediately grasp what “Sad 

Khla” is and how it is used. This clarification helps them visualize the action and better understand 
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the steps involved in the ritual. A similar approach is applied to “เฉ้ียนครู,” which is translated 

as “Chian Khru (a ceremonial object used for rituals).”This explanation provides two key pieces of 

information: the nature of the object and its function. As a result, readers are better able to 

understand both the context and the significance of the object within the ritual. 

Example from Chapter 3: 

 Thai source text (p. 108): วิสุทธิเทวดา ได้แก่ พระปัจเจกพุทธเจ้า 

 English translation (p. 69): Sublime Deities, this group includes the Paccekabuddhas 

(solitary enlightened ones). 

 In translating “วิสุทธิเทวดา ได้แก่ พระปัจเจกพุทธเจ้า” as “Sublime Deities, this group includes the 

Paccekabuddhas (solitary enlightened ones),” the translator employs amplification at a more 

complex level. This involves handling a highly specific religious concept that requires both accuracy 

and accessibility. The rendering of “พระปัจเจกพุทธเจ้า” as “Paccekabuddhas” reflects the use of an 

established technical term in Buddhist studies. However, the addition of “(solitary enlightened 

ones)” ensures that readers who are unfamiliar with this terminology can still grasp the core meaning. 

The phrase “solitary enlightened ones” conveys the defining characteristic of Paccekabuddhas—

beings who attain enlightenment independently without teaching others—thereby making the 

concept more accessible while preserving its doctrinal significance. 

 3) Addition of Geographical Information 

 Geographical amplification helps readers situate the narrative spatially and connect it with 

existing knowledge. 

Example from Chapter 3: 

 Thai source text (p. 123): ทวดอ่างทอง มีรูปกายเป็นจระเข้ สิงสถิตอยู่ท่ีน้ําตกอ่างทอง อําเภอสิเกา 

จังหวัดตรัง 

 English translation (p. 79): Thuat Ang Thong, he appears as a crocodile, dwelling at Ang 

Thong Waterfall in Sikao District, Trang Province, southern Thailand. 

 In translating “ทวดอ่างทอง,” the translator employs amplification to provide essential 

contextual information. The original text states: “ทวดอ่างทอง มีรูปกายเป็นจระเข้ สิงสถิตอยู่ท่ีน้ําตกอ่างทอง 

อําเภอสิเกา จังหวัดตรัง,” which is expanded in translation as “Thuat Ang Thong, he appears as a 

crocodile, dwelling at Ang Thong Waterfall in Sikao District, Trang Province, southern Thailand.” The 

addition of “southern Thailand” serves as an amplification strategy to enhance understanding for 

international readers. Identifying Trang as part of southern Thailand helps situate the location 
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geographically and allows readers to connect it with any prior knowledge they may have about the 

region. This added detail does not overload the text but provides necessary context for 

comprehension. Moreover, retaining the structured format of the location—“Ang Thong Waterfall in 

Sikao District, Trang Province”—helps readers understand Thailand’s administrative divisions. This 

can also support comprehension in other parts of the text where similar geographical references 

appear. 

Conclusion 

 Amplification is a valuable strategy in cross-cultural translation. It bridges gaps in 

understanding and enhances accessibility, allowing readers to engage more fully with the text. In 

this translation, amplification enables readers to appreciate the richness, complexity, and beauty of 

Thai culture at a deeper level, while maintaining clarity and readability. 

 6. Interpretive Translation 

 Interpretive translation is one of the most challenging and complex translation strategies, as 

it requires not only a deep understanding of vocabulary and grammar, but also sensitivity to cultural 

context, social meaning, and implicit nuances. According to Lederer (2014), this approach is based 

on the Interpretive Model, which emphasizes conveying the intended sense rather than translating 

words or structures directly. 

Analysis of Translation through Examples from the Books 

 1) Interpreting idiomatic expressions and character traits 

Example from Chapter 2: 

 Thai source text (p. 48): เป็นคนสับปรับ 

 English translation (p. 30): someone who is unreliable, which means they are fickle, 

untrustworthy. 

 The term “สับปรับ” is a Thai idiomatic expression with complex meaning and no direct 

equivalent in English. The translator applies interpretive translation through the following process: 
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 Step 1: Understanding the meaning 

 In Thai context, “สับปรับ” refers to a person who is inconsistent, easily changes their mind, 

unreliable, and lacking stability in decision-making. 

 Step 2: Detaching from the Thai linguistic form 

 The translator moves beyond the surface form of the word and focuses on its underlying 

meaning—specifically, a negative personality trait related to unreliability. 

 Step 3: Expressing the meaning in English 

 The translator uses “unreliable” as the core term and expands it with “fickle, 

untrustworthy” to capture the full range of meaning. Instead of forcing a direct one-word 

equivalent, this approach conveys the intended sense clearly and comprehensively for the target 

reader. 

 2) Interpreting concepts related to natural phenomena 

Example from Chapter 2: 

 Thai source text (p. 49): เดือน 3 ไฟกา เดือน 5 ไฟล่ามทุ่ง 

 English translation (p. 30): Month 3 is fire from the earth, Month 5 is fire burning fields. 

 This example requires interpretive translation grounded in an understanding of agricultural 

culture and traditional beliefs about nature. The translator first researched the context: “ไฟกา” refers 

to a phenomenon occurring during the dry season when the ground becomes extremely parched, 

sometimes producing heat or glowing effects from the soil. Meanwhile, “ไฟล่ามทุ่ง” refers to the 

burning of fields after harvest or wildfires spreading across grasslands. Based on this understanding, 

the translator renders “ไฟกา” as “fire from the earth,” an interpretive expression that helps readers 

grasp the idea of fire emerging naturally from the ground. Similarly, “ไฟล่ามทุ่ง” is translated as “fire 

burning fields,” which conveys the image of fire spreading across agricultural land. Through this 

interpretive approach, readers unfamiliar with Thai agricultural culture can better understand these 

phenomena. At the same time, the translation preserves the connection to seasonal cycles and 

agricultural practices, while also reflecting the environmental knowledge embedded in traditional 

Thai culture. 
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 3) Interpreting spiritual and belief-related concepts 

Example from Chapter 2: 

 Thai source text (p. 71): การประทับทรง หรือ “การจับลง” คือ ภาวะท่ีมนุษย์ถูกวิญญาณประเภทใด

ประเภทหน่ึงเข้าสิงร่าง 

 English translation (p. 44): Possession, or “spirit entry,” refers to the state where a human 

body is inhabited by a particular type of spirit. 

 This example illustrates a complex case of interpretive translation, as it involves spiritual 

concepts that differ significantly across cultures. The translator begins by analyzing the key term 

“การประทับทรง,” which carries a formal and sacred connotation. Etymologically, it derives from 

“ประทับ” (to reside, often used in reference to a monarch) and “ทรง” (an action associated with 

royalty), suggesting a dignified or elevated form of spiritual embodiment. The translator therefore 

renders it as “possession,” a term widely used in Western discourse on spirituality and religion. 

Meanwhile, “การจับลง” is a more colloquial expression referring to the same phenomenon. It conveys 

the idea of a spirit “descending” or “taking hold” of a person. The translator interprets this as “spirit 

entry,” emphasizing the act of a spirit entering the human body. The use of “possession” provides 

a recognized technical term for comparative studies of religion and spirituality, while “spirit 

entry” helps preserve the nuance of the vernacular expression. The explanation “inhabited by a 

particular type of spirit” further clarifies the state being described, ensuring that readers can 

understand the concept accurately. 

Conclusion 

 Interpretive translation is both an art and a science that requires a high level of expertise. 

The translator must act simultaneously as a linguist, an anthropologist, and a communicator. When 

applied effectively, this strategy produces a translation that not only achieves lexical accuracy but 

also conveys the meaning, cultural depth, and intent of the original text in a comprehensive and 

accessible way. 

 7. Functional Equivalence 

 Functional equivalence is one of the most influential translation strategies in modern 

translation studies. According to the concept proposed by Nida (2021), this approach does not focus 

on preserving the original form or structure of the source text, but rather on producing an equivalent 

effect between readers of the source culture and those of the target culture. The key principles of 
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functional equivalence include a focus on the audience, achieving comparable understanding, 

adapting to context, and maintaining communicative function. The translator must primarily consider 

the target audience, ensuring that they experience a level of understanding and emotional response 

similar to that of the original readers. 

Analysis of Translation through Examples from the Books 

 1) Handling Complex Religious Concepts 

Example from Chapter 3: 

 Thai source text (p. 108): วิสุทธิเทวดา ได้แก่ พระพุทธเจ้า พระปัจเจกพุทธเจ้า และพระอรหันตขีณาสพ

        ผู้ได้บรรลุนิพพาน 

 English translation (p. 69): Sublime Deities, this group includes the Buddha, the   

         Paccekabuddhas (solitary enlightened ones), and the Arahants     

         (those who have attained Nirvana). 

 This example illustrates the challenge of translating complex religious concepts. The term “วิ

สุทธิเทวดา” consists of “วิสุทธิ” (purity) and “เทวดา” (deities or divine beings). The translator renders 

this as “Sublime Deities” to convey a sense of elevated spiritual purity. The choice 

of “Sublime” instead of a more literal equivalent reflects careful consideration of the emotional 

and conceptual impact on English readers. For technical Buddhist terms, the translator adopts a 

combined strategy of retention and explanation. For “พระปัจเจกพุทธเจ้า”, the 

term “Paccekabuddhas” is used in accordance with established terminology in Buddhist studies, 

supplemented with the explanation (solitary enlightened ones) to make the concept accessible to 

readers unfamiliar with Buddhism. This clarification highlights the defining characteristic of 

Paccekabuddhas—those who attain enlightenment independently but do not teach others. 

Similarly, “พระอรหันตขีณาสพ” is translated as “Arahants”, another standardized term in Buddhist 

discourse, accompanied by the explanation (those who have attained Nirvana). The specific nuance 

of “ขีณาสพ”, which refers to the eradication of defilements, is incorporated into the broader and 

more accessible concept of attaining Nirvana. This allows English readers to grasp the essential 

meaning without needing specialized knowledge of complex doctrinal terminology. 
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 2) Translating Lists of Ritual Objects for Clarity 

Example from Chapter 3: 

 Thai source text (p. 101): ส่ิงของท่ีจําเป็นต้องใช้ในพิธีกรรมการเหยียบเสน ได้แก่ เฉ้ียนครู ขันน้ํามนต์ 

        รวงข้าว หินลับมีด แหวนแบบมีหัว เงินและทอง 

 English translation (p. 64): The items necessary for the Sen treatment ritual include: Chian 

          Khru (a ceremonial object used for rituals), holy water bowl,   

         ears of rice, knife sharpening stone, ritual ring with a gemstone, 

         silver and gold. 

 This example from Chapter 3 illustrates the translation of a list of ritual objects, which 

presents the challenge of making culturally specific items comprehensible to readers unfamiliar with 

the source culture. In the Thai original, the list includes เฉ้ียนครู, ขันน้ํามนต์, รวงข้าว, หินลับมีด, แหวนแบบ

มีหัว, เงินและทอง. The translator handles each item using different strategies depending on its nature 

and level of cultural specificity. 

 The term “เฉ้ียนครู” is translated as “Chian Khru (a ceremonial object used for rituals)”, 

combining transliteration with explanation. This approach preserves the cultural identity and 

sacredness of the object while providing sufficient information for understanding its function. For “ขัน

น้ํามนต์”, the translator uses functional equivalence, rendering it as “holy water bowl”. By analyzing 

its components—ขัน (container) and น้ํามนต์ (holy water)—this translation allows readers to 

immediately grasp both the form and function of the object without additional explanation. The 

phrase “รวงข้าว” is translated as “ears of rice”, selecting terminology familiar to Western readers 

within an agricultural context. Although “รวง” may carry more specific connotations in Thai, “ears 

of rice” enables readers to visualize the object while preserving its symbolic association with 

abundance. The term “หินลับมีด” is rendered as “knife sharpening stone”, clearly describing its 

function. This descriptive translation helps readers understand both its physical characteristics and 

practical use, while also retaining potential symbolic meanings such as sharpness or readiness within 

the ritual context. For “แหวนแบบมีหัว”, the translator chooses “ritual ring with a gemstone”, adding 

the word “ritual” to clarify its ceremonial use and “with a gemstone” to convey the meaning of “มี

หัว”. This ensures clarity and accessibility for the target audience. Finally, “เงินและทอง” is translated 

directly as “silver and gold”, as these items carry similar meanings and cultural value in both source 

and target cultures, requiring no further adaptation. 
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 Overall, the translator employs a range of strategies tailored to each item, aiming to help 

readers understand both the function and significance of the objects within the ritual. This approach 

allows readers to form a clear mental image of the ritual while appreciating its cultural depth. The 

advantage of this strategy lies in its clarity and naturalness: the target text is easy to understand, 

preserves the communicative purpose, and enables readers to grasp the meaning immediately 

without needing additional research. 

Conclusion 

 Functional equivalence is a highly effective strategy in cross-cultural translation, particularly 

when the primary goal is to ensure that target readers achieve a level of understanding and response 

comparable to that of the original audience. This approach requires deep knowledge of both 

cultures, strong analytical skills regarding the target readership, and the ability to balance accuracy 

with accessibility. When applied effectively, it produces translations that not only convey information 

but also create meaningful understanding and engagement for readers in the target culture. 

 8. Communicative Translation 

 Communicative translation is a strategy used when the translator aims to ensure that target-

language readers clearly and accurately understand the meaning and intention of the source text. 

According to Peter Newmark (1988), communicative translation prioritizes the effect of the message 

rather than preserving the form of the original. Its key principle is effective communication: the 

translator may adjust structure, vocabulary, or even certain elements of the content so that readers 

in the target culture can fully comprehend the message. This strategy is particularly suitable when 

the source text contains idiomatic expressions, abstract concepts, or complex cultural contexts. It 

requires deep understanding at both linguistic and cultural levels. The translator must analyze 

implied meanings, the author’s intention, and adapt the message appropriately for the target 

audience. The main challenge lies in balancing fidelity to the source text with communicative 

effectiveness. 

Analysis of Translation through Examples from the Books 

 1) Conveying Concepts of Sacredness and Prohibition 

Example from Chapter 5: 
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 Thai source text (p. 181): ความเช่ือเร่ืองครูหมอโนราได้ตอกย้ําให้ผู้คนเข้าใจว่าครูหมอโนราเป็น "ส่ิงท่ีถูก

        หวงห้าม" 

 English translation (p. 116): This discourse reinforced the understanding that Khru Mo Nora 

        was "something forbidden." 

 This example illustrates the complexity of translating the concept of sacredness within a Thai 

cultural context. The phrase “ตอกย้ํา” carries more weight than simple emphasis; it implies a 

deliberate and sustained process of shaping understanding and acceptance within society. The 

translator renders this as “reinforced the understanding”, which conveys a sense of strengthening 

and solidifying a shared perception, aligning well with the original intent. The phrase “ส่ิงท่ีถูกหวง

ห้าม” presents another challenge due to its culturally nuanced meaning. In Thai, “หวงห้าม” does not 

merely mean prohibition; it implies something carefully protected due to its sacredness, involving 

both restriction and reverence. The translator chooses “something forbidden” to communicate the 

core idea of restricted access. Although this does not fully capture the depth of the original term, it 

effectively conveys the essential meaning to target readers. Additionally, the translator 

uses “discourse” instead of a direct equivalent of “ความเช่ือ” (belief). While “belief” may suggest an 

individual perspective, “discourse” reflects a broader system of thought that shapes social 

understanding. This choice aligns with the academic tone of the text and better represents the 

collective and socially constructed nature of the concept.  Overall, this example demonstrates how 

communicative translation prioritizes clarity and reader comprehension, even if it requires adjusting 

or simplifying certain culturally embedded meanings. 

 2) Communicating Abstract Concepts in Contemporary Society 

Example from Chapter 5: 

 Thai source text (p. 180): กล่าวอีกนัยคือ สังคมในปัจจุบันเป็นสังคมท่ีไร้แก่น ไม่ยึดติดในอุดมการณ์ใด ๆ 

 English translation (p. 115): In other words, contemporary Thai society is fluid and lacks 

adherence to any single ideology. 

 This example from Chapter 5 presents a significant translation challenge, as it involves 

abstract sociological analysis. The source text states that contemporary society is “ไร้แก่น” and does 

not adhere to any ideology. Translating this requires a deep understanding of both sociological and 

philosophical concepts. The phrase “กล่าวอีกนัยคือ” functions as a discourse marker used to restate 
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or clarify an idea. The translator renders this as “In other words,” an equivalent expression in English 

that maintains coherence and continuity with the preceding discussion. The term “ไร้แก่น” is 

particularly complex. In Thai, “แก่น” refers to a core, essence, or foundational principle. Thus, a 

society that is “ไร้แก่น” suggests one that lacks a stable center or fixed set of values. A literal 

translation such as “without a core” or “lacking essence” would sound unnatural and ineffective in 

English. Instead, the translator uses the term “fluid,” which in sociological discourse conveys a sense 

of instability, adaptability, and constant change. This aligns well with the idea of a postmodern 

society characterized by shifting structures and meanings. The phrase “ไม่ยึดติดในอุดมการณ์ใด ๆ” is 

translated as “lacks adherence to any single ideology.” The word “adherence” effectively captures 

the sense of strong attachment implied by “ยึดติด.” The addition of “single” clarifies that the society 

does not commit exclusively to any one ideology, rather than suggesting a complete absence of 

ideology. 

 Furthermore, the translator expands “สังคมในปัจจุบัน” into “contemporary Thai society.” The 

inclusion of “Thai”specifies the cultural context, ensuring that readers understand the analysis as 

referring specifically to Thai society rather than society in general. This enhances both clarity and 

precision. 

Conclusion 

 In both examples of communicative translation, the translator must interpret the source text 

across multiple dimensions. In the first case, understanding Thai religious and cultural notions of 

sacredness and restriction is essential, alongside anticipating how such concepts will be received by 

Western readers. In the second case, interpreting contemporary social dynamics requires familiarity 

with sociological discourse and the characteristics of postmodern society. The central challenge of 

communicative translation lies in balancing fidelity to the source text with communicative 

effectiveness. The translator must decide when to remain close to the original wording and when to 

adapt for clarity. At the same time, over-interpretation must be avoided, as excessive adaptation 

may distort the original meaning or the author’s intent. This approach grants the translator a degree 

of flexibility, but it also demands careful judgment. The translator must assess the target audience’s 

background knowledge and determine how much explanation or adaptation is necessary. When 

applied effectively, communicative translation enables complex ideas to be conveyed clearly and 

meaningfully across cultural boundaries. 
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 9. Semantic Translation 

 Semantic translation is a strategy that prioritizes preserving accuracy and precision of meaning 

at a high level, following the concept of Peter Newmark (1988). Unlike communicative translation, 

this approach places greater emphasis on fidelity to the source text rather than adapting to the 

target audience. The key principle is to retain the semantic structure of the original as much as 

possible. The translator avoids interpretation or modification that might distort the original intent, 

instead focusing on conveying the full and exact meaning. This approach is particularly suitable for 

academic texts, legal documents, or any content requiring high precision. It demands a deep 

understanding of meaning at multiple levels—literal, conceptual, and symbolic—so that complex 

meanings can be rendered without losing essential elements. 

Analysis of Translation through Examples from the Books 

 1) Translating Analysis of Social Progress 

Example from Chapter 5: 

 Thai source text (p. 180): ในปัจจุบันสังคมไทยได้เจริญรุดหน้าก้าวสู่ยุคข้อมูลข่าวสารและเทคโนโลยี 

        สารสนเทศ 

 English translation (p. 115): Currently, Thai society has advanced into the era of   

           information and communication technology, surpassing the  

           industrial age. 

 This example illustrates the challenge of translating an analysis of social transformation. The 

translator recognizes the importance of preserving each component of meaning. The phrase “ใน

ปัจจุบัน” is translated as “Currently,” a direct and formal equivalent suitable for academic writing, 

chosen over alternatives like “Nowadays” or “At present” for its precision and tone. The term 

“สังคมไทย” is rendered straightforwardly as “Thai society,” maintaining clarity and specificity. The 

idiomatic phrase “เจริญรุดหน้า” conveys both development and rapid progress. The translator selects 

“advanced,” which effectively captures both aspects while also implying qualitative change rather 

than mere quantitative growth. The phrase “ก้าวสู่ยุคข้อมูลข่าวสารและเทคโนโลยีสารสนเทศ” requires 

careful handling. “ก้าวสู่” is translated as “into the era of,” expressing directed movement into a new 

phase. The word “ยุค” becomes “era,” reflecting a historically significant period. For “ข้อมูลข่าวสาร

และเทคโนโลยีสารสนเทศ,” the translator uses “information and communication technology,” an 

internationally recognized technical term that encapsulates the closely related concepts in the 
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source text. The addition of “surpassing the industrial age” is an instance of amplification. Although 

not explicitly stated in the original, it clarifies the implied transition from a previous era, helping 

target readers better understand the broader context of societal change. 

 2) Translating Scientific and Philosophical Concepts 

Example from Chapter 5: 

 Thai source text (p. 182): กระบวนการคิดทางวิทยาศาสตร์ยึดถือเร่ืองความมีเหตุมีผลเป็นหัวใจสําคัญ 

 English translation (p. 116): The scientific method, which prioritizes rationality, demands  

           empirical evidence and proof through scientific processes. 

 This example presents a complex case of translation involving both scientific and 

philosophical concepts. The source text states that “กระบวนการคิดทางวิทยาศาสตร์ยึดถือเร่ืองความมีเหตุ

มีผลเป็นหัวใจสําคัญ” which requires a deep understanding of the philosophy of science to translate 

effectively. The phrase “กระบวนการคิดทางวิทยาศาสตร์” is rendered as “the scientific method,” a 

crucial interpretive decision. While a literal translation such as “scientific thinking process” is possible, 

“scientific method” is a recognized technical term in academic discourse and carries a precise, 

established meaning. This choice enhances both accuracy and disciplinary appropriateness. The 

expression “ยึดถือเร่ืองความมีเหตุมีผลเป็นหัวใจสําคัญ” poses another challenge. The verb “ยึดถือ” implies 

a firm adherence to or commitment toward a principle. The translator chooses “prioritizes,” which 

conveys importance, though it may not fully capture the sense of steadfast commitment embedded 

in the original. The term “ความมีเหตุมีผล” is translated as “rationality,” effectively encapsulating the 

idea of logical reasoning and the relationship between cause and effect. The addition of “demands 

empirical evidence and proof through scientific processes” represents a significant amplification. 

Although not explicitly stated in the source text, it clarifies what “rationality” entails within a 

scientific context. The word “demands” emphasizes the rigor and necessity inherent in scientific 

inquiry, while “empirical evidence” highlights reliance on observation and experimentation. The 

phrase “proof through scientific processes” further underscores systematic and verifiable 

procedures. 

Conclusion 

 Semantic translation presents several challenges. First, it requires handling complex concepts 

that may not have direct equivalents in the target language, demanding careful choices to preserve 

precision. Second, the translator must balance fidelity to the source text with comprehensibility for 
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the target audience. While maintaining semantic complexity, the translation must remain accessible. 

Third, differences in cognitive frameworks and linguistic structures between cultures can necessitate 

additional clarification, as meanings that are implicit in one language may need to be made explicit 

in another. 

 10. Domestication (Adapting to the Target Culture) 

 Domestication is a translation strategy that requires refinement and a deep understanding of 

both source and target cultures. According to Lawrence Venuti (2018), domestication does not mean 

erasing the identity of the source culture; rather, it involves building a bridge between cultures so 

that readers can understand and engage with the text. The key principle is to strike an appropriate 

balance. Translators must carefully decide when to use terms or concepts familiar to the target 

audience and when to preserve foreign elements so that readers can still experience cultural 

difference. This process must consider the purpose of the translation, the readers’ level of 

knowledge, and the cultural significance of the concepts being translated. The main challenge of 

domestication lies in avoiding cultural imperialism: the translator must ensure that adaptation does 

not make the source culture appear identical to the target culture or strip it of its uniqueness, while 

still enabling readers to relate the content to their own experiences. 

Analysis of Translation through Examples from the Books 

 1) Handling the Concept of Charms and Sacred Objects 

Example from Chapter 1: 

 Thai source text (p. 78): การประกอบพิธีกรรมน้ีผู้ขอรับการประกอบพิธีกรรมจะต้องน่ังบนขันทองเหลือง

      ซ่ึงมี 2 ใบ ใบเล็กจะวางหงาย ภายในบรรจุเคร่ืองรางของขลัง ได้แก่ เข้ียวงู เข้ียว

      เสือ เข้ียวหมี หนังเสือ หนังหมี 

 English translation (p. 48): In this ceremony, the participant must sit on a pair of brass  

         bowls. One smaller bowl is placed upright and contains amulets  

          such as snake fangs, tiger fangs, bear fangs, tiger skin, and bear 

         skin. 

 In this example from Chapter 1, the translator renders the Thai term "khrueang rang khong 

khlang" (เคร่ืองรางของขลัง)—in the context of a Thai ritual involving objects such as tiger fangs or bear 

skin—as "amulets." The word amulet serves as a cultural bridge by evoking a sacred object intended 
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to ward off evil and protect against harm, a familiar concept in Western culture. Employing this 

strategy enables foreign readers to immediately grasp the functional role of these ritual objects 

without encountering communicative barriers. Furthermore, the translator adapts the sentence 

structure—such as translating "khan thong luang 2 bai" (ขันทองเหลือง 2 ใบ) as "a pair of brass 

bowls"—to ensure natural flow and alignment with English stylistic conventions. This approach to 

domestication successfully balances the preservation of the Thai ritual's core essence with providing 

target readers smooth and precise access to its meaning. 

 2) Translating Names of Plants and Natural Materials 

Example from Chapter 3: 

 Thai source text (p. 127): แชงทํามาจากใบไม้ เช่น ใบจาก ใบสาคูหรือใบเตยน้ํา 

 English translation (p. 81): Chaeng was made from leaves, such as palm leaves, sago palm 

leaves, or pandan leaves. 

 This example illustrates the translation of plant names and natural materials that are 

culturally specific to Thailand. The source text states that “chaeng” is made from leaves such as 

nipa palm, sago palm, or pandan. Translating this requires both botanical knowledge and an 

understanding of how these plants are used within Thai culture. The term “แชง” is retained as 

“Chaeng” because it refers to a specific cultural object with no direct equivalent in English. 

Attempting to translate it could result in a loss of specificity and cultural meaning. Retaining the 

original term preserves its identity while allowing room for contextual understanding. For the plant 

names, the translator applies domestication carefully. “ใบจาก” is translated as “palm leaves,” using 

a familiar and accessible term for Western readers. Although “จาก” refers to a specific type of palm 

(nipa palm), the broader term “palm leaves” enables readers to visualize the material more easily. 

“ใบสาคู” is translated as “sago palm leaves,” combining precision and clarity. While “sago” exists in 

English, it may not be widely recognized, so adding “palm” helps readers associate it with the 

previously mentioned “palm leaves,” reinforcing comprehension. “ใบเตยน้ํา” is translated as 

“pandan leaves,” a term already accepted internationally, particularly in culinary contexts. Since 

“pandan” is commonly used in global food culture, especially in Asian cuisine, it allows readers 

with some familiarity to make meaningful connections. Overall, this example demonstrates how 

domestication can be used selectively—retaining culturally specific terms where necessary while 

adapting others to enhance clarity and accessibility for the target audience. 
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 3) Translating the Concept of Sacred Spaces 

Example from Chapter 4: 

 Thai source text (p. 143): ‘ห้ิงครูหมอโนรา’ คือท่ีสิงสถิตของครูหมอโนรา 

 English translation (p. 91): The ‘Khru Mo Nora shrine’ is the residence of Khru Mo Nora. 

 This example demonstrates how the concept of a sacred space is handled in translation. The 

source text states that the “Khru Mo Nora shrine” is the dwelling place of the spiritual figure. 

Translating this involves complex religious and spiritual connotations. The term “ห้ิง” is translated as 

“shrine,” representing an appropriate domestication choice. While “ห้ิง” in Thai culture may have a 

broader meaning than “shrine” in Western contexts, the term “shrine” immediately conveys the 

idea of a sacred place used for worship and ritual. It is widely recognized in Christian and other 

religious traditions, making it accessible to target readers. The term “Khru Mo Nora” is retained in its 

original form to preserve cultural specificity. Translating it into something like “Nora Teacher Spirit” 

could dilute its cultural and spiritual significance. For “ท่ีสิงสถิต,” the translator uses “residence,” a 

deliberate and nuanced choice. While the Thai term implies the dwelling of a sacred or spiritual 

presence, “residence” conveys a formal and respectful sense of habitation, appropriate for sacred 

entities. 

 4) Translating Concepts of Exchange and Ritual Practice 

Example from Chapter 4: 

 Thai source text (p. 172): อาจใช้วิธีการ ‘ทอน’ 

 English translation (p. 110): The ‘ceremonial exchange’ method can be used. 

This example presents another translation challenge involving culturally specific practices. The term 

“ทอน” in this context does not refer to commercial reduction or discounting, but rather to a form 

of exchange embedded in spiritual and social practices. The translator must understand that “ทอน” 

involves symbolic giving and receiving, often connected to respect, reciprocity, and maintaining social 

or spiritual relationships. It carries ritualistic and cultural significance beyond ordinary exchange. The 

choice of “ceremonial exchange” reflects an effective domestication strategy. The word 

“ceremonial” emphasizes the ritualistic and sacred dimension, while “exchange” communicates the 

act of giving and receiving. Together, they convey that this practice is more than a simple transaction, 

as it is a meaningful, culturally embedded act. 
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Conclusion  

 In applying domestication, translators face several challenges. One key challenge is avoiding 

excessive adaptation that might make the source culture appear identical to the target culture, 

thereby erasing its uniqueness. Another challenge lies in balancing explanation with cultural 

exposure: too much adaptation may prevent readers from learning about the source culture, while 

too little may hinder comprehension. Domestication, therefore, is an art that requires deep cultural 

understanding and careful judgment. Its success lies in enabling readers to access and understand 

the source culture without losing its distinct identity. Ultimately, this strategy serves as a vital tool 

for fostering cross-cultural understanding and making translation a gateway to mutual respect and 

learning across linguistic and cultural boundaries. 

 11. Restructuring and Reorganization 

 Restructuring and reorganization are essential translation strategies in an age where 

information is abundant and readers demand clarity and quick accessibility. According to Nida (2021), 

restructuring is not merely about changing the form of presentation, but about rethinking how 

communication can be made effective for readers in a different cultural and contextual setting. A 

key principle of restructuring is recognizing that readers from different cultures have different 

expectations and ways of processing information. In Western cultures, particularly in academic 

writing, readers tend to expect clear structures, systematic organization, and explicit connections 

between ideas. Effective restructuring therefore requires a deep understanding of the purpose of the 

text, the target audience, and the conventions of writing in the target culture. Translators must be 

able to analyze which information is most important, determine the most logical sequence for 

presenting it, and establish clear connections to facilitate full and accurate comprehension. 

Analysis of Translation through Examples from the Books 

 1) Restructuring Instructions and Procedural Steps 

Example from Chapter 4: 

 Thai source text (p. 150): ข้ันตอนการจัดเคร่ืองเซ่นไหว้ ใช้เส่ือกระจูดปูลาดบริเวณหน้าห้ิง วางหมอน 

        จํานวน 1 ใบ และปูผ้าขาวทับบนหมอนและเส่ือกระจูด... 
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 English translation (p. 95): Steps for arranging the offerings as follows: lay a mat made of 

         Lepironia in front of the shrine and place one pillow on the mat 

         and cover it with a white cloth. Then place nine candles... 

 This example illustrates the restructuring of detailed procedural instructions. The source text 

presents the steps in a continuous flow without clear segmentation. While this style may be 

acceptable in Thai, it does not align with the expectations of English readers, particularly in 

instructional contexts where clarity and ease of following steps are crucial. The translator addresses 

this by explicitly signaling the structure with the phrase “Steps for arranging the offerings as follows:” 

The addition of “Steps” and “as follows” prepares the reader for a sequenced set of instructions, 

aligning with standard English conventions for procedural writing. The information is then reorganized 

into clearly defined actions. The first step—“lay a mat made of Lepironia in front of the shrine and 

place one pillow on the mat and cover it with a white cloth”—groups related preparatory actions 

into a single unit. This does not omit details but instead organizes them into a coherent and 

manageable segment. The use of the connector “Then” in the following sentence (“Then place 

nine candles…”) establishes a clear temporal sequence. While the order of actions may be implicit 

in the Thai original, English typically requires explicit markers of sequence to ensure accurate 

understanding and execution. The choice of “Lepironia” instead of a more general term like “reed 

mat” reflects a balance between precision and clarity. Retaining the specific botanical term preserves 

accuracy, while the phrase “made of Lepironia” provides sufficient context for readers unfamiliar 

with the material. 

Conclusion 

 Restructuring and reorganization make translated instructions easier to understand and 

follow. Clearly defined steps and appropriate connectors reduce confusion and increase readers’ 

confidence in carrying out procedures. This strategy also enhances the professionalism of the 

translation and aligns it with English writing conventions. As a result, readers find the presentation 

familiar and can process the information more efficiently. 

 12. Terminology Selection 

 Terminology selection is one of the most important translation strategies in academic work, 

especially when dealing with content related to religion, belief systems, and cultural arts. According 

to Cabré (2010), terminology selection is not merely about finding words with similar meanings, but 
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about constructing a system of meaning that aligns with the academic and cultural context of the 

target language. A key principle of this approach is recognizing that each term does not exist in 

isolation but as part of a broader terminological system. As a translator, one must consider whether 

the selected terms can accurately convey meaning within the relevant academic field and whether 

they are understandable to readers with some background knowledge in that discipline. The main 

challenge in terminology selection lies in balancing technical precision with readability. The 

translator must choose terms that are precise enough to communicate the intended meaning while 

not being overly complex for the target audience. In addition, maintaining consistency in terminology 

throughout the text is essential to avoid confusion. 

Analysis of Translation through Examples from the Books 

 1) Religious Terminology 

Example from Chapter 3: 

 Thai source text (p. 108): ศาสนาพุทธแม้จะเป็นศาสนาแบบอเทวนิยม แต่ไม่ได้ปฏิเสธการมีอยู่ของเทวดา 

 English Translation (p. 69): In Buddhism, although it is an atheistic religion, it does not deny 

          the existence of deities. 

 This example demonstrates the translation of a complex and potentially debated religious 

concept. The source text states that Buddhism is “อเทวนิยม” (non-theistic), which requires careful 

interpretation. In religious studies, this term refers to a belief system that does not accept the 

existence of a supreme creator god, although it may acknowledge other forms of supernatural beings. 

The translator chose the term “atheistic religion,” which requires careful consideration. Technically, 

“atheistic” and “non-theistic” are not entirely equivalent; “atheistic” often implies the rejection of 

all gods, whereas “non-theistic” is more nuanced. However, in the context of comparative religious 

studies, “atheistic” is sometimes used to describe Buddhism due to the absence of a creator deity. 

The following clause—“it does not deny the existence of deities”—helps clarify this distinction and 

prevents potential misunderstanding. The translator’s choice of “deities” for “เทวดา” is appropriate 

in an academic context. The term “deities” is widely used in comparative religion and anthropology, 

offering a broad and culturally neutral reference that is not limited to any specific tradition. 
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Example from Chapter 3: 

 Thai source text (p. 108): “เทวดา คือกลุ่มของกายทิพย์ เช่ือกันว่าอยู่บนสรวงสวรรค์ ตามความเช่ือของ

        ศาสนาพราหมณ์” 

 English Translation (p. 68): Deities are celestial beings believed to reside in heaven  

          according to Brahmanical beliefs. 

 This example demonstrates an extension of specialized terminology use. The source text 

states that “deities are a group of ‘กายทิพย์’ believed to reside in heaven according to Brahmanical 

beliefs.” This translation requires careful handling of multiple interrelated technical terms. The 

translation of “กายทิพย์” as “celestial beings” is both accurate and appropriate in an academic 

context. The term “celestial beings” is widely used in religious studies and anthropology to describe 

supernatural entities associated with heavenly realms. It is sufficiently broad to encompass the 

concept of “กายทิพย์,” which includes deities, celestial maidens, and other sacred beings. The choice 

of “Brahmanical beliefs” instead of simply “Hinduism” reflects a nuanced and precise terminological 

decision. The term “Brahmanical” is more specific and refers to a particular system of beliefs that 

emphasizes the role of the Brahmin class and ritual practices, rather than the broader and more 

diverse concept of Hinduism. This choice enhances academic accuracy and ensures that the 

translation faithfully represents the original meaning. 

 2) Anthropological and Religious Terminology 

Example from Chapter 3: 

 Thai source text (p. 123): ทวดหลักเขต เช่ือกันว่ามีอยู่หลายองค์ มีรูปกายเป็นคน เสือและงู 

 English Translation (p. 79): Thuat Lak Khet, it is believed to be multiple entities with forms 

          of humans, tigers, and snakes. 

 The translation of “Thuat Lak Khet” presents a challenge in selecting appropriate 

terminology for a concept that has no direct equivalent in the target culture. The source text 

describes a sacred entity in local belief: “Thuat Lak Khet is believed to exist in multiple forms, 

appearing as humans, tigers, and snakes.” This requires careful handling of culturally specific 

spiritual concepts. The translator’s decision to use the term “entities” instead of alternatives such 

as “spirits,” “beings,” or “deities” reflects thoughtful consideration. “Entities” is a technical term 

commonly used in anthropology and the study of folk beliefs. It is broad and flexible, allowing it to 

encompass various types of existence without restricting form or nature. The term “spirits” might 
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imply incorporeal beings, which would conflict with the description of having physical forms such as 

humans, tigers, and snakes. “Beings” could be appropriate but often suggests sentient life forms, 

while “deities” might imply a higher divine status that exceeds the intended meaning. Therefore, 

“entities” is the most suitable choice to capture the complexity of “Thuat Lak Khet.” Additionally, 

the phrase “multiple entities” is used to render “มีอยู่หลายองค์,” adapting the expression into a 

natural and academically appropriate English structure. This phrase effectively conveys the idea of 

a single conceptual entity manifesting in multiple forms, aligning with the belief that “Thuat Lak 

Khet” can appear in different manifestations. 

 3) Occult and Belief-Related Terminology 

Example from Chapter 3: 

 Thai source text (p. 103): เพดหรืออาเพศ คือส่ิงท่ีเป็นมูลเหตุให้เกิดความเจ็บป่วยของบุคคล อาจเกิดจาก

        ท้ังวิญญาณฝ่ายดีและวิญญาณฝ่ายช่ัวร้าย 

 English Translation (p. 66): ‘Phet’ or ‘Aphet (bad omen)’ refers to the cause of an  

          individual’s illness, which may stem from either benevolent or 

          malevolent spirits. 

 This example highlights the challenge of selecting terminology for concepts related to occult 

beliefs and supernatural causes of illness. The source text explains that “Ped” or “Apet” refers to a 

cause of illness that may arise from both benevolent and malevolent spirits. The translation must 

therefore handle a culturally specific and conceptually complex belief system that may not have 

direct equivalents in the target language. The translator chose to retain “Ped” and “Apet” through 

transliteration, preserving the cultural specificity of the original terms. At the same time, the addition 

of the explanation “(bad omen)” for “Apet” creates a balance between maintaining cultural identity 

and ensuring reader comprehension. The term “bad omen” is familiar in Western contexts and 

provides an accessible approximation of the concept. The translation of “วิญญาณฝ่ายดีและวิญญาณ

ฝ่ายช่ัวร้าย” as “benevolent or malevolent spirits” demonstrates the use of specialized terminology. 

The words “benevolent” and “malevolent” are commonly used in academic discussions of 

spirituality and supernatural beliefs. They convey clear and precise meanings: “benevolent” suggests 

goodwill and helpful intent, while “malevolent” implies harmful or destructive intent. Using these 

terms allows the reader to understand that, within the concept of “Ped” or “Apet,” illness may 

originate not only from harmful forces but also from well-intentioned or neutral spiritual influences. 
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This reflects the complexity of the belief system and provides valuable insight into the cultural logic 

behind such interpretations. 

Conclusion 

 Terminology selection significantly affects the credibility and academic accuracy of a 

translation. The use of standardized academic terms enables the translated work to connect with 

existing research and scholarship within the same field. In addition, consistent terminology enhances 

coherence throughout the document. When translators apply a systematic and consistent set of 

terms, readers can follow the discussion more easily without confusion caused by multiple 

expressions referring to the same concept. Terminology selection, therefore, requires specialized 

knowledge and a deep understanding of terminological systems across disciplines. It serves as a 

crucial tool in elevating the quality of translation and ensuring effective communication within 

academic contexts. 

 13. Conceptual Equivalence 

 Conceptual equivalence is one of the most complex and challenging translation strategies, 

as it involves conveying ideas that may not have direct equivalents across cultures. According to 

Nida (2021) and Newmark (1988), conceptual equivalence is not merely about finding similar words, 

but about creating an equivalent understanding of the core meaning and function of a concept. A 

key principle of this strategy is recognizing that each concept operates on multiple dimensions, 

including semantic, functional, emotional, and cultural aspects. In translation, the translator must 

analyze the source concept across all these dimensions and then reconstruct the closest possible 

understanding in the target language. The main challenge lies in managing cultural differences: a 

concept may hold specific significance in one culture but have no direct counterpart in another. 

Therefore, the translator must creatively convey the essence of the concept using elements 

available in the target culture. 

Analysis of Translation through Examples from the Books 

 1) Translating the Concept of Ritual Body Preparation 

Example from Chapter 2: 

 Thai source text (p. 79): การแต่งพอก 

 English Translation (p. 49): Adornment Ritual 
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 This example reflects a concept related to preparation for ritual performance. The Thai term 

“การแต่งพอก” requires deep cultural understanding. The translator analyzed the components: “แต่ง” 

refers to dressing or preparation, while “พอก” implies adding or applying elements onto the body. 

Together, the phrase denotes a process of bodily decoration and costume preparation. However, a 

literal translation such as “dressing up” or “putting on makeup” would fail to convey the ritualistic 

and sacred significance of the process. In the context of Nora performance, this act is not merely 

cosmetic but represents a transformation from an ordinary person into a performer endowed with 

spiritual power. The choice of “Adornment Ritual” demonstrates conceptual equivalence. The word 

“Adornment” carries broader connotations than simple dressing, suggesting careful and respectful 

decoration often associated with artistic, religious, or ceremonial contexts. The addition of “Ritual” 

is crucial, as it conveys the symbolic, structured, and sacred nature of the act. Together, the phrase 

successfully communicates the essence of “การแต่งพอก” as a meaningful and spiritually significant 

preparatory process. 

 2) Translating the Concept of Movement in Ritual Contexts 

Example from Chapter 2: 

 Thai source text (p. 85): การเวียนแว่น 

 English translation (p. 53): Sacred circling 

 This example from Chapter 2 illustrates a complex translation involving ritual movement 

with symbolic meaning. The original Thai term “การเวียนแว่น”  requires interpretation at both the 

physical and symbolic levels. The translator analyzed its components: “เวียน” refers to circular 

movement or rotation around a center, while “แว่น” in this context does not mean “glasses” but 

relates to observing or inspecting. Combined, the term refers to a circular movement performed 

with a specific purpose. However, the meaning of “การเวียนแว่น” extends beyond mere physical 

motion. In the context of Nora ritual performance, this movement carries deep symbolic significance. 

It is associated with the creation of sacred space, connection with supernatural forces, and acts of 

protection or empowerment. The translator therefore chose “sacred circling” using a conceptual 

equivalence strategy that requires both creativity and deep cultural understanding. The 

word “sacred” effectively conveys the spiritual and ritual dimension of the act. It was selected over 

alternatives such as “holy” or “religious” because it carries a broader meaning and is not confined 

to any single religious framework. Meanwhile, “circling” clearly expresses purposeful circular 

movement. Across many cultures, circular motion holds ritual significance—such as creating sacred 

space, invoking power, or offering protection. Readers familiar with ritual practices in various 

traditions can therefore relate to and understand the concept. The combination 
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of “sacred” and “circling” successfully communicates the core essence of “การเวียนแว่น.” Although 

it is not a literal translation, it effectively conveys both the meaning and significance of the action 

within the context of Nora ritual practices. 

Conclusion 

 Conceptual equivalence is a translation strategy that demands creativity, deep cross-cultural 

understanding, and the ability to analyze concepts across multiple dimensions. Its success depends 

on the translator’s ability to capture the essence or spirit of a concept and recreate an equivalent 

understanding in the target culture. As such, conceptual equivalence serves as a vital tool in fostering 

cross-cultural understanding and enabling readers to access and appreciate the meanings and 

aesthetic richness of concepts from other cultures. 

 14. Cultural Adaptation 

 Cultural adaptation is a translation strategy that is both complex and highly dependent on 

cultural sensitivity. According to Katan and Taibi (2021), the translator in this context is not merely a 

conveyor of meaning from one language to another, but also acts as a cultural mediator who bridges 

and explains cultural differences for the reader. The core principle of cultural adaptation lies in 

recognizing that meaning does not exist independently within words or concepts; rather, it is 

constructed and shaped by cultural, social, and historical contexts. Therefore, when transferring 

ideas from one culture to another, the translator must take into account the interpretive frameworks 

and experiences of the target audience. The main challenge of cultural adaptation is achieving a 

balance between explanation and allowing the reader to learn independently. Over-adaptation may 

result in the loss of the source culture’s uniqueness, while under-adaptation may lead to 

misunderstanding or confusion. Translators must therefore exercise careful judgment in determining 

the appropriate level of adaptation. 

Analysis of Translation through Examples from the Books 

 1) Contextual adaptation for better comprehension 

Example from Chapter 5: 

 Thai source text (p. 199): ปัจจุบันความนิยมวงดนตรีลูกทุ่งและละครโนราลดลง 

 English translation (p. 125): Currently, the popularity of Thai folk music and Nora drama  

           has decreased. 
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 This example demonstrates a different form of cultural adaptation. The original mentions 

“ลูกทุ่ง,” a distinctly Thai music genre that may be unfamiliar to foreign readers. A direct translation 

such as “country music” could lead to misunderstanding, as it might be interpreted as American 

country music, which, despite some similarities, differs significantly in musical style, themes, and 

sociocultural context. The translation “Thai folk music” represents an acceptable cultural 

adaptation. The addition of “Thai” clarifies that the reference is to identify a specific form of Thai 

traditional or popular folk music, rather than a generic or foreign genre. The choice of “folk 

music” instead of “country music” avoids cultural misinterpretation, as “folk music” broadly refers 

to music rooted in the lives and traditions of ordinary people and aligning more closely with the 

characteristics of luk thung. This adaptation allows readers to understand the broader context of 

cultural change in Thailand without requiring in-depth knowledge of the specific genre. At the same 

time, the translator retains “Nora drama” to preserve cultural specificity, as Nora is a unique 

traditional performance with no direct equivalent in Western cultures. The term “Nora 

drama” provides both authenticity and a basic functional description as a form of theatrical 

performance. 

Conclusion 

 Cultural adaptation significantly influences readers’ comprehension and learning. In this 

example, readers gain insight into cultural changes in Thailand in terms they can understand. The 

use of “Thai folk music” enables readers to relate the concept to folk traditions in their own 

cultures, thereby appreciating the significance of the decline in traditional entertainment forms. In 

summary, cultural adaptation is a highly important and complex translation strategy that requires 

deep understanding of both source and target cultures, as well as the ability to balance fidelity to 

the original text with accessibility for the target audience. When applied appropriately, cultural 

adaptation can foster understanding, respect, and interest in the source culture, while also enabling 

readers in the target culture to access and learn from different cultural knowledge and experiences. 

It thus serves as a crucial tool in promoting cross-cultural understanding, cooperation, and a more 

interconnected and culturally aware world. 

 15) Structural Adaptation 

 Structural adaptation is a crucial translation strategy when dealing with differences in 

grammar and communicative patterns between the source and target languages. According to J.C. 

Catford (1965), structural adaptation is not merely about altering form to meet grammatical 
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correctness, but about creatively constructing new structures that can convey meaning effectively 

and naturally in the target language. The key principle of structural adaptation lies in recognizing 

that each language has its own nature and way of organizing information. Translators must be aware 

that adhering too closely to the source language structure may result in translations that feel 

unnatural or difficult to understand. Therefore, structural adaptation becomes an essential tool in 

producing high-quality translations. The main challenge lies in preserving the original meaning and 

intention while adjusting the form of presentation. Translators must have a deep understanding of 

key information, the relationships between ideas, and how to reorganize these elements clearly and 

coherently in the target language. 

Analysis of Translation through Examples from the Books 

 1) Sentence restructuring for clarity and organization 

Example from Chapter 2:  

 Thai source text (p. 86): ฉากแรกของบทจระเข้ชาละวัน กล่าวถึงตอนจระเข้ชาละวันนอนหลับและฝัน 

      เป็นลางร้ายว่ามีแร้งกามาจิกร่างกาย มีไฟไหม้ถ้ําทองท่ีอยู่อาศัย หินในถ้ําหล่นลง

      มาทับร่างกายและเข้ียวแก้วท้ังสองข้างหักออกมา 

 English translation (p. 54): The first scene of the Chalawan Crocodile story describes how 

         the Chalawan Crocodile is sleeping and dreams of ominous signs. 

         The dream involves vultures attacking its body, a fire burning  

         down its golden cave, falling rocks crushing its body, and the  

         breaking of its precious fangs. 

 This example demonstrates how to handle a sentence with dense and complex information. 

The original Thai sentence presents multiple layers of information in a single continuous structure: 

the identification of the scene, the main situation (sleeping and dreaming), and the detailed events 

within the dream. Rendering all of this information in one sentence in English would likely overwhelm 

the reader and hinder comprehension. The translator therefore chose to divide the content into two 

sentences. The first sentence—“The first scene of the Chalawan Crocodile story describes how the 

Chalawan Crocodile is sleeping and dreams of ominous signs”—establishes the context and 

introduces the main situation. This prepares the reader for the details that follow. The second 

sentence—“The dream involves vultures attacking its body, a fire burning down its golden cave, 

falling rocks crushing its body, and the breaking of its precious fangs”—organizes the dream’s details 

into a clear list. The use of the structure “The dream involves…” creates a strong connection to the 
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previous sentence, while the use of parallel structure enhances readability and helps the reader 

process and remember the information more easily. This restructuring also considers the rhythm and 

flow of English prose. Dividing the information into two parts creates a balanced pace—neither too 

rushed nor too slow—allowing readers time to process each segment before moving on. 

Additionally, the choice of the phrase “ominous signs” instead of a more literal translation such 

as “bad dream” or “nightmare” reflects sensitivity to tone and deeper meaning. The 

phrase “ominous signs” conveys a sense of foreboding and symbolic significance, aligning well with 

the nature of dreams in Thai literary tradition. 

 2) Combining and Splitting Sentences for Effective Communication 

Example from Chapter 2: 

 Thai source text (p. 56): “การต้ังเคร่ืองคือการบรรเลงดนตรีเพ่ือแสดงความเคารพและบอกกล่าวแก่ครู

      หมอโนราของเจ้าภาพให้รับรู้ถึงการมาของคณะโนรา และเป็นการประชาสัมพันธ์

      ให้ผู้คนในชุมชนรับทราบด้วย” 

 English translation (p. 35): “Performing the instruments involves performing music to show 

          respect and inform Khru Mo Nora of the host about the arrival of 

          the Nora troupe. It also serves to publicize the event to the  

          community.” 

 This example from Chapter 2 demonstrates different approaches to restructuring when the 

source text contains a long sentence with multiple pieces of information. The original Thai sentence 

is highly complex, combining a definition (“การต้ังเคร่ืองคือ…” / “Performing the instruments is…”), a 

main purpose (showing respect and informing), and a secondary purpose (publicizing the event). 

Handling such a sentence requires careful analysis of its information structure. The translator 

identified that the sentence contains layered meanings: (1) a definitional component, (2) a primary 

communicative purpose, and (3) an additional, secondary function. Presenting all these elements in 

a single sentence in English could potentially confuse readers regarding the relative importance of 

each function. Therefore, the translator chose to split the information into two sentences. The first 

sentence—“Performing the instruments involves performing music to show respect and inform Khru 

Mo Nora of the host about the arrival of the Nora troupe”—emphasizes the main and most essential 

purpose of the practice. The use of “involves” instead of “is” creates a sense of an activity with 

multiple components rather than a static definition. The second sentence—“It also serves to 

publicize the event to the community”—clearly presents the additional function. The phrase “It 
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also serves to…” signals that this is a supplementary rather than primary purpose, helping readers 

distinguish its relative importance while maintaining coherence between the two ideas.  

 This restructuring aligns with English academic writing conventions, which often prefer 

separating distinct ideas into different sentences for clarity. The use of the connector “also” ensures 

smooth cohesion and logical flow between the two statements. Overall, restructuring the sentence 

improves communicative effectiveness. In the source text, the reader must process multiple 

functions simultaneously within a single complex sentence. In the translation, the information is 

distributed more clearly, allowing readers to understand both the spiritual dimension (showing 

respect) and the social dimension (publicizing the event) of the ritual. Such structural adjustment 

contributes to a more professional and natural-sounding translation, consistent with target-language 

norms. It enhances readability, supports faster comprehension, and improves information retention. 

Ultimately, sentence restructuring is a key translation strategy that bridges linguistic and cultural 

differences, leading to clearer and more effective cross-cultural communication. 

Conclusion 

 Cross-cultural translation is a complex process that requires a wide range of skills. Effective 

translation must take into account both linguistic and cultural dimensions. In translating the 

book “Nora in Trang Province: Beliefs and Rituals,” the translator is committed to maintaining a 

balance between fidelity to the original Thai text and making the translation accessible to readers 

in the target culture. In translating the prose passages, a total of 15 translation strategies were 

employed, each serving specific functions in addressing different challenges. 

 Literal translation and transliteration are important tools for preserving Thai cultural identity. 

In particular, transliterating names of people, places, and culturally specific concepts allows readers 

to experience the authenticity of Thai culture. At the same time, cultural equivalence and functional 

equivalence help bridge the gap between the two cultures, enabling readers to understand and 

relate the content to their own experiences. 

 Expansion through footnotes and parentheses is a key strategy for filling cultural knowledge 

gaps without disrupting the flow of the main text. This approach provides readers with necessary 

contextual information while maintaining readability. Structural adjustment and text organization 

further demonstrate the translator’s deep understanding of differences in communicative patterns 

between Thai and English. 
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 Interpretive translation and communicative translation require advanced skills in grasping the 

true meaning of the source text and conveying it in an appropriate form for target readers. 

Meanwhile, the use of specialized terminology and conceptual equivalence helps maintain academic 

accuracy and establish connections with existing knowledge in the target culture. 

 Cultural adaptation and cultural adjustment highlight the translator’s role as a cultural 

mediator who must balance preserving the authenticity of the source culture with ensuring 

accessibility for target readers. 

 In conclusion, translation requires a combination of multiple strategies. No single approach 

is sufficient on its own; rather, appropriate selection and integration depend on context and specific 

purposes. The success of translation is not measured only by linguistic accuracy, but also by its 

ability to foster understanding, respect, and appreciation of the source culture among target readers. 

 

Translation of Poetry  

 The translation of poetry is a challenging and complex art, particularly when it involves 

conveying works deeply rooted in cultural traditions across linguistic and cultural boundaries. In 

translating the poems in “Nora, Trang Province: Beliefs and Rituals,” the translator faces the 

challenge of rendering poetic forms and ritual content that form the essence of Southern Thailand’s 

Nora performance tradition. The translator employs a variety of carefully considered translation 

strategies, ranging from literal translation to preserve the accuracy of ritual information, transliteration 

to maintain cultural identity, and equivalence-based translation to recreate poetry that can convey 

the beauty and spirit of the original text. The analysis of these strategies helps readers understand 

the complexity and delicacy involved in translating artistic works, which require a balance between 

factual accuracy, aesthetic expression, and cross-cultural communicative effectiveness. The ultimate 

goal is to provide English readers with an experience that is as meaningful and complete as that of 

readers of the original text. The translation strategies used in the poetic sections of this book are as 

follows: 
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 1. Literal Translation 

Example: 

 Thai source text (p. 228): บทบาลีหน้าศาล 

 English translation (p. 141): The Pali Verse in Front of the Shrine 

 In this example, “บทบาลีหน้าศาล” is translated as “The Pali Verse in Front of the Shrine.” The 

translator uses literal translation by rendering each component directly: “บทบาลี” as “The Pali Verse” 

and “หน้าศาล” as “in Front of the Shrine.” This approach is used to preserve clarity and accuracy of 

the title without interpretation or modification of meaning, allowing readers to immediately 

understand that it refers to a Pali chant used in a ritual performed in front of a shrine or sacred altar. 

The use of literal translation here maintains the precision of cultural and ritual information, which is 

especially important in religious and ceremonial contexts that require high accuracy. Although some 

adjustments are made to ensure naturalness in English, the core meaning remains faithfully 

preserved. 

 2. Transliteration 

Example 1: 

 Thai source text (p. 238): โนรา 

 English translation (p. 141): Nora 

Example 2: 

 Thai source text (p. 236): เมขลา 

 English translation (p. 152): Mekhala 

Example 3: 

 Thai source text (p. 228): บอกบาลีขานเอ ว่าโนเนโนไน 

 English translation (p. 142): The sacred verse I proclaim, With "No-Ne-No-Nai" I exclaim 

 In translating culturally specific terms, the translator employs transliteration, as in the 

translation of proses, because these terms carry significant cultural meaning and have no true 

equivalents in English. For the term “โนรา,” transliterated as “Nora,” the translator chooses to 

preserve the original name because it refers to a distinctive Southern Thai performing art. Translating 

it as “Southern Thai Dance” or “Traditional Performance” would risk losing its unique identity and 
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might mislead readers into thinking it refers to a general form of dance or performance. Retaining 

“Nora” allows readers to recognize it as a specific and well-known traditional art form. 

 Similarly, For “เมขลา,” rendered as “Mekhala,” the translator views this as the name of an 

important character in Thai literature with a significant cultural role. To avoid losing the connection 

with the original literary source, the translator chooses to preserve the transliterated form, allowing 

readers to encounter unfamiliar cultural elements and learn about a different cultural tradition 

rather than adapting everything to Western familiarity. This decision helps maintain academic 

accuracy while also providing readers with the opportunity to acquire new vocabulary and 

concepts related to Thai culture. 

 Example 3 presents particular challenges because it involves elements that carry both 

linguistic meaning and musical significance. In the first line, “บอกบาลีขานเอ,” the translator opts for a 

communicative translation as “The sacred verse I proclaim,” rather than transliterating the word 

“บาลี” (Pali). Instead, it is rendered as “sacred verse” to convey the idea of sacredness associated 

with Pali chanting in a way that is immediately accessible to English readers. Transliteration of “Pali” 

alone could obscure the intended emphasis on its ritual and sacred function. However, for “โนเนโน

ไน” in the second line, the translator chooses to transliterate it as “No-Ne-No-Nai,” enclosed in 

quotation marks. This is because “โนเนโนไน” functions as a vocal chant or rhythmic refrain specific 

to Nora performance. It does not carry a fixed lexical meaning, but it plays an essential role in 

establishing rhythm, musicality, and atmosphere. Transliteration helps preserve its original sound 

and performative quality, which is crucial for understanding the aesthetics of Nora. The use of 

quotation marks further signals that this is a direct vocal utterance rather than a conventional lexical 

item with semantic meaning. The word “exclaim” is also chosen to echo “proclaim” in the first line, 

helping to maintain a sense of sound patterning within the poem. Although the rhyme or sound 

correspondence is not identical to the source text, this phonetic linkage in English contributes to a 

more poetic effect rather than a purely prosaic translation. 

 Overall, this translation demonstrates a mixed strategy combining communicative translation 

and transliteration: meaning-focused translation is applied where semantic clarity is essential, while 

transliteration is used where sound, rhythm, and performative function are more important than 

lexical meaning. 
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 3. Cultural Equivalence 

Example: 

 Thai source text (p. 228): จะไหว้ครูเสียก่อน 

 English translation (p. 141): To honor teachers with a bow 

 The translation of “จะไหว้ครูเสียก่อน” as “To honor teachers with a bow” demonstrates the 

use of cultural equivalence within the context of a complex poetic text. The translator must address 

the concept of “Wai Khru,” a ritual that holds deep cultural significance in Thai society, particularly 

in the context of Nora performance arts. The decision to translate “ไหว้ครู” as “honor teachers,” 

rather than transliterating it as “Wai Khru,” is made in order to ensure broader accessibility for 

international readers. The term “honor” in English conveys respect, reverence, and esteem, which 

captures the essential meaning of “Wai” as more than a physical action, it is an expression of sincere 

respect and devotion. The addition of “with a bow” further helps readers understand the physical 

component of the action. Although a “bow” in Western culture is not identical to the 

Thai “Wai” gesture (which involves pressing the palms together and bowing the head), it nonetheless 

conveys a comparable idea of bodily expression of respect. 

 Within the context of Nora performance and poetic expression, “Wai Khru” carries a deeper 

meaning than ordinary respect. It is a ritual that connects performers to ancestral traditions and 

transmitted knowledge, functioning as both a gesture of gratitude and a spiritual invocation toward 

teachers and masters of the art. Translating it as “honor teachers” helps convey this spiritual 

dimension, as “honor” carries a more elevated sense than “respect.” The use of “teachers” instead 

of alternatives such as “masters” or “mentors” reflects a choice aimed at general comprehensibility, 

while still representing the role of knowledge transmitters. The translator also considers rhythm and 

fluency in the poetic structure, ensuring that “To honor teachers with a bow” remains concise, 

balanced, and suitable for poetic expression without losing essential meaning or aesthetic quality. 

 4. Transposition (Structural Change / Change of Word Class) 

Example 1: 

 Thai source text (p. 228): กรกรายไหว้วอน น่ังขอพรเทวา 

 English translation (p. 141): I offer prayers with graceful stance, And ask the gods to guide 

           my dance. 
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Example 2: 

 Thai source text (p. 229): มาชุมนุมพร้อมกัน อรหันต์ท้ังหลาย 

 English translation (p. 142): The holy devas then gathered near, Arhats rose to set things 

            right. 

 In translating the first example, “กรกรายไหว้วอน น่ังขอพรเทวา” as “I offer prayers with graceful 

stance, And ask the gods to guide my dance,” the translator applies structural adjustment to align 

the expression with natural English poetic conventions. In the source text, “กรกราย” is a verb 

describing elegant and graceful movement. The translator shifts its grammatical function into a 

descriptive phrase, “with graceful stance,” thereby changing it from a verb into an 

adjectival/prepositional structure. This transformation allows the meaning to be preserved while 

producing a more natural flow in English and creating a rhythm suitable for poetic expression. 

Additionally, the translator introduces the pronoun “I,” which is not explicitly stated in the Thai 

original, as subject omission is common in Thai. This addition clarifies agency in English. The phrase 

“ขอพรเทวา” (to ask for blessings from deities) is also expanded into “ask the gods to guide my 

dance,” making the action more context-specific and closely tied to the performance setting of 

Nora. 

 In the second example, “มาชุมนุมพร้อมกัน อรหันต์ท้ังหลาย” is translated as “The holy devas 

then gathered near, Arhats rose to set things right.” Here, the translator again restructures the 

sentence for clarity and readability in English. The first part shifts from an action-centered structure 

(“มาชุมนุม” – to assemble) to a subject-centered structure (“The holy devas then gathered near”), 

making the sentence easier for English readers to process. The second part adds interpretive 

expansion—“rose to set things right”—which is not explicitly stated in the source text but inferred 

from the narrative context. This addition helps clarify the implied purpose of the gathering. These 

adjustments demonstrate how transposition is used to improve coherence, readability, and poetic 

flow while maintaining the essential meaning of the original text for English-speaking readers. 

 5. Amplification  

Example: 

 Thai source text (p. 228): ในทวีปชมพู ตรัสรู้ถ้วนถ่ี 

 English translation (p. 141): In old Jambudvipa’s hallowed ground, Where enlightenment 

           was truly found. 
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 In translating “ในทวีปชมพู ตรัสรู้ถ้วนถ่ี” as “In old Jambudvipa’s hallowed ground, Where 

enlightenment was truly found,” the translator employs amplification in order to help English 

readers fully grasp the cultural and religious context embedded in the text. The most significant 

expansion is the addition of “old” and “hallowed ground” to describe “Jambudvipa.” In the Thai 

original, “ทวีปชมพู” refers to a concept in Buddhist cosmology that Thai readers with a Buddhist 

background would immediately recognize as the human realm in Buddhist cosmology. However, for 

international readers, “Jambudvipa” may appear as an unfamiliar proper noun without inherent 

meaning. Therefore, the addition of “old” highlights its ancient and historical dimension, while 

“hallowed ground” explicitly conveys its sacredness. Furthermore, the concept of “ตรัสรู้” 

(enlightenment) is rendered as “enlightenment was truly found.” The insertion of “truly” 

emphasizes the authenticity and supreme level of spiritual realization, helping readers understand 

that this is not ordinary knowledge but the highest form of awakening in Buddhist thought. The 

structure “Where enlightenment was truly found” is also chosen over a more direct rendering such 

as “where complete enlightenment was attained” in order to create a more evocative and 

atmospheric tone. The phrase “was found” suggests discovery and attainment of something 

profound and valuable, aligning with the Buddhist notion of enlightenment as a journey of seeking 

and realization. Overall, amplification in this example serves to bridge cultural gaps between Thai 

and Western readers. The translator recognizes that a literal rendering alone may result in superficial 

understanding; therefore, necessary contextual information is added to ensure that target readers 

can experience the text in a way that is both meaningful and culturally informed. 

 6. Interpretive Translation 

Example 1: 

 Thai source text (p. 228): เร่ืองราวยาวรี บาลีลึกลับ 

 English translation (p. 141): These lengthy tales of mystery deep, In Pali texts their secrets 

keep. 

Example 2: 

 Thai source text (p. 228): อย่าฟังแต่เพราะ นุเคราะห์ตามฉบับ 

 English translation (p. 141): Don't merely listen for the sound, But seek the wisdom to be 

           found. 

 In the first example, “เร่ืองราวยาวรี บาลีลึกลับ” is translated as “These lengthy tales of mystery 

deep, In Pali texts their secrets keep.” The translator employs interpretive translation to convey not 
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only the literal meaning but also the implied sense and poetic atmosphere of the original verse. A 

key interpretive decision lies in rendering “บาลีลึกลับ.” Instead of treating it simply as a reference to 

the complexity of the Pali language, it is interpreted as referring to the hidden wisdom and profound 

meanings contained within Pali scriptures. The phrase “their secrets keep” therefore presents the 

Pali texts as repositories of ancient knowledge and mystery, reflecting a cultural attitude of reverence 

toward sacred scriptures. Similarly, “เร่ืองราวยาวรี” is expanded into “These lengthy tales of mystery 

deep,” where the addition of “mystery deep” not only conveys length but also emphasizes depth, 

complexity, and a sense of intrigue embedded in the narratives. 

 In the second example, “อย่าฟังแต่เพราะ นุเคราะห์ตามฉบับ” is translated as “Don't merely listen 

for the sound, But seek the wisdom to be found.” Here, interpretive translation is used to convey 

the underlying philosophical message rather than a literal rendering. “อย่าฟังแต่เพราะ” is interpreted 

as a warning against being attracted solely by pleasant sound or surface beauty. “Don't merely listen 

for the sound” thus emphasizes the distinction between superficial perception and deeper 

understanding. The phrase “นุเคราะห์ตามฉบับ,” which is semantically ambiguous in the source text, 

is interpreted as “But seek the wisdom to be found,” highlighting the contrast between aesthetic 

enjoyment and the pursuit of deeper knowledge. This interpretation reflects Buddhist conceptual 

thought that distinguishes between form and essence, or appearance and true meaning. 

 7. Functional Equivalence 

Example 1: 

 Thai source text (p. 229): ร้องเพลงโอชา สวัสด์ิสัตโต 

 English translation (p. 143): To sing with joy in every town. 

Example 2: 

 Thai source text (p. 229): อะโหพุทโธ อะโหธัมโม อะโหสังโฆ ชัยโยยันตัง 

 English translation (p. 143): O Blessed Buddha! Dharma true! The Sangha pure! We praise 

           your might! 

 In the first example, “ร้องเพลงโอชา สวัสด์ิสัตโต” is translated as “To sing with joy in every 

town.” The translator employs functional equivalence, focusing on producing an equivalent 

communicative effect for target readers rather than adhering strictly to the literal meaning of 

individual words. The decision involves omitting the Pali-derived expressions “โอชา” and “สวัสด์ิสัตโต

,” which would likely be unfamiliar to most English-speaking readers. Instead of transliterating them, 



 

 cxvii 

the translator conveys the core communicative function of the phrase—namely, the expression of 

joy, celebration, and artistic performance. The resulting translation evokes a vivid image of joyful 

performance and the widespread dissemination of cultural expression, allowing readers to 

experience a similar emotional response to that of the source audience. 

 In the second example, “อะโหพุทโธ อะโหธัมโม อะโหสังโฆ ชัยโยยันตัง” is translated as “O Blessed 

Buddha! Dharma true! The Sangha pure! We praise your might!” This presents a greater challenge, 

as it involves translating a sacred Pali chant. Here, functional equivalence is achieved by recreating 

a comparable devotional and emotional experience in the target language. The terms “Dharma” 

and “Sangha” are retained in transliterated form, as they are already familiar to readers with an 

interest in Buddhism. Other elements are translated into English to produce an equivalent devotional 

impact. “Aho Buddhō” is rendered as “O Blessed Buddha!” using an exclamatory structure that 

conveys reverence and praise. “Aho Dhammō” and “Aho Saṅghō” become “Dharma true!” and 

“The Sangha pure!” respectively, emphasizing purity and authenticity. “ชัยโยยันตัง” is translated as 

“We praise your might!” to express collective admiration and reverence. The repeated use of 

exclamation marks helps recreate the rhythmic intensity and emotional force of chanting. Although 

the lexical forms differ from the original, the communicative function, expressing devotion and 

reverence toward the Three Jewels, is effectively preserved, enabling target readers to experience a 

comparable spiritual effect. 

 8. Communicative Translation 

Example 1: 

 Thai source text (p. 230): ส่ังให้จับตัว เฆ่ียนส่งลงแพ 

 English translation (p. 143): The king commanded she be seized, They whipped her, placed 

her on a raft. 

Example 2: 

 Thai source text (p. 249): เดือนส่ีมาต่อเดือนห้า เสือมันมาล่าริมคลอง 

 English translation (p. 172): When fourth month turns to the fifth in time, Tigers hunt by the 

           cana’'s line. 

 This example involves a narrative with dramatic content and intense emotional tone. In 

translating “ส่ังให้จับตัว เฆ่ียนส่งลงแพ” as “The king commanded she be seized, They whipped her, 

placed her on a raft,” the translator aims not only to convey descriptive meaning but also to 
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preserve the emotional force and rhythmic progression of events so that readers can fully experience 

the narrative impact. The source text is concise and fast-paced, reflecting a sequence of actions that 

unfold without mercy. The structure presents a clear progression—command → arrest → 

punishment → expulsion—compressed into short poetic units that create a sense of urgency and 

severity. This brevity is characteristic of Nora poetry, where significant events are often narrated in 

powerful, condensed language. In the translation, communicative translation is used to ensure clarity 

and emotional impact for target readers. “ส่ังให้จับตัว” is expanded to “The king commanded she be 

seized,” where the addition of “The king” clarifies the authority behind the action, inferred from 

context. The verb “commanded” is chosen for its stronger and more formal tone compared to 

“ordered,” conveying authority and irrevocability. The phrase “เฆ่ียนส่งลงแพ” is divided into two 

actions, “They whipped her, placed her on a raft,” to clarify the sequence of punishment. 

“Whipped” directly conveys physical violence, while “placed her on a raft” preserves the image of 

forced removal in a concise form that maintains poetic rhythm. As a result, the communicative 

translation enables English readers to experience emotional effects similar to those of the source 

audience, including shock, sympathy, and an understanding of the severity of the punishment, even 

without familiarity with traditional Thai punitive practices. 

 In the second example, “เดือนส่ีมาต่อเดือนห้า เสือมันมาล่าริมคลอง” is translated as “When fourth 

month turns to the fifth in time, Tigers hunt by the canal’s line.” The translator employs 

communicative translation to maintain narrative flow while adapting culturally specific temporal 

references (“เดือนส่ี,” “เดือนห้า”) into a more universally understandable form. The imagery of 

seasonal transition and danger is preserved, allowing readers to understand both the setting and the 

tense atmosphere of the scene. The rendering of “เดือนส่ีมาต่อเดือนห้า” as “When fourth month turns 

to the fifth in time” with the phrase “turns to” is used to express temporal transition more naturally 

in English, while the addition of “in time” helps create rhythmic balance suitable for poetic 

expression. This choice presents the passage of time as smooth and continuous. Meanwhile, the 

phrase “เสือมันมาล่าริมคลอง” is translated as “Tigers hunt by the canal’s line.” The verb “hunt” is 

chosen instead of a more literal “chase,” as it more precisely reflects the natural behavior of wild 

animals and strengthens the vividness of the imagery. Meanwhile, “by the canal’s line” is used in 

place of “ริมคลอง” to construct a clearer spatial image and to maintain a poetic rhythm suitable for 

the English verse.  

 Overall, communicative translation is applied in both examples to create an effective and 

engaging reading experience for English readers. Rather than adhering strictly to the source form, the 



 

 cxix 

translator prioritizes the transmission of meaning, emotion, and atmosphere, enabling the poetic text 

to be fully accessible and appreciable in the target language. 

 9. Terminology Selection 

Example 1: 

 Thai source text (p. 229): พระไตรโลก 

 English translation (p. 142): Three Worlds Deity 

Example 2: 

 Thai source text (p. 230): ธรรมยุต 

 English translation (p. 144): Dhammayut tradition 

 In the first example, “พระไตรโลก” is translated as “Three Worlds Deity,” reflecting the 

challenge of selecting appropriate terminology to convey complex religious and philosophical 

concepts. The translator chooses “Three Worlds” instead of transliterating as “Triloka,” based on 

the consideration that English-speaking readers are generally more familiar with the term “worlds” 

than with Sanskrit or Pali-derived terms. “Three Worlds” clearly conveys the Buddhist cosmological 

framework, referring to the division of existence into the realms of desire, form, and formlessness. 

The addition of “Deity” further clarifies that this concept is not merely cosmological or geographical, 

but also carries a sacred dimension involving a divine or protective entity associated with the three 

realms. The choice of “Deity” rather than “God” or “Spirit” reflects a neutral religious term that can 

accommodate diverse belief systems. 

 In the second example, “ธรรมยุต” is translated as “Dhammayut tradition,” using a different 

strategy that preserves the original term while adding explanatory context. The retention of 

“Dhammayut” maintains historical and cultural specificity, as it refers to a distinct and well-

established Buddhist monastic order in Thailand. Alternatives such as “Dharma-holding” or 

“Orthodox sect” are avoided due to their potential inaccuracy or oversimplification. Preserving the 

transliteration also allows interested readers to conduct further research. The addition of “tradition” 

provides essential contextualization, immediately signaling that this refers to an established system 

of beliefs and practices rather than a single concept. It also conveys continuity, cultural authority, 

and historical significance. 
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 10. Poetry Translation – Analogical Form 

Example 1: 

 Thai source text (p. 228): ยกหัตถังต้ังนะโม จะไหว้ครูเสียก่อน กรกรายไหว้วอน น่ังขอพรเทวา 

 English translation (p. 141): I raise my hands in reverence now,  

          To honor teachers with a bow.  

          I offer prayers with graceful stance,  

          And ask the gods to guide my dance. 

Example 2: 

 Thai source text (p. 228): แล้วจะต้ังสัคเค เอเตภูมิมา ขอประกาศเทวา ช่วยสดับตรับฟัง 

 English translation (p. 141): I call upon the deities,  

           From highest realms to earth and seas.  

           May all divine beings hear my voice,  

           And in my humble plea rejoice. 

 In the first example, “ยกหัตถังต้ังนะโม จะไหว้ครูเสียก่อน กรกรายไหว้วอน น่ังขอพรเทวา” is translated 

as “I raise my hands in reverence now, To honor teachers with a bow. I offer prayers with graceful 

stance, And ask the gods to guide my dance.” The translator employs analogical form (Holmes, 

1988: 25–28), creating a poetic structure in English that corresponds functionally rather than formally 

to the Thai original. Instead of attempting to replicate Thai metrical patterns, the translator adopts 

English poetic conventions, specifically rhyming couplets, to achieve a comparable aesthetic effect. 

The AABB rhyme scheme (now/bow, stance/dance) enhances musicality, memorability, and 

emotional resonance, paralleling the rhythmic appeal of Thai verse. This structure allows the 

translation to function as poetry in its own right while preserving the ritual and devotional tone of 

the original. The translator also approximates a loose iambic pentameter rhythm to support oral 

readability, reflecting the performative nature of Thai poetry, which is often sung or recited. The use 

of “now” at the end of the first line strengthens the rhyme with “bow” and adds immediacy to the 

ritual action. 

 In the second example, “แล้วจะต้ังสัคเค เอเตภูมิมา ขอประกาศเทวา ช่วยสดับตรับฟัง” is translated 

as “I call upon the deities, From highest realms to earth and seas. May all divine beings hear my 

voice, And in my humble plea rejoice.” Here again, analogical form is used to recreate the poetic 

and ceremonial function of the source text. The translation restructures the content into balanced 

poetic lines with internal rhythm and rhyme, ensuring that the English version maintains a similar 

sense of invocation and sacred address. Rather than preserving literal form, the focus is on producing 

an equivalent poetic effect, enabling target readers to experience a comparable aesthetic and 
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spiritual response. In this example, the translator also employs a more complex analogical poetic 

form by constructing symbolic relationships between celestial and terrestrial realms, using paired 

lexical choices such as “deities/seas” and “voice/rejoice” to create both euphony and layered 

meaning. Although “seas” does not appear explicitly in the source text, it is introduced to broaden 

the imagery of “เอเตภูมิมา,” extending the sense of invocation to all realms, including the oceans, 

thereby intensifying the scale and spiritual power of the call. The phrase “May all divine beings hear 

my voice” functions as a culturally appropriate English rendering of “ช่วยสดับตรับฟัง,” using “May” 

to express supplication and prayer. Meanwhile, “And in my humble plea rejoice” adds an emotional 

dimension not explicitly stated in the original, suggesting a belief that divine beings respond 

positively and joyfully to the invocation. 

 Overall, the translation of poetry in Nora in Trang Province: Beliefs and Rituals reflects the 

complexity and refinement required in cross-cultural literary translation. The translator applies a 

wide range of strategies appropriately according to context, including literal translation for ritual 

accuracy, transliteration for cultural identity preservation, and cultural equivalence for conceptual 

understanding. Notably, functional equivalence is used to create comparable communicative effects, 

communicative translation to convey emotion and atmosphere, and analogical form to recreate 

poetic expression in English. The translator seeks to balance factual accuracy, artistic beauty, and 

cross-cultural communicability. This will enable English readers to access the ritual meaning, 

aesthetic qualities, and spiritual depth of Nora performance while preserving the identity and value 

of the Thai original text. 

In conclusion 

 The translation of “Nora of Trang Province: Beliefs and Rituals,” which focuses on the 

traditional performing art of Nora, from Thai into English is a task that requires a deep understanding 

of both language and culture. In translating the five chapters, including the poetic sections, the 

translator applies various translation theories and strategies to effectively convey meaning while 

maintaining a balance between fidelity to the Thai source text and accessibility for target readers. 

The main strategies used include literal translation, applied when structures and meanings can be 

directly rendered; transliteration, used for culturally specific terms without English equivalents (e.g., 

“โนรา” as “Nora”) to preserve cultural identity; and cultural equivalence, which employs target-

language expressions with similar meaning for easier comprehension. In addition, transposition is 

used to create natural-sounding English structures through changes in word order, sentence division, 

and grammatical categories. Amplification is applied by adding explanations or footnotes to clarify 
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culturally specific concepts, while interpretive translation is used when conveying underlying or 

implied meanings is necessary. 

 For the poetic sections, the translator adopts Peter Newmark’s communicative translation 

approach, emphasizing the transfer of meaning and effect to target readers; Eugene Nida’s theory of 

functional equivalence, aiming to produce a similar response in target readers as in source readers; 

and cultural translation theories (Baker, 2018; Newmark, 1988), which view translation as a process 

of cross-cultural mediation. Holmes’s concept of analogical form is also applied to preserve poetic 

elements such as rhythm, sound, imagery, and meaning. In these sections, English poetic forms with 

rhyme are created, along with additional explanatory elements to enhance cultural understanding. 

 Translating culturally specific texts such as Nora performance literature requires both 

linguistic competence and cultural awareness. The translator must carefully balance fidelity to the 

source text with comprehensibility for target readers by integrating multiple translation strategies. 

These strategies collectively ensure that the meaning, cultural values, and aesthetic qualities of Nora 

performance are effectively communicated, while also aligning the translation with academic English 

conventions. 

4. Applications in Academic Contexts 

 The translation of “Nora in Trang Province: Beliefs and Rituals” holds significant academic 

value in several respects. In particular, following Nora’s inscription by UNESCO as an Intangible 

Cultural Heritage of Humanity, the dissemination of knowledge about this important Thai folk 

performing art in English contributes to the global recognition and scholarly understanding of Thai 

culture. 

 4.1 Dissemination of Knowledge to an International Audience 

 This translation provides an expanded body of English-language resources on Nora rituals, 

which have been relatively limited. As a result, scholars and readers who are unable to access Thai-

language materials can engage with important information about Nora. This aligns with Pym’s (2014) 

view that translation plays a crucial role in the movement of knowledge across linguistic and cultural 

boundaries. International scholars can use this material for comparative studies of folk performing 

arts without relying on intermediaries such as interpreters or additional translated sources. The 

translation also contains detailed information on the history and development of Nora in Trang 
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Province, which is valuable for research in cultural anthropology and local history. Furthermore, the 

availability of such detailed information in English enables tourists and international readers to gain 

a deeper understanding of local culture. 

 4.2 Cross-Cultural Comparative Studies 

 This translation also serves as a resource for comparative cultural studies of ritual and folk 

performance traditions worldwide. In particular, it supports research on possession rituals and 

ancestor-related ceremonies, which are widely studied in anthropology and ethnology. It is especially 

useful for comparative studies of folk performance traditions in Southeast Asia and South Asia, 

regions that share historical and cultural connections. Scholars can use this material to analyze 

similarities and differences in ritual practices across cultures. Information on the syncretism of 

indigenous beliefs, Buddhism, and Islamic influences within Nora culture is particularly valuable for 

studies on multiculturalism and cultural hybridity in Southeast Asia, which are key themes in 

contemporary sociological and anthropological research. 

 4.3 Folklore and Anthropological Studies 

 The translation is beneficial for the study of folklore, as it reveals the structure and 

components of local myths and narratives. In anthropology and sociology, this work provides in-

depth information on the transformation of knowledge transmission systems, from traditional 

“informal teaching” practices in the past to institutionalized education in the present. This reflects 

broader changes in social structures and the adaptation of folk culture. The translation is also 

valuable for scholars in anthropology, folklore studies, and the study of folk beliefs and religions, 

particularly in relation to beliefs about illness, healing practices, and animistic systems in local 

culture. Information on Sen illness and Khru Mo Nora illness, as well as traditional healing practices 

based on belief systems, can be used in studies of folk medicine and medical anthropology. 

 4.4 Safeguarding of Intangible Cultural Heritage 

 In terms of safeguarding intangible cultural heritage, this translation plays an important role 

in documenting and transmitting traditional knowledge so that it remains accessible and widely 

recognized. It aligns with UNESCO’s objectives in inscribing intangible cultural heritage elements. The 

documentation and dissemination of Nora knowledge in English contribute to the preservation of 

cultural heritage that is increasingly affected by social change and globalization. Making this 

knowledge accessible at an international level helps raise awareness and appreciation of its cultural 
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value. This translation also serves as a supporting document for UNESCO’s framework on 

safeguarding intangible cultural heritage by preserving knowledge of beliefs and rituals that may 

otherwise fade in the context of globalization, ensuring that they remain available in an accessible 

and internationally understandable form. 

 4.5 Development of Translation Studies Education 

 The translation can be used as a case study for developing approaches to translating 

culturally specific texts, particularly those containing culture-bound terms and concepts. It 

demonstrates how to handle challenges such as ritual names, objects, and belief systems that have 

no direct equivalents in English. It is also suitable for teaching ethnographic translation and cultural 

translation in higher education, as it employs a wide range of translation strategies to address cross-

cultural issues. Moreover, it can support teaching and research in linguistics and translation studies, 

especially in the translation of culture-specific vocabulary and the preservation of cultural context 

in academic texts. This makes it a valuable example of how cultural meaning can be maintained 

even when direct lexical equivalence is absent. 

 4.6 Cultural Tourism Studies 

 The translated material can also be applied to cultural tourism development and the 

preservation of intangible cultural heritage. It serves as an important source of information for 

promoting cultural assets in ways that may generate economic value while still maintaining their 

cultural integrity. 

 4.7 Adaptation of Folk Performing Arts in the Era of Globalization 

 This translation can be applied in various academic contexts, particularly in studies of cultural 

dynamics, the preservation of intangible cultural heritage, and the adaptation of folk performing arts 

in the era of globalization. It presents a concrete case of cultural negotiation between traditional 

beliefs, globalization, and technological change. In addition, it can be used in comparative studies 

of how folk performing arts adapt across different regions of the world, in order to identify 

appropriate strategies for preservation and development in contemporary contexts. 

 In summary, the translation of “Nora in Trang Province: Beliefs and Rituals” holds multi-

dimensional academic value. It contributes to international knowledge dissemination, cross-cultural 

studies, anthropology and folklore, intangible cultural heritage preservation, translation studies, 
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cultural tourism, and research on the adaptation of folk performing arts in globalization. Overall, it 

not only expands academic understanding of Thai folk performance but also supports the global 

recognition and sustainable transmission of Thailand’s valuable cultural heritage. 
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Chapter 1 

The Form and Elements of Nora 
 Nora, or Manora, is a traditional performing art from southern Thailand that has held 

significant cultural importance from ancient times to the present. It can be divided into two main 

aspects: 1) entertainment: Nora serves as a multifaceted entertainment form, encompassing music, 

dance, poetry, dialogue, and role-playing. It provides both worldly and spiritual lessons to its 

audience. 2) ritual: in southern Thailand, there is a strong belief in the spirits of ancestors and 

teachers who passed on knowledge in various fields, referred to as “Khru Mo” or “Ta Yai (ancestral 

spirits called Ta-Yai, literally meaning ‘grandparents’),” such as “Khru Mo Nora”1 or “Ta Yai Nora.” 

Nora performances are an essential medium in rituals meant to honor these spirits.  

History of Nora 

The history of Nora, as it is known today, has been shaped by oral traditions and the research, 

analysis, and dissemination by scholars. As a result, various versions of Nora's origins exist. However, 

the most widely accepted version suggests that Nora originated in the royal courts of southern Thai 

kings in ancient times. It is believed to have been influenced by the civilization of southern India, 

which reached the Malay Peninsula and southern Thailand before spreading to other regions (Na 

Nakhon, 1980, cited in Busararat, 2013: 32). The foundational dance postures of Nora Chatri resemble 

the “Korna” poses found in the Bharata Natyasastra textbook and dance poses in the Inscription 

Stone at Borobudur. It also bears similarities to a type of Indian theater performed in ancient Bengal 

called “Yatra,” a traveling performance of the Gita Govinda story. In the ancient southern Thai 

version of Chatri, it was similarly a form of traveling theater, performing the Phra Suthon-Manora tale 

with three main characters. Some scholars therefore speculate that the term “Chatri” may have 

evolved from “Yatra” (Busararat, 2013: 32-33).  

 The term “Chatri” being referred to as “Nora Chatri” appears in the local literature titled 

“Nora Nibat Kam Karp,” which was written at Wat Matchimawat Temple in Songkhla Province in 

 
1 Khru Mo Nora refers to a master or teacher of the Nora tradition who is skilled not only in the dance but also 

in the ritualistic and spiritual aspects of the practice. The term “Khru” means teacher or master, and “Mo” 

refers to a healer or a wise person, often with deep knowledge of spiritual and cultural traditions. The term 

“Nora” refers to a traditional dance and dramatic performance originating from southern Thailand. It is often 

associated with spiritual and ceremonial purposes. (The translator)  
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1868. This text mentions a performance during the celebration of Phra Suthon and Nang2 Manora. 

In one passage, it states: “Manora Chatri sings the song of Meri, delights in the garden, dances while 

drinking, caresses and invites to sleep, steals medicine and travels, Meri is intoxicated.” This 

indicates that even when performing stories unrelated to Nang Manora, the performance was still 

called “Manora Chatri” (Busararat, 2013: 5). 

The tale of Manora (written as “Manora” in the original manuscript) is a very ancient story. A 

monk from Chiang Mai compiled it in a collection of stories known as the Panyasa Jataka, where it 

is called the “Suthon Jataka.” During the Ayutthaya period, this story was adapted into a theatrical 

performance. The character of Nang Manora is depicted as a Kinnaree, a mythical half-bird, half-

woman creature drawing inspiration from ancient Indian culture. This story is not exclusive to 

Thailand; it is also found in the folk tales of Borneo and other nations, which are believed to have 

been influenced by Indian culture (Playnoi, 2001). 

Nora is a traditional dance performed to honor the gods Shiva, Vishnu, and Brahma in 

Brahmanism. When Brahmanism spread to southern Thailand, it brought this form of performance 

with it. It is believed that Nora flourished and developed in Phatthalung, particularly in the Bang 

Kaeo area, with its development linked to communities around the Songkhla Lake basin. In provinces 

further from the lake, knowledge and practice of Nora gradually diminished. The spreading of Chatri 

or Nora Chatri (written as “Nora” in the original manuscript) to central Thailand and/or Bangkok 

occurred in three notable occasions: the first instance (1769) during King Taksin’s reign, when he led 

an army to subdue the ruler of Nakhon Si Thammarat; the captured ruler and performers were 

brought to Thonburi; and the second instance (1780) during the celebration of the Emerald Buddha, 

when King Rama I invited performers from Nakhon Si Thammarat to Bangkok. They competed with 

female performers from the royal court; third instance (around 1832) during the reign of King Rama 

III of the Rattanakosin Kingdom (Busararat, 2003: 79-81). 

The purpose of performing Nora is quite similar to Indian classical dance. Chettee (1992: 19-

20) noted that in southern India, ritual dances performed to honor deities are widespread and are 

called “Dasi Attam.” These dances were traditionally performed daily by temple dancers known 

as Devadasis. During religious ceremonies and festivals, these ritual dances would accompany 

processions of deity statues through the streets. If the dance took place within a temple, a special 

ritual pavilion called “Natya Mandapa” would be constructed for the performance. 

 
2 Nang in Thai is used as an honorific or a formal title, primarily referring to a woman of nobility, beauty, or 

importance. It is often translated as “lady” or “princess” depending on the context. (The translator) 
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The author concludes that Nora is a performing art influenced by Indian civilization, which 

spread to Thailand through the southern peninsula. Initially, it was believed to be popular among 

the upper classes before gradually spreading to various communities around the Songkhla Lake 

basin. The purpose of performing Nora, which includes honoring Khru Mo Nora, ancestors, and sacred 

entities, closely resembles Indian classical dance, which is performed to worship deities in 

Brahmanism. 

History of Nora in Trang Province 

Nora has long been a part of Trang Province. The author believes that it was introduced from 

Phatthalung through the migration of people. The first area in Trang Province where Nora took deep 

root was in Nayong District due to its proximity to the Phatthalung border. It then gradually spread 

to other areas within the province. The exact time when Nora arrived in Trang is not clearly 

documented. However, archaeological evidence shows the cultural influence of Nora in the art, such 

as the Nora-style Buddha statue at Phu Khao Thong Temple, Moo 1, Nam Phut Subdistrict, Mueang 

District, Trang Province. 

 According to the Thai News Agency (2020), the Nora-style Buddha statue was created in 950 

CE during the time of Lord No and Nang Luead Khao. When they learned that King Sri Dharma 

Sokarach II of Nakhon Si Thammarat was preparing to renovate the Phra Borommathat Stupa, Lord 

No and Nang Luead Khao gathered all their wealth to offer as a donation for Buddhist merit, with 

the intention of placing it in the Phra Borommathat Stupa of Nakhon. However, upon arriving in 

Trang, specifically at Khao Chum Thong (now Phu Khao Thong Temple), they learned that the stupa 

had already been completed. Consequently, Lord No and Nang Luead Khao deposited all their 

treasures in a cave at Khao Chum Thong (Phu Khao Thong) and Khao Lak Chan in Nam Phut 

Subdistrict, Mueang District, Trang Province. 

 
Figure 1.1 Nora-style Buddha statue at Phu Khao Thong Temple, Nam Phut Subdistrict, Mueang 

District, Trang Province, photographed on April 1, 2022. 

Source: Yammai (2022) 
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Subsequently, two Nora-style reclining Buddha statues (Phra Non) were created to mark and 

protect the cave entrance, and several Nora-style Buddha statues were placed in various temples in 

Mueang District, Huai Yot District, and Nayong District. However, these statues were later destroyed, 

leaving only the Nora-style reclining Buddha at Phu Khao Thong Temple. 

Based on the age of the Nora-style Buddha statue at Phu Khao Thong Temple, we can 

estimate that Nora’s cultural influence in Trang Province dates back at least 1,000 years. This 

represents a significant period long enough to have deeply ingrained Nora’s cultural influence among 

the people of Trang.  

Records of Nora in Trang Province began to emerge during the Rattanakosin period. According 

to the study on the preservation of Nora art in Nayong District, Trang Province by Hutsachai et al. 

(2017: 127-128), it refers to the historical documents of the royal visit (to Trang), written during the 

reign of King Rama VI, as follows:  

“Manora is very popular in this town. Chao Khun Ratsada mentioned that when he first 

became the governor of Trang, it was customary for men to seek the hand of a daughter. The 

parents would first ask two questions: whether the man knew Manora dance and whether he was 

a buffalo thief. If he did not know either, they would not agree to give their daughter away because 

the parents did not see how they could support a wife. Authentic Nora performers are highly skilled 

due to their agility and quick comprehension abilities. Hence, they make good Manora performers. 

Chao Khun Ratsada employed several of them and observed that they were very capable and 

efficient.”  

“...In the evening, after dining, I watched a special Manora performance, which was held on 

the hill in front of the palace pavilion. The performance was organized in a temporary structure, 

and there were two leading performers, three skilled ones, two hunters, and a group of around 30 

people including others. Despite the large troupe, the cost was only 2 baht. If it were a Bangkok-

style drama, it would have been a lot more expensive, but Manora performance is cost-effective 

because performers don't need to purchase food; locals provide meals throughout their tour, 

treating them with the respect accorded to high-ranking nobles or officials. In the performance the 

previous night, there were two outstanding performers: one named Nai Khao and another named 

Nai Kling. Nai Khao was very agile and had recently resumed performing after a long hiatus, but he 

still performed excellently. Nai Kling, on the other hand, was very talkative. Chao Khun Ratsada 

recounted that when Nai Kling resigned from his position as village headman, he was asked by the 

royal department why he resigned. Nai Kling explained that being a village headman was no match 

for being a Nora performer. He said that he would not want any other position, not even as a 

district chief, governor, or city mayor, as being a Manora performer allowed him to do everything—
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be it killing or whipping—just like a city official, but with the advantage that no one could replace 

him. He asserted that being a Manora performer was far superior...” 

“On Friday, July 2, 1915, at 10 p.m., there was a special Nora performance by Khun 

Satthajaiphak (Sri Ngoen). Khun Sattha, named after Phraya Ratsadanupradit, was appointed with 

authority similar to that of past governors. He referred to himself as Khun Tha and was a Nora 

teacher throughout Trang Province. At that time, he had ceased performing, but this special 

occasion led him to bring his disciples and students, including Muen Wisetnajjakit (Kling), to perform 

in celebration of royal favor. The performance featured the story of Phra Sang and lasted until 

nearly two watches of the night, concluding with a ceremonial dance and song of celebration.” 

From the historical documents of the royal visit (to Trang), written during the reign of King 

Rama VI, it is evident that the history and conditions of Nora in Trang Province included notable 

figures such as Khun Satthajaiphak (Sri Ngoen), a renowned Nora performer, and Nai Khao and Nai 

Kling, who were skilled and capable Nora dancers. Being a Nora artist was considered a position of 

honor and prestige. When performing at any location, the local people would offer a warm welcome 

and take great care of them. Thus, Nora artists were seen as having considerable social power and 

could impose penalties on others. For this reason, men of that era commonly trained to become 

Nora artists. The cultural value of being a Nora artist was used as a measure of masculinity at the 

time, as illustrated by the saying: “It was customary for men to seek the hand of a daughter. The 

parents would first ask two questions: whether the man knew Manora dance and whether he was 

a buffalo thief. If he did not know either, they would not agree to give their daughter away.” 

The author believes that a Nora artist is a person with significant knowledge in languages, 

magical spells, and possesses quick-wittedness and intelligence. Additionally, they have a broad 

social network, as they often form connections with local people wherever they perform Nora. 

Therefore, being a Nora artist is considered to provide sufficient potential to support a wife 

comfortably. 

Hutsachai et al. (2017: 130-131) discuss the evolution of Nora in Trang Province during the 

later period when Nora Toem Ongseng (1930-1971) gained prominence. During this time, society 

shifted its interest towards movies and other forms of entertainment rather than Nora performances. 

In response, Nora Toem innovated by adapting novels into Nora performances and replacing the 

traditional Nora costumes with modern outfits. Subsequently, other Nora troupes began to follow 

this example. The distinguishing feature of Nora Toem was his ability to perform improvised poetry 

(Mutto poems), which contributed to his widespread fame throughout Southern Thailand. 

The event known as “Nora competition” also became popular during this time. It involved 

competitions in various aspects such as dancing, poetry performance, and music playing. 
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Additionally, knowledge of occult practices was used to intimidate competitors, including practices 

like the Spirit Whipping dance, Lamob (spirit exorcism), and the use of spells. The goal of organizing 

Nora competitions was to provide entertainment and to encourage Nora troupes to compete and 

further develop their skills. 

Hutsachai et al. (2017: 131) further state that the period following Nora Toem Ongseng was 

marked by the first economic crisis in Thailand (1975-1984). During this time, the stock market was 

opened for the first time, leading to a high level of unemployment, inflation, and economic 

downturn. As a result, many Nora troupes had to disband and return to performing in the traditional 

style. 

This situation reflects the relationship between the economic system and culture. When 

people’s living conditions become strained, they shift towards more economical lifestyles, limiting 

their spending to essential needs only. During this period, Nora performances were primarily confined 

to ritualistic ceremonies related to Nora school traditions, which were customary in society. The 

additional factor exacerbating the decline of the Nora industry was the rise of new forms of 

entertainment, such as television, radio, cinema, and film shows. As these new media became more 

prevalent, people shifted their attention away from Nora, leading to a reduction in Nora 

performances. Consequently, some Nora artists had to turn to other professions, and some troupes 

were forced to disband. 

Since around 2007, the popularity of Nora and various forms of traditional performing arts 

has experienced a resurgence. This revival is attributed to the shift in Thai and Southern Thai society 

towards the “online society,” where information is exchanged and entertainment is consumed 

through platforms like Facebook and YouTube. Additionally, this period saw government agencies, 

especially educational institutions, actively promoting the preservation and revitalization of 

traditional Thai culture. This social change has motivated a new generation to learn Nora dance and 

to share knowledge about Nora online, resulting in its resurgence in popularity today. 

 The development of Nora in Trang Province has experienced both periods of prosperity and 

decline in popularity, following the trends of social change. However, even during times of declining 

popularity, Nora did not disappear entirely from society. This is because there were groups of Nora 

descendants who respected and revered Khru Mo Nora, helping to preserve and pass down this 

tradition from generation to generation. Additionally, “Khru Mo Nora” continued to actively maintain 

and transmit their knowledge to students, challenging the changing social currents. For this reason, 

the author wishes to highlight the important Khru Mo Nora in Trang Province to honor their 

contributions for future generations. 
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Nora teachers in Trang Province 

A Nora teacher refers to a person who imparts Nora knowledge to students. Generally, this 

term refers to a chief Nora artist. People in the South expect a chief Nora artist to be a person of 

good character, moral integrity, and worthy of respect and admiration. A study on the perspectives 

of Chief Nora following Buddhist principles in Songkhla, Nakhon Si Thammarat, and Phatthalung 

provinces from 1957 to 2007 by Aeksapang (2009: 79-80) found that the qualities of a chief Nora 

artist must include: 1) ethical virtue: having a sense of shame towards wrongdoing and fear of 

committing any immoral acts; 2) moral discipline: adhering to the Five Precepts; 3) respect for sacred 

objects: showing respect towards sacred images, Khru Mo Nora, and Hunters; 4) social conduct: 

engaging in charity, speaking kindly, contributing to public welfare, and maintaining consistency in 

behavior. The expectations for chief Nora artists or Nora teachers in Trang Province align with these 

findings. 

There are several Nora teachers in Trang Province who are respected and have continuously 

passed on their knowledge to students. For this study, the author has selected four well-known Nora 

families that are widely recognized: 1) Nora Khun Thep - Nora Khun Tha, 2) Nora Fueang, 3) Nora 

Paen Khrueang Ngam, 4) Nora Toem Mueang Trang. 

Nora Khun Thep - Nora Khun Tha 

Nora Khun Thep and Nora Khun Tha were old-generation Nora teachers in Trang Province. 

They were siblings, as reflected in a verse that states, “Khun Tha lives in Thung Mai, Khun Thep, the 

younger brother, lives in Ban Pho.” Nora Khun Tha, originally named Khun Satthajaiphak, was also 

known as “Sri Ngoen” and held the status of the elder brother. Nora Khun Thep, originally named 

“Iat,” was known as Khun Thepchatri, and held the status of the younger brother. 

The Documentation and Archives Committee of the Organizing Committee for the 

Celebration of His Majesty the King (2001, cited in Yammai, 2013: 77-78) mentions Nora Khun Thep 

and Nora Khun Tha that Nora Iat was the son of Nora Kaew, known for his good looks, beautiful 

dance, and melodious voice. Phraya Ratsadanupradit often featured Nora Iat in performances and 

occasionally took him to perform in Phuket. Nora Iat was even presented to His Royal Highness 

Prince Damrong Rajanubhab. Nora Sri Ngoen, on the other hand, was a teacher to many Nora artists 

across Trang Province. During King Rama VI’s visit to Trang in 1915, Khun Tha had retired from 

performing Nora but brought his students and disciples to perform. At that event, “Muen 

Wisetnajjakit” (Nora Kling) also performed. Nora Kling was initially a close associate of Phraya 

Ratsadanupradit and later became a village headman. Dissatisfied with the position, he resigned. The 

descendants of Khun Tha include Nora Chuay Koh Taew, who was a village headman of Koh Pia 

when it was still part of the Kantang District. 
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Hutsachai et al. (2017: 42) state that the origins of Nora Sri Ngoen are unknown; it is only 

known that Nora Sri Ngoen first established a Nora troupe in Ban Kuan Na Kae, Tambon Ban Kuan, 

Mueang District, Trang Province. Nora Sri Ngoen was known for her graceful and beautiful dance, 

attracting many people who wished to become her disciples. Nora Sri Ngoen had an assistant for 

training students named Hunter Meng. Later, Nora Sri Ngoen moved her family to live in Ban Thung 

Mhai, Village 1, Tambon Thung Kai, Yan Ta Khao District, Trang Province. An important disciple of 

Nora Sri Ngoen was Nora Chum Kaewlek, who was her nephew. Nora Chum settled in Ban 

Nongchumsaeng, Village 10, Tambon Kok Saba, Nayong District, Trang Province, and established his 

own Nora troupe there. As Nora Chum had no sons, he taught his three nephews: Nora Jaroen 

Chaipetch, Nora Chob Chaipetch, and Nora Somboon Thinpan. After Nora Chum’s death, Nora 

Jaroen, the eldest brother, inherited the Nora troupe from Nora Chum and named it “Nora 

Jaroensilp.” Later, as Nora Jaroen aged, he passed the responsibilities to his son, Nora Prapan 

Chaipetch, and renamed the troupe “Nora Jaroensilp Pan-Pin Trang.” Meanwhile, Nora Chob joined 

the Nora Jaroensilp troupe to gain experience and later established his own troupe named “Nora 

Chob Somjitpradit.” Additionally, two other notable disciples of Nora Chum are Nora Klaew 

Kanjanaprom and Nora Klom Phrompetch. 

Nora Fueang 

The history of Nora Fueang, according to the account of Nora Srichan from Ban Na Mueang 

Phet, Sikao District, Trang Province, is detailed in the research work “Gender Mystifications through 

Signifiers in the Nora Rong Khru Ritual” by Yammai (2013: 78-79). The details are as follows: 

In the past, there was “Yai3 Noo (Grandma Noo),” a resident of Nakhon Si Thammarat, who 

traveled to perform Nora dance in Trang Province. Due to her skill in both poetry and dance, she 

was well-received by the governor of Trang and the local people. At that time, Mr. Rung, a thief from 

Phatthalung, had fled from legal troubles and settled in Trang, where he married a local woman 

from Huai Nam Dam Village, Na Mueang Phet Subdistrict, Sikao District, Trang Province. Mr. Rung, 

having seen Yai Noo’s Nora dance, admired it greatly and decided to practice the dance himself 

until he became proficient, eventually becoming another skilled Nora performer. Additionally, Mr. 

Rung was well-versed in magic and could perform the art of invisibility, which became widely known. 

As a result, many students came to learn from him, such as Nora Liem from Ban Khao Wiset, Khao 

 
3 In Thai, Yai typically means biological grandmother, but it can also refer to any elderly woman as a term of 

respect. It conveys care for older women in the community, similar to “Auntie” or “Grandma” in other cultures. 

Additionally, “Yai” may be used in spiritual or ceremonial contexts to refer to ancestors or revered female figures. 

It is often used to show respect for elderly women, especially in rural settings. In rituals, it can also signify reverence 

for female spirits or ancestors. (The translator) 
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Wiset District, Trang Province; Nora Tang (father of Nora Toem, Mueang Trang) from Ban Khao Wiset, 

Khao Wiset District, Trang Province; and Nora Meuk from Ban Huai To, Sikao District, Trang Province. 

The next generation of students, who were the grand-students of Mr. Rung, included Nora Fueang 

from Ban Na Mueang Phet, Sikao District, Trang Province. Nora Fueang was a student of both Nora 

Liem and Nora Muek. 

People in the local area of Na Mueang Phet Subdistrict and nearby regions said that Nora 

Fueang was an exceptionally skilled Nora performer, particularly noted for her unique dance style 

called “Tha Naad Phleng Thap.” This dance style blends graceful, elegant movements with energetic 

and swift transitions. Additionally, the performances of the “Swan Princess” role or “Nang Khee 

Nhon”4 (called “Sopha” in some places) were exceptionally captivating and pleasing to watch. Her 

students included Nora Srichan from Ban Na Mueang Phet, Nora Priap from Ban Kok Yang, Nora 

Kluean from Ban Nong Mhao, and Nora Mhon from Ban Bang Tao, among others. 

Nora Paen Khrueang Ngam 

Nora Paen Khrueang Ngam hailed from Ban Kok Sathon, Khuan Pring Subdistrict, Mueang 

District, Trang Province. The embellishing phrase “Khrueang Ngam” originates from her development 

of beautifully unique Nora costumes. She was sometimes referred to as “Nora Paen 7 loads” because 

she would need to transport seven loads of costumes when traveling for performances. In addition 

to her notable costume designs, Nora Paen Khrueang Ngam was recognized for her distinctive dance 

style. Her dance movements were characterized by grace and softness, including shoulder shrugs, 

body sways, and facial tilts in time with the music. Today, Nora Paen Khrueang Ngam’s dance style 

is still evident among her students. Another unique feature of her dance repertoire is the “dance to 

the rhythm of Pleng Thap and Pleng Ton.” 

Nora Paen Khrueang Ngam was also renowned for her mastery of magical spells, which 

remains well-known to this day. In the past, during Nora performance competitions, there was often 

an element of magical contests. On one occasion, when Nora Paen Khrueang Ngam's troupe went 

to compete in Phatthalung Province, a student warned her that someone was plotting harm using 

black magic against them. Nora Paen Khrueang Ngam responded, “They can’t do anything to us. May 

any harm they intend come back to them.” It was reted that shortly thereafter, the rival Nora troupe 

experienced a problem: the lead dancer had a heavy menstrual flow that stained her costume and 

legs, making it impossible for her to continue performing. 

According to the oral accounts of Nora Chaluay Koeddee, a former lead dancer of Nora Paen 

Khrueang Ngam's troupe, as reported in the research work “Gender Mystifications through Signifiers 

 
4 Khee Nhon is a distortion of the word “Kinnara.” (The translator) 
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in the Nora Rong Khru Ritual” by Yammai (2013: 81-82), it is said: “Pu5 Pan was adept in incantations 

and could cast love spells, but he consistently taught that one should never employ magical arts 

to harm others as it constitutes a transgression. The consequences of such actions would eventually 

come back to oneself, unless someone had already caused harm to us first, in which case we could 

retaliate. Pu Pan said that if one must retaliate, it should be done in such a way that it causes the 

other person real trouble.” 

This account illustrates teaching principles that embody beliefs in karmic law and artistic 

dignity. Specifically, Nora Paen Khrueang Ngam’s teachings are grounded in the principle of doing no 

harm to others. According to these teachings, the law of karma ensures that any malevolent actions 

involving black magic will ultimately return to the perpetrator. However, if someone else initiates 

harm first, despite no wrongdoing on the part of the artist, the Nora artist must defend their own 

dignity by using black magic in return, until the wrongdoer suffers sufficiently to bring them to tears 

over the resulting misfortune.  

 Students of Nora Paen Khrueang Ngam include Nora Sriwanna (Juk) from the Pan Trang 

troupe, Nora Sathian Preecha, Nora Long Noi Chaluaysilp (deceased, with students who continued 

the lineage including Nora Tawee Chitchonlathan, Nora Khrut from the Long Noi troupe, and Nora 

Song from the Tham Nong Silp troupe), Nora Pun Kamnoedsilp (deceased), Nora Wiratnoi from the 

Prom-Proy Juk Pan Trang troupe, and Nora Narong Aroonroj from the Phrom-Proy Juk Pan Trang 

troupe, among others. 

Nora Toem Mueang Trang  

Nora Toem Mueang Trang, originally named Mr. Toem Ongseng, was the son of Nora Tang 

from Ban Khao Wiset, Wang Wiset District, Trang Province. Nora Tang used to be frequently ill and in 

poor health. His father learned that Khru Mo Nora wanted him to train in Nora, so he sent Nora Tang 

to become a disciple of Nora Dech. Later, Nora Tang had a son, Nora Toem, whom he also taught 

Nora dance. When Nora Toem was about 16 years old, he demonstrated his skill in performing 

“Mutto poems” and competed against other Nora performers in Trang Province, such as Nora 

Fueang, Nora Liem, Nora Paen Khrueang Ngam, Nora Muek, Nora Kloi-Klaew, and Nora Yen, winning 

all the competitions. In 1933 (B.E. 2476), Nora Toem traveled to compete in Nora performances in 

 
5
 Pu, in Thai, does not always refer to a biological grandfather. It can be used to refer to elders or respected 

male figures, particularly in spiritual or ceremonial settings. It may also be used to address a wise or older person 

who holds a significant position in a community or family, regardless of direct familial relation. Additionally, in 

certain contexts, “Pu” is used to refer to spiritual or ancestral figures. In religious or cultural ceremonies, for 

example, it might be used to refer to a revered ancestor or a guardian spirit. (The translator) 
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Phatthalung and Pattani Provinces, where he competed against several troupes, including Nora Heng, 

Nora Puang-Pan, Nora Plaek, Nora Phrom, and Nora Wan, consistently achieving victory. 

A historic Nora competition that is still talked about today occurred when Nora Toem was 

18 years old. He competed against Nora Fueang, the most famous Nora performer of the time. She 

was known for her beautiful dance moves and melodious singing that no other Nora troupe could 

match. At that time, Khun Sutthinon Narakorn consulted with his associates to find a Nora performer 

for a competition at the opening of a new road. The meeting decided to choose Nora Toem to 

compete against Nora Fueang. It is said that both Nora troupes gathered supporters to cheer for their 

side to win. The result of the competition was that Nora Toem emerged victorious. On another 

occasion, Nora Toem competed with Nora Fueang at an annual event in Trang Province, celebrating 

the king’s birthday in front of the Trang City Hall. During this event, the two Nora troupes engaged 

in a “Mutto poem” battle, and one memorable verse that resonated with people even today was: 

Nora Fueang: “If I lose to Nora Toem, the event will not be performed.”  

Nora Toem: “If I lose to Nora Fueang, I will pawn my costumes.” 

Nora Toem’s performance of “Mutto poems” in response to Nora Fueang was met with loud 

cheers from the audience. The verse were sharp and resonated well with the spectators, leading to 

Nora Toem’s victory and earning him widespread recognition as “Nora Toem Mueang Trang” 

(Noonkaew, 2006: 23-27). 

Nora Toem was both a scholar and an artist with innovative vision who respected tradition 

but was not constrained by ritual conventions that could limit artistic expression. He was bold 

enough to remove the Nora costume and switch to wearing a necktie and western attire. While Nora 

performances traditionally began with the Phrases “Phan Na” and “Si To,” Nora Toem opted for 

more modern content, explaining:  

“…Ancient styles I dance, but never in vain,  

Most people see this truth quite plain.  

For Nora’s life has come down through time’s reign, Counting no less than five hundred 

years’ domain. 

 

But Nora of old times, they had to speak their part,  

If not speaking, they’d paint their face with art.  

The world keeps turning, changing from the start,  

In these modern times, Nora transforms with global heart…” 

 



 

 12 

Nora Toem’s efforts to transform the Nora performance inevitably faced resistance from 

those adhering to traditional practices. However, his brilliance in improvisational “poems” with sharp, 

decisive, and impactful rhetoric won over both traditionalists and modernists, who eagerly 

anticipated his live performances. Later generations of Nora performers attempted to emulate Nora 

Toem, but none could match his level of skill (Ruangnarong, 2010: 122-123). 

Students of Nora Toem included Nora Preecha Amnuaysilp, Nora Bamrungsilp from Trang 

Province, and Nora Somboon Thepsornsilp, among others. 

In addition to the four Nora lineages from Trang Province previously mentioned, there is 

another group of Khru Mo Nora with less documented history but significant roles in transmitting 

knowledge to students across Trang Province. According to the study on the preservation of the 

Nora art in Nakhon Nayok District, Trang Province, by Hutsachai et al. (2017: 43), there are four 

additional Nora lineages: 1) Nora Klink Sangkarak: originally named Mr. Klink Sangkarak, he was from 

Phang Dan, Nakayad Subdistrict, Khuan Khanun District, Phatthalung Province, and later moved to 

Ban Sai Manow, Moo 1, Koksaba Subdistrict, Nayong District, Trang Province. Nora Klink’s students 

included Nora Luean Sangkarak and Nora Nom Chaimongkol. 2) Nora Chuen Na Song: a student of 

Nora Pun from Ban Nai Rai, Koh Pia Subdistrict, Yan Ta Khao District, Trang Province. Nora Chuen 

established the Nora troupe named Nora Chuen Siangthong in Koksaba Subdistrict, Nayong District, 

Trang Province. His students included Nora Priam Ploensilp from the Chuen Siangthong troupe, Nora 

Jaidee Prasertsilp, Nora Boonrit Thuanthong Thawisilp, and Nora Somneuk from the Chuen 

Buntoengsilp troupe. 3) Nora Daeng Promkiaw: the son of Nora Kaew Promkiaw, a village headman 

during the reign of King Rama V. Nora Kaew originally came from Phatthalung Province and settled 

in Nayong District, in front of Phuttha Sihing Temple, Na Yong Nuea Subdistrict. Nora Daeng was a 

student of Nora Tang Ongseng (father of Nora Toem Ongseng). Due to his father’s duties as a village 

headman, he had no time to teach him and sent Nora Daeng to train with Nora Tang. Nora Daeng’s 

students included Nora Ladwipha from the Father Daeng troupe, Nora Plaek from the Luk Father 

Daeng Trang troupe, and Nora Lueannoi Thawisilp. 4) Nora Chuay (surname unknown): known only 

for having established a Nora troupe in Na Khao Sia Subdistrict, Nayong District, Trang Province. His 

students included Nora Sangwian, son of Nora Chuay (who later passed away, and was succeeded 

by Nora Prasit Sukkhum), Nora Somchet Chaipetch, and Nora Amnuay Chamroenrak. 

The Legend of the Origin of Nora according to the Account of Nora from Trang 

Province 

The following legend about the origin of Nora is recounted by Nora Srichan (Mr. Chan 

Todtaen) and is documented in the study on Gender Mystifications through Signifiers in the Nora 

Rong Khru Ritual by Yammai (2013, 93-97). The details are as follows: 



 

 13 

There was a “Chai Chay,”6 named Mr. Kratha, he was from Ayutthaya, who traveled around 

performing a type of dance art. At that time, there was no specific name for it. Chai Chay Kratha 

continued his journey south while beating his drum. When the locals heard the sound, they told 

the children to go out and see what it was. The children went out but couldn't describe what they 

saw, as it was something unknown in their village. They reported back to the elders saying “Do 

Ma,” which is a southern dialect term meaning “something is coming from over there.” This implied 

that someone or something was approaching. From then on, the people began calling this dance 

“Do Ma,” which later evolved into “Nora.” The locals were very impressed with Chai Chay Kratha's 

dance skills. 

In that era, there was the “Muang Khrung Sri Ayutthaya,”7 ruled by a king known as “Phraya 

Sai Fa Fad Na Luead Duead Dan”—a king with a benevolent nature but a quick temper. He had a 

queen named “Chanta Devi Sri Mala” and a daughter named “Nang Nuan,” who was raised mostly 

within the palace and rarely ventured outside. One day, Nang Nuan grew bored with the palace's 

confines and requested permission from Phraya Sai Fa Fad Na Luead Duead Dan to go out and see 

the world beyond the palace. The king granted her request and allowed her to go out accompanied 

by a palace lady-in-waiting. 

 When Nang Nuan went out to see the world beyond the palace, she happened to witness 

the dance performances of Mr. Chai Chay Kratha and became deeply enamored with the art of 

dance. Upon returning to the palace, she continued to practice and perform the dances she had 

seen, emulating Mr. Chai Chay Kratha without pause. The palace lady-in-waiting noticed Nang 

Nuan’s unusual obsession with imitating Mr. Chai Chay Kratha’s dances and she gossiped about 

this issue until it reached the ears of Phraya Sai Fa Fad Na Luead Duead Dan. The king then went 

to see Nang Nuan and confirmed the truth of the widespread rumors. 

 Phraya Sai Fa Fad Na Luead Duead Dan then summoned an astrologer to predict the cause 

of Nang Nuan’s unusual behavior. After the astrologer examined the situation, he reported that 

Nang Nuan was not suffering from any abnormalities. She had merely become infatuated with the 

dance performances of Mr. Chai Chay Kratha, which led to gossip and criticism from the palace 

 
6 Chai Chay is a colloquial expression used to describe a man who has no permanent residence, leading a 

carefree and enjoyable life. He relies on doing small jobs to earn a living by exchanging his work for food and 

sustenance from others. This term often carries a slightly negative connotation, suggesting someone who 

wanders without purpose or responsibility.  
7 Muang Khrung Sri Ayutthaya is presumed to refer to an important city. It is possible that this specifically 

denotes Ayutthaya, the capital city of the Siamese people, or it may refer to other large cities, used colloquially 

as a Phra se meaning a major or significant city. 
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Nang-in-waiting and the general public. Upon hearing this, Phraya Sai Fa Fad Na Luead Duead Dan 

ordered the execution of both Nang Nuan and Mr. Chai Chay Kratha, as they had dared to tarnish 

his reputation. Mr. Chai Chay Kratha, realizing he was about to face punishment, quickly escaped. 

Nang Nuan, unaware of the impending danger, continued to live her life as usual and continued 

practicing her dances. 

 The order from Phraya Sai Fa Fad Na Luead Duead Dan to execute was opposed by the 

astrologer, who invoked concepts of sin and merit in his argument. This led the King to change his 

mind and command that Nang Nuan be set adrift on a raft with various supplies, as advised by the 

astrologer. When Nang Nuan learned that the King had ordered her to be set adrift, she willingly 

accepted her fate and boarded the prepared raft. At that moment, through divine intervention, 

Nang Nuan became pregnant with a prince. 

 When the time came to set the raft adrift, a fierce storm arose, carrying Nang Nuan’s raft 

over the water and onto Koh Si Chang. Once Nang Nuan’s raft had drifted to Koh Si Chang, she 

continued to practice her dance, emulating Mr. Chai Chay Kratha, using the reflection in the river 

as a substitute for a mirror. As time passed, Nang Nuan grew bored due to a lack of company. The 

gods, in response, transformed three stones into companions: a hunter, and two others named 

Nang Pian and Nang Pao. With these divine companions, Nang Nuan danced for them. 

 As ten months passed, Nang Nuan was ready to give birth. Nang Pian and Nang Phao assisted 

with the delivery. When the baby prince was born, it was a source of great wonder for Nang Nuan. 

Remarkably, the baby could speak three days and seven days after birth. As seven years went by, 

the young prince grew up and was able to dance just like Nang Nuan, thanks to her continued 

instruction. Additionally, he had the hunter as a playmate. 

 One day, the young prince invited the hunter to explore and play in the forest by the beach. 

They played until they were exhausted and fell asleep under a banyan tree by the shore. When 

the gods saw them asleep, they caused both of them to dream the same dream, revealing the true 

names of Nang Nuan, which was “Nang Nuan Thong Samlee Sri Mala,” the young prince’s name 

was “Thep Singhorn,” and the hunter’s name was “Pran Boon Na Thong.” Additionally, the gods 

created musical instruments for their dance performance, including a Mhong (a type of gongs), a 

ching (the small cup-shaped cymbals), a Thap (a type of percussion), a drum, and a Pi (flute). Each 

instrument had a specific name: one “Thap” was called “Nam Ta Tok” (tears fall), and the other 

“Thap” was called “Nok Khao Khan” (the dove crows). The drum was named “Pheree Na Chak 

Loka” (a drum from the World), which was said to be very uplifting for the spirit. The Mhong and 

the Ching were made from organic wood or the Thamleng wood, which resembles a xylophone. At 

that time, both Mhong and Ching were referred to as “Nok Dong” (forest birds). 
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When the young prince and the hunter awoke from their dream, they shared their dream 

experiences with each other. It turned out that they had both dreamed the same thing. Additionally, 

the musical instruments that the gods had created were placed beside them. They quickly took 

this news to Nang Nuan and brought the musical instruments with them. They then enjoyed a lively 

performance, using the instruments to accompany their dance. 

 One day, a fisherman from Nakhon Si Thammarat accidentally wandered into the area of 

Koh Si Chang. Hearing the sound of music coming from the island, the fisherman became curious 

and decided to climb onto the island to investigate the source of the sound. He then came upon 

Nang Nuan and the young prince Thep Singhorn performing a dance accompanied by music, with 

the Hunter Boon Na Thong, Nang Pian, and Nang Pao playing the musical instruments. The 

fisherman watched the performance until it was finished and then returned to his fishing boat to 

go back.  

 In the city of Ayutthaya, Phraya Sai Fa Fad Na Luead Duead Dan, the ruler, organized a city 

blessing ceremony and wished to provide entertainment for the event. When the fisherman from 

Nakhon Si Thammarat learned of this, he traveled to present himself and informed the ruler about 

a remarkable performance taking place on Koh Si Chang Phraya Sai Fa Fad Na Luead Duead Dan 

then ordered the fisherman to invite the performers to showcase their talents at the city blessing 

ceremony. 

 Upon witnessing the dance performance of Nang Nuan Thong Samlee Sri Mala and Prince 

Thep Singhorn, the people of Ayutthaya were astonished by its beauty and the exceptional skill. 

The news of the performance spread throughout the royal palace, reaching Phraya Sai Fa Fad Na 

Luead Duead Dan. He then personally went to observe the performance. Initially, Nang Nuan Thong 

Samlee Sri Mala performed first. Seeing this, Phraya Sai Fa Fad Na Luead Duead Dan commanded 

that Nang Nuan Thong Samlee Sri Mala be brought before him and inquired about her background, 

including who her dance teacher was and her lineage. Nang Nuan Thong Samlee Sri Mala revealed 

the truth that she was indeed Nang Nuan, the daughter whom Phraya Sai Fa Fad Na Luead Duead 

Dan had sent adrift years earlier. 

 In the next scene, Prince Thep Singhorn performed a dance, and his skill was found to be 

even more impressive than that of Nang Nuan Thong Samlee Sri Mala. Phraya Sai Fa Fad Na Luead 

Duead Dan then called Prince Thep Singhorn to sit on his lap, having learned that he was his own 

grandson. He bestowed royal attire upon him, including a royal headdress, a sash, ceremonial 

flowers, armlets for both upper and lower arms, and left and right shoulder sashes. He also 

suggested that Prince Thep Singhorn wear the phoenix wings or tail for added beauty, resembling 

a celestial being. Additionally, he presented a ceremonial cloth, known as the “Jear Bat” or the 
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hanging cloth. Phraya Sai Fa Fad Na Luead Duead Dan granted forgiveness and commanded that 

Nang Nuan Thong Samlee Sri Mala, Prince Thep Singhorn, and the three servants be allowed to 

return to live in the palace as before. 

 As for Mr. Chai Chay Kratha, who had fled from the royal punishment in Ayutthaya, 

encountered an Indian and invited him to perform dance in the Malay city. Eventually, his dance 

style became the basis for the “Mayong” dance form. 

At that time, news of the pardon for Nang Nuan Thong Samlee Sri Mala reached Phraya Sai 

Fa Fad Na Luead Duead Dan. He hurried back to Ayutthaya to resume his performances there, 

adopting the royal attire that Phraya Sai Fa Fad Na Luead Duead Dan had bestowed upon Prince 

Thep Singhorn. Mr. Chai Chay Kratha’s performance space was constructed as a simple shelter with 

poles, a roof, and boundary barriers. He performed both day and night, and the name of the 

performance changed from “Do Ma” to “Nora Chatri” due to a variation in pronunciation. 

Additionally, he began wearing the royal headdress.  

 Mr. Chai Chay Kratha continued to perform Nora Chatri, but he felt a lack of spiritual 

grounding, which led to a sense of inner turmoil. He therefore turned to the memory of his 

ancestors—his parents and grandparents—as a source of solace. He established a ritual to honor 

their memory, which became the foundational practice of Nora Rong Khru8 ceremonies. This ritual 

included the “Lam Luek Mantra,” a chant that was performed through meditation and prayer, 

serving as a medium to connect the spirits of his ancestors with Mr. Chai Chay Kratha himself. 

 From the legend of the origin of Nora, the author summarizes the key points related to the 

beliefs and rituals of Nora as follows: Nora originated from individuals from other regions who 

transmitted it to the nobility in the southern region of Thailand. Subsequently, these nobles faced 

numerous hardships and supernatural events but managed to overcome them each time. They were 

later honored as “Royal Khru Mo Nora,” meaning prominent Nora practitioners with royal lineage. 

The notable figures in this honor include: Nang Nuan Thong Samlee or Mae Sri Mala, who is 

considered the founding Khru Mo Nora; Prince Thep Singhorn or Pho Khun Sattha, recognized as the 

chief Nora practitioner; Phraya Sai Fa Fad, who was honored as a Nora patron and teacher. The origin 

of the Nora Rong Khru ritual began with Mr. Chai Chay Kratha, who relied on the spirits of his ancestors 

 
8 Nora Rong Khru refers to a traditional dance performance and ritual in Thai culture, specifically from the 

southern regions of Thailand, which is a part of the Nora dance tradition. “Rong Khru” translates to a “teacher’s 

hall” or “shrine,” which is a space or a ritual dedicated to the masters and teachers of the Nora dance, where 

performances take place to honor the spirits and seek blessings. It involves not only the dance but also rituals, 

offerings, and prayers to spirits or divine beings, particularly those related to the Nora tradition. 
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for spiritual guidance in performing Nora. He used Nora performance as a medium to conduct rituals 

honoring these ancestral spirits. The “Lam Luek mantra,”9 or spiritual chant, served as a channel for 

communicating with the spirit world. This method continues to be used up to the present day.  

Structure and Roles of Members in a Nora Troupe 

A Nora troupe refers to a group of individuals skilled in Nora who work together for the 

purposes of entertainment and ritual performance. The troupe can be divided into six positions: 1) 

chief Nora or Nai Rong; 2) Nang Ram or female dancers; 3) Luk Ku or musicians; 4) Pran; 5) Nang Thasi; 

6) Mor Kob Rong/shaman. 

Chief Nora 

A Chief Nora refers to the head of a Nora troupe. This person is responsible for leading the 

Nora Rong Khru rituals. The Nora traditions of Trang Province specify five qualifications for a chief 

Nora: 1) must be male; 2) must be over 20 years old; 3) must have been ordained and undergone 

the ritual to become a chief Nora. Individuals who have had a wife before their ordination and ritual 

are considered “Nora Parachik,” in local terms, “Nora Rhachik”, meaning they have violated Nora 

traditions and will not be accepted by the people and Khru Mo Nora; 4) must possess thorough 

knowledge of Nora practices; 5) must receive “Hand Consecration”10 from a chief Nora only. 

 The social status of a chief Nora is regarded as an “informal leader of the community.” 

Therefore, for someone to transition from an ordinary person to a chief Nora, they must adhere to 

cultural frameworks that shape them into individuals with moral integrity, as well as worldly and 

spiritual knowledge. These attributes can be cultivated through ordination in Buddhism, while 

knowledge of occult practices can be learned from teachers within the community. A chief Nora is 

expected to follow certain practices known as “adhering to principles,” which are meant to cultivate 

spiritual strength within themselves. For example, they must avoid speaking ill of their parents, be 

grateful, and remain committed to their promises, among other principles.  

 

 

 
9 The Lam Luek mantra is a traditional form of incantation or chant that is associated with the Nora dance and 

spiritual rituals. In Nora practices, “Lam Luek Mantra” is often used in ceremonies and performances to invoke 

spiritual energy, request blessings, or protect the participants. It is a sacred part of the ritual, intended to create a 

connection between the human realm and the divine, helping to channel energies or spirits during the 

performance. (The translator) 

 
10 Hand Consecration refers to the transmission of knowledge and the right to perform rituals from a teacher to 

a student. 
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Nang Ram (female dancers) 

A Nang Ram refers to a person who performs dance to entertain the audience and assists the 

chief Nora in conducting rituals. This role is relatively new; originally, a Nora troupe consisted of only 

two main characters: the chief Nora and the Hunter. In later periods, male Nang Rams were 

introduced because, historically, Nora performances required traveling on foot to various locations. 

Having women accompany the troupe was seen as an obstacle to travel, and societal attitudes of 

the time held that women should remain at home and not travel like men. These attitudes 

prevented women from participating in Nora performances. However, in the past few decades, these 

attitudes have relaxed due to competition and the development of Nora troupes. As a result, many 

troupes have adapted their performances to include women as regular Nang Rams. For example, 

the Nora troupe of Nora Toem, from Trang, features Nora Nu Win and Nora Nu Wad, who is Nu Win’s 

wife, performing together on stage. Similarly, the Nora troupe of Nora Paen from Trang includes 

several female students as regular Nang Rams. 

Hunter 

A Hunter refers to a person who performs as a hunter and assists the chief Nora in conducting 

rituals. The performance of a Hunter is known as “playing the Hunter” and involves wearing a 

wooden mask resembling a male face, often painted red, gold, or black. The Hunter wears traditional 

Thai pants (Chongkraben) and a cloth belt (Pha khao ma). In the Swan dance, the Hunter carries a 

bag, the Naga's wreath, holds a bow, and keeps a “leaf of ching”11 tucked under one arm. 

The distinctive feature of the Hunter’s performance is the walking, which must be in sync 

with the drumbeats. Both hands must engage in actions that amuse the audience. The persona of 

the Hunter is defined by a focus on worldly matters rather than spiritual ones, meaning that the 

Hunter often speaks in a nonsensical manner and aims solely to entertain with humor. Sometimes, 

the Hunter will tell jokes or stories with double meanings. The chief Nora is responsible for correcting 

any inaccuracies in the Hunter’s performance. The interaction between the Hunter and the Nora is 

akin to a confrontation between worldly and spiritual issues, with the audience determining which 

aspect should be emulated in their own lives. A Hunter must be observant, quick-witted, and 

capable of turning their experiences into entertainment for the audience. 

Nang Thasi 

Nang Thasi refers to individuals who perform as painted servants and assist the chief Nora in 

rituals. Nang Thasi wears a wooden mask resembling a woman’s face, typically painted white with 

 
11 Bai Ching is a type of leaf that resembles a Krapho leaf. The leaf is wide, and the young leaves can be used to 

wrap steamed rice cakes, while the older leaves can be used to provide shade and protect from rain. 
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various colors used for decoration. They dress in beautiful, vibrant clothing. Most performers of Nang 

Thasi are men, as they can portray certain roles without gender limitations. Historically, Nang Thasi 

performances were not very popular because male actors were reluctant to play female roles. The 

character of Nang Thasi imitates women from the southern region, characterized by articulate speech 

and a fearless demeanor. 

 

 
Figure 1.2 The Hunter’s Face, the headdress, and the Nang Thasi’s Face, taken on April 4, 2022. 

Source: Yammai (2022) 

Shaman 

A shaman, commonly referred to simply as “Mo,” is a person responsible for performing 

rituals related to superstition in Nora Rong Khru ceremonies. These include rites such as worshiping 

the spirit of the Nora pavilion, enhancing the fortune of performers, and protecting against 

malevolent forces. 

A shaman must be a man with knowledge of magical spells, live according to moral principles, 

and strictly adhere to the rules set by his teachers. If a shaman fails to follow these guidelines, it is 

believed that his magical skills will “Plong” (diminish), meaning that the efficacy of his sorcery will 

decline and lose its power when applied. 

A shaman must undergo the "Hand Consecration" ritual from a teacher to a disciple and must 

have been ordained as a monk. Commonly studied subjects include charm spells, invulnerability 

techniques, invisibility methods, herbalism, astrology, and rituals related to life events from birth to 

death. These rituals encompass practices such as child blessing ceremonies, ordination blessings, 

rituals to avert misfortune, house spirit worship, and offerings. 
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Luk Ku 

Luk Ku refers to musicians who are part of a Nora troupe. Their role involves playing 

instruments, known locally as “tuning the instruments,” and “receiving the melody,” which means 

repeating verse after the Nora performers. The titles for Luk Ku are based on the type of instrument 

they play, such as “Thap player” (for those playing the Thap), “drum player” (for those playing the 

drum), “Mhong player” (for those playing the Mhong), “Clapper player” (for those playing the 

clapper), and "Pi player" (for those playing the Pi). Luk Ku are crucial to the Nora Rong Khru rituals 

as nearly every step of the ceremony requires musical accompaniment. Some Nora performances 

involve Luk Ku directly, such as the “Thap Dance” which combines Nora dancing with Thap 

drumming, or the “Pi Dance,” which is similar. These performances represent a significant 

development in Nora’s dance tradition and are important to preserve. 

In the past, there was a position known as “Ta Suea Nora,” referring to a man who was 

infatuated with the dance of “Nora Hua Juk”12 (a specific Nora performer) and would follow the 

Nora troupe to serve and attend to the Nora Hua Juk he admired, such as carrying or massaging 

them. Nowadays, a common local expression is “mad for Hua Juk,” meaning an obsessive 

infatuation, which originates from the behavior of Ta Suea who were enamored with Nora Hua Juk. 

However, the position of Ta Suea Nora no longer exists today. 

Nora Musical Instruments 

Nora musical instruments are primarily percussion instruments used to provide rhythm, 

similar to those in the Indian classical tradition. They include: Thap (Thon) - the most important 

percussion instrument in Nora music, responsible for maintaining the rhythm and leading changes in 

tempo and melody. Nora Thap comes in pairs with slightly different sounds, but is usually played 

by a single person. Thap 1 is equivalent to “attang, (a single-headed drum)” and Thap 2 is equivalent 

to “vittang (a double-headed drum);” Klong: it is a small drum used to accentuate the rhythm and 

complement the sound of the Thap. It is similar to “attavittang (a drum covered with leather all 

around).” Mhong: it is a pair of gongs with different pitches. The higher pitch is called “Mhong sound,” 

and the lower pitch is called “Mhung sound,” comparable to “khatang (a gong or cymbals, made of 

metal).” Ching: a supplementary rhythm instrument which is used to embellish the beat. Trae or 

Krae or Krap (clappers): it can be a single piece used to strike against the Mhong or a pair of pieces. 

There are also bundles of these instruments, called Krap Phuang (bunch of clappers), or several 

 
12 Nora Hua Juk refers to a male Nora performer who is in the childhood to adolescent stage. The distinctive 

feature of this performer is that he wears his hair in a topknot, resembling the hairstyle of ancient times. 
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pieces of bamboo or small metal wire tied together and struck, also referred to as “Trae.” This 

instrument has a unique style of rhythmic chanting called “Na Trae Song.” Pi: it is the only wind 

instrument in the ensemble. It is commonly played as an inner flute or sometimes as an outer flute, 

used alone and compared to the sound of “susirang (flute sound)” (Phongpaibul, 1999: 3,879). In 

Trang Province, cymbals are also used to accentuate rhythms and add a cheerful and melodious 

touch to the music. 

 Nora music performances can be categorized into three types: 1) prologue music: this is the 

first piece played before the performance. It begins to announce to the audience that the Nora show 

is about to start. It also serves other purposes, including showing respect and seeking blessings from 

the Thai music teachers to bring good fortune and morale to the Luk Ku (musicians). It is meant to 

invite deities and sacred entities to join the ceremony and grant blessings, to warm up and prepare 

before the actual performance, to tune and check the musical instruments, and to allow the 

chanters to adjust their pitch before the performance. 2) Music accompaniment for chanting with 

dance movements: this includes music for specific dance routines, such as the “Instructional dance” 

or “Si To” where the rhythm of “Na Trae” is used. For the “Teaching Dance” movements and the 

“Initial Dance” movements, the rhythm of Thap (Thon) music is used. It is also employed for chanting 

without dance movements, such as  “Teacher’s Chant,” using the rhythm of “Na Trae” dance 

movements and the combination of “Na Trae” and Thap-Thon music. When inviting Khru Mo Nora, 

the rhythm of Choed is used. 3) Music for displaying dance skills: this includes rhythms used to 

showcase dance skills, such as the “Ko” rhythm and the “Thap-Pi” rhythm (which follows the dance 

movements) (Liangsomboon, 1999: 29-30). 

Nora Costume 

The Nora costume is essential for enhancing the grandeur of the Nora performance. It is 

divided into seven types: 1) Nora costume, 2) Serd (headdress), 3) lower garment, 4) Nub Plao 

(waistband), 5) Front cloth and Hanging cloth, 6) embellishment, and 7) Nora accessories. 

The Nora costume is a beaded costume with intricate patterns. It is commonly adorned with 

designs resembling “Khanom Piek Poon” (marble-like patterns) and Thai patterns similar to the 

Krachang Ta Oi pattern. The Nora costume includes the following components: 1 piece of Panok (a 

rectangular beaded ornament worn wrapped around the torso at chest level), 2 pieces of Ba (beaded 

shoulder ornaments), 2 pieces of Ping Ko (triangular-shaped beads strung together, used as a pendant 

hanging from the front and back of the neck), 1 piece of Ping Sapok (made of multi-colored beads 

used to wrap around the hips), 2 pieces of Sangwan (a specific type of ornament worn as part of the 

costume), 1 piece of Soi Kho (the necklace adorned with beads), 1 piece of Phik Hong (a decorative 

accessory that resembles the wings of a swan). In the past, Nora costumes were made from small 
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ceramic tiles strung together and sewn onto fabric, with tassels along the edges of the cloth known 

as “Khrueang Bua.” 

 Serd: the Serd is a head ornament resembling a crown, with decorative elements on both 

sides and a top adorned with flower-like designs resembling “Kachang Ta Oi,” arranged beautifully. 

The Serd has a pointed top, and in Trang Province, it is common to place a glass bead at the very 

top of the Serd for added beauty and to ward off evil spirits by reflecting light from the bead. 

 Lower garment: traditionally, a type of cloth known as “Chongkraben,” which involves a 

complex wrapping technique that requires considerable time. Nowadays, ready-made versions are 

more common, but they still maintain a distinctive feature: a small tail about 3 inches wide at the 

back. 

 Nub Plao/Sanub Plao (waistband): this refers to colorful pants. In the past, Nub Plao 

specifically meant the cloth used only for covering the legs. Old Nora performances would refer to 

it as “leg pant.” Today, sports-style pants are often used as a modern substitute for Nub Plao. 

 Front Cloth and Hanging Cloth: the Front cloth, or “Nha Pha,” is a piece worn over the 

front of the Nub Plao, with three pieces in total. The hanging cloth consists of various colors, placed 

between the Front cloth pieces. The Hanging cloth enhances the beauty of the Nora costume, 

complements certain Nora dance moves, and provides coverage for the performer’s body. 

 Embellishment: these include bracelets or bangles and iron nails. The tips of the nails are 

adorned with materials such as elephant tails, coconut husks, ropes, or rattan, bent for aesthetic 

purposes in dance. 

 Nora Accessories: this is a set of nine pieces for chief Nora, including one Pink Ok (chest 

plate), one emblem of the guardian deity, two swallow wings, two upper arm adornments, two lower 

arm adornments, and one “Neng” or “Pan Neng,” a decorative piece. 

 Jia Cloth: another widely popular Nora costume item in Trang Province and nearby areas is 

the Jia cloth, made from colored fabric in a rectangular shape. It is commonly tied around the neck 

like a scarf. In the past, Nora beads were rare and expensive, so only essential Nora costume pieces, 

such as the Panok and Phik Hong, were worn. The Ping Ko was not used, leaving the neck area 

exposed and less attractive. To address this, colored cloth was adapted into Jia cloth. Some Nora 

troupes still use Jia cloth today to preserve traditional Nora attire. 

Nora Pavilion 

A Nora pavilion is the space where Nora Rong Khru rituals are performed. It is a temporary 

structure, typically set up in open areas. This practice aligns with a verse from the Teacher’s Chant 

by Koeddee (Interview, 2014), which provides the following information: 
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“...This place is spacious, suitable for setting up the Nora pavilion. This place is open, ideal 

for the Nora troupe’s performance. It is a suitable location for setting up the shrine, the 

ceremonial umbrella, and the ritual space. Three nights and two days will be the duration of 

the Nora pavilion. Do not question or disturb. If people comment, it is good; if spirits 

comment, it brings illness. This is what the performer fears most. Do not disturb the guardian 

spirits or the earth deity; let the beloved children offer their dance...” 

“...Oh, this place is vast, a perfect spot for the Manorah stage, 

This space is clear and wide, a place for the Nora dance to engage. 

Here I seek a place to set the shrine, the ceremonial umbrella so high, 

For three nights, two days, I tread with care, no need to ask, no need to pry. 

The mouth that speaks in kindness, the mouth of spirits, brings a fever’s plight, 

Oh, how the son of the world dreads the curse, in fear of that dreadful night. 

Do not demand from the earth, do not speak, for my beloved one is near, 

A prayer for the shrine, a sacred song, as I offer this humble prayer, sincere...” 

In Trang Province, it is customary to set up the Nora pavilion facing west and with its back to 

the east. This orientation is primarily determined by the gable end of the Nora pavilion. The direction 

for entering and exiting the Nora pavilion is based on the belief in “Loi Whan” (“Whan” means the 

sun), which refers to the sun’s rise and set. If the Nora pavilion faces north and the back faces south, 

it is considered “crossing the sun,” which means obstructing the sun’s path. This is deemed 

inauspicious because the sun is considered a deity among celestial beings. Therefore, a Nora pavilion 

should not be oriented across the sun’s path. In Songkhla Province and neighboring areas, the 

convention is to have the Nora pavilion face north with the back to the south, while the gable end 

still faces east and west, similar to Trang Province. It is believed that the gap between the gable and 

the beam of the Nora pavilion serves as a spirit door, allowing spirits to enter and exit. Therefore, 

humans should not use the same entrance and exit as the spirits. Phongpaibul (1999: 6,689-6,691) 

mentioned that it is not preferred for the Nora pavilion to face west, as some Nora troupes believe 

this could lead to misfortune. Additionally, it is avoided to have the back of the Nora pavilion face 

sacred sites or revered places, as this is considered detrimental and inauspicious. Nowadays, this 

belief is nearly obsolete among Nora troupes. 

According to the study on the Ritual of Paying Respect to Khru Mo Nora in Trang Province 

by Yammai (2019: 53), the components of the Nora pavilion are as follows: 1) pillars - there are 8 

main pillars (excluding the parts extending to the dressing room); 2) boundary poles - wooden poles 



 

 24 

or barriers surrounding the Nora pavilion to demarcate its area; 3) beams - horizontal beams used 

to enclose the Nora pavilion; 4) Chaeng (roofing material) - made from materials such as sago palm 

leaves, pandanus leaves, or palm leaves; 5) Palai - an extension added for a place where monks sit 

during ceremonies for the ordination of a chief Nora; 6) powder room or dressing room - partitioned 

with natural materials like coconut palm, though currently, more durable and private materials are 

preferred; 7) shrine – the sacred altar dedicated to the Nora master, used for placing offerings to 

Khru Mo Nora. In Trang Province, it is traditionally built to the height of the chest or abdomen, while 

in some other provinces, it is built to a height above the head. 

The Nora pavilion in Nayong District, Trang Province, is uniquely characterized by the use of 

a “Ratchawat” (royal umbrella) placed above the entrance to the Nora pavilion. The Ratchawat is 

made from the pith of a zalacca tree and is rectangular in shape. It features the pith of the zalacca 

tree threaded into a design resembling an asterisk. This element is used to protect against various 

inauspicious influences. 

 
Figure 1.3: The Nora pavilion, photographed from the Nora James Troupe, Trang Province, on May 

11, 2022. 

Source: Yammai (2022) 

There are beliefs associated with constructing the Nora pavilion: “do not set up on Saturday, 

do not dismantle on Friday.” This means that the Nora pavilion should not be erected on a Saturday 

and should not be dismantled on a Friday. It is believed that violating these practices will result in 

misfortune. The construction of the Nora pavilion must use ropes or vines to secure it, and nails or 

wedges must not be used under any circumstances, as this is believed to bring bad luck and result 

in illness or other obstacles during the rituals. Additionally, when tying the poles and beams, they 

must not be crossed; doing so is believed to cause conflicts among participants. When laying mats 
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in the ceremonial area, they should be laid according to the direction of the flowing water, as this 

is believed to ensure smooth conduct of the rituals. 

Traditions of Nora Performance 

The traditions of Nora performance are categorized into three types: 1) dancing, 2) recitation of 

poems, 3) narrative  performance 

Dancing 

There are four distinct types of Nora dancing: 1) Ko Dance (this type includes the Ko Song 

dance); 2) choreography (this involves creating new dance pieces or routines); 3) skill demonstration 

dance such as the Pi Dance, the Thap Dance, the Soft Body Dance, and the Headdress Dance; 4) 

ritual dance, such as the Spirit Whipping Dance and the Swan Dance. According to Koeddee 

(Interview, 2014), originally, there were 12 Nora dance poses, as described in the traditional verse of 

the Gumprat Twelve Poses. 

Once more before I take my seat, 

I’ll dance the Nora with rhythms sweet. 

Twelve graceful postures I’ll perform, 

For you to witness their classic form. 

The first posture: Divine Worship high, 

Second: Four-Faced Brahma nigh. 

Third: Kanok Pattern shown, 

Moving and shifting with grace well-known. 

Fourth: Threading the Floral Garland fair, 

Fifth: Splitting Bamboo at the shoulder with care. 

Sixth: the Lotus Bud held tight, 

Seventh: Blooming Lotus in light. 

Eighth: Lotus Adorned with Leaves so green, 

Ninth: Spider Spinning Web, serene. 

Tenth: Lovers Side by Side recline, 

Eleventh: Buffalo Horns define. 

Twelfth: Nang Khee Nhon completes the art, 

All twelve postures of Thai Nora impart.” 
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 Subsequently, the Nora dance poses evolved and expanded significantly, with variations 

emerging depending on the local traditions and the teachers who taught them. 

 The styles of Nora dance in Trang can be categorized into two types: 1) Male Dance Style: 

this style is characterized by vigorous, strong, and rapid movements in sync with the intense rhythm 

of the music. The stance is angular, and each movement is executed with agility and strength. 

Techniques such as finger flicking are used for added aesthetic appeal. This style is referred to as 

“rough dance”; 2) Female Dance Style: this style emphasizes smoothness and delicacy. Movements 

are executed with a gentle grace, with transitions between poses being continuous and fluid. The 

rhythm used for this dance is slower compared to the male style. A distinctive feature of this style 

is the use of facial expressions, including left and right glances or a subtle smile during the 

performance. This style is known as “refined dance.” In Trang, the Female Dance Style is more 

commonly seen than the Male Dance Style. 

The unique characteristics of Nora dance in Trang include: Slow Dance Style (Nad Cha): this 

style, observed in Nora troupes from the Nayong District, features graceful movements performed 

slowly to match the beautiful and lively music. The dance is not overly loud or boisterous. Notable 

troupes performing this style beautifully include the Chob Somjit Pradit Silp troupe and the Charoen 

Silp Phan-Pin Trang troupe; Swift Dance Style (Luk Mai Sam or Thap Tone Dance): this style 

emphasizes agility with an exciting rhythm. The dance is performed to an engaging tempo and is 

popular among the Nora Fueang family in the Sikao District; Soeng Rhythm Dance: this is a dance 

style that continues from the Sap rhythm. It represents a newer development by incorporating the 

Soeng rhythm from Isan music into Nora dance movements. This style is seen in the Nora Paen 

Khrueang Ngam troupe. 

The sequence of Nora dance poses in Trang is as follows: Sod Soi Mala, followed by the Mae 

Tha pose: this includes both standing and sitting dances, such as the “Nang Khee Nhon raising 

Flowers” pose and the “Side Curtain” pose; Luk Mai Sam Pose or Thap Thon Pose; Nad Cha (slow 

dance); Rabam Pose; Sap Pose; Nad Rew Pose (fast dance); and Final Pose. Some Nora troupes may 

incorporate additional unique dance steps between the aforementioned sequences, such as 

the Soen Rhythm Dance. 

 Recitation of poems 

After completing a Nora dance, it is customary to continue with the recitation of poems. This 

includes both pre-composed poems and improvised ones, known as “Mutto poems.” The common 

types of poem recitation include four-line poems, six-line poems, Toy poems, and dramatic poems. 

Gumprat is the performance of dance combined with poem recitation. The rhythm of 

Gumprat is fast-paced and exhilarating. A skilled Nora artist must recite the poems melodiously, 
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accurately, and in time with the rhythm, while clearly conveying the meaning of the poems through 

the dance movements. Successful Gumprat performances often elicit applause from the audience. 

Experienced Nora performers can execute multiple layers of Gumprat. 

Reciting Poetry Performance involves reciting verse combined with the use of Nora dance 

movements to interpret the meaning of the verse through dance poses. The dance movements 

must align with the rhythm of the music. Poems used in the dance include: Teacher Appreciation 

verse, Instructional verse, Dance Teaching verse, Initial verse, Khun Tha verse, Mourning verse, Flower 

and Wheel verse, Chai Chay verse, Old Tiger verse, Plai Ngam verse or Chatthan Anathorn verse, and 

Gumprat for Young Mother verse, among others. In Trang Province, notable Nora poems include the 

Old Tiger verse, the Rawai Ravek verse, and the Sixth Month verse. 

The Twelve verse involves reciting verse alternated with dialogue and performing roles 

according to the content of 12 tales, such as the stories of Phra Apai Mani verse, Yo Phra Klin verse, 

Khun Phaen verse, Golden Light verse, Thao Wirun verse, and Krai Thong verse. The purpose of the 

Twelve Verse is to be used in rituals and for entertainment. 

Narrative  performance 

 Performing stories, or “narrative  performances,” involve role-playing based on newly created 

tales or stories. This type of performance was once highly popular in Trang Province. Nora troupes 

known for performing stories include the Nora Toem troupe, Nora Preecha Amnuaysilp troupe, Nora 

Paen Khrueang Ngam troupe, and Nora Khruennoi Daorung troupe. Narrative  performances are 

usually staged last in a program. The purpose of these performances is to entertain. Popular stories 

for performance include: Phra Wetsandon, Phra Rot Meree, the Arab World’s Sweetheart, Carrying 

the Child after the Wife, Tears of the Duyong Fish, and Sang Thong, among others. 

 The performance of stories follows a tradition similar to that of Nang Talung (shadow 

puppetry), where the main character initially introduces the story and its problems. Subsequently, 

the clowns or comedic characters appear in the later scenes. In the early scenes, it is common to 

use verse to introduce the story before transitioning to dialogue.   

 The form of Nora, a traditional folk art form, is influenced by Indian civilization and has an 

elaborate origin story tied to the upper class. This has led to a sense of pride among those who 

inherit and revere it. Nora performances help unite people in the southern regions, providing both 

entertainment and spiritual satisfaction across generations. The elements of Nora represent a body 

of knowledge that has evolved from the essence of Nora itself, embodying various aspects of cultural 

prosperity accumulated and passed down by ancestors to the present day. 
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Chapter 2 

The Grand Nora Rong Khru Ritual  
 The “Nora Rong Khru ritual” or “Nora Long Khru ritual” refers to the ceremonial worship of 

Khru Mo Nora (spirits of ancient Nora masters), ancestors, and sacred entities. It follows a specific set 

of procedures and originates from the integration of various local wisdoms within the community. 

This includes the construction of buildings, food preparation, craftsmanship, performing arts, music, 

vocal performances, literature, Buddhism, occult practices, moral principles, Brahmanic deities, local 

beliefs, oratory skills, family connections, community interactions, and community-based 

management.   

Importance of Nora Rong Khru rituals 

Nora Rong Khru rituals hold significance for individuals and the community in four key ways: 

1) it is used to treat illnesses believed to be caused by Khru Mo Nora’s punishment; 2) it serves to 

pass on the tradition of becoming a Nora artist; 3) it is performed as an act of fulfillment of vows or 

promises; 4) it represents a cultural hallmark of the southern region. 

The key factor that has sustained the practice of Nora Rong Khru rituals from ancient times 

to the present is “the belief in Khru Mo Nora.” According to Ruangnarong (2010: 250), the term “Khru 

Mo” refers to a foundational or ancestral teacher who initiates various branches of art and 

knowledge, such as Khru Mo Nora, Khru Mo Nang Talung, “ Khru Mo Kahlo” 13, and Khru Mo Herb. 

When a Khru Mo passes away, disciples believe that Khru Mo’s spirit continues to protect those who 

were once under their guidance. Therefore, respectful disciples will set up shrines in their homes to 

honor Khru Mo. Khru Mo’s role is to safeguard and bring peace to their descendants or students. If 

the disciples face hardships, Khru Mo may intervene by appearing in dreams, providing omens, or 

assisting through spirit possession, which some regions call “jab long” or “jab song.” Additionally, 

Khru Mo can help those suffering from troubles caused by supernatural forces, such as spirit 

possession, curses, or misfortunes. 

Types of Nora Rong Khru Rituals 

Nora Rong Khru rituals can be divided into two types: 1) the grand Nora Rong Khru ritual (also 

known as the Crocodile-Spearing ritual): this is the most comprehensive ritual, lasting for 3 days and 

2 nights. The ritual begins on the evening of Wednesday and concludes on the evening of Friday. If 

Friday coincides with a Buddhist holy day, the ritual is postponed and will end on the evening of 

 
13 Kahlo is a type of music that is currently used exclusively in funeral rites. It is believed that the music of Kahlo 

can guide the soul to the heavens. Popular pieces played include “Mon Lom Lok,” “Plai Kaew Plai Thong,” and 

“Thong Thom,” among others. 
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Saturday; 2) the minor Nora Rong Khru ritual or the Rong Kam Khru ritual): this is a condensed version 

of the grand Nora Rong Khru ritual. It lasts for 2 days and 1 night, starting on the evening of 

Wednesday and concluding on the evening of Thursday. 

Custom Before Performing the Nora Rong Khru Ritual  

 Before beginning the Nora Rong Khru ritual, the host must present a “betel nut tray”14 to the 

chief Nora performer. This act is a “form of contract between the host and the Nora performer.” 

When the Nora performer receives the betel nut tray from the host, it signifies the official start of 

the engagement for the Nora troupe to conduct the Nora Rong Khru ritual. If a Nora performer 

accepts the betel nut tray but fails to fulfill the agreement, or if a host provides the betel nut tray 

but the Nora troupe does not show up on the agreed date, such actions are considered very serious. 

In the future, the person involved will lose trust within the community. In Southern Thai vernacular, 

such a person might be described as “someone who is unreliable,” which means they are fickle, 

untrustworthy. The breach of the betel nut tray contract is deemed a grave offense because it causes 

damage in terms of time, labor, and resources used in preparing the event. The betel nut tray serves 

as a form of informal contract, representing a societal agreement in Southern Thai culture. 

Additionally, it symbolizes the respect of the host towards the chief Nora performer and Khru Mo 

Nora of the troupe. 

Once the chief Nora performer receives the betel nut tray, he must select a date for the 

Nora Rong Khru ritual. The days used for the ceremony are Wednesday, Thursday, and Friday, which 

can be either the waxing or waning phases of the moon. However, it must not fall on a “Taktin Day,” 

which is a day in the lunar calendar where the date matches the month number, such as the 4th 

waxing day of the 4th month, the 6th waning day of the 6th month, or the 9th waxing day of the 

9th month. Such days are considered inauspicious. Currently, it is observed that some Nora groups 

do not emphasize the traditional dates for the ceremony but focus more on accommodating the 

host’s needs rather than adhering to traditional customs.  

For selecting the month to conduct the Nora Rong Khru ritual, auspicious months are 

preferred, including months 2, 4, 6, 7, 9, 11, and 12 according to the lunar calendar. Months that are 

not favored for the ceremony are months 1, 3, 5, 8, and 10. Month 1 is avoided because it is the 

harvest season, which is not suitable for holding the ceremony. Months 3 and 5 are considered 

inauspicious due to the belief that “Month 3 is fire from the earth, Month 5 is fire burning fields.” 

This means that these months are during the dry season, with the heat in month 3 being compared 

 
14 A betel nut tray is an offering tray for Khru Mo Nora. Inside the tray, it contains betel nuts, toasted rice, 

flowers, money, 12 sticks of incense, and 1 candle. 
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to fire from the ground, and month 5 being the time when farmers burn straw to prepare for the 

next rice planting season. This period often sees many fires in fields and farms, making it unsuitable 

for ceremonies. Month 8 is a time for the Buddhist Lent festival, and month 10 is associated with 

the Sart Ten festival, when it is believed that ancestral spirits, reborn as hungry ghosts, return to visit 

their descendants. Since the Nora Rong Khru ceremony is meant to honor only the spirits of ancestors 

with merit, performing the ceremony during this time might attract spirits of hungry ghosts. Once 

Khru Mo Nora and the host have finalized the day and month, they will proceed with preparations 

for the Nora Rong Khru ritual. 

Nora Rong Khru Rituals on Wednesday 

Preparation of the Instruments 

Before the Nora troupe sets out from their home to perform the ceremony at a designated 

location, the chief Nora must first perform the preparation of the instruments. According to a study 

by Yammai (2019: 62) on Khru Mo Nora Worship Ritual in Trang Province, “preparation of the 

instruments” refers to the act of playing music to honor Khru Mo Nora before departing. This is done 

to inform and invite Khru Mo Nora to accompany the troupe on their journey. The author suggests 

that this practice has a hidden purpose: it is a strategy to ensure that the Nora troupe members 

check the readiness of their musical instruments and equipment before departure. It also serves to 

stimulate the troupe members, making them alert and prepared for the journey. 

Beating Instruments for Offering to Sacred Entities 

In Southern Thai beliefs, sacred entities include the spirits of certain people or animals, such 

as tigers, elephants, bears, snakes, and crocodiles, as well as spirits associated with nature, such as 

forest spirits, guardian spirits, and guardian spirits residing in stones, mountains, and trees. These 

sacred entities are considered to possess supernatural powers. The practice of venerating these 

sacred entities is akin to worshipping deities in Brahmanism, involving acts of supplication and 

reverence.  

In the past, when a Nora troupe traveled through areas where sacred entities were believed 

to reside, they would stop to show respect by performing a dance or playing music as an offering. 

This practice is locally known in Southern Thai as “beating the instruments as an offering.” The 

musical rhythm used for these offerings is called “three tungs three taps three chaps three toengs” 

or “three chaps three toengs,” and is found only in Trang Province, particularly in the western part 

of the Trang River, including the districts of Kantang, Wang Wiset, and Sikao. The “three chaps three 

toengs” rhythm is an ancient style of Nora music that does not include the use of the Pi. The rhythm 

involves a coordination between drums with loud sounds (tung) and two Thap drums with sharp 
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and resonant sounds (chap and toeng). The accompanying music is controlled by the “Mhong” (a 

type of drum). An example of the musical rhythm is: 

“Tung tung tungtungchap, tungtungchap, tungtung toeng,  

tung tung tungtungtoeng, tungtungtoeng, tungtungchap” 

The performance of this rhythm involves The changes in Nora's beliefs and rituals three 

rounds, with each round consisting of three repetitions. Each repetition ends with the “Choed”15 

rhythm.  

Performing the ritual of beating the instruments as an offering to sacred entities serves as a 

way to inform the community that a Nora troupe is currently passing through. In the past, Nora 

troupes traveled on foot from place to place, and they would exchange their dance performances 

for food. Therefore, performing this ritual was essentially a way for the troupe to request food. Even 

though modern Nora troupes no longer travel on foot to request food as the older troupes did, 

some still continue this ritual. It is believed that failure to perform it could result in punishment 

from the sacred entities. Meanwhile, some troupes have replaced the traditional practice with 

honking car horns as a form of greeting. 

Yam Nok Chum Rang (At Dusk)  

The Nora Rong Khru ritual begins on Wednesday around 5:00-6:00 PM, known as “Yam Nok 

Chum Rang (at dusk).” The author believes that there are three reasons for choosing this particular 

time: 1) in the past, people in the South worked on farms, fields, or gardens from early morning until 

evening. Starting the ceremony at this time aligns with the daily life of people back then. It allowed 

individuals to finish their farm work and then join the ceremony in the evening; 2) holding the ritual 

in the evening gave the hosts enough time to prepare necessary items. Additionally, since traveling 

to the Nora performance venue required walking, this timing was convenient for both the host and 

the Nora troupe; and 3) it is believed that the evening timing on Wednesday is considered an 

auspicious moment suitable for performing important rituals. 

 

 

 

 

 

 

 
15 The Choed rhythm refers to the playing of music in a fast, rhythmic manner. It is used in situations where 

invoking the spirit of Khru Mo Nora to perform a possession ceremony or during important rituals. The rhythm of 

“Choed” creates a sense of intensity and solemnity. 
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Ritual of Paying Respect to Nang Thorani (Mother Earth) 

When the Nora troupe arrives, the host must present “Chian Khru”16 to the chief Nora as a 

gesture of welcome. Following this, the chief Nora will use “Sad Khla (a mat)”17 to lay out in front 

of the Nora stage and then commence the ritual of paying respect to Nang Thorani (Mother Earth). 

This ritual is a sign of respect towards Nang Thorani, the earth goddess. During this ritual, three betel 

nuts and leaves, three incense sticks, and one candle are placed on the ground while reciting a 

chant to request permission from Nang Thorani and the guardian spirits. The chief Nora then blesses 

water to be sprinkled to drive away any malevolent spirits that might reside in the Nora performance 

space. When it is time to enter the Nora stage, the chief Nora, holding a headdress, will lead the 

troupe in a direction considered auspicious. 

According to the study on the “Khru Mo Nora Worship Ritual in Trang Province” in Trang 

Province by Yammai (2019: 63-64), it is found that when entering the Nora theater, one must enter 

from the direction protected by the guardian angel of the day. On Wednesdays, entry must be from 

the north. The direction that is strictly prohibited is the west, as this direction aligns with the “Iron 

Spear” direction and is considered inauspicious. Entering the Nora theater from this direction may 

result in illness or obstacles. While the chief Nora is entering the Nora hall, they must recite prayers 

and remember the favors of “Four Mothers” for protection, which include: 1) Mother of Birth, 2) 

Mother Earth, 3) Mother of Agriculture, and 4) Mother Ganges. They must also recite prayers to invoke 

the four cardinal directions: Northeast, Southeast, Southwest, and Northwest to signal to the guardian 

angels that the Nora Rong Khru ritual is about to begin. 

 

 

 
16 Chian Khru refers to a tray used for worshipping Khru Mo Nora. It contains betel nuts and leaves, puffed rice, 

flowers, money, twelve sticks of incense, and one candle. 
17 Sad Khla refers to a type of mat made from the Kla plant. It is commonly used in various rituals, such as the 

Nora Rong Khru ceremony. 
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Figure 2.1: The Ritual of paying respect to Nang Thorani, photographed by the Manora Longnoi 

Chaluaysilp Sor Pan Trang Troupe, on May 22, 2013. 

Source: Yammai (2013) 

 The main objective underlying the Nang Thorani ritual is to inspect and ensure that all 

equipment and supplies are in proper condition and not lost or misplaced during the journey. It also 

serves to check the stability and correctness of the ceremonial hall's construction. Once Nora 

performers are confident that everything is in good order, they will then transport and arrange the 

items in the ceremonial hall. 

The Ritual of Worshiping the Spirit of the Hall  

The first ritual performed inside the Nora pavilion is the ritual of worshiping the spirit of the 

hall. According to the study on Khru Mo Nora Worship Ritual in Trang Province by Yammai (2019: 

65), it was customary in the past to conduct this ritual in the morning before the Nora troupe arrived. 

However, nowadays, it is conducted in the evening after the troupe has arrived. 

According to the study on Gender Mystifications through Signifiers in the Nora Rong Khru 

Ritual by Yammai (2013: 109-110), the Nora pavilio’s spirit post is believed to be the residence of 

the Phra Phum deity (the guardian spirits). Before performing the Nora Rong Khru ritual, the Nora 

must make offerings to this deity each time. It is believed that failing to do so could anger the Phra 

Phum deity and bring misfortune to the ritual. The list of Phra Phum deities involved in the Nora 

Rong Khru ritual includes Nang Hong, King Khrung Pali, Nang Thorani, Mekhala, outer Phra Phum, 

inner Phra Phum, Phra Phum Ban Dai, Phra Phum Chai Kha, Phra Phum Mae Yai Ok, Chao Huay Chao 

Nong, Chao Klong Chao Tha, guardian spirits, and forest spirits. Additionally, there is another group 

of Phra Phum deities believed to be the nine sons of King Khrung Pali and Miss Santha Thuk, who 

are the guardians of land on Earth and in the Himmapan forest. They include: 1) Phra Chaimongkol, 
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guardian of residential areas; 2) Phra Naga King, guardian of fortresses and stairs; 3) Phra Tepen, 

guardian of animal pens; 4) Phra Chaisrop, guardian of granaries; 5) Phra Kontham, guardian of the 

ceremonial hall; 6) Phra Dhammahora, guardian of farmland; 7) Phra Waitat, guardian of sacred sites 

and temples; 8) Phra Dhammikkarach, guardian of plants and crops; and 9) Phra That Thara, guardian 

of water sources. 

 
Figure 2.2: The ritual of worshiping the spirit of the hall, photographed by the Manora Longnoi 

Chaluaysilp Sor Pan Trang Troupe, Trang Province, on December 1, 2021. 

Source: Yammai (2021) 

Performing the Instruments 

Performing the instruments involves performing music to show respect and inform Khru Mo 

Nora of the host about the arrival of the Nora troupe. It also serves to publicize the event to the 

community. The rhythm of the music played is the same as that used in the beating the instruments 

as an offering to sacred entities, which is the “three beats, three strikes (three chaps and three 

toengs)” rhythm. 

The Opening and Preliminary Rituals 

The Opening ritual involves beseeching Khru Mo Nora, deities, and sacred entities to protect 

and oversee the Nora troupe throughout the duration of the ceremony. The procedure is as follows: 

the chief Nora brings betel nut and leaves to inscribe three magical incantations. These are then 

rolled into a triangular shape known as “Mak Juk Ok” and placed on the drum, Thap, and Mhong. 

Following this, prayers are offered to the Triple Gem (Buddha, Dharma, and Sangha), a gathering of 

deities is called, and a small Satsadi verse is performed to invite Khru Mo Nora, deities, and sacred 

entities to assemble. Finally, the ritual is commenced with an invocation spell. 
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After completing the Opening Ritual, the chief Nora places the three betel nuts in different 

locations as follows: the first betel nut is placed on the roof to honor the deities and sacred entities 

in the air; the second is placed in the Thap to honor the music teacher; and the third is buried in 

the center of the Nora pavilion to honor the Naga deity. Some Nora troupes may also conduct a 

ritual to bury nine stakes and encircle the Nora pavilion with sacred threads during this period. Once 

the Opening Ritual is completed, the chief Nora hands over the musical instruments to the musicians 

to continue with the prelude. 

 The purpose of the prelude is to warm up the musicians before the ritual begins, to inform 

the public that the Nora ritual or performance is about to start, to honor the music teacher, to drive 

away any inauspicious elements from the Nora pavilion, and to allow the Nora performers to finish 

dressing in time. The music used for the prelude is “Pudcha Song,” a melodious and powerful piece. 

A notable feature of the prelude is that the Pi  is played first, followed by the drums, then the Thap, 

the Mhong, the cymbals, and clappers, all played together until the end of the piece.  

  The Teacher’s Chant 

The Teacher’s Chant (Kad Khru), or “Kad Rong,” involves reciting verse to praise the virtues 

of the teacher, narrating the myth of world creation by deities in Brahmanism, and beseeching deities 

and sacred entities for protection. The Teacher’s Chant is divided into four sections, each 

accompanied by musical performance, except for the “Chant A verse.” Each verse of the invocation 

has distinct characteristics as follows: 

Teacher’s Chant Part 1: “Chant A Verse” (For details on the verse, see the appendix) 

addresses the virtues of Nang Thorani (Mother Earth), the fate of Nang Nuanthong Samlee, the 

mother of Khun Sattha, Khru Mo Nora, who had been abandoned, and the invitation for Khru Mo 

Nora to enter the Nora pavilion. The style of reciting this verse is slow, similar to the rhythm of an 

ox plowing a field, and is performed without accompanying music. Instead, the focus is on the beauty 

of the recitation itself. 

Additionally, the recitation of Nora verse must begin with the word “O.” The author believes 

that this has two significant meanings: 1) the word “O” serves as a technique to match the pitch 

with the sound of Mhong. 2) The word “O” is part of the “Katha Dek On” (child’s charm spell), which 

is a charm incantation. Nora artists often use this spell to invoke compassion and affection from 

people. Therefore, starting the verse with “O” aims to evoke a sense of empathy and kindness in 

the audience. 

  Teacher’s Chant Part 2: “Na Trae Verse” (For details on the verse, see the appendix) 

discusses inviting Khru Mo Nora to come and protect the Nora troupe. At the end of this part of the 

invocation, there will be a “passing of the verse,” characterized by prolonging the sound “O” 
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according to the rhythm of the music. Passing the verse is a technique to implicitly signal to the 

musicians that this part of the invocation is concluding. 

Teacher’s Chant Part 3: “Rai Na Trae Verse” (For details on the verse, see the appendix) 

involves requesting permission to use the space from the Phra Phum deity (guardian spirits) and 

other deities. At the end, it includes the story of Phra Suthon and Manora. The rhythm of the 

recitation and the playing of the instruments will be faster than in Part 2.  

Teacher’s Chant Part 4: “Thap-Thon Song Verse” (For details on the verse, see the 

appendix) invites deities, sacred entities, teachers, and monks respected by the Nora troupe to join 

the ceremony. The rhythm in this part is faster than in Part 3. Before this part, some Nora troupes 

might invite the host to light oil lamps, victory candles, and candles on the shrine, as well as to light 

incense to inform Khru Mo Nora, deities, and sacred entities that the Nora Rong Khru ritual has begun. 

After the Teacher’s Chant is complete, the Nora troupe may perform “dramatic poems” to 

praise His majesty, the king, commend community leaders, and honor the hosts. These dramatic 

poem performances display the Nora's diverse talents, respect, and acknowledgment of the merits 

of various benefactors.  

The Announcement Ritual 

The Announcement ritual is the most important ceremony on Wednesday, as it officially 

declares to both humans and all types of spirits that the Nora troupe will use this ceremonial hall 

as the location for their rituals over the course of 3 days and 2 nights. Before performing this ritual, 

some Nora troupes may first perform dances in honor of Khru Mo Nora and complete all the 

“ceremonial dances” (dance and recitation of all verse). The verse used in these dances include: 

“Rai Na Trae verse,” “Teacher Appreciation verse,” “Instructional verse,” “Dance Teaching verse,” 

“Initial verse,” “Gumprat for Young Mother verse,” “Khun Tha verse,” “Mourning verse,” “Golden 

Light verse,” “Be Tricked verse,” “Man Praising verse,” “Flower and Wheel verse,” “Ka Nam Bird 

verse,” “Old Tiger verse,” and “Plai Ngam verse or Chatthan Anathorn verse” (the verse for paying 

respect to deities). (For details on the verse, see the appendix).  

The Announcement ritual takes place in the center of the Nora pavilion. The chief Nora sits 

on Sad Khla (a mat), and in front of all the participants, various items are arranged for the ceremony, 

including: Tien Rai (candle array), the Hunter’s Face, the Nang Thasi’s Face, a headdress (Serd), 

women's cloth, men's cloth, oil lamps, a set of mirrors and combs, two sets of Khrueang Chian Jong 

Rach (ceremonial items), reed grass, mushroom plant, Khed Mon grass, canal-bed sand, taro leaves, 

bitter orange leaves, and Entada rheedii seeds. Some troupes might also include sets of nine and 

twelve dishes of rice. During the ritual, the chief Nora invites the senior hosts to sit in a circle around 

the area as witnesses. 
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In the Announcement ritual, the chief Nora first makes offerings to Khru Mo Nora with coconut 

water and rice whiskey. Following this, they recite three ceremonial verse related to the 

Announcement ritual from the Twelve Verse for the ceremony. The selected verse include: “Thao 

Athit verse” (Verse of the Sun God), “Phra Bodhisattva” (Verse of the Bodhisattva), and “Phra Rama 

verse” (Verse of King Rama). In some Nora troupes, the verse of “Phra Rotsen (a character in a Thai 

myth)” may be used instead of the verse of “Phra Bodhisattva.” 

 
Figure 2.3 The Announcement ritual photographed by the Nora Long Noi Troupe, Chaluaysilp, 

from the Sor Pan Trang troupe, on May 15, 2019. 

Source: Yammai (2019) 

The most important verse used in the Announcement ritual is the Thao Athit verse. It 

describes Thao Athit, who has a queen named Nang Chanthevee. Thao Athit established a city called 

Udon Binja, which stretched five hundred thousand fathoms in width. During the initial 

establishment, offerings were distributed to people, including various Brahmins who came to bless 

the occasion. In front of Udon Binja, there was the “Pap Praew” tree (a ceremonial tree) and markets 

arranged in two rows. Thao Athit also had subordinate cities, but the verse do not name them. They 

only described that the economic situation of the subordinate cities was as follows: “In Thao Athit’s 

subordinate cities, rice was expensive but fish was cheap. There was a tax collection system and 

people from various ethnic backgrounds lived there, including Indians, Chinese, Westerns, and Thais.” 

At the end of the verse, there is a section about paying respect to the teacher, which is incorporated 

into the Announcement ritual. Specifically, when reciting the verse about paying respect to the 

teacher, the host must hand over various items prepared for the chief Nora. Particularly during the 

verse that says, “Provide medicinal roots and make offerings to the teacher and the revered 

teacher,” the host will hand over the three prepared ceremonial leaves (Jong Rach) to the chief 
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Nora. The chief Nora then lifts them above their head while reciting a chant. The three leaves 

symbolize respect for the teacher, with the following meanings: Leaf 1 is for honoring the host’s 

Khru Mo Nora, Leaf 2 is for honoring Khru Mo Nora of the troupe members, and Leaf 3 is for honoring 

the chief Nora. After the chief Nora completes the teacher's respect ritual with the Jong Rach, they 

will then recite the remaining two verse, completing the Announcement ritual. 

The Teacher Reverence Ritual 

The Teacher Reverence ritual is a formal act of respect towards Nora teachers. The teachers 

are categorized into four types: 1) World teacher: the Buddha; 2) Primary teacher: parents, 3) Khru 

Mo Nora; and 4) Nora instructor. The Teacher Reverence ritual is specific to the grand Nora Rong 

Khru ritual and is performed only once a day, on Wednesday. The Teacher Reverence is conducted 

after the Announcement Ritual is completed. On Thursday, it is performed in the morning, and on 

Friday, it is done before the Crocodile-Spearing ritual. 

For the Teacher Reverence ritual, participants typically wear formal attire and must drape a 

piece of cloth over the left shoulder. This cloth may be a loincloth or one with beautiful patterns. 

The tradition of using a shoulder cloth is believed to be influenced by the attire of Brahmins or the 

ceremonial shawl worn by monks, reflecting cultural practices that have been influential in the 

southern region since ancient times. 

The Teacher Reverence ritual is performed in the central area of the Nora stage. The 

preparation for the space includes Tien Rai (candle array), the Hunter’s Face, the Nang Thasi’s Face, 

a ceremonial headdress (Serd) symbolizing Khru Mo Nora, Chian Khru, a consecrated water bowl, 

and a bowl of flower and puffed rice grains. 

The steps of the Teacher Reverence ritual are divided into 3 rounds. In each round, 

participants perform the Benjangkhapradit18 bow three times, then stand up and perform a Jeeb 

Nghai19 pose dance, extending their hands forward. Once standing upright with the body straight, the 

hands are gradually relaxed into a gesture of spreading fingers in a circular pattern. They then kneel 

 
18 The Benjangkhapradit bow is a special type of bow that is more beautiful and intricate than a regular bow. 

The posture of this bow is designed to show the highest respect and is typically used in religious ceremonies or 

events of significance in Thai tradition. This type of bow is performed by lowering oneself in an orderly and 

precise manner, expressing deep respect for those who are being bowed to, such as teachers or individuals of 

higher age and honor. (The translator) 
19 Jeeb Nghai is a specific hand gesture used in traditional Thai dance, where both arms are extended forward, 

fingers together, with the index finger and thumb touching while the remaining fingers are stretched out and 

spread like a fan. The wrist is then bent inward toward the body. This gesture symbolizes elegance and grace in 

Thai dance. (The translator) 
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down and bow to the floor again, repeating this three times to complete one round. After completing 

three rounds of bowing, in the final round, participants kneel and bow nine times, then lay flat on 

the ground waiting for the rice grains and flowers to be sprinkled and the consecrated water to be 

blessed by the chief Nora or a spiritual healer. The chant used during the sprinkling of puffed rice 

grains and flower petals and the blessing of consecrated water is the Chaimongkol Chant20. The 

musicians play the Choed rhythm to accompany the chant, enhancing the solemn atmosphere. After 

the ritual, participants commonly eat some of the puffed rice grains used in the blessing, as it is 

believed to bring good fortune and enhance wisdom. Only the grains that are facing up are chosen. 

Once the reverence to the spirits is completed, participants then proceed to bow to Khru Mo Nora 

and the chief Nora of the troupe. 

The rhythm of the music accompanying the Teacher Reverence ritual is divided into 2 

rhythms: the Reverence rhythm and the Choed rhythm. The details of the Reverence rhythm are as 

follows:  

“Toeng Toeng, Pap Pap, Toeng Toeng, Pap, Toeng Toeng 

Toeng Toeng, Pap Pap, Toeng Toeng, Pap, Toeng Toeng...” 

Performing Nora Dance to Showcase Skills 

Performing Nora dance to showcase skills is the final scene of the Nora Rong Khru ritual on 

Wednesday night. According to the tradition, before the Nora dance performance, a preliminary 

poem is recited, known as “the Front Room poem,” or “the Front Curtain poem,” or “the Front 

Scene poem.” This serves as a subtle communication to the audience that the Nora performance is 

about to begin. It helps extend the time for the Nora performers to complete their dressing. The 

purpose is to demonstrate their skills through poetry, showcase their vocal abilities, and 

communicate various messages to the audience through the verse. The content of the Front Room 

poem typically includes themes of love, admiration of nature, and the history of Nora, among others. 

The melody of the recitation follows rhythms of the dramatic poems or the two Mhong poems,” 

which are sweet and pleasant to listen to. Once the Front Room poem is completed, the Nora 

performers will then come out to showcase their dance skills. If the performance time has not yet 

reached midnight, some Nora troupes might include an additional Hunter’s performance or engage 

in Mutto poem battles, testing the wit and intelligence between Nora performers and the Hunter. 

 
20 The Chaimongkol Chant (Buddhist Chant of Auspicious Victory) is a revered Buddhist chant in Thai tradition, 

often recited for protection, blessing, and the achievement of success. The chant is derived from 

the Mahamangala Sutta (The Discourse on the Greatest Blessings) of the Buddhist scriptures, which outlines the 

38 qualities that lead to a blessed and victorious life. (The translator) 
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The Nora Rong Khru ritual on Wednesday night focuses on the importance of the rituals for 

requesting the venue, seeking blessings from spirits, and securing the space through the 

Announcement ritual. This is done in preparation for the important ceremonies that will take place 

on Thursday and Friday. 

The Grand Nora Rong Khru Ritual on Thursday 

 The Ritual of Summoning the Masters 

 The ritual of summoning the masters begins at “Yam Dad Fah Roek” or at dawn. This ritual 

arises from the comparison of Khru Mo Nora with humans: just as people have various tasks and 

must travel to different places each day. This ceremony serves to notify Khru Mo Nora to remain in 

the Nora pavilion until the ceremony is complete and not to leave beforehand. After the summoning 

of the teachers, the chief Nora will praise Khru Mo Nora with the “Satsadi Yai” chant, which is a 

traditional Southern Thai teacher worship chant. Following this, offerings will be made. 

 Offerings for Khru Mo Nora include both food and non-food items.   

The food offerings used in the Nora Rong Khru ceremony are categorized into five types: 1) 

Khao Sipsong21, 2) Khao Kao22, 3) rice with curry, 4) sacred bowls, 5) other foods. 

Khao Sipsong includes both savory and sweet dishes, such as rice, spicy curry, clear soup, 

fruits, salad, fried fish cakes, fried fish, red and white desserts, Khanom Kho (a Thai sweet), and clean 

water. These are arranged in 12 small bowls and then grouped together on a tray with one candle 

and one betel quid. Khao Sipsong are offerings for Khru Mo Nora. 

Khao Kao includes the same kinds of savory and sweet dishes as Khao Sipsong, but arranged 

in 9 small bowls. These are then grouped on a tray with one candle and one betel quid. Khao Kao 

are offerings for the deities and sacred spirits. 

Rice with curry or rice water bowl consists of rice, curry, Thai sweets, fruits, and clean water, 

arranged together on a tray with one candle and one betel quid. Rice with curry or rice water bowl 

is used as an offering for ancestors. 

 
21 Khao Sibsong is a traditional Thai ritual involving a set of twelve different types of food offerings, typically rice, 

that are used in ceremonies and rituals. The term “สิบสอง” (Sibsong) means “twelve,” referring to the twelve 

kinds of offerings. These twelve types of rice or food offerings are believed to symbolize completeness, 

prosperity, and blessings. (The translator) 

22 Khao Kao refers to a traditional Thai ritual or offering that involves nine different types of rice or food 

offerings. The term “เก้า” (Kao) means “nine,” the number nine is considered auspicious and symbolic in Thai 

culture, often associated with prosperity, blessings, and good fortune. (The translator) 
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Sacred Bowl contains all the food items used in the Nora Rong Khru ceremony, including 

cooked rice, sticky rice, curry, Thai sweets, auspicious fruits, fried fish cakes, steamed fish cakes, fried 

dough, red and white desserts, Khanom Kho (a Thai sweet), fish with head and tail, bananas, 

sugarcane, beans, sesame seeds, milk, butter, puffed rice, flowers, and betel nuts. In the center of 

the Sacred Bowl, a large Khanom Kho is placed with one candle and three betel quids arranged 

around it. A ring with a head is used to secure the betel quids with the candle. The Sacred Bowl is 

placed on top of the Bai Sri Ton23. 

Other offerings include “Mhap Phong La”24, rice whisky, red syrup, coconut water, bananas, 

sugarcane, auspicious fruits, auspicious Thai sweets, a pig’s head, gold-mouthed chicken (boiled 

chicken with gold leaf on its beak), boiled duck, boiled eggs, raw eggs, and optionally seafood.  

Non-food offerings include 1) the Hunter’s Face and the Nang Thasi’s Face, 2) clothing, 3) 

Chian set, 4) a mirror and grooming kit, 5) scented powder, 6) Chong Raj, 7) Chian Khru, 8) Serd Rai 

Top (headdress), 9) Ceiling cloth, 10) Tian Rai (candle array), 11) Sad Mhon (pillow and mat 

arrangement), 12) oil lamp, 13) Bai Sri Ton, 14) Pap Praew tree, 15) victory candle, and 16) 

consecrated water pot 

The Hunter’s Face and the Nang Thasi’s Face are symbolic representations of Khru Mo Nora. 

The Hunter’s Face represents the male Khru Mo Nora, while the Nang Thasi’s Face represents the 

female Khru Mo Nora. 

Clothing includes Nora attire, Serd (headdress), and coupled cloth. Nora attire and the 

headdress are used to honor Khru Mo Nora, while the coupled cloth is used to honor ancestors. 

Typically, one set of women's clothing and one set of men's clothing are placed on the left and 

right sides. 

 
23 Bai Sri Ton is a traditional Thai ceremonial offering, often used in rituals or religious ceremonies to invite 

blessings, good fortune, and positive energy. The term “บายศร”ี (Bai Sri) refers to a type of offering made from 

banana leaves, which is arranged in a cone shape, typically adorned with flowers, incense, and other sacred 

items. Bai Sri Ton specifically refers to a larger version of this offering, where the “ต้น” (Ton) means “tree” or 

“root,” indicating that the offering is a larger, more elaborate version of the typical Bai Sri. It is used in important 

ceremonies such as house blessings, the opening of new businesses, or ceremonies to honor spirits and 

ancestors. (The translator) 

24 Mhap Phong La refers to the arrangement of puffed rice cakes, “La (glutinous rice dessert),” and Baa (a type 

of sweet treat made with rice flour, sugar, and coconut milk, often steamed or fried) into a triangular pyramid 

shape. The arrangement is tied with red and white threads, accompanied by three betel quids and one candle. 

Additionally, three incense sticks are placed on top. 
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Chian set or betel nut preparation refers to two ceremonial tray containing tobacco, betel 

nut, betel leaf, red lime, which are placed, one on each side. 

Mirror and grooming kit consists of personal grooming items used by Khru Mo Nora. It includes 

a mirror, glasses, comb, needles, thread, scissors, razor blade, sharpening stone, powder, and scented 

oil. 

Chandra scented oil powder is a type of powder mixed with scented oil. It is used for 

anointing or applying to specific areas and serves as a fragrance for Khru Mo Nora and sacred objects. 

Jong Rach is a cylindrical container made from pandanus leaves. Inside, it holds uncooked 

rice, three pieces of betel nuts and leaves, three Thai baht (Thai money), one candle, and a roll of 

white thread. Jong Rach is an important offering for honoring Khru Mo Nora in the Southern region. 

Chian Khru is a tray that contains betel nuts and leaves, flowers, puffed rice, money, and 

incense sticks, each in quantities of twelve, along with one candle. 

Serd Rai top refers to the top part of the Nora headdress, used exclusively during the grand 

Nora Rong Khru ceremony. It is placed on a banana stalk in front of the shrine, with twelve tops 

arranged. In some local traditions, the number of headdress tops corresponds to the specific year in 

the grand Nora Rong Khru ceremony is held. For example, if the ceremony occurs every nine years, 

then nine tops would be used. 

Ceiling cloth, also known as “white Ceiling cloth,” contains betel nuts and leaves, puffed 

rice, flowers, and money, each in quantities of twelve. It is prepared for Khru Mo Nora. It is believed 

that Khru Mo Nora and sacred entities will reside within this Ceiling cloth. 

Tien Rai (candle array) consists of nine candles arranged in a row. At the base of each candle, 

nine pieces of betel nuts and leaves are placed. The nine candles represent the nine celestial deities, 

which include Sun, Moon, Mars, Mercury, Jupiter, Venus, Saturn, Rahu, and Neptune. 

Sad Mhon (traditional pillow and mat arrangement) is a mat made from pandanus leaves and 

a single pillow used to lay out on the shrine for placing various offerings. 

Oil lamp is used to offer light to Khru Mo Nora and sacred entities, the oil lamp is crucial 

during Nora Rong Khru ceremony. There is a belief that the ritual of setting up the fire must not go 

out during the ritual, a practice likely influenced by Brahmanical customs. The deity of fire, Agni, is 

considered a deity that can communicate with other gods. Therefore, maintaining the fire 

continuously during the ceremony is of utmost importance. 

Bai Sri Ton is a twelve-tiered Bai Sri placed at the central pillar of the Nora pavilion. In some 

regions, the number of tiers corresponds to the cycle of Khru Mo Nora ceremonies. For instance, if 

Nora Rong Khru ceremony is held every nine years, a Bai Sri with nine tiers will be used. 
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Pap Praew tree is a wooden post adorned with flower garlands made from beautifully folded 

colored paper. In the past, Nora practitioners in Trang Province used the Pap Praew tree in 

ceremonies, but it is no longer popular. However, it is still used in Phatthalung, Songkhla, and Pattani 

Provinces. 

Victory candle is used to signify auspiciousness and must remain lit throughout the ceremony. 

To ensure it stays burning, a large candle is typically used as the victory candle, placed into a hole 

in a bamboo stick, and positioned near the Bai Sri Ton. 

Consecrated water pot, a pot containing water, kaffir lime leaves, lime leaves, silver, and 

gold. For sprinkling the consecrated water, branches from the Chiang Phra tree (also known as black-

chicken-leg tree or black-chicken-bone tree) or the branches of a male betel nut tree are used. 

These branches are wrapped with red and white unbleached cotton thread. 

The offering ritual for Khru Mo Nora commonly include flowers, Nipa palm leaves, coconut 

leaves, or betel leaf. These are dipped into clean water, coconut water, red syrup, and rice whiskey 

in that order. The offerings are then sprinkled with these liquids while reciting incantations. After 

completing the offerings, the Nora group rests as needed, waiting for the next phase of the ritual 

later in the day. 

Khru Mo Nora Invitation Ritual 

The Khru Mo Nora Invitation ritual is the most important ritual on Thursday. The goal of this 

ceremony is to invite Khru Mo Nora to receive offerings and possess the medium, with the use of 

recitations and music as mediums for the invitation. The ceremony is conducted in the late morning, 

as it is traditionally believed to be the most auspicious time to honor the master. The ceremony 

takes place in the central area of the Nora pavilion. The steps of Khru Mo Nora Invitation Ceremony 

are as follows: 

Begin by lighting incense and candles and placing them on all the offerings. Then, the chief 

Nora recites the “Teacher Appreciation Verse” and the Satsadi verse (details of the verse can be 

found in the appendix). 

Possession, or “spirit entry,” refers to the state where a human body is inhabited by a 

particular type of spirit. The type of spirits can be identified based on the following symptoms. If the 

person feels a chill at the crown of their head and senses that their head is gradually expanding, 

followed by the chill spreading throughout the body, it is believed that the spirit entering is a “royal 

Khru Mo Nora,” such as Mae Sri Mala, Pho Thep Singhorn, Phraya Sai Fa Fad, or Pho Khun Sattha. If 

the chill is felt in the arms or the front of the shoulders, it indicates the presence of a secondary 

level Khru Mo Nora spirit, such as Pran Boon, Pran Thep, Pran Khong, Ta Mor Thao, Ta Luang Muang 
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Kaew Muang Thong, or Ta Kong Rach. It could also be a sacred spirit, such as Thuat25 Suea, Thuat 

Ngu, Thuat Bodhi Tree, or Thuat Banyan Tree. If the chill is felt around the neck and spreads to the 

back, it suggests that the spirit is an ancestral spirit with significant merit. If the chill is felt below the 

waist, the spirit may be a lower-level spirit. Such spirits are not permitted to enter the Nora Rong 

Khru ceremony. 

 When Khru Mo Nora spirit begins to possess the medium, the medium will exhibit signs of 

excitement, trembling, and in some cases, tears may flow, and crying may occur. There may be 

numbness in the extremities, chills spreading across the body, particularly on the head, and a 

sensation that the body and its parts are enlarging. These symptoms may alternate and become 

increasingly intense. Allowing the mind to follow the rhythm of the music will accelerate the process 

of reaching a state closer to possession. The final symptoms before full possession include increased 

trembling of the heart, a sensation of something pressing against the chest, excessive tears, greater 

numbness in the body, and ultimately, the complete domination by Khru Mo Nora spirit. This 

condition is referred to as “possession.” 

 During the possession by a Khru Mo Nora spirit, the medium experiences a state of partial 

consciousness. This means they can remember some people, events, or actions, but they cannot 

control their actions. For example, they might want to sit still, but it feels as though a power is 

compelling them to stand up, dance, or speak in ways that are beyond their control. If asked 

questions beyond their knowledge, a force may compel them to answer on behalf of the spirit. It is 

believed that this power comes from the authority of Khru Mo Nora.  

The accepted behaviors during possession must align with the experiences of the Nora and 

their descendants. For instance, if someone claims to be possessed by Mae Sri Mala but exhibits 

rough, masculine behavior, drinks alcohol, and smokes—while Mae Sri Mala is known to be a 

respectful and genteel Khru Mo Nora according to the experiences of the Nora and their 

descendants—such behavior will not be trusted and the person will be asked to leave the 

ceremony. 

 The language used by Khru Mo Nora during possession must be Southern Thai, as it is 

considered the original language of the ancestors. However, there is a belief among some groups 

that Pho Khun Sattha, when possessed, will speak in standard Thai. Nonetheless, in general Nora 

Rong Khru ceremonies, Pho Khun Sattha is rarely seen in possession. 

When Khru Mo Nora possesses, the host will come to pay respects and ask various questions. 

This moment is considered good for family as it demonstrates the presence of ancestral lineage and 

 
25 Thuat refers to divine beings of a higher level than ordinary ancestral spirits. (The translator) 
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shows that the descendants have Khru Mo Nora and ancestral spirits protecting them. Therefore, 

feelings of reassurance, pride, and affection among family members will arise during this time. 

The duration of possession by Khru Mo Nora should not be too long, as it is considered 

unnatural for a spiritual being to inhabit a human body for an extended period. This is because the 

human body is composed of the four elements: earth, water, fire, and air, and contains waste 

products. 

When Khru Mo Nora leaves the possessed body, they will typically fall forward into a kneeling 

position. After Khru Mo Nora departs, some people may regain consciousness immediately, while 

others may fall asleep and need to be awakened. Once the possession ritual is complete, the next 

step is performing the Teacher Reverence ritual and a dance for Khru Mo Nora, known as “dancing 

for the shrine.” This dance is performed for Khru Mo Nora to observe. 

 
Figure 2.4: A Khru Mo Nora during possession, captured by the Nora James Sanesilp troupe, Trang 

Province, on May 11, 2022.  
Source: Yammai (2022) 

The Ceremony for Elevating an Individual to a Nora Artist 
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In Thai society, there are various rituals for transitioning a person from an ordinary status to 

one with a distinct role, such as ordaining a layman as a monk, performing a hair-cutting ritual to 

mark adolescence, or initiating an individual as a medium through the “Khan” (Khandha) receiving 

ritual. 

Similarly, the Nora tradition has its own ritual for elevating an individual from ordinary status 

to that of a Nora artist. The type of ritual performed depends on the age of the individual, with three 

ceremonies being available: 1) Sod Mai Sai Leb ceremony, 2) Cloth-Tying ceremony, 3) Serd Crowning 

ceremony. 

 The Sod Mai Sai Leb ceremony, where “Mai” refers to a type of bracelet (and “Leb” refers 

to Nora nails—the translator), is a ritual for admitting children aged approximately 5-12 years old 

into a Nora troupe. The process is as follows. The individual requesting the ceremony presents Chian 

Khru (a ceremonial offering) to the chief Nora, signaling their desire to become a disciple. The chief 

Nora then leads the applicant to sit on a white cloth in the center of the Nora performance area. 

Musicians play the Choed rhythm. The chief Nora chants invocations to invite Khru Mo Nora, deities, 

and sacred spirits as witnesses to the ceremony. The Trae stick (a ceremonial stick) is placed in the 

applicant’s hand, and a bracelet is threaded onto their wrist through this stick. Finally, Nora nails are 

placed as the last step of the ceremony. The applicant must recite the Teacher Appreciation verse, 

the Instructional verse, the Dance Teaching verse, the Initial verse, and perform basic Nora dance 

steps. The chief Nora both the recitation and the dance performance. 

After successfully completing this ceremony, the participant must practice the Nora dance 

diligently, as they are now considered a Nora artist. When they reach the age of approximately 12-

19 years, they must undergo additional ceremonies such as the Thread-in-Accoutrements 

ceremony or the Cloth-Tying ceremony. 
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Figure 2.5 The Sod Mai Sai Leb ceremony, photographed by the Nora Somboon Thepsornsilp 

Troupe, Trang Province, on August 25, 2016. 

Source: Yammai (2016) 
          The Thread-in-Accoutrements or Cloth-Tying ceremony is a ritual that follows the Sod Mai Sai 

Leb ceremony. This ritual is suited for teenagers because it involves wearing a Nora costume weighing 

approximately 3-5 kilograms. The first step of the ceremony involves the participant presenting Chian 

Khru (a ceremonial offering) to the chief Nora to request initiation as a disciple. After receiving 

guidance and blessings from their parents, the participant returns to kneel and join their hands in 

prayer before the chief Nora. The chief Nora lights incense and candles on Chian Khru to inform Khru 

Mo Nora, deities, and sacred entities, inviting them to witness the ceremony. The participant then 

recites a Cloth-Tying prayer in Pali three times. After completing this, the chief Nora will inscribe 

magical symbols on the Nora costume and then drape a ceremonial cloth around the participant’s 

neck. This step is known as “the Cloth-Tying ceremony.” 

 Once the Cloth-Tying ritual is completed, the chief Nora returns the Nora costume to the 

participant to put on. After donning the costume, the participant returns to the center of the Nora 

pavilion to perform the Sod Mai Sai Leb ceremony. In this ceremony, the participant must sit on a 

pair of brass bowls. One smaller bowl is placed upright and contains amulets such as snake fangs, 

tiger fangs, bear fangs, tiger skin, and bear skin. The larger bowl is placed upside down over the 

smaller one. Both feet are placed on silver and gold plates, while the participant sits in a kneeling 

position with hands joined in prayer. The chief Nora then puts on the bracelet and the Nora nails in 

the same manner as in the Thread-in-Accoutrements ceremony. After completing the Cloth-Tying 

ceremony, the participant must undergo the Serd Crowning ceremony upon reaching the age of 20. 
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Figure 2.6 The performance of the Thread-in-Accoutrements or Cloth-Tying Ceremony, 

photographed by the Monora Samboon Thepsornsilp troupe in Trang Province on November 26, 

2021. 

Source: Yammai (2021) 
 The Serd Crowning ceremony is a ritual that elevates a person to become a full-fledged Nora 

performer. This ceremony can be performed for both male and female Nora practitioners. The initial 

steps of the ceremony are the same as those in the Thread-in-Accoutrements or Cloth-Tying 

ceremony. However, at the end of the ceremony, the crowning of the Serd (headdress) takes place. 

During this part of the ceremony, the Serd is suspended from the roof of the Nora performance hall 

by a sacred thread. The elder relatives of the person undergoing the ceremony must sit around 

them, holding the sacred thread. When it is time for the Serd to be placed on the person's head, 

the chief Nora recites the Satsadi verse while the musicians play the Choed rhythm. The chief Nora 

and the elder relatives then gradually lower the sacred thread, allowing the Serd to be placed on 

the head of the person receiving the ceremony. 

In the case where a male Nora wishes to establish a Nora troupe and perform all types of 

Nora-related rituals, he must undergo “the grand Cloth-Tying ceremony” or “ the Adornment Ritual” 

and meet the qualifications of being a Nora chief as described in Chapter 1. 
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The grand Cloth-Tying ceremony is commonly performed in the late morning on Fridays. The 

steps of this ceremony are detailed similarly to those of the Serd Crowning ceremony, but with the 

addition of inviting monks to chant and bless the occasion. During the Serd Crowning, three sacred 

threads are used: the first thread is held by the group of monks, the second by the chief Nora, the 

Hunter, and the shaman, and the third by the elder relatives. At the time of the crowning, all parties 

lower the sacred threads together to place the Serd on the person’s head. Once the Serd is in place, 

the person undergoing the ceremony must recite verse and perform a brief Nora dance, similar to 

other rituals mentioned earlier. 

 
Figure 2.7: The Serd Crowning Ceremony, photographed by the Somboon Nora Thepsornsilp Troupe, 

Trang Province, on November 26, 2021.  

Source: Yammai (2021) 

The grand Cloth-Tying ceremony is considered complete when it is followed by 

“the Crocodile Hand Crowning” performed by the chief Nora. The hand crowning signifies the 

transfer of rights and authority from the teacher to the student, meaning that in the future, the 

student will be able to perform all ceremonies because the teacher has bestowed the knowledge 

upon them.  



 

 51 

After completing the grand Cloth-Tying ceremony, the individual must perform the “Three 

Temples, Three Villages Dance.” This involves traveling to three different temples and three different 

villages to showcase their dancing and verse saying skills to the community. While dancing in the 

temples, monks will chant and sprinkle puffed rice and flowers to bless the individual. In the villages, 

local residents typically come together to offer blessings and prepare food for the celebrant. 

Another distinctive feature of the grand Cloth-Tying ceremony or the Adornment ritual in 

Trang Province is the “attire.” The person undergoing the ceremony must wear a loincloth beneath 

the Front cloth, which is a single piece of cloth. Additionally, they must attach “Lukpok cloth” to 

both sides of the waist. The Lukpok cloth is made from handkerchiefs rolled into thin, cylindrical 

shapes. Some groups may use trimmed coconut shells, wrapped in handkerchiefs to make the 

Lukpok cloth. At the back, around the hips, under Phik Hong (a decorative accessory that resembles 

the wings of a swan), they wear a Crocodile Tail Cloth. This is made from white fabric folded into a 

trapezoidal shape and sewn into twelve layers. After sewing, there are numerous small pockets on 

the cloth. These pockets are used to hold betel nuts and coins (one betel nut and one baht coin 

per pocket). The Crocodile Tail Cloth resembles the tail of a crocodile, and its purpose is to mimic 

the tail of the Chalawan crocodile. This is because, in addition to assuming the role of Krai 

Thong26 , the individual must also take on the role of the Chalawan crocodile. Thus, wearing 

the Crocodile Tail Cloth is a way to emulate the appearance of the Chalawan crocodile. 

The process of elevating an ordinary person to become a chief Nora is complex and deeply 

rooted in beliefs and traditions, requiring cooperation from various social groups. Once an individual 

becomes a chief Nora, their crucial role is to assist fellow humans by using Nora dance as a medium 

of communication. Therefore, a chief Nora must conduct themselves as a virtuous person, in 

alignment with the expectations of the community. 

The Twelve Verse and the Ritual Hunt 

The Twelve verse involves reciting verse combined with dance and dialogue between the 

chief Nora and the Hunter, based on twelve literary narratives. During this ritual, individuals from 

outside who wish to fulfill vows may also join the hunt. People in the southern region often make 

vows to Khru Mo Nora because they believe Khru Mo Nora possesses great power and can bring 

about unexpected outcomes. Commonly, these vows address everyday issues such as job exams, 

education, lost belongings, or avoiding conscription. Typical offerings to fulfill vows include golden-

 
26 Krai Thong is a legendary figure in Thai folklore. He is a skilled warrior with extraordinary abilities. He is called 

upon to confront and defeat the Chalawan crocodile, who has been terrorizing the people. (The translator) 
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beaked chickens, pig heads, clothing, and performances of the Ritual Hunt. After completing the 

Twelve Verse and the Ritual Hunt, the chief Nora performs a dance in honor of the Nora teacher 

before concluding the ritual activities during the day for that Thursday.  

On Thursday nights, there are usually many people who come to watch Nora performances 

because it is an evening dedicated solely to entertainment, with no rituals or ceremonies interrupting 

the time. The format of Nora performances on Thursday nights is similar to that of Wednesday nights, 

but there are more performances and the addition of storytelling plays. 

The Grand Nora Rong Khru Ritual on Friday 

The grand Nora Rong Khru ritual on Friday follows the same format and sequence as 

Thursday’s ceremony in the early stages. However, towards the end of the ceremony, there is a 

difference: the performance of the story of Krai Thong is extended until it reaches the part where 

Krai Thong defeats the Chalawan crocodile. 

The Krai Thong Story 

Krai Thong is a Thai literary work that Nora performers adapt for use in the grand Nora Rong 

Khru ceremony. The content details are as follows. The first scene describes Krai Thong going to 

seek magical knowledge from the monk instructor to use in defeating the Chalawan crocodile. After 

successfully learning the skills, Krai Thong returns to spread the news and gather supporters to help 

build a ceremonial hall for the ritual to defeat the crocodile. Subsequently, Krai Thong’s companions 

set out to invite the monk instructor once again to help determine the auspicious time and request 

a place from the local guardian spirits. When the monk arrives at the ceremonial hall, he begins by 

performing the ritual of paying respect to Nang Thorani (Mother Earth) to request permission and 

then sprinkles consecrated water to ward off evil. At the end of the ceremony, the monk performs 

“the Invocation of the Spirit Ritual”27 to enter Krai Thong’s body for blessings. 

 
27 The Invocation of the Spirit ritual is a traditional Thai ritual that is performed to invite or call the spirit (ขวัญ, 

Kwan) of a person or an object back into its rightful place. The concept of ขวัญ (Kwan) in Thai culture refers to a 

person's soul or spirit, believed to be responsible for their physical and mental well-being. (The translator) 
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Figure 2.8: The Invocation of the Spirit ritual for Krai Thong, photographed by Nora Long Noi 

Chaluaysilp from the Sor Pan Trang troupe, on May 9, 2014. 

Source: Yammai (2014) 

The procedure for invoking the spirit is that Krai Thong will sit in the center of the Nora 

performance area, while his friends and the monk instructor will sit around him. The musicians will 

play the Choed rhythm. The monk instructor will bring a mirror and grooming kit, and light the 

candles and place them in position. The smoke from the candles is then waved towards Krai Thong, 

who will pass the smoke to his friends, who perform the same action. This ritual is known as “sacred 

circling”28 and is performed three times to complete the ceremony. 

After the priest finishes the “sacred circling” ritual, Krai Thong requests his friends to obtain 

a banana tree, specifically the Pang La banana tree or the Tanee banana tree, from the wealthy 

homeowner’s house. This tree will be used to make a raft for Krai Thong to use in his quest to defeat 

the Chalawan crocodile. Only banana trees that are dying—those that are fruiting and standing dead 

with yellowed leaves—are selected. Once enough banana trees are gathered, Krai Thong's friends 

invite the wealthy owner of the “Tanee” banana grove to assist with the ceremony as well.  

The next step involves Krai Thong performing a ritual to consecrate and sharpen the spear 

used to defeat the Chalawan crocodile. The unique aspect of sharpening the spear in the Nora Rong 

Khru Ceremony is the use of oil from eight different animals. As one of the verse states: “Rub it with 

rhino fat, deer fat, elephant fat, pig fat, monitor lizard’s prey fat, and monkey oil.” 

 
28 Sacred circling is a traditional Thai custom, typically performed in Buddhist rituals or during certain auspicious 

ceremonies. It involves the act of circling or rotating sacred objects in a clockwise direction. The custom is 

believed to symbolize the act of paying respect, gaining merit, and creating good karma. (The translator) 
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 After sharpening the spear, Krai Thong and his companions proceed with the ritual of floating 

of the Victorious Krathong29 to seek out the Chalawan crocodile. The victorious Krathong used in the 

ceremony is made from banana leaves and decorated with flowers to make it look beautiful. Inside, 

there are two small Krathongs: the first Krathong contains rice and fish with heads and tails, while 

the second Krathong contains drinking water. Before beginning the ritual, Krai Thong lights incense 

and candles, places them in the Victorious Krathong, makes a mental prayer, and then hands it over 

to the Hunter to float. 

Floating the Victorious Krathong is that during the floating of it, musicians play the Choed 

rhythm, while the Hunter carries the krathong back and forth in time with the music. This rhythm 

symbolizes the Krathong floating with the current. The Krathong is then circled around the carved 

banana stem, representing the Chalawan crocodile. After completing three full circles, the Hunter 

places the Victorious Krathong on the head of the Chalawan crocodile figure to indicate to the 

audience that the Krathong has arrived at the crocodile’s location. Once the Victorious Krathong 

floating by the Hunter is completed, the chief Nora performer switches roles from Krai Thong to that 

of the Chalawan crocodile. 

The first scene of the Chalawan crocodile story describes how the Chalawan crocodile is 

sleeping and dreams of ominous signs. The dream involves vultures attacking its body, a fire burning 

down its golden cave, falling rocks crushing its body, and the breaking of its precious fangs. Distressed 

by the dream, the Chalawan crocodile recounts it to its grandfather, Thao Amphai. The grandfather 

predicts that the crocodile’s fate is sealed, and it will soon meet its end. Terrified, the Chalawan 

crocodile begs for help, but the grandfather says he cannot assist due to the sins committed in a 

past life. In that previous life, the Chalawan crocodile had killed its grandparents, who have since 

reincarnated—its grandfather as Krai Thong and its grandmother as Nang Tha Pao Kaew. Upon hearing 

this prediction and noting the grandfather’s refusal to help, the Chalawan crocodile becomes 

enraged, curses the grandfather, and destroys his dwelling in a fit of fury. The scene ends with the 

Chalawan crocodile and the grandfather severing their relationship. 

When the Chalawan crocodile returns to the cave, it weeps and laments, worried about the 

impending fate. The crocodile’s wives, Nang crocodile Lueam Laiwan and Nang crocodile Wimala, 

notice the distress and inquire about it. Upon learning the full story, Nang crocodile Wimala advises 

her husband to seek help from the deity who protects the cave. However, the deity responds that 

the troubles are resulted by past sins and cannot be alleviated. Hearing this, the Chalawan crocodile 

 
29 Kratong is a small floating vessel traditionally made from natural materials such as banana leaves, flowers, 

and incense. It is used during the Loy Krathong festival, which is celebrated in Thailand and other Southeast 

Asian countries. (The translator) 
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cries once more and quickly hides in the golden cave. The scene ends with the Chalawan crocodile's 

lamentation. 

In the next scene, the chief Nora switches roles to become Krai Thong and invites his 

companions to observe the cloud patterns to predict whether they will be able to defeat the 

Chalawan crocodile that day. The clouds form shapes of Lord Vishnu, Garuda, and Lion King, and 

finally, the cloud forms the shape of a headless Chalawan Crocodile. Upon seeing these omens, Krai 

Thong and his companions immediately understand that they will prevail over the Chalawan 

crocodile. Krai Thong’s friends then cheer with the Samla chant30 for good luck. The scene of Krai 

Thong ends here, and the next sequence involves the Nora performance of the Swan Dance. 

The Swan Dance  

The Swan dance is a Nora performance based on the story of Phra Suthon and Manora, 

specifically focusing on the scene where the Hunter Boon captures Manora. In this performance, the 

Hunter Boon is portrayed by the Hunter, while the chief Nora and all the female dancers take on 

the roles of the Swan. In the Nora Rong Khru ritual, the term “swan” has the same meaning as “Nang 

Khee Nhon,” which is a variation of the term “Kinnorn.”31  

One verse in the Teacher’s Chant describes the seven siblings of Nang Manora: Nang Phim, 

Nang Patchara, Nang Srisurat, Nang Patcharada, Nang Chanchurhi, Nang Srijurha, and Nang Manora. In 

the Swan Dance performance, it is customary to use seven performers. According to the Nora verse, 

the seven kinnaris secretly escape from the city to play in the Anodat pond. They leave their wings 

and tails under a tree and enjoy playing in the water. This scene is accompanied by lively and 

cheerful verse, including “Ravairavek,” “Khee Nhon Para,” also known locally as Khee Nhon Sopha, 

and “Cha Nang Hong.” 

The Cha Nang Hong verse is used to summon the Swan to come down to the Nora stage to 

participate in the Swan Dance ritual. The verse is as follows: 

Your wings are soft, oh sister, drift and fall, 

Soft wings descend within the Nipa palm's call. 

Why, with such beauty, do you have so many men, 

Husbands and children, a never-ending blend? 

 
30 The Samla chant  refers to a ceremonial chant or reverential shout used in dramatic performances. It is often 

used to indicate 

triumph, celebration, or the arrival of an important figure or event in the performance. (The translator) 
31 Kinnorn refers to a male mythical being in Hindu-Buddhist mythology, often depicted as a celestial 

musician or half-human, half-animal creature, similar to a nymph or spirit in other cultures. (The translator) 
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Flutter down in the Nipa palm’s embrace, 

Slowly drifting, oh swan, with elegant grace. 

Your wings are soft, oh sister, drift and fall, 

Soft wings descend within the Black Plum’s thrall. 

Why, with such beauty, do you have a Nora’s hand? 

A husband from a distant, strange land. 

Flutter down in the Black Plum’s embrace, 

Slowly drifting, oh swan, with gentle grace. 

Once the recitation of the Cha Nang Hong verse is completed, the next step is the “Swan 

Walk.” This involves walking to the rhythm of the drums and Thap drums. The swan's walk resembles 

a stealthy, bird-like movement. 

While the Swan is performing the recitation and walking, the Hunter Boon will take the 

offerings and various items outside the Nora stage to perform the “Entering the Area ritual.” The 

purpose of this ritual is to seek blessings from the spiritual teachers and guardian spirits to 

successfully capture the Swan. 

Once Hunter Boon has completed the ritual, he will carefully advance to the rhythm of the 

music to capture the Swan. During his approach, Hunter Boon will simulate hunting activities, 

shooting arrows alternately to the left and right. The arrows used are made of clay, shaped into 

small round balls, with three balls used in total. Other arrows are represented by candy. As Hunter 

Boon moves, children who come to watch the Nora Swan Dance often try to grab the candy from 

him, which creates a humorous scene. 

When Hunter Boon arrives in front of the Nora stage, he recites a verse: “Catch the Swan, 

capture her, whether I succeed or not, I don’t know.” He then proceeds to capture the Swan. At 

this moment, the musicians change the rhythm from the Swan Walk to the Choed beat, enhancing 

the mystical atmosphere of the Nora Swan Dance. 

The Nora Swan dance was originally an entertainment performance, but over time, in some 

districts of Trang Province, the format of the performance has evolved to incorporate various beliefs, 

aiming to establish a sense of sanctity. For example, during the scene where Hunter Boon captures 

the Swan, some participants may exhibit signs similar to being possessed. It is believed that Khru Mo 

Nora temporarily come to possess to participate in this scene, a phenomenon known as “the Swan 

Ascending.” This type of Nora Swan dance can be seen in the districts of Kantang and Sikao.  
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Before the Nora Swan dance, the shaman will place “sacred threads” on each of the swan 

performers. The sacred threads are made from red and white raw threads twisted together into a 

coil and then consecrated with magical spells to enhance their potency. It is believed that these 

sacred threads can protect against various dangers. Therefore, after the Swan Dance ceremony, 

spectators often come to request sacred threads from the Nora, which they use to create amulets 

for their children or to tie to their car’s rearview mirror for protection. 

The Crocodile-Spearing Ritual  

Before going out to spear the crocodile, Krai Thong performs a ritual to invite and pay respect 

to the teacher, seeking blessings for protection and guidance. He then takes the Mahachai spear 

(victorious spear) and a candle with him to go spearing the Chalawan crocodile. Krai Thong dances 

with the spear around the Chalawan crocodile three times before stopping to recite incantations 

and thrusting the spear into the crocodile's heart. He also uses his foot to push the crocodile down, 

then dances back to the ceremonial hall. The specific position for spearing the Chalawan crocodile 

varies among different Nora groups in Trang Province. Some groups aim for the heart, others target 

the eyes, while some aim for the top of the head.   

Once the Chalawan crocodile has been speared and fallen, the shaman performs a water-

pouring ritual to dedicate merit to the spirit of the crocodile. The carcass is then carried away and 

disposed of far from the host’s house. There is a belief related to the bad luck associated with the 

Chalawan crocodile. For instance, after Krai Thong speared the crocodile, if the host does not dispose 

of the carcass properly, it is believed that the remnants, such as the banana pseudostems used to 

represent the crocodile, may sprout into new banana plants. At the same time, the host may 

experience sudden illness with no apparent cause. A story recounts that after Krai Thong speared 

the crocodile, the host did not dispose of the carcass properly. As a result, the banana pseudostems 

sprouted new banana plants, and the host fell ill unexpectedly. The family took the host to the 

hospital, where no abnormalities were found, and then consulted a shaman. The shaman suggested 

that the illness was due to the fact that the crocodile had not been fully dispatched. The family 

was advised to check the carcass again. Upon inspection, they found the shaman’s claim to be true. 

The family then made another vow to Khru Mo Nora, promising that if the illness was indeed caused 

by this issue, they would seek a speedy recovery for the patient and, once recovered, perform the 

Nora Crocodile-Spearing ritual again. The patient soon recovered, and the family arranged for a new 

Nora troupe to perform the ceremony as promised. Due to such beliefs, it is now customary to 

dispose of the crocodile’s pseudostems far from the home to avoid such incidents. 

The author believes that the Crocodile-Spearing ritual has an intriguing superstitious 

significance: the Chalawan crocodile represents evil and misfortune. Therefore, performing the ritual 
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requires invoking Khru Mo Nora, deities, and sacred entities to protect the main Nora performer. The 

spear used for the ritual must be consecrated and inscribed with Khmer characters representing Lord 

Vishnu. This practice is thought to be based on the belief in the ten avatars of Vishnu in Brahmanism, 

where Vishnu incarnates to vanquish evil during times of global turmoil. Thus, the Nora incorporates 

this belief as a conceptual framework in their rituals to combat malevolence. 

The Sen Treatment Ritual 

After the Crocodile-Spearing ritual is completed, the next ritual is the Sen treatment ritual, 

which is used to treat a type of skin disease with incantations. Details of the Sen treatment ritual 

will be discussed further in Chapter 3. 

The Story of Stealing of the Wife of Lord Kromsilp 

The stealing of the wife of Lord Kromsilp is a performance presented by the Nora before the 

ritual of sending off deities and concluding the ceremony. The content of this piece describes how 

Lord Kromsilp and his wife are deeply asleep, unaware that thieves have sneaked into their home 

and eventually stole Lord Kromsilp’s wife. This performance is well-loved for bringing smiles and 

laughter to the audience, as it features humorous scenarios and common domestic themes. 

 The significance of the story of stealing of the wife of Lord Kromsilp lies in its role in guiding 

the Nora Rong Khru ritual to its final stage. The characters of Lord Kromsilp and his wife represent 

various spirits who, having been satisfied with the offerings, fall asleep on the shrine in the ceremony 

space. The purpose of this performance is to prompt these spirits to awaken because the next stage 

involves the chief Nora leading the ritual to send all spirits back to their respective places. 
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Figure 2.9 The performance of Stealing of the Wife of Lord Kromsilp, photographed by the Nora 

Srichan Sanit Noi troupe, Trang Province, on September 11, 2015. 

Source: Yammai (2015) 

The Ceremony of Sending the Deities and Leaving the Stage 

The chief Nora uses the recitation of verse combined with the chanting of spells to send off 

the deities who participated in the Nora Rong Khru ritual. Before sending the deities away, the chief 

Nora will recite a verse to “Nang O-Kra Chaeng Spirit” or “Chaeng Spirit,” which is the spirit 

responsible for guarding the Nora performance area. This spirit is requested to remain and protect 

the land where the Nora stage was set up. As a result, people generally avoid trespassing on this 

land out of fear of retribution from the Chaeng Spirit. Following this, the chief Nora recites the “Cha 

Khru Mo” verse, which are used to ask for blessings from Khru Mo Nora for the host and all the Nora 

troupe members. Once the “Cha Khru Mo” is complete, the “Pact Ending” ritual is performed. This 

ritual signifies the ending of the obligations and agreements between the host and Khru Mo Nora. If 

the chief Nora does not perform this Vow Redeeming Ritual, it is believed that in the future, Khru 

Mo Nora might demand the fulfillment of promises through punitive means, which could result in 

illness or misfortune. This is referred to as being “Bound by a vow.” 

Before performing the ending of the vow, the person conducting the ritual must first chant 

protective spells to safeguard themselves. They then make a mental invocation using “Lam Luek 
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Mantra” to request the assistance of the teachers and deities in carrying out the ceremony. After 

this, they recite the Vow Redeeming spell while using a ritual knife to cut through the bundle 

containing the vow, which is then burned in a fire.  

The next ritual involves sending off the deities and various spirits. The chief Nora cuts the 

Ceiling cloth on the shrine, removing three sections of the roof covering to create an opening for 

the deities to return to their celestial abodes. The author suggests that the practice of cutting three 

sections of the roof is modeled after a scene from the legend of Phra Suthon and Manora, where 

Manora, being taken for sacrifice, requested that three sections of the roof be opened. Once they 

were opened, she quickly flew away. Thus, cutting three sections of the roof symbolizes opening a 

path for high-ranking spirits to return to their original places. Subsequently, the ritual involves sending 

off the local guardian spirits by removing the ceremonial the Bai Sri Ton (a ceremonial flower 

arrangement) from its post and discarding it outside the Nora performance space. The chief Nora 

then cuts the ropes that were used to bind the Nora stage, signifying the “dismantling of the Nora 

stage.” During this phase, firecrackers are also set off to honor the high-ranking spirits, marking the 

conclusion of the Nora Rong Khru ritual. 

Next, the chief Nora performs the “Lady Sparrow” to bid farewell to the Nora stage. The 

opening lines of the verse describe a sparrow with a loop, representing the constraints of family and 

wealth that prevent it from going anywhere. The conclusion of the verse states that the sparrow has 

finally let go of everything and is able to fly away. The significance of this verse is to demonstrate 

to the audience that attachment leads to suffering and that letting go brings greater happiness. 

According to Koeddee (Interview, 2014), the verse highlights the value of releasing attachments for 

a more content and liberated existence. 

The Lady Sparrow 

The Lady Sparrow takes to the skies, 

Spreading her wings as she boldly flies, 

She longs to soar across suffering’s sea, 

But her eggs keep her bound, and she cannot be free. 

To cross the ocean of suffering, oh dear sister, 

The sparrow flies out from the eaves, wings a-twister, 

Yet it cannot soar, though it yearns to be free, 

For its chicks are still featherless, waiting to see. 

To cross the swirling sea, oh dear sister, 

The sparrow takes flight from the eaves, a bold blister, 
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Yet it cannot soar, though it longs to be free, 

For its chicks are still weak, waiting patiently. 

To cross the river, oh dear sister, 

The sparrow flies out from the eaves, wings a-whisper, 

Spreading its wings to cross the sea of fire, 

Now it soars with ease, its heart’s desire. 

Let it fly across, oh beautiful one, 

For the sparrow is free, its worry undone. 

 

Once the farewell dance is completed, the host will offer betel nuts  and leaves or money 

to redeem the land and various items used in the Nora performance from the Nora troupe. This 

local practice is known as “redeeming the goods”. It is believed that since the Announcement ritual, 

the land where the Nora performance took place has been considered the property of the Nora 

troupe. Therefore, upon completion of the ritual, the land must be redeemed. 

After redeeming the goods, the chief Nora will lead the host in performing a water-pouring 

ritual to dedicate merit to spirits of various levels. The host is then instructed to distribute the 

offerings from the shrine to wandering spirits so that they may receive nourishment, just as Khru Mo 

Nora does. This practice reflects a compassionate attitude, extending not only to Khru Mo Nora but 

also to lower spirits. 

The grand Nora Rong Khru ceremony is deeply embedded with hidden beliefs, leading to 

complex practices and detailed procedures. However, when examined, it becomes clear that the 

ultimate goal of these actions is “to show respect and reverence to all types of spirits.” The 

consequence for those within the Nora culture is that these practices foster a gentle disposition, an 

understanding of social hierarchy, and the ability to live peacefully with others. 
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Chapter 3 

Beliefs in Nora Rong Khru Rituals 
Belief is what an individual holds based on their knowledge, understanding, and experiences, 

or what they may have learned from others. When a person develops a belief about something, it 

becomes ingrained and leads to certain practices. These beliefs may be true or false. Beliefs can be 

categorized into three levels: social beliefs, group-specific beliefs, and individual beliefs. 

Beliefs that appear in Nora Rong Khru rituals are categorized as group-specific beliefs and can 

be divided into three areas: 1) health beliefs, 2) spiritual beliefs, 3) weapon beliefs 

Health Beliefs 

In some Southern communities, there is a belief in the sacred power of Khru Mo Nora, who 

are thought to bestow either benefits or punishments upon individuals. This belief is a crucial 

mechanism that has helped maintain the existence of Nora traditions in society up to the present 

day. Examples of the benefits conferred by a Khru Mo Nora to those who show respect and 

reverence include: bestowing unexpected success in one’s career, protection from various dangers, 

granting of fortune and wealth. On the other hand, examples of the punishments meted out by a 

Khru Mo Nora to those who disrespect, do not honor, or abandon the Nora traditions include: 

experiencing bad luck, ongoing family distress, contracting unusual or severe illnesses. Two specific 

illnesses believed to be caused by the actions of a Khru Mo Nora are: the Sen disease, the Nora 

Burning disease. Details of these illnesses are as follows: 

 Sen  

“Sen” refers to a type of skin disease that is present from birth. It appears as raised, red, or 

black spots that do not cause pain or itching but are considered unsightly. It is believed that Sen is 

caused by the actions of the “Spirit of Sen” or by the power of Khru Mo Nora. It is thought that 

modern medical treatment may only provide temporary relief, with the disease often recurring. 

Consequently, some people prefer to have a chief Nora treat them through a method known as 

“Sen Crushing.” 

Noosuwan (T. Noosuwan, personal communication, December 6, 2014) describes the origin 

of the Sen disease as follows:  

“Sen originates from the legend of the Moon. At that time, the Moon desired to have a wife 

and set out in search of a celestial maiden. However, he found no one suitable because he himself 

was a deity with a pure and beautiful form. One day, the Moon encountered the daughter of Lord 

Thaksapachabodi and fell in love, deciding to propose to her. However, he was rejected because 

the Lord's daughter was reserved for higher deities, and the Moon's rank was not considered 
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appropriate. When the Moon realized that he would not succeed in love, he thought of abducting 

the daughter. But Lord Thaksapachabodi caught him and cursed the Moon with a skin disease 

characterized by raised, red, and repulsive spots all over his face. 

When the Moon was cursed, he sought out someone who could cure this disease but found 

no one capable. The Moon then went to plead with Brahma for help. Upon learning the whole 

story, Brahma advised the Moon to go to Shiva, as only Shiva could cure the disease. Brahma had 

already given all the necessary medicinal ingredients to Shiva. 

While the Moon was distressed about his appearance, it was the same time that Shiva was 

creating the human world using important medicinal ingredients given by Brahma, including Entada 

rheedii seeds, Elephant ear leaves, cogon grass, Senna alata, and Khedmon grass used in weaving. 

Shiva used the Entada rheedii seeds to create the earth, the Elephant ear leaves to create the sky, 

and the cogon grass, Senna alata, and the Khedmon grass to hold the earth together. As Shiva’s 

creation of the world neared completion, the Moon disturbed the ceremony. Shiva, enraged, flew 

up and performed an intricate dance, then immediately stomped on the Moon's face with both 

feet. With Shiva's divine power, the curse of Lord Thaksapachabodi was lifted, and the Moon’s skin 

disease was completely cured. Thus, Nora adopted this legend in the treatment of Sen, believing it 

to be the same disease that afflicted the Moon. The dance movements of the chief Nora are 

modeled after Shiva's dance, and the medicinal ingredients such as Entada rheedii seeds, Elephant 

ear leaves, cogon grass, Senna alata, and Khedmon grass, which are present in the ceremonial 

setting from the ritual of establishing a settlement, make the Nora Rong Khru ceremony complete 

in its treatment of Sen.” 

The items necessary for the Sen treatment ritual include: Chian Khru (a ceremonial object 

used for rituals), consecrated water bowl, ears of rice, knife sharpening stone, ritual ring with a 

gemstone, silver and gold (Yammai, 2013: 145). 
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Figure 3.1 Sen disease on the ankle, photographed on May 16, 2019. 

Source: Yammai (2019) 

In the ritual for treating the Sen disease, the chief Nora will light incense and candles to ask 

for blessings from Khru Mo Nora. Then, the healer writes Khmer characters on the right big toe for 

treating men and on the left big toe for treating women. The shaman performs a chant to bless 

consecrated water infused with ears of rice, a knife sharpening stone, a ring with a gemstone, silver, 

and gold. Luk Ku (the musical ensemble) plays the Choed rhythm while the shaman places the silver 

and gold on top of the Sen area. Then, the gemstone ring is placed over the silver and gold. The 

chief Nora dips their big toe into the consecrated water and then steps on the ring while pointing 

with the right index finger at the Sen area and chanting a spell. The left hand will perform a circular 

dance move. The practitioner uses rice sheaves to sweep over the Sen area while chanting a spell. 

This process is repeated three times, and then the Sen treatment ritual is considered complete. The 

person suffering from Sen disease must continuously apply the consecrated water to the affected 

area for seven days, after which the Sen will miraculously disappear. 

Nora Burning disease  

Nora Burning disease is a condition believed to be caused by the punishment of Khru Mo 

Nora. It is characterized by chronic illness, a lack of appetite, weakness, and extreme emaciation, 

where the body becomes so thin that only skin and bones remain. The condition resembles being 

roasted or burned by fire until completely dried out, which is why it is referred to as “Nora Burning 

disease.”  

Individuals who are ill due to being punished by a Khru Mo Nora believe that conventional 

medical doctors will be unable to identify the cause of their illness or provide treatment. Therefore, 
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the common method of treatment is to consult a fortune teller or spirit medium to determine the 

cause of the illness. This process is known as “finding the Ped.” 

“Phet” or “Aphet (bad omen)” refers to the cause of an individual's illness, which may stem 

from either benevolent or malevolent spirits, or from the influence of supernatural forces, magic, or 

curses. 

There are four reasons why a Khru Mo Nora might cause a Phet: 1) not showing respect or 

worship to Khru Mo Nora according to the traditions followed by ancestors; 2) not performing the 

required rituals as per the agreed-upon vows, 3) failing to fulfill promises or obligations agreed upon; 

4) punishing someone to urge them to continue the legacy of being a Nora performer. 

Once it is determined that the illness is indeed due to a Khru Mo Nora’s punishment, the 

next step is often to have a chief Nora perform a “Hor Moey” act (making a vow). Hor Moey 

symbolizes the promise between humans and Khru Mo Nora. If the illness is truly due to punishment 

from Khru Mo Nora, the symptoms will miraculously improve within a short period after performing 

this ritual. 

Lueanlan (C. Lueanlan, personal communication, December 16, 2014) shared his experience 

of being punished by a Khru Mo Nora, saying:  

“In 2011, a Khru Mo Nora punished Nan (a pseudonym), who was studying at the university 

level. On the day of the incident, Nan returned from participating in a university activity. She 

experienced severe headaches and told her friends that the pain was so intense she could not 

attend the university activities and wanted to rest for a night. The next morning, when her friends 

did not see Nan at the university, they decided to visit her at her dormitory. They found Nan lying 

on her bed, appearing terrified. She was crying and speaking incoherently. That evening, Nan began 

to act out of control and started harming others. Her friends called to inform me so I could pick 

her up and take her home. Upon hearing the news, I contacted a local Nora medium whom I knew 

to check on Nan's condition before I could arrive. 

Before the Nora medium went to see Nan, the medium prayed that if Nan's illness was due 

to punishment from a Khru Mo Nora, her condition should calm down upon the medium's arrival. 

Remarkably, when the Nora medium arrived, Nan, who had been in a violent state, suddenly 

became calm. Nan then bowed and paid respects to the Nora medium. 

The Nora medium recounted the entire event to me, and I agreed with the explanation, but 

my husband did not believe it. That night, my husband and I decided to take Nan to a nearby 

hospital for treatment. 

While being treated at the hospital, Nan’s condition worsened. She began to exhibit 

increased delirium, was violent towards others, refused to eat, and would not sleep. However, the 
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hospital tests showed no abnormalities. I consulted with relatives about the situation and was 

advised to see a fortune teller. The fortune teller said that Nan was being punished by a Khru Mo 

Nora. Following this advice, my relatives and I performed a ritual to appease Khru Mo Nora. 

Remarkably, after about 2-3 days, Nan's condition gradually improved, and the doctors allowed 

her to return home to continue her recovery. 

Upon returning home, my husband spoke disrespectfully about Khru Mo Nora again. As a 

result, that night Nan disappeared from the house. My husband and I spent nearly the entire night 

searching for her. We eventually found Nan sleeping in the woods beside the house. She appeared 

terrified, as if she had seen something frightening. I comforted her until she calmed down, and then 

we brought her back home. That night, I called our relatives for advice. They suggested that if Nan 

recovered from her condition within 7 days, we should perform a Nora Rong Khru ceremony to 

apologize to Khru Mo Nora, as recommended by the fortune teller.  

After 7 days, Nan's condition returned to normal. She became cheerful and had her usual 

sense of humor. Our relatives then cooperated to perform the Nora Rong Khru ceremony to 

apologize to Khru Mo Nora whom we had revered since our ancestors’ time. After completing the 

Nora Rong Khru ceremony, Nan was able to resume her studies at the university as usual and 

graduated with a bachelo’s degree, without experiencing any abnormal symptoms like before.” 

Chitchonlatharn (M. Chitchonlatharn, personal communication, December 6, 2014) 

recounted an experience related to being punished by a Khru Mo Nora as follows:  

“Vee was an employee at a university. One day, while working, Vee suddenly fainted and 

collapsed. Colleagues quickly rushed Vee to the hospital, where doctors diagnosed him with 

paralysis affecting the lower part of his body. Vee remained hospitalized for nearly a month, but 

his condition did not improve. His relatives decided to take him back to their hometown. While at 

home, Vee’s relatives consulted a spirit medium to check his fortune. The medium said, ‘Vee is 

afflicted by a powerful curse.’ When Vee’s relatives heard this, they did not understand what ‘a 

powerful curse’ meant. The medium then explained that Vee was suffering from a punishment by 

a Khru Mo Nora. Khru Mo Nora was angry because Vee had abandoned and disregarded him. Vee’s 

relatives were initially reluctant to believe this, as there had never been any mention of Khru Mo 

Nora in their family before. 

After returning from the spirit medium’s house, Vee’s relatives consulted with the older 

members of the family. They later discovered that during Vee’s grandfather’s lifetime, numerous 

Nora Rong Khru rituals had been performed at his home. As the grandfather neared death, he 

instructed relatives in Nakhon Si Thammarat to take Khru Mo Nora because he did not want to 

burden his descendants. After the grandfather passed away, the relatives in Nakhon Si Thammarat, 
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who had taken Khru Mo Nora, kept him in a separate house, while their family moved to Bangkok. 

They only occasionally returned to the house where Khru Mo Nora was kept. This situation 

continued for over 60 years, and the newer generations of relatives were unaware that their family 

had once revered Khru Mo Nora.  

Upon learning this truth, Vee’s relatives consulted the spirit medium again. The medium 

advised them to set up a new shrine for Khru Mo Nora and to invite a Nora troupe to perform the 

grand Nora Rong Khru ritual as a form of apology. About three weeks after this, Vee began to regain 

movement in his legs and started walking, though not as before. Witnessing this miraculous 

improvement, the relatives promptly arranged for a Nora troupe to perform the ritual as promised. 

On the day of the grand Nora Rong Khru ritual, a Khru Mo Nora named ‘Nang Sri Mala’ 

possessed one of Vee’s relatives. Nang Sri Mala asked Vee and his family, ‘Why did you abandon 

me, my child? Did I do something wrong?’ As soon as Nang Sri Mala finished speaking, she cried 

sorrowfully, and Vee and his relatives also wept and apologized on behalf of the grandfather for 

having given Khru Mo Nora to another relative. Nang Sri Mala sprinkled consecrated water on Vee 

and told him that she did not wish to cause anyone pain because it was sinful, but she acted this 

way to prevent her descendants from forgetting their ancestors. Shortly after Vee and his relatives 

conducted the grand Nora Rong Khru ritual, Vee recovered from his paralysis and returned to work 

normally once again.” 

Although it cannot be proven by any specific tools whether the described conditions of 

illness are truly caused by the punishment of a Khru Mo Nora, what is clearly evident from these 

cases is the mutual reliance among family members and the psychological anchoring provided by 

Khru Mo Nora during illness. This support gives patients strength and hope that Khru Mo Nora will 

help them recover from their ailments. The role of Khru Mo Nora as a social support and the abstract 

values arising from these beliefs have become a guideline for living, fostering a sense of mutual care 

and concern within the community. 

Spiritual beliefs 

  There are six types of spirits associated with the Nora Rong Khru ceremonies: 1) deities, 2) 

Khru Mo Nora, 3) ancestral spirits, 4) sacred objects, 5) Chaeng spirits (local spirits or deities), 6) 

Shin spirits (deities or spirits associated with specific traditions) 

Deities 

Deities are celestial beings believed to reside in heaven according to Brahmanical beliefs. 

They are responsible for overseeing the creation, preservation, and destruction of the world and the 

universe. Some well-known deities among Thais include: Shiva, Vishnu, Brahma, Ganesha, Agni, 

Ganga, Aumadavi, Indra, Mother Earth  
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In Buddhism, although it is an atheistic religion, it does not deny the existence of deities. 

According to Utha (2014: 182-183), Buddhist scriptures categorize deities into three types: 1) 

Conventional Deities, these include monarchs and great kings who rule their lands with righteousness 

and uphold the ten virtues of kingship; 2) Celestial Deities, these are deities residing in heavenly 

realms, ranging from the realm of the desire realm (kāmāvacara) to the realm of the Brahmas 

(brahmālokā); and 3) Sublime Deities, this group includes the Buddha, the Paccekabuddhas (solitary 

enlightened ones), and the Arahants (those who have attained Nirvana). The most familiar deities to 

the general public are the Celestial Deities. According to the Abhidhamma Sarattha Sangha scripture, 

Volume 2, deities are further classified into three categories: 1) Local Deities/Forest Deities--these 

deities dwell in natural settings such as forests and groves, with their abodes often found in the 

treetops. This group includes ten specific types: Arama Deities, Vana Deities, Ruksa Deities, Osadhi 

Deities, Tinna Deities, Vanapatti Deities, Sora Deities, Lada Deities, Pabbata Deities; 2) Sky Deities--

these deities have their abodes floating in the sky above the earth and include celestial bodies such 

as the Sun, the Moon, planets, and stars; 3) Tree Deities--these deities reside in trees that have 

medicinal properties, such as the Terminalia tree and the Indian gooseberry tree. 

In addition to the foundational beliefs of Brahmanism and Buddhism, which are crucial to 

Thai culture and Southern Thai culture, Islam has also flourished in more recent times, leading to a 

blending of cultural and religious beliefs. According to Chitchonlathan (K. Chitchonlatharn, personal 

communication, October 6, 2011), an occult specialist from Trang Province, he describes the origin 

of deities and humans as follows: 

“When Lord Shiva created the human world, He assigned Vesanu the task of being a 

celestial servant in heaven. Vesanu was to bring two types of living beings and place them on the 

earth, holding them in his two hands. Lord Shiva instructed Vesanu not to look inside the hands 

until he reached the earth. However, during the journey, Vesanu, driven by curiosity, secretly opened 

his right hand. As a result, a burst of light emerged in all directions, and this light took the form of 

a living being composed solely of the element of fire. Vesanu was very alarmed and quickly 

descended to the earth with the living being in his left hand and gently placed it down. The living 

being that was in the left hand turned into a human couple, with bodies composed of the elements 

of earth, water, air, and fire. The man was named Toh Adam, and the woman was named Toh 

Ahwa or Sithi Ahwa. The living being that appeared in the air and was made of the element of fire 

was a type of spirit known as the ‘Shin Spirit.’”  

From the account of Khon Chitchonlathan, it is evident that the name of Lord Shiva from 

Brahmanism and the belief in the deity who created the world, combined with the names of the 

first male and female humans from Islam, have been integrated to form a local belief system. 
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Regarding the belief in deities in Nora traditions, it is observed that there is an acceptance 

and worship of deities that blend those from Brahmanic and Buddhist beliefs. This is evident in 

certain parts of the Nora Teacher Invocation, as detailed by Koeddee (2014), which provide the 

following information:  

The Teacher’s Chant, Part 1 

“…Sit and recite the Gatha Rattana, seek protection in this sacred mantra. 

Salute the Lady Swan of Khrung Pali, and honor Earth Goddess Mekhala. 

Salute the Divine Spirit of the Land, for great fortune and victory grand. 

Salute Phoshawatdee Thorani, the cool-hearted mother, gentle and mighty.  

...Salute the Spirit of the Land and the Guardian Deity, 

Salute Earth Goddess Mekhala, mighty and free. 

Salute the Wind God who blows with might, 

And the Ganges, inspiring hearts in light. 

Salute the Fire God and the Goddess of Agriculture, 

Who sets the sacred offering, blessings revealed. 

Salute the Seven-Day Gods, may no harm draw near, 

I worship the Lords of Wednesday and Thursday, with no fear. 

Come, the Lords of Friday and Saturday stay by our side, 

Walk with us, guide us, in you we confide. 

Salute the fiery sun, invite it with grace, 

The great father, shining, lighting our place. 

Invite the cool Moon, and Phra Angkarn (the deity of Tuesday) in its might, 

Continuing in sequence through the night. 

Invite all deities, from the seven days they came, 

All guardians and spirits, we call by name. 

Salute the spirits of land, both near and far, 

The foundation of our household, like a shining star. 

Salute the outer and inner spirits in line, 

And the roof spirit, protect us, divine. 

Salute the stairway spirits, Lord Dung Sakorn so grand, 

Tonight, Oh, tonight, Mother can’t leave the land. 

You have babies to care for, your love shining bright, 

Lord Dung Sakorn, guard them through the night. 
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Tonight, stay close, protect the young ones so dear, 

Come, Mother, come, and keep us near...” 

The Teacher’s Chant, Part 2 

“...Salute the mighty brother, so powerful and true, 

At this time, my respects, I offer to you. 

Garuda, the bird, and giants in sight, 

May all enemies flee and vanish from sight. 

May all realms of the universe, far and wide, 

Be covered, from cosmic layers to the world’s side. 

Salute Vesuvanna, the lord of wealth’s grace, 

And Suwannamoli, who venerates the sage’s place. 

To monks and the learned, I bow in respect, 

To Lord Yama, may my devotion connect. 

Salute the deities of land, officials too, 

With utmost devotion, I offer my view. 

Salute Indra, Brahma, Yama, giants tall, 

Guardian spirits, Garuda, Naga, all. 

Salute Lord Shiva, with gold and sapphire gleam, 

Who set the earth and heavens in a grand dream. 

He made the earth vast as a betel nut spread, 

And the sky as wide as an elephant ear’s thread. 

He set the oceans, the Sindu River to flow, 

And the Kirin and Sindorn mountains did grow. 

He placed the Naga King, the sacred Meru to stand, 

Guiding the wind, with divine power so grand. 

He set the sun, the moon, the day and the night, 

For the whole year, the months, and days in sight… 

…Salute Vesuvanna, the golden friend, 

Who oversees medicine, and remedies to mend. 

May the medicine fall lightly, I humbly implore, 

And request only a light punishment, nothing more. 

Do not sprinkle the medicine, let it not stray, 

As it may harm my kin and their path today. 
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Grant only light punishment, bless with your grace, 

I sit and recite, in this sacred space. 

Whether Lord Kosi or Lord Panta Asna shines bright, 

May your divine presence illuminate the night. 

Look through divine eyes, observe what we do, 

Are we digging wells or idols in view? 

See the offerings prepared, Nora dance in place, 

May the deity dwell, with blessings and grace. 

Watch the incense rise, candles burn with light, 

Blessings and wishes fill the day and night. 

Bless the young, the children in cradles so near, 

And the young prince sleeping, with blessings sincere. 

I sit and recite, hoping you hear from above, 

Indra praises, Yama smiles, with guidance and love...” 

From the examples of the Teacher’s chant, it is evident that the deities mentioned in Part 1 

of the Teacher’s chant are divided into two groups: those who protect and watch over the earthly 

realm and those who guard human destinies. These include: Nang Hong (a protective deity), Lord 

Khrung Pali (a guardian deity), Nang Thorani (Mother Earth), Nang Mekhala (a celestial being), Phra 

Barithiw (a deity of prosperity), Phra Phum Mahalaap (a deity of great fortune), Phra Phum 

Mahachai (a deity of great success), Phra Pai (the wind deity), Nang Kongka (the goddess of the 

Ganges River), Phra Phloeng (the fire deity), Mae Phosop (the goddess of agriculture), Phra Athit (the 

sun deity), Phra Chan (the moon deity), Phra Angkarn (the deity of Tuesday), Phra Phut (the deity of 

Wednesday), Phra Phruhassabodi (the deity of Thursday), Phra Suk (the deity of Friday), Phra Sao (the 

deity of Saturday), Deities of Guardianship (including both local and household deities) 

In Part 2 of the Teacher’s chant, the deities mentioned include those with various powers 

across different levels: the Great Garuda (a mythical bird deity), the Great Naga (serpent deities), 

Giants (mythical beings), Lord Wessuwan (a guardian deity of wealth), Rishis (sages or ascetics), Phra 

Phum Jao Ti (household guardian deities), Phra Indra (the king of gods in Hinduism), Phra Brahma (the 

creator deity in Hinduism), Phra Shiva (the destroyer deity in Hinduism), Lord Kosi or Lord Phanta (a 

name for Phra Indra). 

The role of these deities in the Nora Rong Khru ritual is to protect and ensure the successful 

completion of the ceremonies. They are responsible for guarding against dangers from both human 

and non-human entities, preventing any interference or harm during the rituals. 
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Khru Mo Nora  

Khru Mo Nora refers to the spirits of Khru Mo Nora, who have influence over the origins and 

continued existence of the Nora tradition. They can be categorized into three groups: 1) legendary 

Khru Mo Nora, 2) ancestors, 3) unspecified origins 

The group of Khru Mo Nora in the legends of Nora’s origins, also known as the royal Khru Mo 

Nora, consists of the spirits of individuals who lived during the era of Nora’s inception. According to 

legend, this group was composed of high-ranking individuals with royal lineage. Therefore, these Khru 

Mo Nora are regarded as “noble spirits” and are believed to have dressed in royal attire. They are 

highly revered and respected by Nora artists of all eras. Notable figures in this group include: Phraya 

Sai Fa Fad (sometimes pronounced Phaya Sai Fa Fad in some regions), Pho Sri Sattha, Nang Nual 

Thong Samlee, Mae Sri Mala, Pho Thep Singhon 

The group of Khru Mo Nora who are ancestors consists of the spirits of ancestors who were once 

involved with the Nora tradition. After their death, their descendants continue to venerate and 

worship them regularly. As a result, these spirits remain concerned for their descendants and are 

unable to be reincarnated. This group of Khru Mo Nora is commonly referred to as “Nora 

Grandparents” or “Ta and Yai.” Examples include Nora Phriab from Ban Khok Yang, Nora Paen 

Khrueang Ngam, Nora Toem from Trang, Nora Fueang, Nora Muk, Nora Hmon, Nora Choo, Pran Nuam, 

Pran Boon. It is believed that these spirits are depicted as elderly individuals, dressed in white or 

traditional local garments. 

 The group of Khru Mo Nora whose origins are unidentified includes those whose names do 

not appear in the Nora creation myths and for whom there is no concrete evidence of their having 

been actual ancestral Nora figures. Despite this, they are venerated and passed down through 

generations. Some examples include Phraya Thom Nam, Phraya Lui Fai, Phraya Mue Lek, Phraya Mue 

Fai, Ta32 Luang Khong, Ta Pran Boon, Ta Mo Thao, Ta Khong Ratch, Chom Thao Chom Rong, Ta Luang 

Muang Kaew Muang Thong, Ta Mom Rong, Waen Thong, Waen Fah, Ta Pha Khao, Khun Hon, Phraya 

Hor, Khun Pran, Phraya Pran, Ta Phet Khong, Ta Pran Thep, Ta Khun Thong, Khun Pitak, Ta Khong 

 
32 Ta, in Thai, does not always refer to a biological grandfather. It can be used to refer to elders or respected 

male figures, particularly in spiritual or ceremonial settings. It may also be used to address a wise or older person 

who holds a significant position in a community or family, regardless of direct familial relation. Additionally, in 

certain contexts, “Ta” is used to refer to spiritual or ancestral figures. In religious or cultural ceremonies, for 

example, it might be used to refer to a revered ancestor or a guardian spirit. (The translator) 
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Ratch, Ta Luang Nai, Ta Khun Kaew, Ta Khun Krai, Muen Wai Petchakat, Ta Pran Thao Na Thong, Ta 

Pran Thao, Ta Pran Kae, Ta Pran Pa, Ta Khun Lhat, Ta Muen Set, Ta Muen Jet Bong, Ta Khun Na, Ta 

Pran Mook Daeng, Ta Khun Hang, Ta Khun Bai, Mae Khaen On Nang Hong, Mae Kiw Hoen, Mae Thep 

Thida, Mae Sri Malai, Mae Kin Da Rhi, Mae Kin Da Rha, Mae Jai Wai, Mae Sampao, Mae Mao Kluen, 

Mae Thep Thida, Mae Mhak On, Mae Sri Khongka, Mae Khaen Suay, Nang Chan Chu Rhi, Nang Sri Chu 

Rha, Mae Sri Dok Mai, Mae Chan Tip Chan Thep, Mae Jae, Mae Chan, Mae Ub, Mae Ob. It is believed 

that these spirits have different appearances. Some are described as tall and robust with pitch-black 

skin, wearing traditional Thai clothing such as a Chongkraben (a type of traditional Thai trousers), 

while others may appear more like ordinary people, dressed in a Pha Thung (a traditional Thai sarong) 

and adorned with beautiful ornaments. 

People in the southern region believe that each Khru Mo Nora has a distinct personality and 

demeanor, similar to humans. To illustrate this understanding, here are some examples of Khru Mo 

Nora: 

Phraya Sai Fa Fad, the legend of the origin of Nora describes Phraya Sai Fa Fad as a king and 

the father of “Nang Nual Thong Samlee” or “Mae Sri Mala.” He is also the grandfather of “Pho Khun 

Sattha.” Phraya Sai Fa Fad is known for bestowing Nora costumes upon Pho Khun Sattha, which have 

become the standard attire for Nora performers to this day. Phraya Sai Fa Fad’s presence is often 

depicted with the demeanor of an elderly person. He prefers to wear white clothing and uses a head 

covering to conceal his face, typically wearing a Serd (headdress). He often holds weapons such as 

a sword or a blade. His demeanor is stern and direct, but he is especially kind to young children. His 

favored offerings include toasted rice, flowers, and coconut water. 

  Mae Sri Mala, originally named Nang Nual Thong Samlee. Mae Sri Mala is considered the 

“pioneering Khru Mo Nora” because she was the first to introduce Nora dancing in the southern 

region and also taught the dance steps to Pho Khun Sattha, her son. Mae Sri Mala’s presence is 

characterized by her graceful and refined demeanor, and she speaks in a soft, melodious voice. 

When it comes to the authority of Mae Sri Mala, it is noted that those who are punished by her 

often suffer from severe illnesses, sometimes nearly fatal. This can include severe emaciation, 

extreme weakness, loss of appetite, or even insanity. As a result, Nora practitioners generally hold 

Mae Sri Mala in high respect and reverence. 

Pho Khun Sattha, also known as Pho Khun Sri Sattha, is a revered Khru Mo Nora recognized 

as the “chief of all Khru Mo Nora.” This honor is attributed to Pho Khun Sattha because he received 

his name, attire, and position directly from Phraya Sai Fa Fad.  
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In all provinces of Southern Thailand, Nora Rong Khru ceremonies must always include the 

presence of Pho Khun Sattha. However, Pho Khun Sattha usually does not possess any individual. 

When it is necessary for him to do so, he manifests with a dignified and awe-inspiring demeanor.  

Some Nora groups believe that “Pho Khun Sattha” is a title used to honor those who perform 

Nora dance beautifully. Therefore, there can be multiple Pho Khun Sattha figures, as seen in various 

Nora invocations or from the list of revered Khru Mo Nora passed down through generations, such 

as Khun Sattha Yaem, Khun Sattha Ram, Khun Sattha Kui, and Khun Sattha Nakhuea. Currently, a 

statue of Pho Khun Sattha is erected at Wat Tha Kae, Tha Kae Subdistrict, Mueang District, 

Phatthalung Province. Nora artists widely agree that Wat Tha Kae has been associated with Nora 

since ancient times. Every year, during the second week of the 6th lunar month, a grand Nora Rong 

Khru ceremony is held at this temple to honor Pho Khun Sattha and all Khru Mo Nora. 

 
Figure 3.2 The statue of Pho Khun Sattha at Wat Tha Kae, Mueang District, Phatthalung Province, 

photographed on September 7, 2016. 

Source: Yammai (2016) 
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Pho Thep Singhorn or Pho Thep Singkhon: Some Nora groups believe that Pho Thep Singhorn 

is the deity of Nora dance residing in heaven. Other groups think he is either the elder or younger 

sibling of Pho Khun Sattha, while some believe that Thep Singhorn is a divine being who has 

incarnated into the body of Pho Khun Sattha to take care of and assist him. People in the South 

refer to those with divine spirits or sacred beings watching over them as “people with guardians.” 

The author concludes that Pho Thep Singhhorn is the same Khru Mo Nora as Pho Khun Sattha. When 

Pho Thep Singhhorn manifests, he is characterized by a formidable and serious demeanor. 

Khun Pran and Phraya Pran are the noblemen in the city of Phraya Sai Fa Fad. According to 

Noothong (1999: 749), when Phraya Sai Fa Fad forgave Mae Sri Mala, the noblemen came to express 

their congratulations by participating in the Nora dance. At that time, four noblemen joined in the 

festivities: Khun Wichit Budsaba, Phraya Kraiwongsa, Phraya Kondhanraja, and Phraya Haritanpanya. 

These four noblemen followed Thep Singhorn to perform Nora everywhere. Khun Wichit Budsaba 

and Phraya Kraiwongsa took on the roles of clowns, known as Pran, which led to them being called 

Khun Pran and Phraya Pran from then on. Additionally, Phraya Kondhanraja and Phraya Haritanpanya 

performed during Thep Singhorn’s breaks. Phraya Kondhanraja performed the water pouring ritual, 

while Phraya Haritanpanya performed the fire-walking ritual. Subsequently, these two were given the 

new names “Phraya Thom Nam (Lord Water Pouring)” and “Phraya Lui Fai (Lord Fire Walking).” 

Additionally, in the Nora tradition, the term “Phraya” is used at the beginning of the names 

for certain Khru Mo Nora.	Aside from Phraya Sai Fa Fad, Phraya Thom Nam, and Phraya Lui Fai, there 

are also Phraya Mue Lek and Phraya Mue Fai. It is believed that Phraya Mue Lek and Phraya Mue Fai 

are the same as Khru Mo Lek (“Lek” means “iron” in English), hence blacksmiths hold them in high 

regard. 

 One observation about the five Khru Mo Nora who have names starting with “Phraya” is that 

they tend to have rather fierce and stern personalities, making them objects of reverence and awe 

among their followers. For example, in the case of the Nora descendants in Ban Bin Yee, Khuan 

Thani Subdistrict, Kantang District, Trang Province, this family has revered Phraya Thom Nam for 

generations, dating back to their ancestors. During the Nora Rong Khru ceremony at their home, the 

hosts did not wish for the chief Nora inviting this particular Khru Mo Nora to possess, because they 

had previously encountered Phraya Thom Nam during a trance and found him to be very stern. 

Some descendants were so frightened that they cried. Therefore, for that Nora Rong Khru ceremony, 

they chose not to invite him to possess anyone. Nonetheless, the descendants of Phraya Thom Nam 

still continue to revere and worship this Khru Mo Nora according to the traditions of their ancestors. 

Ta Muang Kaew Muang Thong, also known as Ta Muang Thong, is a Khru Mo Nora with great 

powers. He can inflict severe illness on those who show disrespect. Nora artists and followers hold 
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him in high regard and reverence. Nunkaew (2006: 169-170) states that the Teacher’s chant of Nora 

Toem Mueang Trang describes Ta Muang Thong as follows: 

“…Pay respects to Muang Thong, where Trang Canal flows wide, along the riverbank, 

where the waters do glide. Father’s strength, his vigor, his courage so grand, turned 

into stone, like the strength of the land. The boat, once grand, now returns as 

stone, sinking in the canal, forever alone. At that time, they called it the Sampao 

Isle, or the Phetra Island, in the river’s style…” 

The verse describes the powers of Ta Muang Kaew Muang Thong, stating that he resides at 

the mouth of the Trang River Canal. If a boat passes by without showing respect, Ta Muang Kaew 

Muang Thong has the ability to curse it, turning it into stone and sinking it into the sea. Ta Muang 

Kaew Muang Thong is believed to appear as an old man, dressed in a sarong or traditional Thai 

pants, with a loincloth draped over his shoulder. However, some believe he appears as a young, 

handsome man with fair skin. When possessed, Ta Muang Thong is said to display a formidable and 

composed demeanor, appearing calm and dignified. He is often depicted wearing a Chongkraben 

(traditional Thai pants) with a loincloth draped over his shoulder, and he enjoys drinking alcohol and 

smoking Nipa leaves. 

Ta Kong is a highly revered Khru Mo Nora. The Nora Invocation describes the legend of Ta 

Kong, stating that he, along with two friends—Chan Kra Yha Phom Mor and Phra Chit—engaged in 

an affair with a palace lady. This led to their execution by the riverbank. When possessed, Ta Kong 

is known for his fierce and solemn demeanor. He is said to have a frightening appearance, often 

binding multiple candles together and holding them in his mouth, which creates a menacing 

impression. 

Pran Boon is the leader of Khru Mo Nora associated with the Hunter role. His name originates 

from a character in the tale of Phra Suthon and Manora. It is presumed that the Nora tradition 

previously included many performances of this story, leading to the character being called “Pran 

Boon.” Over time, Pran Boon gained widespread respect and became one of the revered Khru Mo 

Nora. According to the Nora origin legend mentioned in Chapter 1, Pran Boon appeared during the 

era of Nang Nual Thong Samlee and Pho Khun Sattha. He is widely honored and considered a 

significant Khru Mo Nora. When possessing, Pran Boon displays a humorous and boisterous 

demeanor, speaking bluntly and straightforwardly. He enjoys drinking alcohol and smoking Nipa palm 

leaves, often wearing the Hunter’s Face, a Chongkraben, and a loincloth wrapped around his waist 

and shoulder.  
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Khun Hon or Phraya Hon cannot be definitively identified as either a single Khru Mo Nora or 

a group of Khru Mo Nora with expertise in astrology. However, it is commonly believed in Nora 

tradition that Khun Hon or Phraya Hon was a Brahmin in the court of Phraya Sai Fa Fad and served 

as an advisor to him. Followers of Khun Hon or Phraya Hon often refer to him simply as “Ta Khun 

Hon.” When possessed as Khun Hon, one displays a demeanor that is polite, kind, and deeply 

compassionate. 

Ta Samrut is an elderly man who has abandoned his home to live a life of asceticism or 

study occult practices at a temple. Some people revere Ta Samrut as a Khru Mo Nora despite his 

lack of direct connection to Nora because he is known for his powerful magical skills. He is capable 

of healing various ailments and performing or defending against all forms of occult magic. Since 

certain Nora Rong Khru rituals and ceremonies require such expertise, some Nora artists choose to 

study these skills with Ta Samrut and regard him as a Khru Mo Nora in the realm of magic and spells. 

Ta Mor Thao, also known as Pran Pa or a person who forages for wild goods, is revered with 

great respect, especially by those who work in the forests. It is believed that Ta Mor Thao is a skilled 

elephant hunter or an adept at powerful magic. Nora performers honor Ta Mor Thao as a Khru Mo 

Nora with a status similar to that of a hunter. Ta Mor Thao is considered to have significant 

supernatural power, and any wrongdoing by his followers is met with severe punishment 

immediately. When Ta Mor Thao possesses a medium, he is often seen wearing a white cloth 

wrapped around his head, chewing betel nut, and displaying a stern and authoritative demeanor. 

Mae Khaen On, also known as Mae Khaen On Nang Hong, is a female Khru Mo Nora who is 

associated with the dancers. It is believed that Mae Khaen On was the caretaker of Nang Nual Thong 

Samlee when she was cast adrift, according to the Nora creation myth. When Mae Khae On possesses 

a medium, she is known for her playful and teasing demeanor with people, and she prefers beautiful 

attire. Some people refer to Mae Khaen On as “Nang Thasi.” 

Deity Wan Tok is a group of Khru Mo Nora who are highly revered in Nakhon Si Thammarat 

Province and some districts of Trang Province that share a border with Nakhon Si 

Thammarat. Hongsa (S. Hongsa, personal communication, January 5, 2022) recounts that... 

In the worship manual of Deity Wan Tok (Western Deities) from Nora Phua Pornsawan in 

Trang Province, it is mentioned that Deity Wan Tok consists of 12 female figures: 1) Mae Nuy – the 

principal wife and leader of the group, 2) Mae Thao Wan Khlon, 3) Yai Chi Hua Loen, 4) Mae Khaek, 

5) Mae Thai, 6) Mae La Ong Kaew, 7) Mae La Ong Dam, 8) Mae La Ong Samlee, 9) Mae Sri Dok Mai, 

10) Yai Chi Nok Wa, 11) Mae Tai Ka Luk, 12) Mae Khaen On. Originally, Deity Wan Tok resided on 

the island of Lanka (located to the west of Thailand), and later moved to Golden Mountain on Koh 



 

 79 

Sichang. People invited them to the palace to stay with Phra Muang Thong. Deity Wan Tok prefers 

offerings of meat, eggs, and betel nuts and leaves. 

Ancestor Spirits 

Ancestor spirits, commonly referred to as “Ta Yai,” denote the spirits of ancestors from both 

the paternal and maternal sides who are not directly connected to the art of Nora. However, after 

their death, these spirits are believed to possess divine power and can protect their descendants. 

The presence of these spirits is often perceived through dreams, personal spiritual experiences, or 

supernatural events that indicate their continued existence. The belief in ancestor spirits shares 

similarities with the veneration of Khru Mo Nora: both involve setting up an shrine for the spirits and 

performing ceremonial offerings according to specific occasions. In modern Nora Rong Khru 

ceremonies, when conducting the rituals, the host will provide a list of ancestor spirits to the chief 

Nora performer, inviting them to receive the ceremonial offerings.  

Sacred Beings 

Sacred beings, also known as “Thuat,” refer to spirits that reside in nature, often taking the 

form of either humans or animals. For example: Thuat Lak Khet, it is believed to be multiple entities 

with the forms of humans, tigers, and snakes, residing at the Phab Pha mountain, which marks the 

boundary between Trang and Phatthalung provinces; Thuat Ang Thong, he appears as a crocodile, 

dwelling at Ang Thong Waterfall in Sikao District, Trang; Thuat Nilpat, he appears as an old man, 

residing in a cave at Wat Tham Iso in Huai Yot District, Trang; Thuat Sip Song Pak Nam, he appears 

as a crocodile, inhabiting the mouths of all rivers flowing into the Andaman Sea; Grandpa Chao 

Suwan, he appears as a sage, residing at the Tham Phueng  dhamma retreat in Kantang District, Trang. 

The significance of sacred beings is that they can be invoked to possess a medium to inquire 

about fate, life problems, health conditions, and to perform rituals to resolve various issues. 

Individuals who serve as mediums for these sacred beings often set up shrines within their homes 

for the sacred beings to reside, similar to the shrines for Khru Mo Nora. When the medium passes 

away, their descendants must continue to venerate and worship them without interruption. In 

modern times, during Nora Rong Khru rituals, it is customary to invite the spirits of these sacred 

beings to participate. Offerings are prepared, including fruits and meat such as raw eggs, boiled eggs, 

cooked chicken, and pig’s head. 
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Figure 3.3 The shrine of Thuat Lak Khet of the Pap Pha mountain, located at the border between 

Trang Province and Phatthalung Province. Taken on September 7, 2016. 

Source: Yammai (2016) 

In some communities, there is a belief that sacred beings are the spirits of local deities 

residing at specific places, with the duty to ensure peace and harmony within the community. If 

someone acts inappropriately or violates the rules, they may face punishment. For example, the 

story of Thuat Rubber Tree in Krok Yang Subdistrict, Kantang District, Trang Province, as described by 

Yammai (S. Yammai, personal communication, December 4, 2014), illustrates this belief.  

“Thuat Rubber Tree is a sacred spirit residing in a large rubber tree in the middle of a rubber 

plantation. There are four spirits associated with this tree: Thuat Kaew Rahu, Thuat Kaew Prasit, 

Mae Kaew Si Thit, and Bang Daeng. Elders recount that on some nights, an orange-yellow light 

floats out from the rubber tree, believed to be the spirits of Thuat Rubber Tree   inspecting the 

community’s peace and order. Consequently, people hold them in great reverence and fear. 

A pivotal event that caused distress in the Kok Yang Village occurred when the owner of the 

rubber plantation contacted the authorities to request a grant for rubber plantation development. 

The authorities issued a directive requiring all rubber farmers to prepare their land for new rubber 

planting, mandating the removal of all trees growing on the land. This order forced the plantation 

owner to cut down the rubber tree where the spirits resided, despite opposition from the local 

residents. The process of cutting down the tree took almost half a day due to its enormous size 

and the manual sawing method used. Remarkably, as the tree was about to fall, it spun around 

several times before eventually toppling.  

Shortly after the rubber tree was cut down, a series of ominous events began to occur in 

the community. Large numbers of cobras and king cobras appeared throughout the village, causing 

great concern among the residents. They speculated that this was because the landowner had cut 

down the sacred rubber tree of the village, and the bad omens began to manifest. Indeed, the 

community’s fears came true: the landowner's daughter died under unnatural circumstances, with 
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blood flowing from her rectum without an apparent cause. Soon after, the landowner himself fell 

ill and died, and not long thereafter, another family member fell ill as well. The relatives began to 

believe the villagers’ criticisms and sought the guidance of the spirit of Thuat To Sae, who is Thuat 

Suea. The spirit explained that the deaths and illnesses were a punishment from the sacred spirits 

for destroying the tree they once inhabited. The remedy was to build a temporary spirit shrine for 

the sacred beings and to plant a new rubber tree to replace the old one. 

Upon learning this, the relatives built the temporary shrine and planted a new rubber tree. 

However, the new rubber trees withered and died each time they were planted. The relatives then 

invited Father Kae Hong, a monk from Wat Kok Yang, to plant the tree. After this intervention, the 

sick people in the family began to recover, and the newly planted rubber tree thrived and grew 

well. Today, the residents of Kok Yang Subdistrict hold an annual merit-making event during 

Songkran (Thai New Year) at the shrine near the rubber tree to dedicate the merit to the spirits of 

Thuat Rubber Tree. They also organize traditional performances such as shadow puppetry and 

Nora dance for the celebration.”  

The Chaeng Spirit  

The Chaeng Spirit is a benevolent spirit that resides in the Nora pavilion. It is believed to 

have been present since the origins of Nora, during the time when Nang Nual Thong Samlee was 

cast adrift from the city. At that time, there was only Chaeng used to provide shelter to protect Nang 

Nual Thong Samlee from the sun and rain. Chaeng was made from leaves, such as palm leaves, sago 

palm leaves, or pandan leaves, stitched together simply. This story has been passed down through 

generations and evolved into a group of spirits known as the Chaeng Spirit. The role of the Chaeng 

Spirits is to protect Nora performers from malevolent spirits. This belief has led to the practice of 

using Chaeng leaves to cover the roof of Nora performance spaces, mimicking the shelter used by 

Nang Nual Thong Samlee. The appearance of the Chaeng Spirit is described in the Nora Farewell 

text, as detailed by Koeddee (L. Koeddee, personal communication, December 25, 2014). 

…Saying, “Wait here, Nang O-Kra Chaeng, by the six posts, 

Stay, my dear, Thongtaprao, though the man has left, he will return as most.” 

Saying, “Wait here, Nang O-Kra Chaeng, at the three sections wide, 

Stay, my dear, Thongbangorn, though he's gone, he'll return with pride.” 

Saying, “Wait here, Nang O-Kra Chaeng, at the three corners near, 

Stay, my dear, Thongngam, though the man has left, don’t fear.” 

Saying, “In the evening, we’ll play just one song, the evening’s tune, 

Stay, my dear, Thongkhukhen, though he's gone, he’ll return soon.” 
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Saying, “Wait here, the bee will leave the flower’s bloom, 

Stay, my dear, don't cry, though he’s gone, he’ll return to resume…” 

From the verse, it is evident that the Chaeng Spirit or Nang O-Kra Chaeng Spirit resides at the 

pillars of the Nora pavilion. The Chaeng is used to thatch the roof, and after the Nora Rong Khru 

ritual is completed, the chief Nora recites verse instructing the Chaeng Spirit to guard the Nora 

pavilion grounds and promises to return again. This ritual creates a sacred discourse involving the 

Chaeng Spirit, as people believe that the area where a Nora pavilion is established becomes sacred 

ground. The land in that area is under the guardianship of Khru Mo Nora, with the Chaeng Spirit 

overseeing and protecting it. If the area is encroached upon, the Chaeng Spirit may impose 

punishment. 

The belief in  the Chaeng Spirit has led to the creation of a Nora ritual known as “Nora 

Beheading the Buffalo,” also referred to as “Nora Khao Ko.” 

The term “Ko” means “forest.” The purpose of the Nora Khao Ko ritual is to make offerings 

to the spirit of the Chaeng. The steps of this ritual are similar to those of the Crocodile-Spearing 

ritual in nearly every aspect. The main difference is that in this ritual, a separate ceremonial space 

is constructed for the Chaeng Spirit, distinct from the Nora’s ceremonial space. At the end of the 

Crocodile-Spearing ritual, the chief Nora performs a verse called “Thorapi-Thorapa,” which recounts 

the story of King Pali killing a buffalo named Thorapi. During the buffalo beheading, the chief Nora 

marks a cross on the buffalo’s head with a sword and then cuts the rope tied to the buffalo’s nose, 

thus completing the ritual. 

When selecting a buffalo for the ritual, it must be a male buffalo with ears as long as its 

horns and possessing desirable traits. In the past, the buffalo carcass was placed in a Ko or a forest, 

but since a Ko is no longer used, large branches are now piled to resemble a Ko. Around this 

makeshift Ko, some buffalo meat is skewered and planted, referred to as “7 haab of meat 7 kon of 

meat.”33 When the Chaeng Spirit possesses a medium, it will run to the Ko and consume the buffalo 

meat.  

 
33 Haab is a Thai traditional unit of measurement for weight, khon is another traditional unit of measurement for 

weight, but smaller than “haab.” It essentially means having to carry 7 bundles of meat and 7 units of 

“khon”—something that’s very hard and labor-intensive. The phrase implies a task so difficult, it requires a lot 

of effort and resources to complete. It may also suggest the heavy responsibility or burden someone might face. 

(The translator) 
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Figure 3.4 The ritual of Buffalo Beheading, photographed by the Nora Samroeng Buntoengsilp 

Group, Trang Province, on January 8, 2021. 

Source: Yammai (2021) 

The Shin Spirit 

The Shin Spirit, sometimes referred to as “Yin,” are a type of spirit found in the Southern 

Thai beliefs. This group is considered malevolent, possessing the power to punish humans to the 

point of death. However, some Nora practitioners, who wield powerful spells, are able to summon 

Shin spirits for various purposes. For example, they might summon Shin to harm enemies, enhance 

charm, or oversee and protect agricultural fields. The leader of the male Shin spirits is known as 

“Toh Adam,” while the female leader is called “Sittia Hwa.” There are also various types of Shin 

spirit followers. 

Budsararat (1999: 2,053-2,055) describes the “Shin” as follows: Shin is a type of supernatural 

power that cannot be seen. It is a high-level spirit, not one derived from the spirits of deceased 

humans. Summoning, controlling, and maintaining Shin is very challenging because Shin is not afraid 

of any form of magic. Thus, chanting spells to summon Shin is not intended to instill fear but to 

seek friendship. Shin is categorized into five types: Shin of Sun, Shin of Water, Shin of Wind or Air, 

Shin of Fire, and Shin of Flowers. 

Shin of Sun appears as a ball of light, similar to the beam of light emanating from a car’s 

headlights. Shin of Sun is a very powerful type of Shin. Those afflicted by this Shin may experience 

pale skin, emaciation, exhaustion, and ultimately death. 

 Shin of Water is A type of Shin resembling pond algae, believed to cause cold extremities, 

fluid accumulation in the lungs, abdominal swelling, and in severe cases, death 
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 Shin of Wind or Shin of Air, this type of Shin is found in areas between two closely spaced 

mountains, where strong winds blow. Those affected by this Shin will experience chest tightness, 

vomiting, bloating, indigestion, and dizziness. It is commonly used to sabotage opponents during 

Nora or Nang Talung performances (shadow puppetry), as it can cause the competitor to 

experience these symptoms, making them unable to continue the competition. Using this Shin on 

someone is often effective and gives quick results. 

Shin of Fire appears as a bright flame, similar to the Shin of Sun but smaller in size. Those 

affected by the Shin of Fire will experience intense heat in their body, as if being scorched by fire. 

They will be unable to sit or lie down comfortably and will feel restless. 

Shin of Flowers has the special characteristic of emitting a fragrant smell. In ancient times, if 

people encountered a pleasant fragrance in an area where no flowers were present, it was believed 

to be the scent of the Shin of Flowers. It was considered important not to comment on this scent. 

It is said that in the past, Nora practitioners frequently used the Shin of Flowers to enhance their 

charm and allure, not with the intent to harm others but to increase their own attractiveness. 

Shin comes in three levels: 1) high-Level Shin: Komen, Komes, Wealthy Brahma, 

Harsh  Brahma, Ampa, Phra Vichai. High-level Shins are used for significant matters, such as 

eliminating enemies, which would involve calling upon Harsh Brahma, or for wartime, where Phra 

Vichai would be invoked. 2) Middle-Level Shins: Khun Prab, Khun In, Khun Shin, Khun Chian. These 

Shins can be called upon for any situation. 3) Low-Level Shins include the ghosts that inhabit mud 

holes, swamps, or dense forests, known by the names of Nai Hor, Nai Na, Nai Ma, Nai Mee, Nai Kong, 

and Nai Rak, “Nai Hor of the forest, Nai Kong of the wilderness, Nai Plak of the fields, Nai Rak of the 

earth.” Low-level Shins are easier to summon and are typically used to consume the flesh and 

bones of enemies. They tend to cause less severe effects, such as swelling around the ankles or 

other minor injuries. 

A Shin shaman or someone knowledgeable in using Shin often keeps them at home, setting 

up a special room for them. Sometimes, Shin may quarrel with each other. Those who care for Shin 

must offer sacrifices every time they eat or drink anything. If they forget to make these offerings, 

Shin can cause harm. Shin can also harm the family of the caretaker if not properly looked after. 

Offering sacrifices to Shin is usually done on Tuesdays. Shin are typically used for the following 

purposes: 1) to guard against enemies who might attack, Shin can whisper warnings in advance so 

that precautions can be taken; 2) to deal with vengeful enemies who might retaliate, Shin can be 

used to consume the blood of the enemy until they die. It is believed that killing enemies by using 

Shin does not result in legal punishment; 3) to protect livestock. If a thief comes, Shin can show its 

power in various ways, such as hitting the thief, making the thief unable to find the entrance to the 
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house, or leading them astray; 4) to have charm and attraction in order to make people fall in love 

or be infatuated. This is often used in traditional performances like Nang Talung or Nora; 5) to 

sabotage opponents, such as placing Shin Water in front of an opposing Nang Talung theater to make 

the area cold, so people cannot tolerate sitting through the performance; and 6) to prolong 

treatment for patients, which allows the Shin shaman to charge more for their services. Generally, 

less harmful Shins like Shin of Wind or Shin of Water  are used for such purposes. 

To resolve Shin issues or treat someone harmed by Shin, the typical approach is to address 

the matter peacefully without threats of further harm. Shin are considered a high-level, mysterious 

power that is not afraid of magic or spells. Another method involves creating a “plong,” which means 

to render the Shin ineffective. This is done by mixing and grinding dog feces, wild boar feces, and 

otter feces together, then sprinkling the mixture around the affected area. It is believed that this can 

prevent Shin from causing further disturbance. 

Beliefs about Weapons 

The rituals performed in Nora Rong Khru ceremonies are deeply tied to mysticism and occult 

practices. It is believed that any mistake in these rituals can bring misfortune to the practitioner. 

Therefore, ancient Khru Mo Nora devised a method of self-defense for later generations of Nora 

performers by “carrying weapons” with them. It is believed that sharp weapons are protected by a 

deity named “Phra Petch Chalu Kan,” who is the guardian of all craftsmanship. This deity has the 

divine power to dispel spirits, evil entities, and various forms of misfortune. Thus, Nora weapons 

serve as both charms and practical tools. 

 In Nora ceremonies, both sharp and blunt weapons are used, totaling seven types: 1) Phra 

Khan, 2) sword, 3) Kris, 4) Shaman’s knife, 5) spear, 6) bow, 7) Naga’s Lasso. Each type of weapon 

has specific details as described below. 

Phra Khan 

Phra Khan is a pointed weapon with a short handle. In Southern Thai performing arts, it is 

commonly assigned to characters such as deities or kings. It is seen in performances like Nang Talung 

and Nora. In Nora, the Phra Khan is used when playing the role of a king in the Twelve Verse and 

during important ceremonies such as the Crocodile-Spearing ritual, the Sen Treatment ritual, the 

Vow Redeeming ritual, the Deity Sending ritual, and the Stage Leaving performance. 

Nora Phra Khan is typically made from the Sang Khan wood, known for its tough and durable 

properties, or from a blend of metals. This metal is created by melting various types of iron together, 

such as nails used for coffin lids, iron from crematory pinnacles, ancient swords, and sacred nails. It 

is believed that these metals possess mystical properties and can be used as talismans.  

 



 

 86 

Sword 

The sword is a weapon used for chopping and slashing, suitable for face-to-face combat. In 

Nora Rong Khru rituals, the sword is specifically used during the Crocodile-Spearing ceremony. After 

Khru Mo Nora has stabbed the crocodile, a hunter is then tasked with cutting the crocodile. The 

Hunter must have a strong understanding of occult practices, as slicing the crocodile involves reciting 

specific incantations. It is believed that failing to recite the incantations correctly will bring misfortune 

to the person performing the slicing, leading to a gradual decline in their life over time. 

The preferred areas to cut on the crocodile are the tip of the snout and the base of the tail, 

as these are the smallest and most manageable parts compared to the body. Each cut must separate 

the section completely; otherwise, the ritual is believed to be unsuccessful. If the cut does not fully 

sever the crocodile, it is believed that the Nora Rong Khru ritual will not achieve its intended 

outcome, and the host may have to perform the ritual again. This aspect is taken very seriously. The 

author believes that cutting the crocodile has psychological significance. The concept of being 

“severed or not severed” is crucial. When the Hunter successfully cuts the crocodile, symbolizing 

the mythical Chalawan, the human mind interprets this as the ritual being completed successfully, 

as Chalawan is considered dead. This brings mental peace, which in turn leads to physical well-

being. Conversely, if the crocodile’s body is not fully severed, it causes mental anxiety and fear, as 

the saying “incomplete Nora performance” implies that the ritual is incomplete. This mental unrest 

can result in physical discomfort and potentially lead to illness. Therefore, to ensure the crocodile 

is cut as desired, several factors must be considered: the cutter must have a thorough knowledge 

of occult practices, possess good physical strength, choose appropriate cutting points suitable for 

their strength, and use a high-quality sword with proper weight, sharpness, and handle length suited 

to the user. 

Kris 

The Kris is a short weapon similar to a dagger with a double-edged blade. Kris blades can be 

either straight or wavy, with some having up to 19 waves. Each Kris blade is made from at least two 

types of metal, and to achieve a high-quality Kris, seven different metals are often combined. The 

Kris originated in India and initially did not have the wavy curvature but was made from the horn of 

a chamois. Some believe that the Malays were the originators of the Kris, originally made from tiger 

fangs, as the Malay region was once a dense forest with many tigers. Others believe that the Kris first 

appeared among Javanese people in Indonesia, where it was used by pirates. The Kris became a 

weapon used by the Thai people at an unspecified time in history. The French envoy, La Loubère, 

mentioned that King Narai of Siam bestowed a Kris to officials, worn on the left side of the waist for 
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convenience. Paintings from that era, such as those of Chao Phraya Kosapan, depict individuals 

dressed in Arabic Muslim attire and carrying a Kris (Ruangnarong, 2010: 268-270). 

Kris is present in both the society and culture of Thailand. In addition to being a weapon, Kris 

serves as a symbol of masculinity and the status of its bearer, as some Kris are adorned with precious 

gemstones. Additionally, some people carry a Kris because they believe it can serve as a charm or 

an amulet. 

Thai Buddhists and Thai Muslims in the South of Thailand believe that Kris possesses magical 

properties. For example, some believe that if a Kris is used to stab the footprint of someone, that 

person will die immediately. Some Kris are thought to be able to float and stab enemies at the will 

of their owner. At night, certain Kris are believed to disappear and reappear with traces of blood, or 

they can cause fire to appear wherever the Kris points (Ruangnarong, 2010: 271). 

The author believes that the Kris became associated with Nora Rong Khru rituals through the 

belief in Khru Mo Nora and sacred figures from the Muslim tradition, who are referred to with the 

honorific “To” (meaning great-grandfather) such as To Dam, To Daeng, To Chen, To Mek, To Ahwa, 

and To Lamad. When these beliefs were integrated into Nora traditions, they created unique 

practices such as avoiding offerings that include Phok, presenting Muslim clothing, burning incense, 

and offering Kris. In addition to the religious beliefs surrounding Muslim Khru Mo Nora, it is observed 

that the veneration of these masters also stems from social relationships. For instance, some Nora 

practitioners who had learned spells from Muslim masters would invite them to receive offerings 

upon their death, similar to the way other spirits are honored. 

Shaman’s Knife 

The Shaman’s Knife plays a crucial role in Nora Rong Khru rituals, especially in actions 

involving “cutting” or “removing.” For instance, it is used in consecrating consecrated water to 

eliminate evil forces, cutting the neck of a chicken and the nose of a pig offered as the vow fulfilling 

to signify that the vow has been “severed” or the pact between parties has been dissolved. It is also 

used to cut the sacred thread in the Serd Crowning ceremony. 

The most commonly used Shaman’s Knife is the Deuy Kai knife, which features a long, 

slender blade with a slight curve. The handle is typically made from auspicious wood, such as teak 

or tamarind. Some people prefer to insert powders of various woods into the handle, such as powder 

from protective woods, to signify “eliminating all dangers.”  

The handle of the Shaman’s Knife is often crafted in the form of revered figures according 

to the user’s beliefs, such as hermits, Ganesh, or Phra Pidta. It is believed that these revered forms 

enhance the mystical power of the knife, making its use more effective. This belief has led to a 
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tradition of creating aesthetically pleasing Shaman’s Knives, which not only enhance the user’s 

spiritual value but have also become collectible art pieces cherished by amulet collectors. 

Spear 

The spear is a weapon used for combat at a distance, designed for thrusting or throwing at a 

target. Like the Phra Khan, the spear has a double-edged blade, but the handle is longer. In Nora 

Rong Khru rituals, the spear is used exclusively for stabbing the mythical crocodile, Chalawan. There 

are seven spears used for this purpose, each with distinct names and attributes. According to 

Koeddee (Interview, 2014), each spear has its own unique characteristics as described in the following 

verse. 

“…Once finished, call for the Pichai Spear to enter the ceremonial hall immediately. 

Each of the seven spears of our comrades has a different name: 

The first spear is called Samak, with a handle carved with spells, 

The second spear, Kor Tabuay, adorned with talismans that tells. 

The third, Bai Takong, for precise strikes, sharp and strong, 

Its handle crafted with power, where sharpness does belong. 

The fourth is Patwa, linked with lightning’s might, 

A handle etched with spirit charms, a powerful sight. 

The fifth, Jitta, pierces straight, aiming true, 

A handle built to reach the mark, as only it can do. 

The sixth, Jaturo Lohit, can pierce the stone, 

Its might unbroken, power fully shown. 

The seventh, Maha Chai, with bamboo in hand, 

It strikes as sharp as through a stem, a fatal weapon, grand…” 

The verse describe the names and mystical attributes of each spear, but in reality, spears 

numbered 1 through 6 are constructed quite simply. These spears are made from bamboo, carved 

flat, shaped to curve with a pointed tip to resemble a real spear. The handles are made from “Kla,” 

a type of plant with a round, smooth trunk commonly found in swampy forests or along water 

sources. In contrast, the seventh spear, known as Maha Chai, has a blade made of metal and features 

a handle made from bamboo or other auspicious woods. 

Bow  

The bow is a traditional weapon used by the Hunter. The bow itself is made from bamboo 

that is bent and shaped into a curve. The bowstring is crafted from rattan, and the quiver is a small 

rectangular basket, roughly the size of a thumb, woven from rattan as well, designed to hold the 

arrows. The arrows are made from clay, shaped into round tips, and left to dry thoroughly in the 
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sun. In the past, forest hunters commonly used this weapon for hunting, as the bow allows for 

shooting animals from a distance. The technique for shooting arrows involves slightly tilting the bow 

while drawing, as failing to do so can result in the arrow striking the shooter’s hand, causing injury. 

The bow is used exclusively in the Swan Dance ritual (the ritual of capturing the mythical 

swan). During this ceremony, as the Hunter approaches the Nora pavilion, they recite a spell and 

shoot three arrows. The first arrow is shot to the right of the Nora pavilion, the second to the left, 

and the third over the roof of the hall. The act of shooting the arrows is believed to serve two 

purposes: to clear a path for the Hunter to successfully capture the swan and to drive away any evil 

forces from the Nora pavilion. 

 
Figure 3.5 The Hunter during the Swan Dance ritual, photographed from the Nora Srichan Sanit Noi 

troupe, Trang Province, on September 11, 2015. 

Source: Yammai (2015) 

The Naga’s Lasso   

The Naga’s Lasso is another weapon used exclusively by the Hunter in the Swan Dance ritual. 

In this ceremony, the Hunter plays the role of “Pran Boon,” whose task is to capture the swan or 
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Manora and present it to Phra Suthon. The swan is a mythical creature that cannot be caught with 

other weapons; it must be captured and bound with the Naga’s Lasso. This is the origin of the Nora 

Dance ritual of capturing the swan. 

In the past, the Naga’s Lasso was commonly made from rattan, shaved thin, and woven into 

a rope. Nowadays, ordinary rope is generally used. The Naga’s Lasso can be divided into two parts: 

1) the rope head: this is characterized by a knot, tied using a specific technique known as “Nak Bas 

Knotting,” and 2) the rope end: this part extends from the rope head and is approximately 6 meters 

long. To use the Naga’s Lasso, the rope head is placed around the back of the swan’s waist, and 

the swan is then made to spin around itself three times before turning back. Some believe that a 

Naga’s Lasso that has previously captured a swan possesses mystical powers and can protect against 

evil forces. Consequently, it is sometimes requested from the Nora for use in binding the nose of a 

fighting bull to lead it into the bullfighting arena. 

All weapons used in the Nora Rong Khru ritual must be carefully preserved, as it is believed 

that all such weapons have mystical properties. Therefore, they must be treated with respect, 

especially sharp weapons, which are considered sacred objects. Onmak (J. Onmak, personal 

communication, December 16, 2014) recounts that...  

“...Both the spear and the sword have specific names. The sword is called ‘Nora Nari,’ and 

the spear is named ‘Thao Khun Thong.’ Before moving or cleaning them, it is essential to light 

incense and candles and make a formal announcement. Otherwise, it is believed that misfortunes 

may befall the family, such as illness...” 

The value of the belief in the proper preservation of weapons used in Nora Rong Khru rituals 

is that it teaches respect for tools and equipment. Every time these items are used or stored, they 

are handled with care, which results in a longer lifespan for the tools and equipment. This practice 

is a form of moral teaching passed down through the discourse of the mystical and sacred nature 

of the weapons. 

Today, science and technology have advanced rapidly, revealing some of the mysteries that 

were once feared by people in the past through reliable scientific processes. The new generation, 

which will play a crucial role in preserving Nora culture, is being educated to understand the natural 

world through scientific methods. Therefore, when the traditional beliefs in Nora Rong Khru rituals 

confront the scientific thinking of the younger generation, it leads to hesitation, doubt, and 

questioning between the two sides. A good solution to this issue is to adjust perspectives with 

understanding and mutual respect, recognizing that “both the beliefs in Nora Rong Khru rituals and 

scientific processes arose from human wisdom in different periods. Both serve to benefit society, 

and thus, both hold equal value as human wisdom.” 
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Chapter 4 

The Shrine of Khru Mo Nora and the Worship 
 The belief in Khru Mo Nora is rooted in the idea that Khru Mo Nora are a group of spirits with 

a way of existence similar to that of humans. They consume, reside, and can interact with each other 

or with humans. Therefore, descendants who respect and revere them must create a “Khru Mo Nora 

shrine” and must “perform rituals of worship” according to Nora traditions to ensure the well-being 

and tranquility of both Khru Mo Nora and their descendants. 

Khru Mo Nora shrine 

 The “Khru Mo Nora shrine” is the residence of Khru Mo Nora. It is commonly placed in the 

most inaccessible area to prevent the daily activities of family members from disturbing the peace 

of Khru Mo Nora. The shrine is ideally oriented towards the north. If the space within the house does 

not allow this, it is permissible to orient the shrine towards the east. Other orientations are not 

preferred. 

 Precautions for installing the shrine include: do not place it on door or window frames as it 

might be exposed to sunlight, wind, or animals that could cause damage. Do not install the shrine 

in the bedroom of a married couple. Do not place it in the kitchen, near the bathroom, or attach it 

to the house’s pillar.  

 Components of Khru Mo Nora Shrine 

 A Khru Mo Nora shrine consists of four key components: 1) the shrine itself, 2) Chian Khru, 3) 

Ceiling cloth, 4) incense holder, candlestick, and vase 

 
Figure 4.1 A Khru Mo Nora shrine, photographed on August 1, 2021 

Source: Yammai (2021) 
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 The “shrine” is commonly made from auspicious woods such as jackfruit wood, tamarind 

wood, teak wood, Siamese Rosewood, and Sabah salwood. There are four main types of shrines: 1) 

Ashram-Styled shrine which is elevated with four posts about 90 centimeters high, placed on the 

floor of the house; 2) Fak shrine or Bamboo-Woven shrine, which is made from woven bamboo and 

placed under the roof. This type is commonly found in the areas around the border between 

Songkhla, Phatthalung, and Nakhon Si Thammarat provinces; 3) Ceiling-Hung shrine, it involves tying 

a Ceiling cloth under the house’s roof and using a wooden platform to place the necessary items 

for Khru Mo Nora. This type is frequently found in some areas of Songkhla and Phatthalung provinces; 

and 4) Wall-Mounted shrine, it is similar to a Buddhist shrine, this type is attached to the wall and is 

commonly found in Trang province. 

 About 10 years ago, a new trend emerged in creating multi-tiered shrines, such as three-tier 

or five-tier shrines. This trend arose from the belief that Khru Mo Nora is a “spirit with great power,” 

and thus the shrine should reflect the master’s power appropriately. The advantage of this multi-

tiered design is that it allows for convenient and attractive placement of offerings and makes cleaning 

easier. 

 The Chian Khru or Pan Khru is an offering tray for Khru Mo Nora. It contains betel nuts and 

money, puffed rice, and flowers, each in quantities of 12, and one candle is placed on the tray. The 

Chian Khru is placed on Khru Mo Nora shrine from the first day the shrine is set up. 

 The Ceiling cloth is a white rectangular cloth tied at all four corners, stretched above the 

shrine at an appropriate height. It must not obscure other offerings placed on the shrine and should 

be high enough to avoid the heat from incense and candles. The cloth contains betel nuts and 

leaves, money, puffed rice, and flowers in quantities of 12. In some areas, nails and Nora bracelets 

may also be included. When the offerings inside the Ceiling cloth wither, it is not customary to 

discard them but rather to replenish them with fresh items. Therefore, the Ceiling cloth must be 

securely tied to support the weight of these offerings.  

 Incense burner, candle holder, and vase: these are basic offerings that must accompany Khru 

Mo Nora shrine. In the past, people used cans or glass jars for the incense burner, candle holder, 

and vase. Today, ceramic or brass items are preferred due to their greater beauty and heat resistance.  

 Additional elements to the shrines may or may not be included such as the Hunter’s Face, 

the Nang Thasi’s Face, and a Serd (headdress). Additionally, some people choose to include other 

offerings based on their beliefs, such as small pillows for putting in front of the Hunter’s Face and 

the Nang Thasi’s Face, clothing, cosmetics (if Khru Mo Nora is female), drinking glasses, liquor glasses, 

coconut cups, and garlands.  



 

 93 

 Area in front of Khru Mo Nora shrine: it is customary to place a pillow on a mat made of reed 

and cover it with a white cloth, known as “Sad Mhon” (pillow and mat arrangement). This is done 

regularly to demarcate the area of Khru Mo Nora shrine and to serve a practical purpose during 

ceremonies. 

 Ritual of Setting Up Khru Mo Nora Shrine 

 The ritual of setting up Khru Mo Nora shrine involves inviting Khru Mo Nora’s spirit to reside 

on the shrine. This ritual demonstrates acceptance and reverence for Khru Mo Nora and marks the 

beginning of the worship practices that must be passed down to future generations. Once the shrine-

setting ritual is performed, it is generally not dismantled or discarded, as it is believed that Khru Mo 

Nora represents the spirit of ancestors. Destroying the shrine is considered an act of disrespect 

towards the ancestors, leading to misfortune for the family lineage. 

 The ritual of setting up Khru Mo Nora shrine can be divided into two types: 1) the ritual 

performed by a chief Nora, and 2) the ritual performed by a local healer. 

 The ritual of setting up Khru Mo Nora shrine when conducted by a chief Nora is considered 

the most correct and appropriate practice. This is because the chief Nora holds legitimate authority 

and responsibilities according to Nora traditions. The ritual conducted by a chief Nora can be divided 

into two types: 1) the ritual with dance offering: this involves organizing a dance performance in front 

of the shrine. The sequence of this ritual is as follows: Khru Mo Nora Invocation, dance offering, 

reciting verse to invite Khru Mo Nora using the Teacher Appreciation verse and the Satsadi verse. At 

this stage, Khru Mo Nora will participate in the ritual. After that, offerings and performing are 

presented including the Teacher Teaching verse, the Dance Teaching  verse, the Initial verse, the 

Khun Tha verse, and other verse in sequence. When it is time to invite Khru Mo Nora to the shrine, 

the chief Nora selects three out of the Twelve Verse for the ritual, such as the verse of Thao Atit, 

the verse of Phra Rotthasen, and the verse of Phra Rama. Khru Mo Nora is then invited to the shrine 

by placing the offering and other ritual items on the shrine and reciting accompanying incantations. 
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Figure 4.2 The ceremony of setting up a new shrine, photographed by the Nora James Saneh Silp 

troupe, Trang Province, on March 10, 2022 

Source: Yammai (2022) 

Afterwards, the chief Nora will recite verse to send off Khru Mo Nora and the deities, and 

perform the final ritual of pouring water to dedicate the merit. The procedures for setting up the 

shrine may vary depending on the Nora lineage and training, but the common goal is to invite Khru 

Mo Nora to reside on the shrine. 2) The second method for setting up the shrine involves having 

only the chief Nora perform the ritual by reciting the Satsadi verse and invoking Khru Mo Nora 

invitation verse to the shrine. This method is more cost-effective and time-efficient compared to the 

first method. 

 The ritual of setting up the shrine by a local healer involves having a local healer or a 

practitioner of occult sciences as the main officiant. This method is similar to the setup where only 

a chief Nora is arranged to recite the Satsadi verse and invoke Khru Mo Nora invitation. The practice 

of using a local healer is common in areas where a chief Nora cannot be found, or where the host 

has constraints related to time and budget. When choosing a local healer for the ritual, it is important 

to select one who specializes in auspicious ceremonies. Healers who deal with malevolent or 

harmful practices are generally not invited to perform the ritual of setting up Khru Mo Nora shrine. 
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 Currently, some mediums or even certain monks volunteer to conduct the Nora shrine-

setting ritual. However, these practices are not widely accepted within the Nora community, as the 

proper officiants for Nora-related rituals should be those who have previously undergone the chief 

Nora initiation or are highly skilled local healers with significant experience in ceremonial practices. 

 Arranging the Offerings in Front of the Shrine 

 The offerings used in the Nora shrine-setting ritual are the same as those used in the Nora 

Rong Khru rituals, which are detailed in Chapter 2. The following describes the method for arranging 

the offerings in the shrine-setting ritual, which should be done according to tradition to facilitate the 

ritual and enhance its appearance.  

 The arrangement of offerings starts from the area closest to Khru Mo Nora shrine and 

proceeds outward. Note that the terms “right” or “left” are based on the direction Khru Mo Nora 

shrine faces.  

  Steps for arranging the offerings as follows: lay a Lepironia mat in front of the shrine and 

place one pillow on the mat and cover it with a white cloth. Then place nine candles of the candle 

array on the pillow. Each candle’s base should have one set of betel nuts and leaves. Next to the 

candles, lay a coupled cloth. The men’s cloth should be on the right side and the women’s cloth 

on the left side. Use two sets of Chian offerings: one set on the right side near the men’s cloth and 

Later, the government introduced the other set on the left side near the women’s cloth. Place the 

mirror, comb, and scented powder on the left side, as these are offerings for the female Khru Mo 

Nora. In the center between the two pieces of cloth, place the Hunter’s Face and the Nang Thasi’s 

Face. The Hunter’s Face should be on the right side, and the Nang Thasi’s Face on the left side. 
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Figure 4.3 Arrangement of offerings in front of the shrine, taken on March 10, 2022 

Source: Yammai (2022) 

Mhap Phong La offerings are typically placed along the right side or across the front of the 

Hunter’s Face and the Nang Thasi’s Face. In the empty space in the center, place a sacred bowl. To 

the right of the sacred bowl, place Khao Sipsong; to the left, place Khao Kao. Then, separate this 

area with a curry rice bowl, arranging them horizontally. Next, arrange other types of offerings as 

follows: rice whisky, red syrup, coconut water, young coconut, bananas, sugarcane, and 

various auspicious fruits. Thai sweets, boiled pig head, golden-mouthed chicken, boiled eggs, raw 

eggs, and possibly boiled duck or seafood can also be included. When arranging the offerings, 

place savory items on the right side and sweet items and fruits on the left side. Chian Khru and the 

consecrated water pot should be placed at the front, close to the person performing the ceremony. 

Care and Maintenance of Khru Mo Nora Shrine 

 Khru Mo Nora shrine is a sacred space within the home. People in the southern region are 

taught to respect and revere the power and sacred mystical forces of Khru Mo Nora. They must be 

cautious to avoid any actions that might disturb Khru Mo Nora, with violations often resulting in 
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punishment by elders. This training has led many younger generations to fear and lack understanding 

in properly maintaining Khru Mo Nora shrine. Therefore, the following content outlines the correct 

and appropriate ways to care for Khru Mo Nora shrine according to Nora traditions. It is divided into 

three guidelines: 1) maintaining Khru Mo Nora shrine, 2) rituals for worshiping Khru Mo Nora on 

Buddhist Days and Songkran, 3) annual offerings to Khru Mo Nora. 

 Maintaining Khru Mo Nora Shrine 

 The goal of maintaining Khru Mo Nora shrine is to ensure its cleanliness and orderliness. The 

foremost consideration is: “do not dismantle or move the Ceiling cloth and Chian Khru from the 

shrine.” These two items are symbols of Khru Mo Nora’s presence. Violating this rule is believed to 

result in punishment by Khru Mo Nora. Other actions, however, can be performed with the following 

guidelines.  

 Cleaning Khru Mo Nora shrine is typically done when it becomes very dirty, but it is not done 

daily, as it is considered disruptive to Khru Mo Nora. The preferred method involves using a clean 

white cloth or a clean cloth dampened with water to wipe and clean the shrine. If there is dust or 

cobwebs on the shrine, a feather duster can be used to remove them before wiping. However, using 

a broom to sweep the shrine is strictly prohibited, as it is deemed inappropriate. Flower vases and 

drinking glasses can be washed. If candle holders are heavily soiled with wax, the wax can be scraped 

off. For incense holders, if they are packed with incense sticks, which could be a fire hazard, the 

sticks can be removed and either burned, buried, floated on water, or left under a large tree, but it 

is not appropriate to throw them in the trash. If the betel nuts and leaves in the Chian Khru tray are 

excessively numerous, they can be dealt with using the same methods as incense sticks. Brass items 

like vases, candle holders, and incense holders are typically cleaned by soaking them in a solution 

of 2 tablespoons of monosodium glutamate and 1 cup of tamarind juice or another acidic fruit juice 

for about 2 hours. After soaked, they should be scrubbed with a clean cloth to restore their shine 

and cleanliness. 

 To clean the Hunter’s Face and the Nang Thasi’s Face, it is common to use a clean white 

cloth or a clean cloth dampened with water. After wiping, use cotton soaked in scented oil for a 

second wipe. The use of scented oil has the advantage of leaving a pleasant fragrance and a shiny 

appearance. This cleaning is typically done once a year, during Songkran Day. When the Hunter’s 

Face and the Nang Thasi’s Face are cleaned, special attention should be paid to the condition of 

the eyes and nostrils. It is crucial to ensure there are no cobwebs or foreign objects blocking these 

areas, as it is believed that failure to do so may result in Khru Mo Nora punishing the household 

members with eye or nasal ailments to highlight the issue. 
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 For cleaning the area around the shrine, a broom can be used to clean and wipe the floor. 

The Lepironia mat, pillows, and white cloth regularly placed in front of the shrine can be washed or 

sun-dried to remove dust. 

 Tools and equipment related to Khru Mo Nora, such as Nora instruments and various 

weapons, are typically stored in a cabinet with a secure lid or placed in a box. If the items are too 

large, they are usually kept beside Khru Mo Nora shrine, according to the size and nature of the 

items. It is important not to store Nora instruments in the same wardrobe as the household 

members’ clothing, as it is considered inappropriate to mix these different types of attire. 

 For fulfilling one’s vow to Khru Mo Nora with things such as gold leaf and garlands, gold leaf 

can be applied to the shrine as appropriate, and garlands are commonly hung in one of the corners 

of the shrine. It is not customary to use nails to hang the garlands on the shrine. If offerings include 

clothing, some people place the clothes on the shrine but must be cautious about fire hazards from 

incense and candles. Therefore, some people prefer to remove the clothes from the shrine after 

the offering and store them in a chest or cabinet beside Khru Mo Nora shrine. 

 Daily activities should be avoided near Khru Mo Nora shrine, such as changing clothes, eating, 

or entertaining guests. It is important to regularly check and protect the shrine from pets that might 

climb and disrupt it. If the shrine is located in a room, doors and windows should be securely closed. 

If there are ventilation openings near the shrine, ensure that sunlight does not directly shine on the 

shrine and be cautious of strong winds that could damage the items on the shrine.  

Those who honor and have faith in Khru Mo Nora should continuously maintain and check 

the order of the shrine, as it is believed that if Khru Mo Nora is well-cared for, Khru Mo Nora will 

bestow blessings and prosperity upon the family. 

Worship Rituals for Khru Mo Nora on Buddhist Holy Days and Songkran Day 

 Buddhist holy days are specific dates determined by the lunar calendar for Buddhists to 

collectively engage in religious activities at temples. Each month features four holy days: the 8th 

day of the waxing moon, the 15th day of the waxing moon, the 8th day of the waning moon, and 

the 14th or 15th day of the waning moon. If individuals cannot attend temple activities, they may 

conduct religious practices at home by refraining from wrongdoing, performing good deeds, and 

purifying their minds. Some people believe that on holy days, deities in heaven gather in the divine 

assembly to listen to teachings. Therefore, holy days are significant not only for humans but also for 

deities. This belief is linked with Khru Mo Nora tradition, leading to specific practices for honoring 

Khru Mo Nora on holy days. It is believed by some that Khru Mo Nora is a celestial being residing in 

the first heaven, known as the “Catummaharajika Heaven.” These beings are considered to have 

celestial abodes on Earth, similar to human living conditions, including needs for food, housing, and 



 

 99 

communication, but with more refined and beautiful forms and artifacts. Since Khru Mo Nora is 

considered a deity, it is believed that he participates in the divine assembly along with other deities. 

Therefore, before Khru Mo Nora join the divine assembly, devotees commonly offer offerings to Khru 

Mo Nora. The process for making offerings to Khru Mo Nora on holy days is straightforward and can 

be done independently. 

 Devotees of Khru Mo Nora should prepare offerings, which include betel nuts and leaves, 

fresh flowers or flower garlands, coconut water, red syrup, and clean water. Rice whisky is generally 

not offered on holy days, as it is believed that Khru Mo Nora observes precepts on these days. The 

process for making offerings begins with lighting 12 sticks of incense and a pair of candles. Then, 

recite the Devotion to the Triple Gem chant three times, followed by the deity assembling chant. 

Next, make a prayer to present the offerings. An example prayer might be: 

 “By the power of our ancestors, Khru Mo Nora, such as Pho34 Khun Sattha, Pho Ta Pran 

Boon, Ta Khun Kaew, Ta Khun Krai, Muen Wai Petchakat, Ta Muen Jet Bong, Ta Muang Thong, Ta 

Mom Rong, Mae35 Sri Mala, Mae Sampao, Mae Mao Kluen, Mae Khaen On, or any Khru Mo Nora 

whom our ancestors revered, whether known by name or unknown, today I offer you betel nuts 

and leaves, flowers, incense, candles, and other offerings. If I have made any mistakes, please 

forgive me today. But if you are pleased, please bless me and my family with peace and happiness, 

progress in our work, health, prosperity, and good encounters wherever we go.” 

 In addition to honoring Khru Mo Nora on holy days, some regions also observe rituals for 

Khru Mo Nora during Songkran (Thai New Year). The procedure is as follows: begin by cleaning Khru 

Mo Nora shrine and making offerings while requesting blessings. The ritual is similar to the practices 

on holy days. This practice reflects a deep sense of gratitude toward ancestors. When this trait is 

cultivated as a personal characteristic, the individual becomes cherished and respected within the 

community. 

 Annual Khru Mo Nora Offering Ritual 

 The annual Khru Mo Nora offering ritual is a ceremonial practice of making offerings to Khru 

Mo Nora according to a set schedule each year. The timing for this ritual varies depending on regional 

 
34 In Thai, the word “Pho” does not always refer to an actual biological father. In certain contexts, especially 

when used as a prefix, it signifies an honorific or respectful title that conveys a person’s high status or spiritual 

significance rather than referring to an actual father. (The translator) 
35

 In Thai, the word “Mae” does not always refer to an actual biological mother. In certain contexts, especially 

when used as a prefix, it signifies an honorific or respectful title that conveys a person’s high status or spiritual 

significance rather than referring to an actual mother. (The translator) 
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customs. For example, in Phatthalung, Songkhla, and Nakhon Si Thammarat provinces, the preferred 

months are the 6th, 9th, 10th, or 11th according to the lunar calendar. In Trang province, the ritual 

is commonly observed in the 10th month and is referred to as the “Ritual for Setting Up Ancestors’ 

Shrine.” The choice of the 10th month in Trang is likely due to its alignment with the local lifestyle. 

During this period, people in Trang typically have more free time as their agricultural activities slow 

down. For example, rice farmers wait for their crops to grow, and rubber tappers face heavy rains 

that make rubber tapping difficult. Additionally, the 10th month coincides with the traditional merit-

making festival known as Sart Thai, during which people make various traditional sweets such as 

Pong (rice puff), La (glutinous rice dessert), Baa (a type of sweet treat made with rice flour, sugar, 

and coconut milk, often steamed or fried), and Dee Sum (small ring-shaped fried rice flour dessert). 

These sweets are also used in Khru Mo Nora offerings, making this time particularly suitable for the 

ritual. 

 For the annual Khru Mo Nora offering ritual, it is customary to choose days of the wanning 

moon, such as the 13th, 14th, and 15th nights. These days do not necessarily have to fall on a 

Thursday. The preferred time for the ritual is between approximately 9:00 AM and 11:00 AM, although 

it can be earlier or later, but it should not extend beyond noon. 

The offerings used in the annual ritual are similar to those used in the Nora Rong Khru rituals 

and Khru Mo Nora shrine setup. In some areas, the quantity and types of offerings might be reduced, 

such as fewer sacred bowls, fruits or traditional sweets. 

The annual offering ritual is usually led by an elder family member, a shaman, or a chief 

Nora. Before starting the ritual, the homeowner must place betel nuts and leaves in the Ceiling cloth 

and Chian Khru on Khru Mo Nora shrine. Then, incense and candles are lit at Khru Mo Nora shrine, 

and a sacred thread tied to the Ceiling cloth is drawn around the offerings. It is believed that “the 

sacred thread36 (Sai Sin) acts as a bridge allowing Khru Mo Nora to enter the ritual space.” 

 Then, the homeowner distributes incense sticks to relatives and attendees of the ritual for 

use in their prayers and offerings to Khru Mo Nora. These incense sticks are then placed in the food 

offerings. Next, candles are lit and placed on the offerings. 

 
36

 Sai Sin is a sacred thread used in Thai rituals for blessings, protection, and good fortune. It is tied around the 

wrists during ceremonies like ordinations, weddings, or house blessings. The thread symbolizes a spiritual 

connection to the divine and is believed to carry protective energy. (The translator) 
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The ritual leader performs the chant of Devotion to the Triple Gem (reciting 'Namo' three 

times) to show respect to the supreme teacher, the Buddha. They then focus their mind to 

communicate with Khru Mo Nora, calling them to join the ritual, a practice referred to as “reciting 

the Lam Luek mantra.” Following this, the leader recites the Satsadi verse. The author believes that 

“Satsadi” or “Saddi” shares the same meaning as “Saraswati,” the goddess of wisdom in 

Brahmanism. The Satsadi verse is an important ritual in southern Thailand. Historically, it was not 

only used for venerating teachers but also recited before sleep for auspiciousness. 

 
Figure 4.4 Annual Khru Mo Nora Offering Ritual, photographed on October 2, 2021. 

Source: Yammai (2021) 

 The Satsadi verse comes in various versions depending on the region, but all versions share 

a similar meaning: they are meant to praise and honor the virtues of teachers, ancestors, deities, and 

the Triple Gem (Buddha, Dhamma, and Sangha). To provide a better understanding and appreciation 

of the Satsadi verse, the author presents one version of the chant from the book Writings of Praise 

and Traditional Chant of the South by Noothong (1981: 33-35). The content is as follows: 

 

Hail, hail, auspicious one, 

Please come and dwell within me, son. 

I humbly study teachings bright, 

Speaking both in verse and light. 

May all foes be swept away, 

Let them vanish, fade and stray. 

Hail, hail, prosperity, 

May all suffering cease to be. 
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May wealth flow without delay, 

I bow to power, sacred, great. 

With hands together, placed with grace, 

Between my brows, I humbly place. 

I offer to the Buddha true, 

And bow to Metteya, revered too. 

I bow to the revered Sangha, 

As to the Buddha’s Nirvana. 

To all teachers, wise and true, 

Who’ve taught me well in all I do. 

To sacred names and letters bright, 

To divine teachings, pure in light. 

The teachers have imparted deep, 

The knowledge that I vow to keep. 

May I not forget their grace, 

Including rice puffs, flowers’ embrace. 

Everything is placed with care, 

.................................................. 

Incense, candles, offerings rare. 

Betel nuts and leaves so fine, 

Perfumed oil, a sacred sign. 

All offerings are placed with care, 

Food and trays in reverent air. 

I honor the kind teacher true, 

Who’s shown me paths of fortune due. 

I sit with caution, mind and speech, 

In every word and deed I teach. 

All that’s taught to me, I keep, 

Verse and chants that guide so deep. 

Let this wisdom light my way, 

Enlightening me each passing day. 

Whenever the teacher speaks with grace, 

May I practice, in every place. 
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I honor the compassionate guide, 

Who’s taught me well, with love and pride. 
I’ve honored my teacher, kind and true, 

And also my mother, too. 

My mother, who gave me birth, 

In her womb, for ten months on earth, 
She endured hardships, pain and strife, 

Until the moment I came to life. 

When I was born, she cradled me, 

As her precious child, lovingly. 
No ants or pests would come near, 

No lice or fleas to cause her fear. 

She bathed and fed me with such care, 

Tying my cradle, soft and fair. 
When I cried, she’d tend to me, 

Offering rice and soup, patiently. 

When I was ill, she’d worry deep, 

Her love for me, a vow to keep. 
The hardships my mother did bear, 

Are known by all, beyond compare. 

Heaven and earth, they bear the truth, 

To her enduring love and proof. 
I’ve honored my teacher,  

with respect so true, 

And now I bow, my thanks to you. 

I honor my father, revered and kind, 

Who raised me safely, heart and mind.  

To both of my parents, I lift them high, 

For their love and care will never die. 

I thrived and survived, by their grace, 

Blessed by their love, in every place. 

May you both protect me, keep me safe, 

Shield me from harm, with gentle grace. 
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No enemies near, no troubles to face, 

May all adversities leave no trace. 

With ten fingers, I bow down, 

To arahants in every town. 

To the gods above, in heavens high, 

May they protect me as I sigh. 

To the ancient Buddha, pure and true, 

Supreme in realms, beyond our view. 

To the great teacher of the southeast, 

Who in the southeast brings us peace. 

To the southern Buddha, strong and sure, 

Always steadfast, forever pure. 

To the sage, the arahant, wise and grand, 

Protector, guardian, with gentle hand. 

To the western Buddha, full of grace, 

Wisdom and love in every place. 

To the northern protector, brave and bold, 

Mighty and fearless, strong as gold. 

To the northeastern arahant, divine, 

Exalted, shining, bright as wine. 

To the earth guardian, strong and revered, 

In honor and strength, your power is cleared. 

To the heavenly sage, so pure, 

Shining with grace, so strong and sure. 

To the guardian of all powers, grand, 

Mighty protector, take my hand. 

With all respect, I bow so low, 

And lift you high, my thanks to show. 

To my teachers, my parents, dear, 

My aunts and uncles, ever near. 

May they protect from harm and strife, 

Guarding me through every life. 

From calamities, misfortune, too, 

I ask for blessings, pure and true. 
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Protecting from all dangers near, 

From every calamity, far and here, 

I invite the teacher, kind and true, 

To come swiftly, to guide me through. 

To guard against all misfortune's call, 

And shield me from harm, big or small, 

May the protection be strong and bright, 

With blessings and radiance, pure light. 

I bow to the teacher, wise and clear, 

Who’s imparted wisdom, ever dear. 

With ten fingers, I place them with care, 

Between my brows in prayer, so fair. 

Offering incense and candles bright, 

Tied into a garland, pure in light. 

Betel leaves and nuts, arranged on a tray, 

With a three-tiered Bai Sri, set for the day. 

A mat is spread as a seat to rest, 

With pure white cloth, in reverent quest. 

.......................................................... 

On the cloth, flowers so sweet, 

Roasted rice and puffed rice, a treat. 

Beautifully peeled betel nuts, in grace, 

Silver and sesame seeds, a sacred trace. 

To show reverence, respect, and care, 

I bow to the teacher, with gratitude rare. 

Morning and evening, I humbly pray, 

Teaching me wisdom, in every way. 

Teaching the ten mothers, so deep, 

Thai script and laws that we keep. 

The wooden board where I write, 

Learning from the teacher, day and night. 

May the blessings be strong and true, 

Buddha’s great blessings, shining through. 
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The blessings of Dharma, pure and bright, 

The blessings of Sangha, full of light. 

The teacher rests, the teacher teaches, the teacher instructs, the teacher learns, the teacher 

reads, and the teacher writes. Please accept the betel nuts and leaves, the offerings from the 

students. 

 After the ritual leader has completed reciting the Satsadi verse, the next step is to offer the 

offerings to Khru Mo Nora. At this stage, Khru Mo Nora might possess a medium. The ritual leader 

will present the Chian Khru offerings to Khru Mo Nora to show respect. Once the possession is 

complete, the final step is to return Khru Mo Nora to the shrine with a chant. Afterward, the chant 

for dismissing the offerings is recited, and the offerings are distributed among the relatives to share 

and eat. It is believed that the food offered to the teacher becomes divine food, and anyone who 

consumes it will receive blessings. 

Worship Practices for Khru Mo Nora 

The worship practices for Khru Mo Nora are the ways in which individuals related to Khru Mo 

Nora conduct themselves. The aim is to show respect and reverence to Khru Mo Nora and to uphold 

the dignity of the Nora tradition. These practices can be categorized based on the groups of people 

associated with Khru Mo Nora into three groups: 1) Nora spirit mediums, 2) Nora artists, 3) Nora 

descendants. 

 Worship Practices for Khru Mo Nora by Spirit Mediums 

  The Nora spirit mediums play a crucial role in Nora Rong Khru rituals and the family lineage, 

as follows: 1) they serve as intermediaries between the human world and the spirit world; 2) they 

have the authority to determine whether each ritual is conducted correctly and meets its intended 

purpose; 3) they provide guidance on how to live life and resolve various issues for family members; 

4) they act as the spiritual center of the family lineage; and 5) they help ensure the continuation of 

the Nora tradition into the future, such as selecting family members to become Nora artists and 

determining the timing for Nora Rong Khru rituals. 

 In Trang Province, there is a perspective on the possession of Khru Mo Nora that during each 

ritual, Khru Mo Nora selects the spirit medium himself/herself. This could be either the same medium 

as before or a new one. In contrast, other provinces believe that once a Khru Mo Nora has chosen 

a person for possession, that medium should be used consistently until their death. However, both 

viewpoints converge on one point: Khru Mo Nora in each family lineage must choose only members 

of their own family to be possessed. If an outsider claims to be possessed by Khru Mo Nora of that 

lineage, they will not be recognized or accepted. 
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 The expectations of descendants when a Khru Mo Nora possesses a medium are that the 

medium should be able to perceive both the past, present, and future. The medium should be able 

to solve life problems effectively, which will lead to acceptance and respect for the medium. In the 

past, there was a belief that only males of a certain age could serve as Khru Mo Nora mediums. 

However, this viewpoint has relaxed over time, and it is now common to see mediums who are 

female or younger individuals. 

 The organization of the hierarchy of Khru Mo Nora when more than one entity is possessing 

is based on the belief in the concept of the “Chief Khru Mo Nora (Khru Mo Hua Chueak)” or “Head 

Khru Mo Nora (Khru Mo Ton Chueak).” This refers to the principal Khru Mo Nora. Each family lineage 

may have a different chief Khru Mo Nora. The determination of which Khru Mo Nora is considered 

the head is not based on the rank or status of Khru Mo Nora as described in Nora creation myths, 

but rather on seniority and historical reverence passed down from ancestors. If a Khru Mo Nora has 

been revered since ancient times alongside the family, that master is considered the Head Khru Mo 

Nora. Other teachers who have recently been honored are considered subordinate Khru Mo Nora. 

Therefore, if there are suggestions or issues that need to be decided, the opinion of the Head Khru 

Mo Nora is generally given primary consideration. 

 The role of Khru Mo Nora’s medium has authority over family members through rituals and 

beliefs. Especially, mediums who have been tested through cultural processes and proven to be 

genuinely possessed by Khru Mo Nora gain significant reverence. As a result, the medium becomes 

the center of the family’s faith almost by default.  

 
Figure 4.5 Khru Mo Nora possessing a medium to assist descendants, taken on March 19, 2021 

Source: Yammai (2021) 
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 Currently, there is a backlash against certain mediums, particularly those who are frauds 

exploiting public beliefs for personal gain. This backlash has affected the reputation of all mediums, 

including Khru Mo Nora. To maintain the dignity of Khru Mo Nora mediums, they should adhere to 

certain conduct and guidelines in their daily lives. This is to prevent tarnishing their image due to 

personal greed or accusations from others. 

 The conduct for worshipping Khru Mo Nora by mediums should adhere to basic moral 

principles of humanity, known as “precepts.” These precepts create peace and well-being for those 

who follow them. Mediums should thus follow the Five Precepts of Buddhism as a foundation for 

their daily lives: 1) not taking life, 2) not stealing, 3) not engaging in sexual misconduct with someone 

else’s partner, 4) not lying, 5) not consuming intoxicants. However, in practice, Khru Mo Nora 

mediums are still ordinary people and are not necessarily enlightened beings. Therefore, it is possible 

for them to occasionally lapse or deviate from these precepts. Nonetheless, Precept 4, which is 

about not lying, should be observed with the utmost strictness compared to the others. If a medium 

has a habit of lying, boasting, or exaggerating, others will not trust them during rituals involving Khru 

Mo Nora. 

 Mediums should show respect for other belief groups in society, such as deities in 

Brahmanism, gods according to Chinese beliefs, and local guardian spirits. This respect can be 

expressed through humble behavior or, if the medium does not believe in those particular beliefs, 

through appropriate conduct, such as avoiding disparaging remarks or mocking attitudes. The 

importance of this principle is to reduce any sense of “arrogance” that may arise in the medium’s 

mind. This is because people within the Nora cultural community often accord special respect to 

mediums. As a result, some mediums might become self-important, believing that they are superior 

due to the high regard from others. Such thinking can be harmful and might lead to cultural conflicts. 

Therefore, mutual respect between cultures can help prevent cultural conflicts. 

 Mediums should have a deep understanding of Nora rituals. They should be well-versed in 

the customs and traditions associated with Nora, know their own role and how to contribute 

positively to the Nora culture. Once the medium understands their responsibilities, they should 

avoid engaging in activities outside their duties. For example, it is currently observed that some 

mediums have been exploiting their role by performing rituals such as setting up shrines for Khru Mo 

Nora, conducting ceremonies for local guardian spirits, offering services like gold gilding (for good 

luck), conducting rituals to bless businesses, and offering sales of the Hunter’s Face and the Nang 

Thasi’s Face, all while making exaggerated claims for financial gain. Such behaviors are considered 

“deviations from traditional Nora practices.” A significant factor driving such behaviors is the 
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compensation for performing rituals, known as “fees” or “honoraria.” Therefore, Nora mediums 

should practice self-restraint and remain unaffected by material rewards or offerings. 

 In Southern Thailand’s folk beliefs and magical traditions, there’s a saying, “3 baht is essential 

for honoring the master,” meaning that anyone seeking the services of a knowledgeable practitioner 

of magic or a Khru Mo Nora should bring at least 3 baht as a token of respect. Historically, the fee 

was modest because it was believed that practitioners of magic had a primary duty to assist fellow 

humans, with monetary compensation being a secondary concern. However, with changes in society 

and the increasing importance of financial factors for people’s well-being, the customary fee for 

honoring the teacher has been adjusted to between 199 and 599 baht. Unfortunately, some 

individuals now charge excessively high fees, leading to a negative perception of the Nora profession 

as greedy. Additionally, higher fees have attracted fraudsters who exploit the trust of those who 

believe in Nora practitioners. This has resulted in social upheaval and could tarnish the reputation 

of Nora traditions. 

 In some cases, there have been individuals who falsely claim to be possessed by Khru Mo 

Nora to gain the trust of those who believe in Nora traditions. Such claims deviate from the original 

belief that Nora possession is an internal family matter. Using the name of Khru Mo Nora to exploit 

the faith of others for personal gain undermines the cultural foundation and diminishes the value of 

Nora beliefs, turning it into a tool for fraud. 

The role of the spirit medium is crucial in the preservation or decline of Nora culture. 

Therefore, to ensure that Nora culture continues to be a cultural heritage for both the nation and 

the world, all spirit mediums should adhere to a moral framework, set an example for society, and 

cherish their traditions. They should not allow base desires to dominate their minds, leading them 

to engage in activities that harm Nora culture and society. A spirit medium who upholds moral 

standards is considered to be honoring Khru Mo Nora appropriately. 

 In addition, there are small traditional beliefs concerning the daily conduct of Nora spirit 

mediums that have been passed down through generations. For example, they should not pass 

under clotheslines or banana tree props, as this is believed to cause a decline in their supernatural 

powers. Others should not touch their heads playfully or walk over their legs. They should avoid 

spitting into any kind of waste. They should not consume food that has been used in offerings to 

lower spirits. They should have their own pillow, mattress, and other personal items, not sharing 

them with others. 

 Worship Practices of Nora Artists Towards Khru Mo Nora 

Nora artists believe that if a Nora troupe honors and worships Khru Mo Nora well, the troupe 

will prosper. Conversely, if a Nora troupe does not show respect, it will face misfortune and may 
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not be able to sustain itself. Therefore, worshiping Khru Mo Nora is a practice that enhances spiritual 

power and provides emotional support, enabling Nora artists to overcome obstacles and achieve 

success. The worship practices of Nora artists are as follows.  

Regularly show respect to Khru Mo Nora, such as by lighting incense and candles on holy 

days, offering annual sacrifices, and performing Nora Rong Khru ceremonies as scheduled. Regularly 

mention Khru Mo Nora’s name before conducting ceremonies or embarking on long journeys. 

 Respect for symbols representing Khru Mo Nora: this includes items such as the headdress 

(Serd), the Hunter’s Face, and the Nang Thasi’s Face. When putting on these items, one must pray 

and make a statement both before and after wearing them. This encompasses all types of Nora-

related tools, including musical instruments, costumes, and weapons. 

 Ensure that one’s body, speech, and mind do not violate or belittle the authority of Khru 

Mo Nora. This includes refraining from mocking behavior, speaking disrespectfully about the 

authority, and making frivolous or impossible vows to Khru Mo Nora. 

 Nora tools and items should not be sold or pawned for money. If one no longer wishes to 

use an item, it is customary to pass it on to others free of charge. However, if the item is valuable, 

the “ceremonial exchange” method can be used, which is a form of transaction that avoids the 

terms “buy” or “sell,” similar to how amulets are offered, where they are said to be “rented for 

worship.”  

Live within the framework of Nora customs with moral integrity. Follow the teachings of your 

mentors strictly, such as not bathing naked, avoiding verbal abuse or ridicule of benefactors including 

parents, teachers, the Triple Gem (Buddha, Dharma, Sangha), or deities. Be polite and respectful to 

elders, practice gratitude, and conduct oneself with credibility.  

 Ensure that customs, practices, magical texts, and various aspects of knowledge are preserved 

and not lost. Avoid introducing practices from other traditions that could negatively affect or corrupt 

the Nora discipline.   

 Continuously practice and refine performance skills to achieve mastery and deliver 

performances with full confidence. This is considered essential for upholding the honor and dignity 

of Khru Mo Nora and preventing any form of disrespect. 

 The Worship of Khru Mo Nora by Nora Descendants 

Nora descendants are those who are descendants of Nora performers or are born into families 

that revere Khru Mo Nora. They are crucial to the Nora tradition because they drive the continuity 

of beliefs and practices related to Nora, ensuring its survival both in the present and future. This 

driving force can be categorized into three aspects: 1) they are responsible for inheriting and passing 

down Nora beliefs and practices from generation to generation; 2) they help in nurturing and 
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supporting the emergence of new Nora performers in society; 3) they foster the development of 

Nora mediums while also respecting and guiding the behavior of these mediums to adhere to moral 

standards in their roles and duties. 

 For instance, Mr. Ming and Mrs. Khian are a married couple who inherited the reverence for 

Khru Mo Nora from their ancestors. They have four children: Mr. Den, Mr. Dee, Miss Dao, and Mr. Doi. 

Mr. Den has a passion for Nora performance and requests permission from his parents to become a 

Nora artist. When Mr. Den turns 45, he undergoes the Cloth-Tying ceremony to become a chief Nora 

performer. After Mr. Ming and Mrs. Khian pass away, the responsibility of worshiping Khru Mo Nora 

falls to Mr. Den’s family. As time passes, when Mr. Den also passes away, his son, Mr. Chaiya, takes 

over the role of Nora performer from his father. 

 In the order of Nora lineage, all the descendants of Mr. Ming and Mrs. Khian are considered 

equally as Nora descendants. Even though the shrine of Khru Mo Nora and the responsibilities for 

worshiping Khru Mo Nora are specifically assigned to Mr. Den’s and Mr. Chaiya’s families, all the 

descendants of Mr. Ming and Mrs. Khian are required to participate in Nora Rong Khru rituals and the 

annual worship ceremonies, at the home of Mr. Den or Mr. Chaiya. If the descendants of Mr. Dee, 

Miss Dao, or Mr. Doi are interested in training as Nora performers, they are permitted to do so, as 

they are considered to be born into the Nora lineage. 

 From the above example, the social value reflected in the belief in Khru Mo Nora is the 

enhancement of family bonds. The belief in Khru Mo Nora acts to keep relatives within the family 

connected and prevents them from becoming distant from each other. This is particularly important 

in the modern era, where people increasingly lead more private lives and may face challenges alone, 

leading to stress in daily life. Having family support during difficulties can help resolve issues, provide 

comfort, and offer encouragement, fostering mental stability. Therefore, all Nora descendants should 

take pride in their ancestors’ creation of the Nora culture, which binds relatives together and 

represents a unique and distinguished form of performing art. To honor Khru Mo Nora, Nora 

descendants should adhere to the following practices. 

 Preserve the cultural identity to prevent its loss, including rituals, beliefs, and other related 

elements, by collectively conserving, revitalizing, promoting, and developing based on the Nora 

culture. Examples include establishing Nora clubs in each province, organizing academic conferences 

or practical training workshops related to Nora, advocating for Nora performing arts to be included 

in educational curricula, and developing craft products made from Nora beads. In contemporary 

times, there is a trend for the younger generation in the South to use the “standard Thai” in daily 

life, under the belief that it facilitates better communication with others. However, from a cultural 

perspective, this trend impacts the linguistic uniqueness of the South, making some ancient words 
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seem unfamiliar to the new generation. For example, the word “ploed,” meaning “wildly” and 

“deed-ting,” meaning “boisterous, typically used for animals” may become bizarre. When young 

people do not speak the Southern dialect and are unfamiliar with its vocabulary, they may struggle 

to understand the communication within traditional performances. Consequently, these traditional 

performances may lose popularity and gradually disappear from society. Therefore, it is essential to 

teach the new generation in the South to be proficient in both the standard language and the 

Southern dialect. 

 Perform rituals according to traditions and schedules, including the Nora Rong Khru 

ceremonies, annual offerings, and offerings on Buddhist holy days. If people in the community 

continue to pay attention to these rituals, the chances of Nora disappearing from society will 

decrease. This is because it contributes to the continuation of the beliefs that are fundamental to 

the rituals, and it supports and promotes the emergence of Nora artists, who are involved in 

performing these rituals. The presence of Nora artists ensures that the various aspects of Nora 

knowledge will continue to be preserved and passed down.  

 
Figure 4.6 Nora descendants performing the annual offering ritual for Khru Mo Nora, photographed 

on September 27, 2015  

Source: Yammai (2015). 

 The general view is that Nora descendants represent the Nora culture, as they are “people 

within the culture” who are directly influenced by Nora. Therefore, if Nora descendants conduct 

themselves as morally upright individuals who live peacefully with others, the Nora culture will also 

be esteemed and praised by the public. The moral principles reflected in Nora culture include: 

gratitude towards benefactors, unity within the group, truthfulness, adherence to good deeds (a 
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person who behaves well will, after death, have the merit to return to their descendants as an 

ancestral spirit), proper respect, and reverence for nature. 

 Humanity and culture support each other mutually. Although culture is created from human 

wisdom, once it is established and widely accepted in society, it becomes a guiding practice for 

humans. Culture serves as a framework of goodness that ancestors have devised and refined, leading 

to stability and the potential to cultivate human development in the path of virtue. The practice of 

worshiping Khru Mo Nora by mediums, Nora artists, and Nora descendants has a deeper purpose 

than just honoring Khru Mo Nora; it involves self-discipline to understand one’s roles and 

responsibilities and to maintain constant awareness. 
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Chapter 5 

A New Era for Nora in the Future 
 Nora originated in an agricultural society with abundant natural resources. People in this 

society interacted in a primary way, maintaining close familial bonds. The social system was not 

complex; customs and traditions were used more than laws to guide and regulate members of the 

community. Economically, the focus was on household production for consumption rather than 

trade. As a result, competition within the society was low, leading to a relaxed social environment 

where people lived contentedly and had time to develop the customs and rituals of Nora, passing 

them down through generations. Over time, Nora has deeply rooted itself in Southern Thai society. 

Meanwhile, the beliefs and rituals associated with Nora have also accumulated, evolving into a 

distinct form of performing arts. 

 The shifts in Thai society have followed global trends as science, technology, and new 

innovations from abroad have entered Thailand. This influx has caused changes in the lifestyle of 

the people. Specifically, as Thailand adopted an industrial system for economic development, the 

way of life of its people was “reorganized” to align with the industrial world. For example, time was 

converted into an economic asset, with working hours being quantified for compensation. People 

were encouraged to specialize through the educational system to meet the demands of the labor 

market. Urban societies emerged from the central and spread to regional parts of the country. 

 At present, Thai society has advanced into the era of information and communication 

technology. In this era, communication businesses and information tools greatly influence people’s 

lives in politics, economics, society, and culture. Society changes rapidly in response to the constant 

barrage of media. In other words, the contemporary Thai society is fluid and lacks adherence to any 

single ideology. To thrive in this environment, individuals must possess up-to-date information and 

be prepared for continuous changes. 

 The information provided indicates that “Thai society is a dynamic society,” continuously 

evolving with global trends and affecting all structures within it, similar to the movement of waves. 

Nora, being part of the cultural structure of society, is also impacted by these changes. This chapter 

will address the new phase of Nora in the future world, divided into two main topics: 1) changes in 

Nora’s beliefs and rituals, and 2) Nora’s new phase as an intangible cultural heritage of humanity. 

Changes in Nora’s Beliefs and Rituals  

 The changes in Nora’s beliefs and rituals today can be divided into four aspects: 1) changes 

in the belief about Khru Mo Nora; 2) changes in the Nora Rong Khru rituals; 3) changes in Nora 

performance styles; 4) changes in the roles and duties of Nora artists. 
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Changes in the Belief About Khru Mo Nora  

 The belief in Khru Mo Nora is a crucial mechanism that has sustained the Nora tradition up 

to the present day. The journey of this belief through time has seen periods of both prosperity and 

decline. Nonetheless, the belief in Khru Mo Nora has enabled Nora to overcome various declines 

throughout the ages with the discourse of “the sanctity of Khru Mo Nora.” 

 In the past, people believed that Khru Mo Nora was sacred, and that one should not violate 

the authority of Khru Mo Nora under any circumstances, whether physically, verbally, or mentally. 

Anyone who disobeyed these rules would be punished by Khru Mo Nora. The discourse on the 

sanctity of Khru Mo Nora was passed down through oral traditions, teachings, and rituals. This 

discourse reinforced the understanding that Khru Mo Nora was “something forbidden.” As a result, 

anything associated with Khru Mo Nora, such as clothing, musical instruments, and ritual tools, was 

regarded with fear and avoided to prevent any interference, creating a gap between people and 

Khru Mo Nora. This gap is, referred to by the author as the “territorial authority of Khru Mo Nora,” 

created a boundary that only those recognized by Nora traditions could cross, such as chief Nora 

practitioners, shaman, spirit mediums, and elders in the family, were allowed to enter this authority. 

Others were strictly prohibited. 

Currently, there is a shift in belief regarding Khru Mo Nora, evolving from a notion of 

“something forbidden” to “something cherished.” The author opines that this change in belief is 

driven by the advance of science, which is pushing old beliefs out of society. Science, by uncovering 

the secrets of nature, has ushered humanity into the “age of illumination.” The scientific method, 

which prioritizes rationality. Scientific knowledge can be integrated to tangibly improve human 

quality of life. As a result, the government promotes and instills scientific thinking among the younger 

generation. When the younger generation, educated with scientific thinking, also has the 

responsibility to carry on the traditional beliefs of Khru Mo Nora from their ancestors, “paradigm 

conflicts” arise. This creates a paradigm conflict where applying scientific methods to study 

traditional belief systems leads to fundamental contradictions in worldview, resulting in indifference, 

labeling Nora as outdated, or even accusing it of being superstitious. 

The phenomenon described has become a new obstacle affecting the future transmission of 

Nora. Therefore, the belief in Khru Mo Nora needs to shift its image from something forbidden to 

something cherished. Currently, Nora artists, community sages, media organizations, educational 

institutions, and both public and private agencies are working together to campaign for a new 

understanding: “Nora is a heritage of ancestral wisdom passed down with the land. It represents the 

wisdom of the society that has been accumulated and transmitted through generations. The younger 
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generation has the responsibility to continue this legacy to preserve the honor and cultural identity 

of the nation.” This is achieved through activities promoting Nora-related learning, such as teaching 

Nora music, Nora dance, and Nora beadwork. The image of Nora, or even Khru Mo Nora, which was 

once considered forbidden, sacred, and powerful over humans, has been redefined as “the spirit of 

teachers and ancestors who assist those with respect and faith, enabling them to learn Nora more 

effectively and quickly.” With this new definition, Nora is now better understood by the younger 

generation, leading to a sense of cherishment rather than fear of Khru Mo Nora as a forbidden and 

oppressive authority. In other words, while people in the past feared the power of Khru Mo Nora, 

people today are taught to cherish and care for Khru Mo Nora as if they were a revered elder. This 

change in belief represents a compromise of Nora’s traditional values to align with the perspectives 

of modern times, while still maintaining the respect and veneration for Khru Mo Nora as before. 

 The redefinition of Khru Mo Nora’s meaning has led to the creation of symbolic 

representations of Khru Mo Nora as amulets for personal use, serving as psychological support. 

According to a study on Tiny Hunter’s Face and Tiny Headdress: Cultural Capital Development to 

Cultural Products by Yammai (2021: 98-103), it was found that Mr. Theuang, a craftsman (Mr. 

Prateuang Sajchabut), a local from Na Khao Sia Subdistrict, Nayong District, Trang Province, is a 

renowned maker of Nora headdresses in Trang Province. The tradition of making Nora headdresses 

began approximately 50 years ago when Mr. Theuang and his father, Mr. Saeng, developed their skills 

by studying the headdresses from Mr. Liab, a local craftsman from Khuan Pring Subdistrict, Trang 

Province. They continued to refine their craft, leading to a distinctive style. The characteristics of Mr. 

Theuang’s headdresses are as follows: 1) the headdress is tall, with an elegant long peak; 2) the 

headdress features four layers of scales, designed in Thai pattern resembling cane-eye motifs, 

arranged in four circular bands on the headdress; 3) the peak of the headdress has five segments, 

with a larger base and a tapered, pointed end; 4) the headdress is adorned with decorative patterns 

around its edges, resembling a rhombus; 5) the inside of the headdress is lined with sponge-like 

fabric to provide a snug and comfortable fit for the head; and 6) the top of the headdress is adorned 

with a glass bead, known for its shine and beauty. It is believed that the glass bead can ward off 

sorcery. 

The idea for developing tiny Hunter’s Face and tiny headdresses originated with Mr. Theuang, 

a craftsman, and his sons, Kik and Kaek, also craftsmen. They aimed to diversify their work by 

expanding the types of products they offered. Previously, they had only made full-sized Nora 

headdresses, the Hunter’s Face, and the Nang Thasi’s Face used in Nora Rong Khru ceremonies. 

They decided to experiment with a new product, starting with the tiny Hunter’s Face, after an artist 

from the Nora Thong Bai Jai Dee troupe in Nayong District, Trang Province, named Nora Nok Noi, 
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requested a small mask to be used as a pendant amulet. This led them to create two small masks, 

approximately 2 centimeters in size. After a period of inactivity, they resumed producing these items 

more seriously around 2016. 

In 2016, the demand for local amulets in the southern region grew significantly. Amulet 

producers, including spirit mediums, practitioners of occult arts, monk instructors, and artisans, began 

offering a wide range of amulets for purchase. Examples include the Nang Kwak Nora amulet from 

Monk Instructor Prasut of Wat Nai Tao, Trang Province, Khru Mo Nora’s charm powder, the Pran 

Boon’s Face mask from Wat Pradu Hom, Talay Noi Subdistrict, Phatthalung Province, and the Pran 

Boon’s Face mask from Father Kaeo Chao Saeng in Wat Ban Trang, Pattani Province. During this time, 

Mr. Theuang, a craftsman’s family began making tiny Hunter’s Face alongside their tiny headdresses, 

distributing them for rent or sale both domestically in the North and internationally. 

People increasingly seek to purchase tiny Hunter’s Faces and tiny headdresses as symbolic 

representations of Khru Mo Nora. Some use the tiny Hunter’s Faces as pendants or place them in 

front of vehicles as the protective amulets against various dangers, while the tiny headdresses are 

commonly displayed on Khru Mo Nora shrines. Currently, the price for a tiny Hunter’s Face is 500 

baht, while a wearable size costs 1,500 baht. The tiny headdresses are priced at 3,500 baht, and 

wearable headdresses range from 3,500 to 9,000 baht, depending on the quantity and type of 

materials used for decoration. 

The author believes that the current shift in beliefs regarding Khru Mo Nora has led to positive 

outcomes. It provides an opportunity for those who were previously intimidated by the sacred 

discourse surrounding Khru Mo Nora to gain the courage to learn about Nora practices. This shift is 

beneficial for the preservation and development of Nora traditions in the future and also creates 

new avenues for employment by generating artistic works through tiny Hunter’s Faces and tiny 

headdresses, which have gained national recognition. 

Changes in Nora Rong Khru rituals 

 The Nora Rong Khru rituals follow established traditional practices. In Trang Province, there 

is a cultural value associated with these rituals: “do not perform beyond the teacher’s instructions,” 

meaning that the rituals should not deviate from what has been traditionally practiced by the 

teacher. Therefore, changes in the structure and process of Nora Rong Khru rituals in Trang Province 

are not prominently observed. Only minor details may have changed, which do not impact the core 

structure of the rituals. 

In the past, Nora stages were typically made from locally available materials, such as wooden 

poles, palm leaves, and vines for roofing. Nowadays, these materials have become increasingly rare 

due to deforestation in the community. Consequently, there has been a shift to using tents for 
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roofing and ropes for binding the Nora stage instead of vines. However, the use of palm leaves for 

roofing is still maintained in accordance with traditional practices. In some areas of Trang Province, 

ready-made Nora stages with steel frames are now used. Nonetheless, these stages continue to 

preserve the essential components of the traditional Nora stage. 

 Customs for the first dinner of the Nora troupe is when the Nora troupe arrives at the Nora 

stage on Wednesday evening, there is a belief that they must first perform the Announcement ritual 

before they can have their first dinner. The author believes that this ceremony is a symbolic 

expression to communicate with both people and spirits that the Nora troupe has officially occupied 

the Nora stage as their residence for the duration of the rituals. Thus, if this ceremony is not 

performed, it is as if the Nora troupe does not yet have a place to stay, which is why the ceremony 

precedes the first dinner at the Nora stage. However, considering the historical community practices, 

food preparation was not as convenient as it is today. For instance, rice had to be pounded by hand, 

and purchasing goods at markets located far from the community required traveling by bicycle or 

bus. Cooking involved using a wood-fired stove. These factors contributed to delays in food 

preparation. Therefore, it became customary that upon arriving at the Nora stage, the Nora troupe 

would first perform the Announcement ritual. Only after completing this ceremony would they have 

dinner, which would be ready and timely prepared to coincide with the conclusion of the ritual. 

 In the present day, people’s lives have become more convenient due to various modern 

conveniences, resulting in faster food preparation for the Nora troupe. Consequently, there has been 

a shift in practice: the Nora troupe now has their dinner first before performing the Announcement 

ritual. This adjustment allows the rituals to proceed continuously without needing to pause for 

dinner as was done in the past. 

Historically, the Nora troupe performed the ritual to invite Khru Mo Nora, present offerings 

to Khru Mo Nora, and pay respects to the teacher during the early dawn hours of Thursday. However, 

some Nora troupes now conduct these rituals later in the day. The main reason for this change is 

that Nora performances and ceremonies on Wednesday nights typically conclude after midnight, 

leaving both the Nora troupe and the host exhausted. Waking up at 4:00-5:00 AM to prepare food 

for the ritual would lead to excessive fatigue. Therefore, the timing of these rituals has been adjusted 

to accommodate the troupe’s well-being. 

Changes in Nora Performance Styles 

Currently, in Trang Province, the number of Nora troupes founded by younger generations 

has increased, leading each troupe to compete in enhancing their knowledge, skills, and performance 

styles, similar to market competition. This competition aims to attract audiences whose tastes in 
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Nora performances have evolved from the past. The changes in Nora performance styles today 

include the following details.  

 Changes in Dance Techniques: in the past, the fundamental technique of Nora dance was 

considered to be “having softness within firmness and firmness within softness.” This means that 

each movement change (transition between dance poses) had to exhibit strength and vigor, while 

the hand movements and the circular hand formations needed to be graceful and elegant. The 

dancer would dictate the rhythm of the music during each transition. Traditionally, a single dancer 

would perform each scene, which allowed the dancer to fully showcase their unique dancing 

abilities. 

 
Figure 5.1 Nora group dance performance by the Department of Cultural Management, Faculty of 

Humanities and Social Sciences, Suratthani Rajabhat University, taken on August 15, 2019 

Source: Yammai (2019) 

 In the present day, the Nora dance has evolved into a group performance known as “Group 

Dance,” which five to nine dancers perform together in each scene. For the performance to be 

beautiful, the dancers must move and change their poses in perfect harmony. As a result, the music 

performance must control the dancers, meaning the musicians count the beats of the music to 

coordinate the dance. When the music reaches the end of a phrase, the melody changes, and the 

dancers must also change their poses accordingly. This change in dance technique means that each 

dancer cannot showcase individual skills due to the rhythm of the music. However, the advantage 

is that the dance becomes easier and more visually synchronized. 

Changes in Musical Instruments, it was found that in recent times, there has been an increase 

in the use of additional types of musical instruments in Nora performances. Originally, Nora music 

consisted of five instruments: the drum, the Thab (a type of percussion), the gong, the small cup-

shaped cymbals, and the wooden rhythm clapper. Later, the Pi (a traditional flute) was added to 



 

 121 

enhance the musical experience, as its distinctive, piercing sound resonates deeply with listeners’ 

emotions. The Pi has thus become an instrument that complements the aesthetic emotions of 

people in southern Thailand and remains popular. Subsequently, more instruments were integrated 

into the ensemble. In Trang Province,  cymbals are now used to create rhythmic breaks for musical 

beauty and to align with the traditional Nora dance movements of Trang. Additionally, the alto 

fiddle, the soprano fiddle, the flute, and the keyboard have been included, enriching Nora music 

with a clearer emotional expression. For example, the Two Mhong poem becomes more melodious 

when accompanied by the fiddles in sync with the rhythm. The music played to accompany the 

dance has been found to have changed from traditional Thai songs to more contemporary folk 

songs, in line with current trends. 

Around 2015, a new phenomenon emerged in the Nora scene with the introduction of 

Western instruments, including the snare drum, Chae (a kind of cymbals), line bells, and cowbells, 

integrated into traditional Nora music performances. 

 
Figure 5.2 Performance of Nora music with traditional and Western instruments, photographed from 

the Nora James Group, Trang Province, on August 15, 2019. 

Source: Yammai (2019) 

This change has led to two opposing viewpoints. The first viewpoint criticizes the change as 

it is believed to cause the Nora music to lose its traditional charm and mystical quality. The second 

viewpoint sees it as a vibrant and enjoyable adaptation that aligns with the musical tastes of the 

younger generation. Nora troupes that have incorporated Western instruments into their 

performances use a strategy of negotiation to reduce conflicts. They choose to use Western 

instruments only during performances aimed at entertainment, while continuing to use traditional 

instruments exclusively for ritual ceremonies. This approach has helped to reconcile differing 

opinions and ease tensions.  
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 The performance for rituals, known as “dancing in front of the shrine,” has evolved according 

to current audience preferences. “Dancing in front of the shrine” involves dancing, reciting poetry, 

performances, and performing role-playing as offerings to Khru Mo Nora. Traditionally, Khru Mo Nora 

followed a set pattern for dancing in front of the shrine, adhering to the script of the poetry. This 

meant dancing in accordance with the verse, occasionally interspersed with humorous dialogues and 

role-playing segments. Consequently, the portrayal of dancing in front of the shrine was more 

focused on ritualistic purposes rather than entertainment. 

 Today, the practice of “dancing in front of the shrine” has evolved from its traditional form 

to include more humor and contemporary events in the performance to enhance entertainment. 

This change reflects the current audience’s preference for entertainment over ritualistic content. For 

instance, in the performance “the Tale of the Cormorant,” the story involves a character named Mr. 

Chai Chay, who learns the art of spear-throwing from a cormorant but is too embarrassed to tell 

others because his teacher is an animal. The Buddha, who has observed Mr. Chai Chau’s behavior, 

wants to test his character and asks about the origin of the spear-throwing technique. Mr. Chai Chay 

claims to have developed it himself. The Buddha then instructs him to demonstrate the technique, 

which results in Mr. Chai Chay accidentally injuring himself fatally. The Buddha uses this incident to 

teach that one should not disrespect the teacher’s grace, or else harm, like that experienced by Mr. 

Chai Chay, may come to them. 

In the past, the technique for performing the Cormorant Tale in Nora performances focused 

on reciting poetry accompanied by dance, with occasional dialogues included to impart moral 

teachings to the audience. In contrast, contemporary Nora performances resemble short plays, 

incorporating poetry and dance along with dialogues, role-playing, and a significant increase in 

comedic elements compared to traditional performances. Some troupes may even dress in 

costumes mimicking characters from the poetry, such as depicting the Buddha by using traditional 

cloth or large fabrics to simulate monk robes. 

Modern Nora performances often include direct, explicit humor, with a growing tendency to 

mimic the mannerisms of the third gender, moving away from the primary focus on conveying moral 

teachings. This shift is attributed to the fact that today’s audience has easier access to moral 

teachings and news through mainstream media, unlike people in the past. As a result, Nora has 

reduced its focus on moral instruction and placed greater emphasis on providing entertainment to 

alleviate the audience’s suffering. However, the ultimate goal of performance art remains to uplift 

the human spirit and improve society. Therefore, useful moral content and societal news should 

still be present in Nora performances and should not be entirely eliminated. 
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From the study on Thai’s Southern Folks’ Tale Literature: Main Idea and Its Inheritance by 

Noothong et al. (2013: 431-438), it was found that the changes in Nora performance styles can be 

categorized into two types: single-stage performances and competitive performances known as 

“Nora Competition.” 

Single-Stage Performances: before the 1920s, Nora theaters were constructed simply, with 

either 6 or 9 posts and thatched roofs, built at ground level without partitions. The performers were 

all male. The performance format was uniform across troupes, beginning with the opening of the 

theater, followed by the prelude and the Teacher’s Chant. During the invocation, the performers, 

often children called “little Nora,” would dress in the center of the stage. After the Teacher’s Chant, 

the Nora performers would sit and prepare their nails while reciting the Trae verse (which differed 

from the verse during the Teacher’s Chant). 

Once the nails were done and the Trae verse was completed, they would continue with the 

Kraow and the Thap songs in sequence. The performance would then showcase various dance styles 

according to the time available, such as the Teacher’s Song dance, the Mae Lai dance, the Young 

Woman Pose dance, the Soaring swan-like dance, the Soft Body dance, the Fast Song dance, the 

Reception dance, the Tiger Dragging Tail dance, and various combinations called “Combined Posture 

Dance.” After the first Nora dancer finished their performance, the next Nora dancer, who was already 

dressed and waiting, would begin their performance in a similar manner, continuing until the chief 

Nora, who performed last and for the longest duration. 

 The performance of the chief Nora dancer begins with sitting and reciting the Trae verse. 

After that, they perform a segment that showcases both their singing and dancing skills. Following 

this, the performance often highlights various dance styles, such as the Mixed Pose Dance and the 

Soft Body dance. Then, they play different types of Gumprat (improvised dances), inviting earlier 

dancers to join. Popular types of Gumprat include Gumprat Kiao (flirtatious dance), Gumprat Chom 

(praise dance), Gumprat Bot Jing (serious dance), and Gumprat Kee Hok (dance with comic elements). 

These dances involve call-and-response singing and, if time permits, might include a segment called 

the Hunter performance, where a story is acted out based on excerpts from novels. The performance 

usually features the chief Nora dancer and the Hunter, with additional Nora dancers possibly joining 

in. Historically, the most commonly performed scripts included the Rahu Capturing the Moon story, 

the Rama and Mekhala story, and the Nari Phon story (tree bearing fruits in the shape of girls). After 

these three scripts became popular, Nora troupes shifted towards performing episodes from various 

epic tales, such as the Phra Rot Sen tale, the Phra Suthon tale, the Khun Chang Khun Phaen tale, 

the Phra Aphai Mani tale, the Sang Thong tale, the Janthakorop tale, the Laksana Wong tale, the Koh 

But tale, the Chaiyachet tale, and others. Additionally, some performances might include local 
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folklore, such as the On Thong story and the Mr. Boon story. The performance concludes with a 

farewell speech to end the theater session. 

 Around the 1940s, female Nora performers emerged, and Nora stages began to include 

curtains. This change led to alterations in Nora performances. Behind the curtain, spaces were set 

up for performers to rest and change costumes. The tradition of dressing in the center of the stage, 

sitting and putting on nail ornaments, and reciting the Trae verse was discontinued. Instead, a new 

custom developed where, before starting the dance, performers would recite the Gumprat or the 

Curtain Flirtation verse. After finishing, the drums would beat loudly, and the Nora performers would 

gradually part the curtain and begin their performance, showcasing various dance sequences. 

Afterward, they would sit and recite the Trae verse, perform the dances, recite the Gumprat and/or 

engage in Mutto poetry. This would be followed by a short dance before entering the stage again. 

The new Nora would then perform in the same manner. The final scene would feature the chief 

Nora dancer, who would perform the “singing, dancing” segment for a longer time than the others 

and might call upon earlier performers to join in. Following this, there might be a performance of 

the Hunter dance or the session might end after the chief Nora finished their performance. 

This tradition continued until the period of Field Marshal Plaek Phibunsongkhram (1941-1947), 

when the government prioritized cultural policy. The government promoted nationalism and 

national culture through radio, newspapers, the civil service, literature, and performing arts across 

Thailand. Regulations were established to guide citizens on what was considered civilized and what 

was not, aiming to reform and standardize Thai cultural practices, particularly in theater and music. 

This effort was reflected in the issuance of the Royal Decree on Cultural Arts in Theater (1942) and 

the Royal Decree on Music, Singing, and Dubbing (1943), which set guidelines and principles for 

performers in these fields. 

 Many Nora troupes agreed that the government prohibited Nora performers from wearing the 

traditional Swan Tail costume, and those who defied this regulation were arrested. On one occasion, 

Nora Plaek Chanaban competed with Nora Toem Ongseng, at a performance in Sateng Mo, Songkhla 

Province, wearing beaded costumes and swan tails. Both troupes were arrested. During this period, 

many Nora troupes ceased their performances by default. Some troupes resisted, but the 

government did not strictly enforce the ban, so most Nora troupes continued to maintain the 

traditional practices. Some troupes adapted by switching to modern attire, wearing neckties and 

jackets for their performances. However, this costume change made it difficult to perform traditional 

Nora dance styles. Consequently, the performance approach was adjusted, with younger Nora 

performers continuing to perform in the traditional style to preserve customs, while the principal 

Nora performers, including the chief Nora, would recite the Gumprat and Mutto poetry. Notably, 
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Nora Toem, a troupe from Trang Province known for its improvisational poetry (Nora Toem had 

trained in poetry composition with Suea Chamnanphakdi, also known as Suea Donkan, a well-known 

poet from Songkhla in the 1940s), began focusing on this style and gained significant popularity 

among local audiences. This led other Nora troupes to imitate the style, creating a new tradition. 

Some troupes transitioned from performing poetry to acting out stories. The format of these 

performances changed significantly: they stopped performing the Hunter tale and began presenting 

modern, realistic-style dramas with raised stages, sets, lighting, and sound effects. After the popularity 

of Thai folk music increased post-1962, Nora troupes began incorporating Thai folk music into their 

performances. They started by playing the music first and then followed with performances by 2-3 

Nora dancers. Later, the key Nora performers or chief Nora would perform poetry and then continue 

with story enactments. 

 During this period, traditional Nora dance experienced a significant decline. However, around 

1971, a movement to preserve the traditional Nora style emerged in educational institutions. Phinyo 

Jittham invited Khun Uppatham Narakorn (Nora Phumdeva from Phatthalung Province) to revive the 

traditional dance. Since Khun Uppatham Narakorn had to teach groups of students, he adjusted the 

performance method to accommodate group dances. In this new approach, dancers performed 

together without singing the verse, and the singers did not dance. Synchronizing the movements and 

rhythms became crucial for ensuring coordinated group performances. Khun Uppatham Narakorn’s 

teaching proved effective and gained widespread attention, leading to the emergence of a new Nora 

style focused on group performances. Initially, this style was popular only within educational 

institutions, such as Prince of Songkla University of Hat Yai Campus, Nakhon Si Thammarat Teachers 

College, Songkhla Teachers College, and various dance colleges. As the style gained broader 

recognition, professional Nora troupes began adopting it, incorporating group performances after the 

Teacher’s Chant ceremony and then following with traditional Nora performances by the chief Nora. 

Currently, the popularity of Thai folk music and Nora drama has decreased. Many Nora 

troupes have discontinued this style and returned to performing traditional Nora, but with a modern 

twist of combining troupes. When one troupe performs, the head of the troupe invites other Nora 

troupes with network connections to join in. The performance follows the traditional format: an 

opening ceremony, Teacher’s Chant, followed by performances by younger Nora dancers, invited 

Nora performers, and the head of the troupe. When the head of the troupe performs, they often 

invite other guest Nora performers to join. The show typically concludes after the head of the 

troupe’s performance, though some troupes might include a segment of the Hunter performance as 

part of their conservation efforts. 



 

 126 

 The Nora competition or the Nora contest was evidently popular during the reign of King 

Rama V, and it was referred to as “Prachan Chatri.” Nora contests were highly entertaining and 

exhilarating for both the Nora performers and the audience. For the Nora performers, it was an 

opportunity to showcase their skills, with a clear winner being determined. For the audience, it 

provided a rare chance to witness high-quality performances that were not commonly seen in single-

troupe Nora shows. Since the competition aspect was crucial, each Nora troupe had to continually 

innovate and enhance their performance styles to remain engaging. Various forms of entertainment 

media were introduced to complement the performances, making the Nora contest a truly 

entertaining event for the audience. 

In the past, Nora competitions were typically held at temples or government grounds, 

organized by prominent and respected individuals within the community. The Nora troupes selected 

for competition were expected to have comparable skill levels. If they were students of the same 

teacher, they often avoided competing against each other. Notable Nora troupes might organize 

competitions across several venues, showcasing their talents in multiple locations. 

 Originally, Nora contests were held during the daytime, starting around 8:00 AM and 

continuing until approximately 4:00 PM, with a break for lunch of about 1 hour. Nora troupes were 

required to arrive at the competition site a day in advance to select the location for their 

performance according to traditional guidelines. Once the location was chosen, the host would set 

up the stage. Early Nora stages were not elevated like ordinary performance stages. After setting up 

the stage, the Nora troupe would enter, guided by a shaman who would lead them through a specific 

direction to avoid the Iron Spear direction. The shaman would perform various rituals to protect 

against supernatural attacks from opponents, such as hanging protective amulets on the stage’s 

eaves in all eight directions, suspending them in the middle of the stage, and scattering rice around 

the stage to ward off malevolent forces. Once these rituals were complete, the troupe would begin 

by opening the stage, performing the pre-show, Teacher’s Chant, and presenting an initial 

performance known as the “Hand Dance.” This initial performance also served as a promotion for 

the upcoming competition. 

After the Hand Dance performance, the shaman would hang a headdress in the middle of 

the stage and pray for the blessings of the teachers and ancestors of Nora, using divination to predict 

the outcome of the next day’s competition. This was done by “Pat Serd (spinning the ceremonial 

headdress)” and interpreting the direction it faced when it stopped spinning. If it faced the opposing 

Nora troupe, it was believed they would win. While resting in the stage area, the shaman would 

recite protective chants, cover the performers with a protective cloth, and ensure no one else slept 

in a way that might bring bad luck, which was believed to potentially cause defeat. 
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 On the day of the competition, Nora troupes would wake up early to prepare. At 8:00 AM, 

the sound of the Tapon (a type of drum) would signal the start of the performance. The Nora troupe 

would begin with performing the pre-show rituals, followed by the Teacher’s Chant. Then, the young 

Nora performers would go out to dance. After that, another Tapon signal would indicate that the 

chief Nora could begin their performance. If the chief Nora was ready, they would start dancing right 

away, although in some places, they might be required to dress in a different location, such as the 

abbot’s quarters or the sermon hall. When the Tapon sounded, the villagers would help carry the 

chief Nora to the stage. Upon arrival, the chief Nora would perform the Spirit Whipping - Lime 

Crushing dance. 

 The Spirit Whipping - Lime Crushing dance (where the spirit refers to the spirit of the opposing 

Nora) is a ritualistic dance performed as part of a magical ceremony. The performance begins with 

the Choed rhythm played by the music. The shaman holds a vessel of consecrated water, a cane 

for beating spirits, three limes, and banana leaves or paper, leading the chief Nora out onto the 

stage. Upon reaching the center of the stage, the shaman chants incantations and inscribes symbols 

on the cane for beating spirits. They draw figures representing the opposing Nora and write their 

names on the banana leaves or paper, calling the spirits to possess them and inscribing protective 

spells. The banana leaves or paper are then rolled into a cylindrical shape, with the ends folded 

and tied in the shape of a sacred seal. While the shaman performs these rituals, the chief Nora 

dances around, showcasing their graceful movements. Once the shaman completes the sacred seal, 

it is placed on the ground in the center of the stage along with the cane. The Nora then performs 

the Chai Thong Hoi dance (a posture with the body arched backward and head hanging down) while 

trying to hold the cane with the mouth. After successfully taking the cane, they continue with the 

Ko dance. This is the same type of music used in Nang Talung (shadow puppetry) to elevate the 

figure of Lord Shiva. The Ko dance has an intense, vigorous style that is serious and awe-inspiring. 

After completing the Ko dance, the chief Nora stands by the symbol of the opposing Nora, stomps 

their feet, and strikes the symbol once. This process is repeated three times. During the ritual, the 

chief Nora prays for the demise of the opposing Nora. Once finished, all members of the troupe 

gather around the symbol, either sitting or standing in a solemn manner, and recite the “Anitja” 

chant (used by monks for funeral rites) in unison. The shaman then takes the cane for beating spirits, 

and the chief Nora continues with the Lime Crushing dance. 

 The chief Nora performs an incantation to summon the spirit of the opposing Nora into the 

limes. The limes are then presented one by one for the chief Nora to step on, aiming to crush them 

with their foot. This must be done with precision, as missing or failing to crush the lime is believed 

to result in defeat against the opponent. The performance involves crushing three limes, but some 
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Nora troupes may only crush two limes and throw the third lime into the opposing Nora’s stage. 

Before throwing, the Nora will dance and point, causing the audience to separate in fear of being 

affected by the spell. Some Nora use tricks, such as hiding a colored powder in their hand, so that 

when they squeeze the lime, it appears to bleed red, creating a dramatic effect for the audience. 

The Spirit Whipping - Lime Crushing dance serves as a psychological tactic to intimidate the 

opponent and boost the morale of the Nora troupe during the competition. 

Following this, the chief Nora will continue with various performances, including dances and 

songs such as the Si To Phan Na dance, the Pleng Thap and Pleng Ton dance, the Gumprat Kiao 

dance, the Ritual Hunt dance, the Headdress dance, the Thap-Pi Dance, and the Soft Body Dance. 

These performances continue until noon, after which there is a break. During this time, the Nora 

performers will go out to meet people, perform and recite poetry to collect donations. The collected 

money is usually given to the host for communal purposes, but the host often returns part of it to 

the Nora troupe as a token of appreciation. 

 In the afternoon, the sound of the Tapon drum signals the continuation of the Nora dance 

competition until around 3:00 PM. At this time, another Tapon signal indicates that it is time for the 

judges to decide the outcome of the competition. During this period, each Nora troupe will present 

their most impressive performances, known as “Cha Rong,” to attract as many spectators as possible 

from the opposing side. This is because the judgment is based on the number of spectators, with 

the troupe having the most audience winning. The judges are typically respected figures such as 

temple abbot, village headman, local elders, or teachers. 

To succeed during the Cha Rong period, in addition to traditional Nora skills, other exciting 

performances are introduced, such as Lot Buang (passing through hoops), tightrope walking, sword 

balancing, Phod Nai Thad (curling up in a tray, which is part of the Nora’s soft-body dance), Kwid 

Tung Plai Makh (doing acrobatics on a areca nut log), Khab Krok (holding a mortar in the 

mouth), Khab Ruea (holding a boat in the mouth), rolling on thorny palms, and other skills. The Cha 

Rong period is the most fun and exciting time, with spectators frequently switching between different 

stages. At around 4:00 PM, the drum signals the end of the performance. In addition to the prize 

money, there are special awards such as ceremonial water bowls and headdresses. However, the 

most valuable reward is the recognition and prestige gained from the audience’s admiration. 

 From the 1960s to the 1970s, Nora competitions reached their peak popularity. At the same 

time, other forms of entertainment began to enter Southern Thai society. Many well-known Nora 

troupes started to adapt their performances to a stage play format and incorporated country music, 

reducing the time dedicated to traditional Nora performances. For example, they shortened 
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the Teacher’s Chant), streamlined the singing and dancing, and introduced group dances where 

multiple performers would dance together. 

During this period, Nora competitions still existed, with rules largely unchanged from before, 

but the use of occult practices decreased. From 1962 onwards, traditional performances evolved 

into a business venture, with intermediaries organizing shows and setting schedules for various 

competition venues. Special prizes such as diamond rings, cars, and large cash prizes were introduced 

to attract participants. Nora performance fees increased significantly, and advertising through radio 

broadcasts of folk performances became widespread. This led to heightened competition among 

Nora artists to modernize their performances and draw large audiences. As a result, new competition 

rules were introduced, beyond just counting the number of spectators. For instance, the winner was 

determined by the amount of product sponsorship support received. Nora troupes that collected 

more product endorsements would win (all product pieces were pooled together as prizes for the 

audience). This led to a surge in buying products to distribute to the public to support Nora troupes. 

Additionally, transport services for spectators on competition days and ticket sales became common. 

Nora troupes had to invest heavily to secure victories, shifting the focus from performance skill to 

financial and logistical aspects. As a result, many performances abandoned traditional Nora styles in 

favor of country band formats with backup dancers and comedy routines, or integrated Nora into 

more theatrical productions. This shift caused discontent among those who appreciated traditional 

Nora art, leading to a gradual decline in the Nora industry. 

 After the 1970s, a new format of competition emerged: the pairing of Nora with Nang Talung, 

which gained high popularity. The initiative for this type of competition was led by Nora Toem 

Ongseng, who initially paired with Nang Kan Thonglor and later with Nang Im Teng. These 

competitions were held at night, with Nora performing in the first half and Nang Talung in the second 

half. This format was designed more as a business venture to attract large audiences rather than 

focusing on competition between the pairs. 

Later, the government introduced policies to revitalize traditional performing arts, including 

supporting Nora competitions. For instance, in Phatthalung Province, an annual grand festival was 

organized. There was an effort to focus on the quality of Nora performances, evaluating aspects such 

as costumes, music, dance, poetry recitation, plays and the overall performance, which reflected 

the unique characteristics of Nora. The judging panels consisted of experts in cultural affairs, leading 

to more structured and academic criteria for competitions. While these efforts helped preserve the 

traditional format to some extent, they did not significantly revive Nora. Besides the cultural agency-

organized Nora competitions, events at festivals or amusement parks featuring Nora competitions 

have completely disappeared. 
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Changes in the Roles of Nora Artists 

 In the past, the establishment of Nora troupes was driven by the encouragement of relatives 

and the community. Most members of these troupes were related by blood or friendship. The 

management system of Nora troupes often followed a “family system,” valuing seniority with a chief 

Nora acting as the troupe leader and using an “informal teaching” method. This meant that if 

someone was interested in learning Nora dance, their guardian would bring them to offer Chian Khru 

to the chief Nora to become a student. The student would then live and work with the Nora teacher, 

helping with various tasks assigned by the teacher. During free time, the teacher would teach the 

student as appropriate. If there were ceremonial Nora performances or entertainment events, the 

teacher would invite the students to help with the logistics and setup. Students learned Nora 

traditions through observation and hands-on practice. Once students became proficient in the dance, 

they were allowed to perform in ceremonies or festivals.  

 This traditional learning method has the advantage of providing students with a 

comprehensive understanding of the Nora teacher’s practices. This includes the teacher’s thought 

processes, beliefs, troupe management, and behavioral expression according to Nora traditions. This 

encompasses various aspects of life such as eating, sleeping, bathing, dressing, and any activities 

both in private and public spaces. The duration for which students would learn from the Nora 

teacher varied: some would spend a short period, around 1-3 years, while others might stay with the 

teacher until marriage. As older students start their own families, new students typically join to take 

their place. This cycle has created a strong bond between Nora teachers and their students. 

Traditionally, Nora artists referred to their teachers as “father” or “mother.” 

As Thai society advanced, the government implemented policies to ensure that all youth 

received education according to legal standards. If a youth did not receive the prescribed education, 

their guardians would be legally accountable. This shift led to the gradual decline of traditional Nora 

training methods, exacerbated by the societal trend towards “pursuing degrees.” The new generation 

was expected to conform to societal norms by being students in educational institutions, leaving 

traditional learning methods behind. As a result, interest in Nora dance training disappeared in 

Southern Thai society for a period. 

 Around 2007, the use of online media such as Facebook and YouTube to promote Nora 

performances began to gain  popularity. This resurgence rekindled interest in Nora and led to 

initiatives encouraging the younger generation to learn Nora dance at both community and 

educational levels. Local Nora teachers, dance teachers, and various knowledgeable individuals have 

been involved in training new practitioners. Some people even self-learned through online media. 

As a result, many new Nora artists have emerged. However, the learning methods and practices of 
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traditional Nora have evolved, influenced by different values and social contexts, leading to distinct 

roles for traditional and modern Nora artists. 

In the past, Nora artists had three primary roles: 1) they performed as folk artists, bringing joy 

and amusement to their audience; 2) they treated illnesses believed to be caused by supernatural 

forces; and 3) they conducted ceremonies related to people’s lives in society, such as house blessing 

rituals, ceremonies for novices, and rituals to counter bad luck. It is noted that Nora artists were 

prohibited from performing any inauspicious rituals, such as preparing corpses, tying sacred threads, 

or conducting rites to avert disasters. This prohibition was based on the belief that engaging in such 

rituals could bring misfortune to the artist, diminishing their prestige and, in the long run, negatively 

affecting their Nora performance reputation. In local dialect, this decline in reputation is referred to 

as “khuang.”37 In summary, traditional Nora artists not only needed expertise in performing arts but 

also in mystical practices to assist and support their community. 

 In modern times, beliefs in supernatural powers and certain rituals have diminished in society, 

leading to a decline in the role of Nora artists as spiritual healers. Additionally, knowledge of mystical 

practices, once reserved for family members, has been lost with the death of the older generation. 

Even if some knowledge was recorded in manuals, it cannot be effectively utilized without someone 

knowledgeable to explain its application. As a result, contemporary Nora artists now focus more on 

performing skills rather than mystical knowledge. Today’s Nora artists are thus seen more as “folk 

performers” rather than “experts in mystical arts.” 

This shift towards defining themselves as folk performers has led to the emergence of a new 

trend: “guest Nora performers.” Guest Nora performers are independent artists who are not affiliated 

with any specific Nora troupe. They accept performance engagements on a freelance basis, with 

performances lasting between 30 minutes to an hour. This allows them to work at multiple venues 

in a single day. This trend contrasts with the old practice where Nora artists were typically affiliated 

with a single troupe. Another factor driving this change is the ease and speed of travel and 

communication. Additionally, audience preferences have shifted towards entertainment value, 

focusing on enjoyment. Consequently, Nora artists who can meet these preferences—such as 

performing beautifully, reciting poetry melodiously, or providing humorous content—are often 

invited to perform with various Nora troupes as “guest Nora performers.” 

 
37 Khuang refers to a decline in reputation or prestige that could occur if a Nora artist performed inauspicious or 

taboo rituals, such as preparing corpses, tying sacred threads, or conducting rites to avert disasters. Engaging in 

these practices was believed to bring misfortune, which would negatively affect the artist’s reputation and their 

standing in the Nora community, particularly in their performance abilities. The term “khuang” is used in local 

dialect to describe this loss of respect or status. (The translator) 



 

 132 

 Today, Nora troupes have streamlined their structure to include only one chief Nora artist, 

around 7 musicians and assistants, and 5-7 regular dancers. The role of the mystical healer has been 

significantly diminished, and in some troupes, this position is no longer present. When a troupe is 

scheduled for multiple consecutive performances, the chief Nora artist often coordinates with guest 

Nora performers to assist. This trend has further contributed to the rise of the “guest Nora performer” 

phenomenon. 

For older generations, the value of performing Nora was to serve as a supplementary 

profession and to preserve cultural heritage. In contrast, the younger generation has developed a 

new value: treating Nora performance as a primary profession. Amidst the current economic 

fluctuations and increasing unemployment rates, some young people have started to view Nora as 

a viable career to support themselves and their families. There has been an increase in self-

promotion and networking among Nora artists via online platforms, leading to greater recognition 

and collaboration among Nora performers across Southern Thailand. This has facilitated knowledge 

exchange and the creation of collaborative networks among Nora artists. 

 The shift in Nora artists becoming professionals has led to several positive outcomes. Nora 

troupes continuously improve and develop themselves, including advancements in costumes, 

music, dance techniques, and communication with audiences. These developments contribute to 

the prosperity of the Nora performing arts. 

Wage rates are a direct result of treating Nora as a profession. Currently, income from Nora 

performances varies depending on several factors: 1) type of performance: for small Nora Rong Khru 

rituals lasting 2 days and 1 night, the fee ranges from 25,000 to 40,000 baht; for grand Nora Rong 

Khru rituals lasting 3 days and 2 nights, the fee ranges from 60,000 to 80,000 baht; for entertainment 

shows during festivals or merit-making events, the fee is approximately 15,000 to 25,000 baht per 

night. 2) Reputation of the Nora troupe: troupes with a high reputation can charge higher fees 

compared to general troupes. 3) Distance: if the performance location is far from the Nora artists’ 

home, travel expenses will be added to the fee. 

 Nora artists also have additional sources of income beyond their performance fees. They 

receive tips from appreciative audiences and monetary gifts (honoraria) from clients for performing 

various rituals. It is evident that pursuing a career as a Nora artist is appealing both in terms of income 

and in promoting and preserving local cultural heritage. 

 

A New Milestone for Nora as an Intangible Cultural Heritage of Humanity 

On December 15, 2021, during the 16th session of the Intergovernmental Committee for the 

Safeguarding of the Intangible Cultural Heritage (ICH), held via a full online meeting, it was decided 
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to inscribe “Nora” or “Nora, Dance Drama in Southern Thailand” on the Representative List of the 

Intangible Cultural Heritage of Humanity (RL). This decision was made under the Convention for the 

Safeguarding of the Intangible Cultural Heritage of 2003, established by the United Nations 

Educational, Scientific and Cultural Organization (UNESCO). Nora is recognized as the third intangible 

cultural heritage of Thailand by UNESCO (Ministry of Foreign Affairs, 2021). 

Nora fulfilled all five criteria for inscription on the Representative List: 1) the heritage aligns 

with the characteristics of intangible cultural heritage as defined in Article 2 of the Convention; 2) 

inscription will enhance awareness of the significance of intangible cultural heritage, encourage the 

exchange of ideas leading to global reflections on cultural diversity, and demonstrate human 

creativity; 3) detailed and thorough safeguarding measures have been considered for the protection 

and promotion of the heritage; 4) the heritage to be proposed comes from the community, groups 

of individuals, or individuals who are most extensively involved, with the approval given based on 

independent understanding and awareness beforehand; 5) the heritage is present and maintained 

within the territory of the submitting State Party, already listed in the State Party’s intangible cultural 

heritage inventory, as defined in Articles 11 and 12 of the Convention (Tourism-Culture News Team, 

2021).  

 The details in the presentation document for Nora’s inscription on the Representative List of 

the Intangible Cultural Heritage of Humanity, as specified by UNESCO (Form ICH-02), are summarized 

by RYT9 News (2019) as described below. 

 Title of the presentation: Nora (Nora, Dance Drama in Southern Thailand) 

 Name of the community/ group/ individuals involved: in Thailand, there are five main Nora 

ancestral lineages in the southern region, which include: 1) Nora Phumdeva, 2) Nora Plaek Thakhae; 

3) Nora Paen Khrueang Ngam; 4) Nora Toem-Win-Wad; and 5) Nora Yoke Thalenoi. 

 Area and scope of the presentation: in Thailand, there are 278 professional Nora troupes 

distributed primarily across four provinces surrounding the Songkhla Lake Basin, which include 

Phatthalung, Trang, Nakhon Si Thammarat, and Songkhla. 

Criteria for consideration for presenting a candidate to the UNESCO Representative List of the 

Intangible Cultural Heritage of Humanity include: Criterion R 1 - the proposing country should 

demonstrate that “the item being presented aligns with the characteristics of intangible cultural 

heritage.” According to the Ministry of Culture, the details in the form specify that “Nora corresponds 

with the intangible cultural heritage in four aspects: oral traditions and expressions, performing arts, 

social practices, rituals, festivals, and traditional craftsmanship;” Criterion R 2 - the proposing country 

should show that “inscribing the proposed item will help to reaffirm and raise awareness about the 

importance of intangible cultural heritage and promote the exchange of knowledge, reflecting the 
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cultural diversity and human creativity on a global scale.” According to the Ministry of Culture, the 

form details state that “the implementation of this nomination will promote regional exchanges to 

enhance understanding of the similarities and differences in intangible cultural heritage.” 

 When Nora was declared an Intangible Cultural Heritage of Humanity, the people in Southern 

Thailand, as the custodians and practitioners of Nora culture, should recognize its significance and 

collectively work to preserve and promote its continuity for the future. The author proposes the 

following strategies for preserving and promoting Nora: 1) preserve the core beliefs of Nora; 2) 

continue Nora Rong Khru rituals; 3) develop Nora for economic value. 

 Preserve the Core Beliefs of Nora 

 The fundamental belief underlying Nora is the belief in spirits, including ancestral spirits, Khru 

Mo Nora, deities, and sacred entities. Every type of ritual that has been devised and established as 

part of the Nora Rong Khru ceremonies is intended to honor these spirits. Therefore, to preserve and 

promote Nora, it is crucial to maintain this foundational belief by imparting knowledge and 

understanding to the community. Historically, people in Southern Thailand have believed that the 

spirits of ancestors are responsible for protecting and ensuring the prosperity and safety of their 

descendants. In turn, descendants are expected to show respect and gratitude by performing 

appropriate offerings and worship. 

The author hypothesizes that before Nora emerged in the South, the leaders performing 

ancestral spirit rites were the elders of the family. Once Nora was established, the role of leading 

these rituals shifted to the chief Nora. The chief Nora is responsible only for honoring the ancestral 

spirits related to Nora or Khru Mo Nora themselves. Other ancestral spirit rites continue to be the 

responsibility of family elders or shamans. The author also suggests that Nora likely developed after 

the introduction of Brahmanism and Buddhism to the South. This is inferred from the incorporation 

of Brahmanic and Buddhist elements in Nora Rong Khru rituals, such as the Satsadi Yai and the 

Satsadi Noi chants and the use of mantras. 

When Brahmanism and Buddhism spread to the South, their philosophies and knowledge 

concerning the world, the universe, and various spirits blended with the existing beliefs in ancestral 

spirits, resulting in a more structured culture. This is evident in Nora Rong Khru rituals, which include 

praise for the Triple Gem of Buddhism, Brahmanic deities, and ancestral spirits (Khru Mo Nora). 

Additionally, knowledge from Brahmanism and Buddhism has been adapted for use in these rituals, 

such as performing rites to honor the theater's guardian spirits, tying sacred threads, sprinkling holy 

water, and using Buddhist chants to enhance personal charm or protect oneself against evil spirits 

and demons. 
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It can be concluded that Brahmanism and Buddhism have significantly influenced and 

structured the ancestral spirit rites of the people in the South. Therefore, preserving the foundational 

beliefs of Nora requires maintaining both the principles and practices of Brahmanism, Buddhism, and 

the belief in ancestral spirits, as they all complement each other to form the Nora culture. 

 Continuing the Nora Rong Khru Ritual 

 The Nora Rong Khru ritual is a space where individuals express their beliefs and devotion to 

Khru Mo Nora, ancestors, deities, and sacred entities. The primary goal of the ritual is to honor these 

spirits with offerings of food and to ensure their happiness and contentment through Nora 

performances. 

 Currently, in Trang Province, the Nora Rong Khru ritual is still continuously practiced according 

to the scheduled commitments. This is because people continue to believe it is the duty of 

descendants to carry on this ritual from their ancestors. In other words, performing the Nora Rong 

Khru ritual has become a tradition within the community, especially among those with Nora lineage. 

However, it is observed that other beliefs have started to mix into the Nora Rong Khru ritual, such 

as invoking deities not originally part of Nora’s traditional beliefs to participate in the ritual. The 

author believes that if these changes expand widely, the Nora Rong Khru ritual could transform into 

a “festival of deities,” deviating from its original focus on Khru Mo Nora, deities, and sacred entities. 

Therefore, those involved in conducting Nora Rong Khru rituals should foster understanding by 

providing accurate information to the community to preserve the Nora Rong Khru ritual and prevent 

it from altering and losing its traditional essence. 

 Encouraging young people to learn and train as Nora artists and musicians is another way to 

sustain the Nora Rong Khru ritual. The individual factor is crucial for ensuring that Nora can continue 

to thrive in the future. Communities, local government agencies, educational institutions, and other 

stakeholders should organize activities that promote learning about Nora, such as practical 

workshops on Nora dance, Nora music performances, and Nora performance competitions. However, 

in promoting these activities, it is important to educate young people that Nora is not just a form of 

folk art but also a central element of the community’s spiritual life. Therefore, learning about Nora 

should encompass both its performance aspects and its traditional practices in various dimensions, 

to ensure that future Nora artists are truly well-rounded. 

 Developing Nora for Economic Value 

 The future world will be marked by economic competition. About a decade ago, South Korea 

began to develop its “cultural capital into economic capital” by integrating aspects of its culture, 

such as food, language, and lifestyle, into entertainment media and presenting them to the global 

audience. As a result, the entertainment industry and related businesses generated substantial 
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revenue. Thailand, rich in cultural heritage, can similarly transform its cultural assets into economic 

value. 

 The development of Nora to achieve economic value has already been touched upon in 

discussions about changes in beliefs regarding Khru Mo Nora, the tiny Hunter’s Face and tiny 

headdresses. Further examples of this development include transforming Nora beads into jewelry 

and integrating Nora with the tourism industry. 

Currently, some artisans have begun to develop Nora beads into accessories such as hairpins, 

shoulder bags, necklaces, earrings, belts, and keychains. These products are both beautiful and 

modern. However, a common issue faced by Nora bead craftspeople is the market for these items. 

It has been found that the interested consumer base is still relatively small, primarily consisting of 

those who follow beadwork and have lower purchasing power. This has led to limited recognition 

of the products. Additionally, beadwork is a meticulous craft that requires time, precision, and 

dedication, making it a significant barrier to market expansion. 

To address these challenges, the following strategies are suggested to promote Nora bead 

products: 1) authorities and private organizations should help by showcasing these products at 

international events to increase their visibility; 2) the fashion industry, beauty pageants, and 

prominent figures should incorporate Nora bead products into their attire. This can transform Nora 

beads into a form of “Soft Power,” attracting more attention and interest, and 3) agencies involved 

in vocational skill development should encourage the creation of clothing from Southern Thailand’s 

local fabrics, incorporating Nora bead products. This would help create a “new Southern Thai dress 

identity.” 

Nora performances can be developed to have economic value. Currently, Nora troupes are 

engaged in Nora Rong Khru rituals, entertainment shows at festivals, and opening ceremonies for 

various events. In the future, Nora troupes should collaborate with the tourism industry, such as 

hotels hosting international guests, to showcase Nora performances at welcoming receptions or 

other social events. This would promote Nora as an intangible cultural heritage of humanity, 

benefiting hotels by attracting culturally interested tourists and increasing the troupe’s revenue. 

Additionally, Nora performers working with international audiences should develop their English 

language skills to communicate more effectively. 

If the new generation can integrate Nora wisdom with modern lifestyles and livelihoods, the 

risk of Nora disappearing from society will decrease. This is because the culture will remain in use 

within the community and will continue to be necessary for people’s lives. This approach represents 

“sustainable preservation of Nora.” 
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The future of Nora may involve changes to fit contemporary times and tastes, which is natural 

according to the three characteristics of existence (Tilakkhana). However, throughout history, from 

the past until the present, Nora has endured and adapted to change because it is “a dignified 

performing art that adheres to principles of gratitude, responds to the beliefs and spirits of the 

community, and serves as a tool to promote love and bonding among family and society.” 
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Appendix 
Poems for Nora Rong Khru Rituals 

The Pali Verse in Front of the Shrine 

 The Pali Verse in front of the Shrine is a type of poem used to recount the origins of Nora as 

well as the customs and practices of the Nora ritual. Bussararat (1999: 2,926-2,928) states that the 

content of the poem is as follows: 

 

I raise my hands in reverence now, 

To honor teachers with a bow. 

I offer prayers with graceful stance, 

And ask the gods to guide my dance. 

I call upon the deities, 

From highest realms to earth and seas. 

May all divine beings hear my voice, 

And in my humble plea rejoice. 

I speak of tales from days of old, 

When sacred stories first were told. 

From when the ancient arts began, 

In lands where Buddhist wisdom ran. 

In old Jambudvipa’s hallowed ground, 

Where enlightenment was truly found. 

These lengthy tales of mystery deep, 

In Pali texts their secrets keep. 

Don’t merely listen for the sound, 

But seek the wisdom to be found. 

Traditions spanning countless years, 

Passed down through time despite all fears. 

My teacher blessed me with this skill, 

His Pali verse guide me still. 
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He gave these words for me to learn, 

That I might share at each turn. 

I pray the Buddha grants me grace, 

His teachings help me find my place. 

His guidance fills my heart and mind, 

That understanding I may find. 

The sacred Pali verse I proclaim, 

With “No-Ne-No-Nai” I exclaim.  

All scholars who these texts have known, 

Will recognize what here is shown. 

If I compose as masters taught, 

Like mighty elephants so fraught, 

The Nora lineage I maintain, 

As monks of old did once ordain. 

When Three Worlds Deity was placed, 

The crystal god stood deep in thought. 

One thing remained that caused concern, 

No dance to soothe the world was wrought. 

No art to calm the suffering souls, 

To bring them joy and sweet delight. 

The holy devas then gathered near, 

Two arhats rose to set things right. 

These two approached the sacred throne, 

Before the Lord they humbly bowed. 

Accepting tasks as was decreed, 

Their solemn vows were then avowed. 

The Three Worlds lack those who can dance, 

We pray you send the Dharma down. 
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To teach us five the sacred words, 

To sing with joy in every town. 

O Blessed Buddha! Dharma true! 

The Sangha pure! We praise your might! 

Success to all the holy ones, 

As teachers past have shown the light. 

The gods appointed human forms, 

Their message never to forget. 

I bow before my first teacher, 

Whose lessons I shall not forget. 

They chose the daughter of a king, 

Sri Mala was her noble name. 

She knew each step and graceful pose, 

Each word and movement brought her fame. 

She danced among the royal maids, 

Within the palace walls so fair. 

But rumors spread throughout the court, 

That reached the king and trapped her there. 

They claimed the princess had done wrong, 

The king commanded she be seized. 

They whipped her, placed her on a raft, 

As currents bore her where they pleased. 

Food and water they provided her, 

As she drifted with the flow. 

Fish surrounded, followed after, 

Watching as she floated so. 

The gods directed her to shore, 

Protected by their sacred might. 
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In visions hidden, safe she dwelled, 

In comfort through both day and night. 

Then dancers came to honor her, 

Performing for her day by day. 

The deities gathered all around, 

In countless numbers, so they say. 

Gongs, cymbals, drums began to sound, 

With pipes and all that music brings. 

Like golden mountains they appeared, 

Around the corners of her wings. 

The lady kept her teachings closed, 

Announced she would not share her art. 

Without permission properly gained, 

Her dance school would not start. 

Following Dhammayut tradition, 

On Wednesday, the ninth waning moon, 

She bid us follow teacher's words, 

Prepare the space and ready soon. 

Pay homage to the sacred ground, 

When birds return to nightly rest. 

Spread mats and cushions all around, 

With betel nuts and offerings blessed. 

Entwined thread, flower garlands bright, 

With incense, candles burning clear. 

Pour water in the sacred bowls, 

And chant the mantras all can hear. 

The cooling spell to bring the rain, 

With drums and pipes in sweet refrain. 
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Consecrated water gently sprinkled, 

As blessings fall like gentle rain. 

The Northern Lion’s mighty power, 

The ancient teacher has decreed. 

Follow these northern traditions, 

And lasting art will be your meed. 

Step first with your left foot forward, 

Never glance behind your back. 

Chant “On-O, O-Pho, O-Mae, O-A, O-AE” 

Around the track. 

Recite the binding spell that drives 

All evil spirits far away. 

Write on betel, open the stage, 

Perform the chest-touching display. 

Cast the spell into the house, 

Receive it back, let nothing fall. 

Take the knife and tuck it close, 

Hang the serpent on the wall. 

The sacred snake will come alive, 

Place it high upon the beam. 

Offer the teacher the beating tools, 

Chant “Namo Metta” like a dream. 

Buddha’s worship, reverence 

These words we say without delay. 

Proclaim the teacher’s greatness now, 

Then nectar sweet will come your way. 

The heat awakens, rouses all, 

The students dress in bright array. 
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They dance in sequence, as they've learned, 

Following tradition’s way. 

For chief Nora, the grand performance, 

Place the Serd upon your head. 

Prepare Chian of betels, light the candles, 

Then establish the Announcement ritual of homestead. 

Recite the Twelve Verse, 

All your troubles will take flight. 

When performing the Announcement ritual, 

Begin with Nora’s verse right. 

The Sun God and Northern Pinya, 

Khee Nhon of Phala mountain high, 

Then Phra Rot comes in sequence, 

As all teachers gather nigh. 

Complete the Twelve Verse, 

Quickly note them one by one. 

Invite the gods to come and dwell, 

In offerings until you're done. 

Nine cups within, twelve without, 

New cloth placed in proper rows. 

Nine candles arranged with care, 

Where the sacred water flows. 

Betel prepared with areca, 

Soaked in fragrant waters pure. 

Chandra scented oil powder and scented oil, 

With incense that will long endure. 

Large candles in their proper place, 

Smaller ones to shield the flame. 
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The teacher warns at early dawn, 

Keep the sacred fire the same. 

If nine-tiered crowns you would prepare, 

Nine baskets you must have in hand. 

Arrange them all with proper care, 

Just as the teachings now demand. 

On Thursday morning, rise at dawn, 

Before the sky turns white with light. 

Raise high your call to teachers all, 

As they approach in ghostly flight. 

When all the teachers have arrived, 

From every corner, near and far, 

Present the offerings with care, 

Upon the shrine both near and far. 

When finished, bow nine times in full, 

The teacher's hall with cloth adorned. 

I'll tell you all the details now, 

Of how the space should be transformed. 

Tiger skins and bear pelts too, 

With fangs and tusks of every kind. 

Folding knives and sharpening stones, 

And oil to keep the blades aligned. 

Three coins must then be placed, 

To cover the medium’s bowl. 

Find sand from rivers, fine and pure, 

To fill the vessel's sacred role. 

Adorn with pendants, chains, and gems, 

With cloth that hangs in bright display. 
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The knowledgeable teacher comes, 

Wearing his crown in grand array. 

Prepare your students, left and right, 

Then lead them forward by the hand. 

They bow and prostrate as they come, 

Following the teacher’s command. 

Clothe them properly, piece by piece, 

While prayers to holy monks are made. 

The teacher, skilled in sacred arts, 

Passes on what must be conveyed. 

Students left and right arranged, 

Like arhats in their sacred pose. 

They chant “Buddha, Dharma praise,” 

As reverence in their manner shows. 

“Hair, body, hair,” they recite, 

Moving forward, stepping back. 

Then extinguish the red light, 

Go and dress in fine attire. 

Relations gather all around, 

Sitting together in one place. 

They meditate, faces east, 

As fangs and skins support the bowl. 

When auspicious time arrives, 

Place the headdress and bind with thread. 

Consecrate with sacred spells, 

Keep harmful spirits far from head. 

Shake and rattle, softly play, 

Then invite the teachers down. 
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If ancestors do not descend, 

Consider with furrowed brow. 

When the invitation’s done, 

Begin the Swan verse. 

Then the Hunter follows straight, 

If ancestors still won’t appear. 

Pierce the eye socket gently, 

While chanting “Sirome.” 

Students gathered all around, 

Must not strike with force or glee. 

If you must strike, strike true, 

Passing through the belly clean. 

This completes, my friends, 

The teacher's ritual scene. 

 

 In addition to the Pali verse used in the Nora Rong Khru ceremony, there are many other 

poetic verse employed in the Nora Rong Khru ritual. Each verse is used at different stages of the 

ritual, depending on the specific step of the ceremony. According to an interview with Koeddee 

(Interview, 2014), the main verse commonly used by Nora groups in conducting the Nora Rong Khru 

ceremony are as follows (Note: the content of some verse may vary slightly depending on the Nora 

family lineage and their teachings). 

 

Chant A 

I come forth with joyful heart, 

To the Earth Goddess, homage I impart. 

Spreading wide my humble plea, 

With reverence true, on bended knee. 

My back becomes the sacred ground, 

Where human footsteps may be found. 

For all the people of this land, 

I offer service as I stand. 
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The layers of dark soil below, 

Then water’s realm where currents flow. 

The scattered sands so fine and light, 

In nature’s order, layer by night. 

The Naga Lord with mighty scale, 

Comes forth to speak without fail. 

Answering with “No-Ne,” “No-Nai” 

In sacred harmony. 

His voice arrives with measured pace, 

Like oxen moving with steady grace. 

Drawing plows across the field, 

Where bountiful crops will yield. 

The Cotton song, unforgotten still, 

Though I depart, remember I will. 

My dear companion left behind, 

Your presence always on my mind…” 

Teacher’s Chant Part 1 (Na Trae) 

The time is auspicious, the hour is right, 

This moment is perfect in the divine light. 

The time is propitious as I call with care, 

For royal teachers to gather there. 

The time is favorable for masters to come, 

From their dwellings distant, to join as one. 

We watch with patience, we sing with grace, 

Moving forward slowly, at measured pace. 

I cherish you, fair one with radiant skin, 

Like freshly cast gold, pure from within. 

Your grace extends through stem and leaf, 

Your beauty complete beyond belief. 
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Truly perfect, none can dispute, 

Your charm, dear one, none can refute. 

Upon reaching the hall, I shall intone, 

“Namo Itipiso Bhagava” is known. 

I establish reverence for the worthy one, 

Paying homage to unwholesome deeds undone. 

I bow to the five Buddhas divine, 

To the seven scriptures, so sublime. 

May no enemies cause me distress, 

Nor the four elements bring duress. 

I revere the seven texts profound, 

That within our bodies can be found. 

I honor Vibhanga that formed our ears, 

And Sangani that shaped eyes clear. 

Dhatukatha molded the nose with care, 

Through which I draw life-giving air. 

Bukala Banyatti crafted the mouth, 

So words of wisdom can travel south. 

Yamaka formed the heart with skill, 

Throughout the body, its presence still. 

With three hundred bones in perfect array, 

And blood in measure, the scriptures say. 

Nine million hairs, precisely grown, 

By Dharma’s wisdom, carefully sown. 

With thirty-two teeth and nails complete, 

I bow to the sacred texts so sweet. 

That formed this life, this being here, 

And sent me forth to appear. 
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Father, I'm born as human kind, 

Most excellent state on earth to find. 

The Dharma within my form does dwell, 

As I sit and sing, its truth to tell. 

I proclaim this always, never fail, 

Each time I dance Manora’s tale...” 

Teacher’s Chant Part 2 (Rai Na Trae) 

Sit and recite the Gatha Rattana, 

Seek protection in this sacred mantra. 

Salute the Lady Swan of Khrung Pali, 

And honor Earth Goddess Mekhala. 

Salute the Divine Spirit of the Land, 

For great fortune and victory grand. 

Salute Phoshawatdee Thorani, 

The cool-hearted mother, gentle and mighty. 

I dance and perform upon your domain tonight, 

Forgive my intrusion with heart so light. 

When I spit betel juice upon your ground, 

Hold not this act against me, I am bound. 

Here the space is open, broad, and clear, 

I request a place for Manora to appear. 

A space for Chain offerings, for royal umbrellas tall, 

A shrine for worship, a sacred hall. 

For two nights and three days, my stage shall stand, 

By my feet established, let none reprimand. 

Words from humans bring fortune true, 

Words from spirits bring fever anew. 

Guardian spirits, please raise no objection, 

Earth Goddess, grant me your protection. 
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I offer these words as I dance today, 

Devotion through performance I display. 

I, Nora dancer, perform in tribute now, 

May no danger or harm come to my brow. 

As Nora speaks sacred words in dance divine, 

Raising hands both left and right in line...” 

Teacher’s Chant Part 3 (Thap-Thon Song) 

Both hands raised to my crowned head, 

I bow, from left to right instead. 

My hands positioned high above, 

Like lotus blooms in reverent love. 

I honor Buddha, master true, 

The Dharma and the Sangha too. 

To teachers who have shown the way, 

My deepest gratitude I pay. 

To mighty elders, great in power, 

At this auspicious, sacred hour. 

May Garuda and guardian might 

Force foes and demons into flight. 

Beneath the cosmos, every tier, 

Through every realm both far and near, 

I bow to all the worldly spheres, 

Where sacred presence perseveres. 

To Vessavana, lord of wealth, 

To golden-headed sages’ health, 

To monks who’ve studied ancient lore, 

Lord Yama whom we all adore. 

To guardian spirits of this place, 

To department heads of sacred grace, 
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With heart intent, I bow my head, 

With reverence my prayers are said. 

To Indra, Brahma, Yama too, 

To giants, birds of mighty hue, 

To serpent kings with powers grand, 

Whose strength protects this sacred land… 

…“Om!” we chant with voices clear, 

As deities gather, drawing near. 

They circle round the Nora stage, 

Like jewels that shine from age to age.  

The gods have gathered, shining bright, 

Like precious gems in radiant light. 

I lift my prayers with reverent air, 

To sacred powers everywhere. 

To Thuat Khao Wang hill, 

And Thuat Ang Thong until. 

They float and drift into our space, 

Bestowing blessings, bringing grace. 

To forty-four prayer tables true, 

That wander through the heavens blue. 

To Thuat Lak Khet, 

On the Pup Pha mountain’s throne. 

To Thuat Rubber, the mighty tree, 

Whose branches spread like canopy. 

To Thuat Island Four and Thuat Island Five, 

To Thuat Island Mak, now arrive. 

Thuat Rock Elephant sits to my left side, 

While Thuat Riam with pride. 
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Sits modestly upon my right, 

In ceremonial dance tonight. 

To Thuat Ngu on the hill, 

To Shaman Gods and Nagas still. 

To Mae Phochong, homage pay, 

As I continue in this way. 

To sacred spirits of Khao Ko Hong, 

Circling in ceremonial throng. 

To Lord of Phanom Wang I bow, 

With reverence deep, I honor now. 

To Golden Banyan on Koh Samui, 

Where water strikes the shore nearby. 

To Thuat Twelve Pak Nam of the stream, 

In Trang where waters rushing gleam. 

To spirits guarding streams and falls, 

Through hollow caves where echo calls. 

To Thuat Tiger, round of waist, 

And Thuat Bear with fangs so sharp and chaste. 

To spirits of the Golden Spire, 

In Nakhon, gleaming like a fire. 

To City Pillar Shrine revered, 

In the city, long endeared. 

To Toh Li Pang, Trang’s domain, 

Where Satun’s boundaries remain. 

To sacred powers in waters clear, 

In every region far and near. 

“Om Rum Maha Rum!” I call, 

As sacred beings gather all. 
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Upon this stage they now convene, 

As I invoke with faith serene. 

The sacred ones I place on high, 

As teachers gather from the sky. 

To Great Father of Temple Chang Hai, 

I call for Great Father Khlai. 

To Great Father Sri Than of Temple Na Tham, 

At this propitious time I am. 

Requesting your divine presence here, 

That you might bless and draw near. 

To Great Father Jai of Temple Khao Kaew, 

I clearly call to summon you. 

To Great Father Duan, slender waist, 

Of Temple Kok Yang, come with haste. 

To Great Father Mang of Temple Nang Phet, 

I call throughout the temple set. 

To Great Father In of Temple Yan Sue, 

I sit consulting here with you. 

To Great Father Ngueam, join as one, 

Like clustered flowers in the sun. 

To Sleeping Buddha wearing a Nora crown, 

at Phra Khuha in Golden Mountain Temple with great renown. 

To Buddhas in the shrines and halls, 

To Abbots whom devotion calls. 

To sculpted, molded, cast divine, 

I worship at your sacred shrine. 

“Namo Buddhaya,” I proclaim, 

The Triple Gems I now acclaim. 
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I bow to Buddhas large and small, 

With reverence I honor all. 

To Pu Paen, foremost teacher great, 

Whose heart with mine does resonate. 

To Pu Priap, ancient master wise, 

The crown of Nora in our eyes. 

To Nora Fueang, graceful one, 

To Nora Toem, whose verse has won. 

“Om Sitthi,” then “Sva Hom” I say, 

As teachers bless my dance today. 

“Om Sitthi,” then “Sva Ha” once more, 

For strength as I perform this lore. 

Wherever I dance, may power rise, 

From left and right before all eyes. 

The masters now have gathered near, 

I chant the sacred verse clear. 

Buddha, Dharma, Sangha praised, 

As gods descend, my voice is raised. 

The hour grows late, I now perceive, 

As stars and moon begin to leave. 

The time has come, the stage is set, 

For Manora’s dance—the greatest yet…” 

The Teacher Appreciation Verse 

The virtue of my teachers flows like the Ganges wide, 

Even as banks may dry, its waters never subside. 

This sacred river endures, its end we cannot see, 

Its blessings flow eternal, boundless as they may be. 

With ten fingers raised high, in reverence I stand, 

To praise the Buddha’s wisdom across this blessed land. 
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Though I observe the precepts, not yet pure in heart, 

I bow before the Buddha before my prayers start. 

I honor Lord Buddha and all divinities too, 

Placing their sacred presence above my head in view. 

Wherever I perform, may excellence be found, 

May my movements please all who gather around. 

I place them on my crown, above my humble head, 

With devotion I bow each night before my bed. 

I honor the great ocean, the ultimate sea domain, 

Where Mekhala travels on the watery plain. 

I revere Lord Sun with his radiant might, 

And Earth Goddess whose strength supports us right. 

O Mother, your gifts sustain my very being, 

Your back becomes our foundation, all-seeing. 

Countless thousands tread upon your sacred ground, 

Yet you remain unshaken, steadfast and sound…” 

 

The Teacher Teaching Verse 

The teacher, O the teacher guides, 

With graceful movements side to side. 

The teacher shows how cloth to bind, 

And how to wear the bracelets fine. 

The teacher shows the headdress to place, 

Then garland strings with gentle grace. 

The teacher guides the bracelets’ wear, 

On left and right with equal care. 

The movements to the left displayed, 

Are worth five coins when well conveyed. 
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The movements to the right performed, 

Five gold Tamlung they have earned. 

Feet press against the pedestal, 

While hands draw forth the golden light. 

None can compare to your display, 

In manner of the gods so bright. 

Mouth chanting, hands in graceful form, 

As Pho Khun Sattha has well decreed. 

Perform your dance with utmost skill, 

Lest wife and child be left in need. 

When we are blessed with family dear, 

Our elders’ pride we’ll never stain. 

Pho Khun Sattha has thus proclaimed, 

I bow in reverence once again. 

 

Dance Teaching Verse 

Teaching you, I teach the dance, 

The shoulder-level stance advanced. 

Then lowering with graceful ease, 

At waist-level the movements please. 

Extend outward with precise form, 

Like mountain ranges they transform. 

Raise high until it meets your face, 

Like hanging flowers full of grace. 

Now bring it down with gentle care, 

The Spinning-Lamp pose to prepare. 

Dance the Kanok pattern true, 

Like drawings artists skillfully drew. 



 

 160 

Dance the Spinning-Lamp with grace, 

Like palm-leaf cutters in their place. 

My form is beautiful to see, 

As Buddha kept the demons free. 

My figure graceful as can be, 

Like Rama crossing over the sea. 

Dance rising to the highest height, 

Like Garuda in soaring flight. 

Garuda spies the serpent near, 

Spreads wings as battle time draws near. 

Become the mighty Garuda form, 

Seizing Naga in the storm. 

Garuda snatches serpent swift, 

Soaring through the heavens adrift. 

I take on Hanuman’s design, 

Who burned Lanka with fire divine. 

Embody regal deity grand, 

Riding horses, chariots command. 

Become the sage with walking staff, 

Entering hermitage at last. 

At palace corners, four sides tall, 

Draw Brahma’s face upon the wall. 

My form now filled with longing deep, 

Like Narayana’s bow to keep. 

My body now in perfect form, 

Like Rama as his bow is drawn. 

The arrow leaves the bow with might, 

Striking mountains at great height. 
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The Initial Verse 

Begin with the primary stance, 

Then four-faced Brahma’s sacred dance. 

Perform the garland-threading pose, 

Like flower strings that gently flow. 

Execute the slow swinging form, 

My jewel, let your partner rest. 

Dance the mountain range position, 

Lower arms to shoulder level best. 

Perform the harmonious aligned pose, 

My jewel, join side by side. 

Dance with differing positions, 

Then turn to form a rounded hill. 

Perform the foreign walking style, 

My jewel, like birds return to nest. 

Dance the rabbit-viewing-moon pose, 

The moon with royal parasol blessed. 

Perform as Phra Rot throws a message, 

My jewel, demons turn away. 

Dance the Chu chai display, 

Then gracefully enter the palace way. 

The Dragon King calls forth, 

My jewel, sovereign of the realm. 

Dance the Khee Nhon pose compared, 

See how the Khee Nhon pose is Photrayed. 

Dance the posture of Lord Rama, 

My jewel, drawing bow with skill. 

Become the school of ocean fish, 

Swimming in waters deep and still. 
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Lost completely in beauty’ trance, 

My jewel, with splendor bright. 

Dance the tail-playing position, 

Then the deer-leaping pose with might. 

Dance enticingly with powder, 

My jewel, apply it to your face. 

Perform the golden swan pose, 

Floating on water with gentle grace. 

Become water-nymphs at play, 

My jewel, in joyful delight. 

Dance the tail-playing position, 

Then the deer-forest-walking right. 

Perform the royal Suriwong pose, 

My jewel, with majestic might. 

Dance the elephant-eating-grass form, 

A charming, pleasing sight. 

Perform as Phra Lak releases arrows, 

My jewel, with graceful flee. 

Dance the Khee Nhon dancing pose, 

Then peacock-tail display with glee. 

Create the crossed-leg posture for ladies, 

My jewel, both beauties true. 

Cast upward in three circles, 

Then sit down in proper view. 

Dance the three-stringed fiddle pose, 

My jewel, change the melody. 

Perform the monkey-fighting stance, 

Then Chinese-drawing-thread with glee. 
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Dance the gibbon-climbing-tree position, 

My jewel, leisurely and slow. 

Perform as Mekhala teasing with her crystal, 

Then lead into rhythmic flow. 

These ancient dance positions, 

My jewel, teachers passed to me. 

The Gratitude Verse 

I honor the benevolence of my teachers with grace, 

I pay homage to the precious mentors who showed the way. 

I first revere my instructors with deepest praise, 

Who imparted knowledge to me day after day. 

Having paid respects to my teachers complete, 

I turn now to honor my mother dear. 

My blessed mother who raised me with care replete, 

Guarding and protecting me, keeping danger clear. 

Mother nurtured me from infancy to grown height, 

Her generous heart never allowing me to stray. 

Through her grace I survived and came to light, 

My dearest mother grew thin as she wasted away. 

Mother slept with eyes closed before the dawn’s first ray, 

Fearing mosquitoes and gnats might disturb my rest. 

She cherished and treasured me every single day, 

Morning and evening, lulling me to sleep with songs blessed. 

She hung my cradle, surrounded it with cloth shield, 

Protecting me from dust that might descend. 

Day and night she lay awake, never to yield, 

Listening attentively for my cries to attend. 

When my mother sat to partake of her meal, 

Before she could satisfy her own hunger’s call, 
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Hearing my waking cries with maternal zeal, 

She would leave her food, coming to me above all. 

Arriving, she would lift me with tender care, 

Fearing I might fall from my fabric nest. 

With her left hand she would hold me there, 

Her right hand reaching for food at my behest. 

Mother's virtue exceeds all description’s art, 

Each of us born should never treat this lightly. 

Seeing her child feverish, she could not rest her heart, 

My mother wept, sitting anxiously and nightly. 

Who knew the time? She would ask of all, 

Mother sat worried in every house she’d go. 

Finding one who knew divination’s call, 

My child burns with fever like fire’s glow. 

The diviner told her after careful thought, 

A Nora dance teacher’s spirit has taken hold. 

Hearing this, mother’s joy could not be bought, 

She bade farewell, returning home as told. 

The Khun Tha Verse or the Thunder and Rain Verse 

The verse begins with thunder’s sound, 

It rumbles with a might profound. 

The earth below begins to tremble, 

The Naga King transforms, we remember. 

Upon hearing thunder’s distant call, 

She draws her cloth to cover all. 

Such pity for her lonesome state, 

Her husband far at distant gate. 

The verse speaks of thunder’s crash, 

It breaks the silence with a flash. 
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She rests her chin upon her hand, 

Her back against tree stump in the land. 

Alas, the maiden pure and fair, 

Will soon a widow’s status bear. 

Leaning back against the wood, 

She weeps as thunder sounds through the wood. 

The wind blows at the mountain side, 

Through scattered leaves it does glide. 

Love whom you will, but love with care, 

Not like lost elephants in despair. 

I do not wish to hear such tales, 

Of precious maidens whose heart fails. 

The tusker never forgets his home, 

Nor does the herd forget to roam. 

Rain falls heavily from northern skies, 

Pouring down before our eyes. 

Water channels downward flow, 

Striking Chinese Emperor’s mountain low. 

It strikes beside the sleeping place, 

Eroding toward the Foot island’s base. 

The Chinese Emperor’s mountain tall, 

Connects with Mount of Echoes’ wall. 

I am not foolish to follow you, 

Like golden bull elephants often do. 

The tusker never forgets his stall, 

The herd remembers, dear one, all. 

The Sorrow Verse 

Sorrow, oh such sorrow deep, 

As dewdrops from the eaves now weep. 
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They fall with gentle patter sound, 

By evening, vessels overflow unbound. 

Alas, the fate of humankind, 

Some thin, some stout, as fate designed. 

Some suffer grief and some despair, 

Some waste away like those with illness bear. 

Alas, the fate of humankind, 

Like leaves that fall when age assigned. 

Some grow thin though not from ill, 

Some lose their wives while living still. 

Alas, the fate of humankind, 

Some husbands leave their wives behind. 

All wealth and treasures fade away, 

Nothing of value seems to stay. 

Some lose their husbands, left alone, 

With nothing but the hearth and stone. 

Their bodies taken to be burned, 

Then to the graveyard sadly turned. 

They cannot climb to heaven's gate, 

Caught in death's noose, a common fate. 

Let us cut off our sorrows now, 

Dispel all pity, this I vow. 

Let us remove all discontent, 

From friends whose faces show lament. 

 

The Golden Light Verse 

Oh, golden light of heaven bright, 

You shine upon me at morning’s height. 
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I shall draw the curtain white, 

To shield from you, golden light so bright. 

Oh, golden light of heaven fair, 

You shine upon me at midday’s glare. 

I shall draw the curtain bare, 

To shield from you, golden light so rare. 

Oh, golden light of heaven deep, 

You shine down as evening shadows creep. 

I shall draw the curtain steep, 

To shield from you, golden light so sweet. 

Oh, golden light of heaven’s glow, 

You shine down as nightfall grows below. 

I shall draw the curtain dark and slow, 

To shield from you, golden light aglow. 

The Loss Verse  

Lost indeed, lost the way, 

In this time, we’ve gone astray. 

Lost the chance, my dear friend, 

Like a horse that cannot mend. 

In times past, not long ago, 

Plays existed, though none would show. 

Like a horse that’s lost its speed, 

Like a golden ship that cannot proceed. 

The mahogany wood is joined with care, 

To rubber wood, a fitting pair. 

The golden shower wood stands tall, 

Joined with red wood, over all. 

The red wood sighs, a mournful tune, 

Rice is costly, though harvest comes soon. 
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My brother tilled the fields before, 

Rice grew heavy, bending to the floor. 

Planting in mud where crabs would bite, 

Carefully tending from morning till night. 

The water rose and flooded the land, 

The panicles swayed by unseen hand. 

Buffalo wandered to feed on grain, 

My brother rushed to the fields again. 

Tears flowing steadily down his face, 

All his labor, a fruitless chase. 

Farming complete, yet nothing to eat, 

Strength and effort meet defeat. 

The Chu Chai Verse 

O Chu Chai man who tends the field, 

One hand guides buffalo, shoulder bearing plow unpeeled. 

This buffalo, so stubborn and strong, 

Let us coax it gently, move along. 

Midday sun beats down with might, 

Which path shall lead us to fields in sight? 

The yoke placed upon the buffalo’s neck, 

While the sun’s rays toward forest trek. 

The wife who waits at homestead’s door, 

Takes up her knife, sits to prepare fish store. 

She works with care for her husband dear, 

When he returns, his heart will fill with cheer. 

Preparing fish, my precious jewel so fine, 

Small baskets here, larger ones in line. 

When task complete, the woman fair, 

Moves with grace to take her chair. 
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Stretching her feet with practiced ease, 

She sits to spin cotton with expertise. 

Aunt Sri, with motherly embrace, 

Sets cotton wool in its proper place. 

Feet push the wheel in rhythm true, 

Spinning just enough, as one should do. 

Her graceful feet move with such skill, 

The sound like flutes and fiddles, sweet and still. 

Aunt Sri, with nurturing hand, 

Takes cotton wool, wrapping with command. 

Creating beauty with focused face, 

Round features carved with gentle grace. 

Blessed child, precious as gold, 

Fed by mother, comes to behold. 

Round features carved with gentle grace, 

Fed by mother, set in place. 

The Jick and Chak Flower Verse  

Lovely one, oh worthy of praise, 

By now your charm deserves our gaze. 

Love hidden in your fragrant cheek, 

How many days might I your sweetness seek? 

I've long admired the lotus fair, 

Then turned to see another there. 

With layered petals, tier on tier, 

Still budding clusters, drawing near. 

Jick Flower, oh Jack Flower, 

Still speaking of love’s sweet perfume. 

Jick Flower I cherish true, 

Though screw pine tempts me from you. 
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Your jasmine flower, my precious gem, 

Spreads fragrance from its gentle stem. 

I place it on the elephant’s back, 

For distant maiden down the track. 

That distant maiden, far away, 

I know not when she’ll come my way. 

Here I sit in contemplation deep, 

As fifth month turns to sixth, I weep. 

I suffer for I cannot claim you mine, 

Who else could know this heart of mine? 

I pity the bird’s young offspring small, 

That in the well did helpless fall. 

Heavenly flowers of your breast, 

How many blooms each day expressed? 

I seek not, ask not for your hand, 

No deception from me shall stand. 

Heavenly flowers of your breast, 

How many clusters daily rest? 

I will not trick nor lead astray, 

No false intentions in my way. 

Heavenly flowers of your breast, 

Bloom today, tomorrow fade at best. 

Wasted effort in cultivation’s art, 

Strength spent watering from the start. 

The treetop sways so carefully, 

While insects gnaw relentlessly. 

Wasted strength in watering done, 

My heart’s exhaustion has begun. 
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The Water Crow Verse 

Behold that dark shadow in the deep, 

Called water crow, hunting fish in its sweep. 

Break off its fins and toss them high, 

Swift as a human hand can fly. 

Chai Chay glanced and caught the sight, 

Then learned to play with skilled delight. 

Grabbing spears in tumultuous throws, 

Left hand casting, right hand close. 

Lord Buddha looked and saw this feat, 

Then called with voice both firm and sweet: 

Chai Chay, O Chai Chay, I inquire, 

This knowledge, where did you acquire? 

To make a bird your teacher true, 

Is this not shameful through and through? 

Chai Chay responded with reverence clear: 

This knowledge came to me, my dear. 

Chai Chay was reckless in his ways, 

Throwing spears as if in plays. 

Throwing alone and catching too, 

Until a spear his life withdrew. 

The teacher called with saddened tone, 

We cannot undo what has been shown. 

The spear that took Chai Chay’s life away, 

Came from rejecting teacher’s sway. 

The Old Tiger Verse 

Oh, I am restless for you, my dear, 

Like the old folk singer drawing near. 
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The patient who escapes death’s call 

Gains strength when elders visit all. 

Oh, I am restless for you, my sweet, 

Like a fearsome tiger on his feet. 

Walking with a steady, stalking stride, 

Making townsfolk run and hide. 

Oh, I am restless for you, my love, 

Like a yellow tiger from above. 

Though fangs may break and claws may fold, 

Once I bite you, my grip will hold. 

If they find my corpse at the city gate, 

Who will be blamed for such a fate? 

Oh, I am restless for you, my fair, 

Like an aged tiger from Chaiya there. 

I am neither sea tiger nor river beast, 

But a field tiger, striped at least. 

When fourth month turns to the fifth in time, 

Tigers hunt by the canal’s line. 

Prowling, searching, watching keen, 

At the bridge head, barely seen. 

I will bite you deep into the mud, 

Press you down where soil and water flood. 

Though you may rise up from below, 

The tiger’s presence all will know. 

Though fangs may break and claws may fail, 

Once I bite, I will not bail. 

Having bitten, I will hide my trace, 

No one will know of the tiger’s chase. 
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Parents searching for your soul, 

Hundreds of years, without control. 

Parents searching for your remains, 

Find only empty house and pains. 

The Chatthan Anathorn Verse or the Plai Ngam Verse  

(Magnificent elephant) 

At midday I finally entered the pavilion’s space, 

Plai Ngam following the herd to the familiar place. 

Rolling, thrashing, with a thunderous cry, 

Feeling lonely, gloomy, and forsaken under the sky. 

Ta Mor Thao’s eye spotted me there, 

Leaving me longing, trapped in despair. 

Tightly bound, the ropes holding fast, 

No chance of freedom, my fate now cast. 

The leather cord perfectly fits my neck, 

None show mercy, no kindness to check. 

When I lived freely in forest and hill, 

I would lie down with comfort and goodwill. 

With my trunk I’d break leaves so tender, 

To make a soft bed for rest to surrender. 

Rolling logs nearby to form a border, 

Resting my noble head as if on an order. 

At noon when the heat became intense, 

I’d wake from slumber, my thirst immense. 

Then invite the hundred-weight female near, 

Let’s bathe in the waters, cool and clear. 

As evening approached with fading light, 

We’d walk through the forest to clearings bright. 
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Upon arrival, she would stand in a ring, 

Trunks intertwined in a sorrowful swing. 

We lived in peace and joy every day, 

But today brings hardship, I cannot stray. 

The Satsadi Verse 

O blessed one, most blessed one, I humbly invite my father to enter and dwell. 

O blessed one, most blessed one, I humbly invite my mother to enter and dwell. 

This child studies the teachings and recites the beautiful sacred verse. 

May enemies never appear, may they vanish without traces. 

May blessings flourish, may all suffering disappear, 

May wealth flow uninterrupted, may victory draw near. 

My ten fingers raised between my brows, reaching high, 

Homage to the Buddha, I bow and glorify the future Buddha’s sight. 

I pay respect to the Sangha, aspiring toward Nirvana’s state, 

I honor teachers and masters who have guided my fate. 

Homage to all letters, both consonants and vowels combined, 

All numerals and scripts, both Khmer and Thai entwined. 

The teachers have instructed me without hesitation or delay, 

Teaching completely what I retain within my bodily clay. 

The auspicious time has come, this moment is right, 

The perfect hour calls forth the masters into sight. 

At this auspicious time, I bow to Mae Sri Mala, the first teacher of note, 

If I fail to pass, I cannot escape, even through passages remote. 

I pay homage to Mae Sri Mala, the first teacher, and to the mother of Khun Sattha at Tha Kae, 

Please smile upon us with favor, though you are elderly, I pray. 

I honor Pho Khun Sattha of Tha Kae and Pho Thep Singhorn too, 

If you truly love this child, bestow blessings and virtues anew. 

I bow to Pho Thep Singhorn who has taught through generations, 

The auspicious time is beautiful, the hour has reached its stations. 
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Whatever vows were made, with those offerings we comply, 

Come now, Father, do not hesitate or delay, do not sigh. 

The sacred thread serves as your bridge, which I have prepared, 

Come now, enter the medium’s body, as we have declared. 

I have readied the canopy and curtains, medicines and offerings with care, 

Soft mats and golden pillows have been arranged with flair. 

Nine places and twelve rice offerings, with female and male cloth pairs, 

Offerings await you, please accept these wares. 

Ripe fruits your descendants have prepared as tribute, 

A pig’s head, many boiled chickens, arranged as a sacred tribute. 

I invite the Khru Mo of this house to descend from their abode, 

Come now, come play with us along this sacred road. 

I am like a rice stalk, and you are like a sparrow in flight, 

Come play with us, dance swiftly into our sight. 

Dance to the drum’s rhythm, step to the cymbals’ sound, 

Dance quickly among us, all masters surround. 

Please descend, Father, we have prepared a medium to await, 

Do not act like pigeons flying here and there at rapid rate. 

Do not behave like monkeys wearing bark in evening’s cool, 

If you do not descend now, this large rice cake will be the dog’s fuel. 

If you do not come down today, this offering tray will be thrown to waste, 

Do not act childishly, like teasing dogs with spice in haste. 

If you do not descend today, for hundreds of years no offerings we'll make, 

If I have erred, I seek forgiveness, after anger, reconciliation I seek...” 
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Glossary of Cultural Terms 

A 

Adornment ritual (การแต่งพอก): Another term for the Grand Cloth-Tying Ceremony, focusing on 

the special costume elements worn during this significant initiation. 

Adhering to principles (ถือของ): Specific practices and restrictions that Nora performers observe to 

cultivate spiritual strength and maintain their connection to ancestral teachers. 

Ancestor spirits (ผีบรรพบุรุษ): The spirits of deceased family members from both paternal and 

maternal sides who are believed to possess divine power and protect their descendants after 

death. 

Ancestors (ตายาย): Deceased family members who are venerated and believed to maintain a 

spiritual connection with their descendants. In Nora traditions, these ancestors may become 

protective spirits of the lineage. 

Annual Khru Mo Nora Offering ritual (พิธีกรรมเซ่นไหว้ครูหมอโนราประจําปี): A ceremonial practice 

held annually to make offerings to Khru Mo Nora (Nora masters or spirits). 

Announcement ritual (ต้ังบ้านต้ังเมือง): A crucial ceremony on Wednesday that officially declares 

to humans and spirits that the space will be used for the Nora Rong Khru ritual over the next three 

days, establishing spiritual territory. 

Amulets/talismans (เคร่ืองรางของขลัง): Sacred objects believed to possess supernatural powers 

that can protect the bearer from harm or bring them good fortune. 

Auspiciousness (สิริมงคล): The quality of bringing good fortune, blessings, and positive outcomes. 

Many Nora rituals are performed to generate auspiciousness for individuals, families, and 

communities. 
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Ashram-styled shrine (ห้ิงแบบอาศรม): A type of Khru Mo Nora shrine elevated on four posts 

approximately 90 centimeters high and placed on the floor of the house. This design resembles a 

small pavilion or sanctuary. 

B 

Baa (ขนมบ้า): A sweet treat made with rice flour, sugar, and coconut milk that is steamed or fried. 

It is among the traditional offerings made to Nora spirits during ceremonies. 

Bai Sri (บายศรี): A tiered ceremonial offering made from folded banana leaves and flowers, 

symbolizing the cosmic mountain. It serves as a focal point in many Thai rituals, including Nora 

ceremonies. 

Bai Sri Ton (บายศรีต้น): A multi-tiered ceremonial structure made from folded banana leaves and 

decorated with flowers and other sacred items, placed at the central pillar of the Nora pavilion. 

Bamboo-woven shrine (ห้ิงฟาก): A Khru Mo Nora shrine made from woven bamboo slats, typically 

placed under the roof. This style is commonly found in areas around the border between 

Songkhla, Phatthalung, and Nakhon Si Thammarat provinces. 

Betel nut (หมากคํา): Areca nuts wrapped in betel leaves, often with lime paste, used as offerings 

to spirits and deities throughout Thai ceremonial practices, including the Nora Rong Khru. 

Betel nut tray (ขันหมาก): A ceremonial tray containing betel nuts, betel leaves, flowers, puffed 

rice, money, incense sticks, and a candle, used to make formal offerings to the spirits and to 

establish a ceremonial contract between the host and the Nora troupe. 

Betel nuts and leaves (หมากพลู): A traditional offering consisting of areca nuts wrapped in betel 

leaves, often with lime. This offering is considered essential for communicating with spirits and 

showing proper respect. 
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Beliefs/traditions (คติความเช่ือ): The system of spiritual understandings and practices that guide 

behavior and ritual in Nora culture. These beliefs connect the visible world with spiritual 

dimensions and provide meaning to ceremonial actions. 

Benjangkhapradit bow (การกราบแบบเบญจางคประดิษฐ์): A specialized form of prostration using five 

points of contact with the ground (forehead, forearms, and knees), performed during the Teacher 

Reverence ritual to show ultimate respect. 

Bharata Natyasastra (ภรตนาฏยศาสตร์): An ancient Indian treatise on performing arts, considered 

the foundational text for classical Indian dance and theater. Nora dance postures show similarities 

to poses described in this text, indicating cultural connections between South India and southern 

Thailand. 

Bound by a vow (ถูกเหมรฺย): The condition of suffering illness or misfortune believed to be caused 

by unfulfilled obligations to Khru Mo Nora spirits. 

Brahma (พระพรหม): One of the three principal deities in Hinduism who are honored in traditional 

Nora performances. Their influence reflects the Brahmanical elements incorporated into Thai 

cultural practices. 

Brahmanism (ศาสนาพราหมณ์): The religious traditions associated with Brahmin priests and Hindu 

practice that influenced Thai culture, including the Nora tradition. Many ritual elements in Nora 

derive from Brahmanical ceremonies. 

Buddhist charms (พุทธมนต์): Sacred Buddhist incantations used for protection or blessing. 

Buddhist holy day (วันพระ): Specific days determined by the lunar calendar (typically four days 

per month) when Buddhists traditionally engage in religious activities. On these days, devotees of 

Khru Mo Nora make special offerings believing that the spirits observe Buddhist precepts. 

Buffalo Beheading ritual (พิธีกรรมโนราถีบหัวควาย): Another name for the ceremony where a 

buffalo is symbolically sacrificed as part of Nora traditions to honor spirits. 
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C 

Candle array (เทียนราย): A specific arrangement of nine candles used in Nora rituals, typically 

placed on a pillow in front of the shrine with betel nuts and leaves at the base of each candle. 

Catummaharajika Heaven (สวรรค์ช้ันจาตุมหาราชิกา): The first level of heaven in Buddhist 

cosmology, believed to be where Khru Mo Nora spirits reside. These celestial beings are thought to 

have abodes on Earth while maintaining connections to the divine realm. 

Ceiling cloth (ผ้าเพดาน): A white cloth hung above the shrine, containing offerings of betel nuts, 

puffed rice, flowers, and money, believed to be where Khru Mo Nora and sacred entities reside 

during the ceremony. 

Ceiling-hung shrine (ห้ิงแบบผูกเพดาน): A style of Khru Mo Nora shrine that involves tying a ceiling 

cloth beneath the house's roof and using a wooden platform to place necessary ritual items and 

offerings. This style is common in some areas of Songkhla and Phatthalung provinces. 

Celestial deities (อุปัติเทวดา): Divine beings residing in heavenly realms, ranging from the desire 

realm to the realm of the Brahmas. 

Ceremonies (พิธีกรรม): Formalized actions or series of actions performed according to prescribed 

order, typically for spiritual or cultural significance. 

Ceremonies for novices (พิธีทําขวัญนาค): A ritual performed for young men before they enter 

monkhood. 

Ceremonial dances (รําจับบท): The complete sequence of traditional dance movements and 

recitations that must be performed during the ceremony, each with specific cultural and spiritual 

significance. 

Cha Nang Hong verse (บทชานางหงส์): A verse used to summon the Swan to descend to the Nora 

stage during the Swan Dance ritual. 
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Chant A verse (บทขานเอ): The first part of the Teacher's Chant, recited slowly without musical 

accompaniment, focusing on praising Nang Thorani and recounting the story of the mother of Khun 

Sattha (Khru Mo Nora). 

Cha Rong (ชะโรง): The climactic performance segment during a Nora competition when 

performers showcase their most impressive skills to win audience approval. 

Chaeng spirit (ผีแชง): A benevolent spirit that resides in Nora pavilions, believed to have been 

present since the origins of Nora dance. Originally associated with the palm leaf (chaeng) roof that 

protected the mythical Nang Nual Thong Samlee, these spirits now protect Nora performers from 

malevolent forces. 

Chai Thong Hoi dance (รําไชทองห้อย): A specific dance movement characterized by the performer 

arching backward with their head hanging down, demonstrating exceptional flexibility. 

Chaimongkol chant (บทชัยมงคลคาถา): An auspicious Buddhist chant recited during the blessing 

with holy water and rice grains in the Teacher Reverence ritual, believed to bring protection and 

success. 

Chalawan crocodile (จระเข้ชาละวัน): A mythical crocodile character in Thai folklore who 

represents evil and misfortune, defeated by Krai Thong in traditional stories and Nora 

performances. 

The Hunter performance (จับบทออกพราน): A theatrical segment depicting a hunting scenario, 

typically featuring the Hunter character from Nora tradition. 

Chatri (ชาตรี): A traditional form of theatrical performance in southern Thailand, characterized by 

its traveling nature. Scholars believe this term may have evolved from the Sanskrit word “Yatra,” 

referring to traveling theater performances from ancient India. 

Chandra scented oil powder (แป้งจันทร์มันหอม): A fragrant powder mixed with aromatic oils used 

for anointing sacred objects and as a fragrance offering to please Khru Mo Nora spirits. 
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Chiang Phra tree (black-chicken-leg tree) (ต้นเฉียงพร้า): A specific tree whose branches are used 

for sprinkling holy water during blessing rituals, typically wrapped with red and white unbleached 

cotton thread for ceremonial purposes. 

Chian Khru (เฉ้ียนครู): A ceremonial object used in Nora rituals, particularly during healing 

ceremonies. It serves as a conduit for spiritual power during various ritual procedures. 

Chian set (เคร่ืองเฉียน): A ceremonial betel preparation set containing tobacco, betel nuts, betel 

leaves, and red lime paste, typically placed on both sides of the shrine as offerings. 

Chief Khru Mo Nora/Head Khru Mo Nora (ครูหมอหัวเชือก/ครูหมอต้นเชือก): The principal spirit 

among a lineage’s Nora teacher spirits, whose authority supersedes others. This hierarchy is based 

on ancestral seniority rather than mythological status. 

Chief Nora (โนราใหญ่): A master Nora performer who has completed the Cloth-Tying ceremony 

and is authorized to lead rituals and train others. They hold significant spiritual responsibility within 

the tradition. 

Ching (ฉ่ิง): Small cup-shaped cymbals that provide supplementary rhythm and embellish the 

beat of Nora music. 

Choed rhythm (จังหวะเชิด): A fast, rhythmic musical pattern played at significant moments in the 

ceremony, especially when invoking spirits of Khru Mo Nora for possession or during important 

rituals. It creates an atmosphere of intensity and solemnity. 

Cloth-Tying ceremony (การผูกผ้าเป็นโนราใหญ่): The initiation ritual that elevates a Nora performer 

to the status of Chief Nora. This important ceremony, typically performed when the artist reaches 

maturity (often around age 45), confers both spiritual authority and responsibility. 

Conventional deities (สมมติเทวดา): Human rulers like kings who are respected as divine due to 

their righteousness and adherence to the ten virtues of kingship. 
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Combined Posture dance (รําประสมท่า): A performance combining various dance techniques and 

positions into a comprehensive demonstration of skill. 

Consecrated water bowl (ขันน้ํามนต์): A container of blessed water used in various purification and 

healing rituals, often containing sacred objects and infused with spiritual power through chants. 

Consecrated water pot (หม้อน้ํามนต์): A pot containing blessed water, kaffir lime leaves, lime 

leaves, and symbolic silver and gold pieces, used for purification and blessing during the 

ceremony. 

Coupled cloth (ผ้าคู่): Sets of men’s and women’s clothing placed on the left and right sides of 

the shrine as offerings to honor ancestors, typically consisting of one set of each gender's 

traditional attire. 

Crocodile Hand Crowning (การครอบมือแทงจระเข้): A ritual transfer of authority from a master to a 

student, signifying that the student has received the knowledge to perform all Nora ceremonies. 

Crocodile-Spearing ritual (พิธีกรรมแทงจระเข้): Aclimactic ritual element where a symbolic 

crocodile is ceremonially speared, representing triumph over obstacles or negative forces. 

D 

Dance Teaching verse (บทสอนรํา): Ceremonial verses that contain instructions about the proper 

techniques and movements of Nora dance, believed to be passed down from the ancestral spirits. 

Dancing for the Shrine (การรําถวายหน้าศาล): A ritual dance performed in front of the ceremonial 

shrine to honor the Khru Mo Nora spirits after the possession ritual is complete. 

Dancing in Front of the Shrine (รําหน้าศาล): A ritual dance performed before an shrine dedicated 

to the Nora spirits, serving as an offering and demonstration of respect to ancestral teachers. 
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Dasi Attam (ทาสีอัตตัม): A traditional ritual dance performed in southern India to honor deities. 

This practice shares similarities with Nora, suggesting historical cultural connections between the 

regions. 

Dee Sum (ขนมดีซํา): A small, ring-shaped fried rice flour dessert traditionally offered during Nora 

rituals. These sweets represent the cultural continuity between everyday life and spiritual 

practices. 

Deity (เทวดา): Divine beings in Thai religious cosmology, often derived from Hindu-Buddhist 

traditions, who possess supernatural powers and may assist or influence humans. 

Deity Wan Tok (เทวดาหวันตก): “Western Deities,” a group of female spirits highly revered in 

Nakhon Si Thammarat Province and neighboring areas of Trang Province. 

Devadasis (เทวทาสี): Temple dancers in ancient Indian tradition who were dedicated to serving 

deities through dance and music. Their ritual performances have parallels in the ceremonial 

aspects of Nora. 

Divine food (อาหารทิพย์): Food that has been offered to spirits during ceremonies and is believed 

to be spiritually transformed. After the ritual, this food is shared among participants and is thought 

to convey blessings when consumed. 

Do Ma (โด่มา): The original name for what evolved into “Nora.” In southern Thai dialect, it means 

“something is coming over there,” referring to how villagers described the approaching 

performance when they first encountered it. 

Dramatic poems (กลอนหนัง): Poetic recitations performed after the Teacher’s Chant to praise 

royalty, community leaders, and hosts, demonstrating the Nora performers' rhetorical skills. 
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E 

Ears of rice (รวงข้าว): Rice stalks used in ritual contexts, particularly during healing ceremonies. 

They may be used to sweep over afflicted areas while chanting spells. 

Entering the Area ritual (พิธีกรรมเข้ามณฑล): A ceremony performed by Hunter Boon outside the 

Nora stage to seek blessings from spiritual teachers and guardian spirits before capturing the Swan. 

F 

Family lineage (วงศ์ตระกูล): The ancestral line of descent, particularly important in Nora tradition 

as performances and knowledge are often passed down through families. 

Family system (ระบบครอบครัว): The traditional organizational structure of Nora troupes based on 

family relationships and seniority. 

Father/Mother (พ่อ/แม่): Respectful terms used by Nora students to address their teachers, 

reflecting the deep bond formed during the intensive learning relationship. 

Finding the Phet (การหาเพด): A diagnostic ritual performed by fortune tellers or spirit mediums to 

determine the spiritual cause of an illness. 

Floating of the Victorious Krathong ritual (พิธีกรรมลอยกระทงชัย): A ceremony where a decorated 

floating vessel (krathong) is used to seek out the Chalawan Crocodile during the Krai Thong 

performance. 

Four Mothers (แม่ท้ัง 4 องค์): Four revered female deities that Nora performers invoke for 

protection: Mother of Birth, Mother Earth, Mother of Agriculture, and Mother Ganges. They are 

remembered during the ritual entrance to the pavilion. 

Front cloth and Hanging cloth (หน้าผ้าและผ้าห้อย): Decorative cloth pieces worn over the front of 

the costume and between panels, enhancing beauty and providing modesty. 
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Front Curtain poem (กลอนหน้าม่าน): Another term for the preliminary poem recited before the 

main dance performance begins. 

Front Room poem (กลอนหน้าห้อง): A preliminary poetic recitation performed before the main 

Nora dance, serving as a subtle signal to the audience that the performance is about to begin and 

allowing dancers time to prepare. 

Front Scene poem (กลอนหน้าฉาก): Another term for the preliminary poem that showcases the 

performer's poetic abilities and creates atmosphere before the main performance. 

G 

Gold-mouthed chicken (ไก่ปากทอง): A boiled chicken with gold leaf applied to its beak, presented 

as a high-status food offering to spirits during the Nora ceremony. 

Grand Cloth-Tying ceremony (พิธีกรรมผูกผ้าใหญ่): An advanced ritual performed for male Nora 

performers who wish to establish their own troupe and perform all types of Nora-related rituals. 

Grand Nora Rong Khru ritual (พิธีกรรมโนราโรงครูใหญ่): The most comprehensive version of the 

Nora Rong Khru ceremony that lasts for three days and two nights (from Wednesday evening to 

Friday evening). This is the complete form of the ritual with all traditional elements included. 

Gratitude (ความกตัญญู): The virtue of recognizing and appreciating the benefits received from 

others, particularly parents, teachers, and ancestors. This is a foundational value in Thai culture 

and Nora traditions. 

Great grandparents/Thuat (ทวด): A term for sacred spirits that reside in natural locations. These 

entities are more powerful than ordinary ancestor spirits and are often associated with specific 

geographical features. 

Group dance (รําชุด): A modern innovation in Nora where multiple dancers perform 

simultaneously in coordinated movements, contrasting with the traditional solo performances. 
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Guest Nora performer (โนรารับเชิญ): A freelance Nora artist who is not permanently affiliated with 

a specific troupe but performs with various groups on invitation. 

Gumprat (กําพรัด/กัมพรัด): An improvised dance or performance segment where performers 

demonstrate creativity and adaptability.  

Gumprat Bot Jing (กําพรัดบทจริง): A serious, formal dance within the Gumprat tradition, focusing 

on traditional stories and themes. 

Gumprat Chom (กําพรัดชม): A praise dance within the Gumprat tradition, featuring movements 

and lyrics that express admiration and respect. 

Gumprat Kee Hok (กําพรัดข้ีหก): A comic dance within the Gumprat tradition, featuring humorous 

movements and scenarios intended to entertain the audience. 

Gumprat Kiao (กําพรัดเก้ียว): A flirtatious dance style within the Gumprat tradition, featuring 

playful, romantic movements and themes. 

H 

Hand Consecration (การครอบมือ): The formal transmission of knowledge, authority, and spiritual 

power from a Nora master to a student, enabling them to perform certain rituals and lead 

ceremonies. 

Hand dance (รําสาวมือ): A preparatory dance focusing on delicate hand movements and positions, 

often performed as a warm-up or demonstration of basic skills. 

Harsh Brahma (พรหมโหด): A high-level Shin typically called upon to eliminate enemies. 

Headdress/Serd (เทริด): The ornate crown-like headpiece worn by Nora performers, typically 

featuring multiple tiers of decorative elements and considered one of the most sacred items in a 

performer's costume. 
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Honoring local spirits (ไหว้ภูมิโรง): A ritual paying respect to territorial spirits of a performance 

venue. 

Hor Moey (ห่อเหมรฺย): A ceremonial act of “making a vow” that symbolizes a promise between 

humans and Nora spirits. This ritual is often performed when seeking healing or protection from 

the spirits. 

House Blessing ritual (พิธีไหว้พระภูมิบ้าน): A ceremony performed to bless and protect a home 

from malevolent forces. 

Hunter (พราน): A character in Nora performances who uses various weapons to capture mythical 

creatures or combat spiritual entities. 

Hunter’s Face (หน้าพราน): A ceremonial mask representing a hunter figure in the Nora tradition. It 

is believed to possess spiritual power and requires proper ritual handling.  

I 

Inauspicious rituals (พิธีกรรมอวมงคล): Ceremonies related to death or misfortune that traditional 

Nora artists were prohibited from performing to avoid diminishing their artistic power. 

Informal teaching (การสอนแบบไม่เป็นทางการ): The traditional method of transmitting Nora 

knowledge through apprenticeship, observation, and hands-on practice rather than formal 

instruction. 

Initial verse (บทปฐม): The opening verse recited at the beginning of a Nora ceremony, setting the 

stage for the ritual proceedings that follow. 

Intangible Cultural Heritage (มรดกวัฒนธรรมท่ีจับต้องไม่ได้): Cultural expressions and knowledge 

that communities recognize as part of their heritage but exist in non-physical forms. 

Invocation of the Spirit ritual (พิธีกรรมเชิญขวัญ): A ceremony to invite a person’s spirit (khwan) 

back to their body, performed to bless and protect them during significant rituals. 
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J 

Jeeb Nghai pose (ท่าจีบหงาย): A traditional hand gesture used in Thai dance where the fingers 

form a specific shape while extending the hands forward, symbolizing elegance and grace. 

Jia cloth (ผ้าเจ๊ียะ): A rectangular colored fabric worn like a scarf around the neck, originally used 

to enhance appearance when full beaded costumes were too expensive. 

Jong Rach (จงราช): A cylindrical container made from pandanus leaves, containing uncooked rice, 

betel nuts and leaves, money, a candle, and white thread, used as a key offering to Khru Mo Nora 

spirits. 

K 

Kad Rong (การกาศโรง): Another term for the ceremonial chant performed at the beginning of the 

ritual to invoke spirits and deities to the performance space. 

Khab Krok (คาบครก): A skill demonstration where the performer holds a mortar in their mouth, 

showcasing jaw strength and balance. 

Khab Ruea (คาบเรือ): A skill demonstration where the performer holds a boat model in their 

mouth, demonstrating strength and control. 

Khao Kao (ข้าวเก้า): A ceremonial food offering similar to Khao Sipsong but consisting of nine small 

bowls of food instead of twelve, presented to deities and sacred spirits. 

Khao Sipsong (ข้าวสิบสอง): A ceremonial food offering consisting of twelve small bowls containing 

various savory and sweet dishes, arranged together with a candle and betel quid, presented to 

Khru Mo Nora spirits. 

Khee Nhon Para verse (บทข้ีหนอนพารา): A verse recited during the Swan Dance, also known 

locally as Khee Nhon Sopha. 
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Khuang (ขวง): A concept in Southern Thai dialect referring to a decline in reputation or artistic 

power, especially for a Nora performer who violates traditional taboos. 

Khun Chian (ขุนเชียร): A middle-level Shin that can be summoned for multiple purposes. 

Khun In (ขุนอินทร์): A middle-level Shin used for general purposes. 

Khun Prab (ขุนปราบ): A middle-level Shin that can be called upon for various situations. 

Khun Shin (ขุนชิน): A middle-level Shin that serves as a general-purpose protective spirit. 

Khun Tha verse (บทขุนธา): Specific ritual verses named after a character in Nora mythology, 

recited during ceremonies to honor Khru Mo Nora. 

Kinnaree (กินรี): A mythical half-bird, half-human female creature from Hindu and Buddhist 

mythology. In the context of Nora, the character Manora is depicted as a Kinnaree, symbolizing 

beauty, grace, and the supernatural. 

Kinnorn/ Kinnara (กินนร/กินนระ): A mythical hybrid entity in Hindu and Buddhist mythology, 

depicted as a half-human, half-bird celestial being associated with music, dance, and grace. 

While Kinnara serves as the gender-neutral or masculine umbrella term in Sanskrit and Pali, it 

specifically refers to the male counterpart of a Kinnaree (Kinnari). 

Knife sharpening stone (หินลับมีด): A ritual object used in ceremonial contexts, particularly during 

the Sen crushing treatment ritual. 

Ko Dance (รําเพลงโค): A vigorous dance style performed to a specific musical composition, 

characterized by powerful, assertive movements that demonstrate strength and skill. 

Komen/Komes (โกเมน/โกเมศ): High-level Shin spirits invoked only for significant matters. 

Krae (แกระ): Traditional Southern Thai wooden clappers used as percussive instruments to 

produce sharp, rhythmic beats; a regional variation of krap. 
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Krai Thong (นายไกรทอง): A legendary hero character in Thai folklore who defeats the Chalawan 

crocodile, portrayed in Nora performances during the Rong Khru ritual. 

Kraow (เพลงกราว): A specific musical segment in a Nora performance featuring distinctive rhythms 

and movements. 

Krap (กรับ): Traditional Thai wooden clappers or percussive blocks struck together or against other 

instruments to produce sharp, clear rhythmic beats. 

Kris (กริช): A short, double-edged blade that can be straight or wavy. In addition to being a 

weapon, it serves as a symbol of masculinity and status, and is believed to possess magical 

properties. 

Kru (ครู): Teacher or master; in performing arts contexts, it refers to both living instructors and 

ancestral master spirits who pass down artistic knowledge. 

Khru Mo (ครูหมอ): Literally “teacher-healer,” this term refers to the spirits of ancestors and 

respected teachers who passed on knowledge in various fields. They are venerated during Nora 

rituals and considered protective spiritual entities. 

Khru Mo Nora (ครูหมอโนรา): The ancestral spirits of deceased Nora masters who are believed to 

continue guiding and protecting current practitioners. They are specifically honored during Nora 

Rong Khru ceremonies. 

Khru Mo Nora shrine (ห้ิงครูหมอโนรา): A dedicated shrine in a home where representations of Nora 

teacher spirits reside and where offerings are made. It serves as a focal point for family worship 

and ritual communication with Nora spirits. 

Khru Mo Nora shrine Setup Ritual (พิธีกรรมต้ังห้ิงครูหมอโนรา): The ceremonial installation and 

consecration of an shrine dedicated to Nora master spirits. This ritual establishes a sacred space in 

a household where offerings can be made and spiritual communication maintained. 
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Kwid Tung Plai Makh (ขวิดตุงปลายหมาก): An acrobatic demonstration involving balancing on or 

manipulating an areca nut log, requiring significant strength and coordination. 

L 

La (ขนมลา): A glutinous rice dessert used as an offering in Nora rituals, particularly associated with 

the tenth lunar month festival in Southern Thailand. 

Lam Luek mantra (มนต์ลําลึก): A specialized form of meditation-based chanting used to establish 

spiritual communication with ancestral spirits during ceremonies. 

Lamob (การละมบ): A spirit exorcism ritual sometimes incorporated into Nora performances, 

particularly in competitive settings. It demonstrates the performer's spiritual power. 

Lady Sparrow verse (บทนางนกกระจอก): A farewell verse recited at the end of the Nora ceremony 

that uses the metaphor of a sparrow being freed from attachments. 

Lepironia mat (เส่ือกระจูด): A traditional mat woven from Lepironia articulata reeds, used in front 

of the Khru Mo Nora shrine. This natural material is considered appropriate for sacred spaces. 

Local deities/Forest deities (ภุมมัฏเทวดา/ภุมเทวดา): Spirits that inhabit natural settings such as 

forests, groves, and specific trees. They protect these locations and may influence those who enter 

their territories. 

Local healer (หมอบ้าน): A traditional practitioner of folk medicine or occult sciences who 

sometimes performs rituals related to Khru Mo Nora worship when a chief Nora is unavailable. 

These healers should specialize in auspicious ceremonies rather than dealing with malevolent 

practices. 

Local wisdom/traditional knowledge (ภูมิปัญญา): Indigenous knowledge and practices developed 

within a specific community or region, reflecting their experience with the natural and social 

environment. 
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Loi Whan (ลอยหวัน): A belief concerning the proper orientation of the Nora pavilion in relation to 

the sun’s path, reflecting cosmological principles in Thai ceremonial architecture. 

Lot Buang (ลอดบ่วง): An acrobatic performance where the performer passes their body through 

hoops or rings to demonstrate flexibility and skill. 

Love spells (ทําเสน่ห์): Magical practices sometimes associated with Nora masters, believed to 

influence feelings of attraction or affection. Traditional Nora teachers often had knowledge of 

these arts but cautioned about their ethical use. 

Luk Ku (ลูกคู่): Musicians who accompany Nora performances, playing traditional instruments and 

providing vocal responses to the lead performer's chants. 

Lukpok cloth (ลูกพอก): Cylindrical attachments made from rolled handkerchiefs or wrapped 

coconut shells worn at the waist during certain Nora ceremonies. 

M 

Mahachai spear (หอกมหาชัย): The victorious spear used by Krai Thong to defeat the Chalawan 

crocodile in the ritual performance. 

Mak Juk Ok (หมากจุกอก): Betel nuts inscribed with magical symbols, rolled into a triangular shape, 

and placed on musical instruments during the opening ritual, serving as a vehicle for spiritual 

communication. 

Manora (มโนราห์): An alternative spelling for Nora, derived from the mythical half-bird, half-human 

female character that features prominently in traditional tales. The name connects the 

performance tradition to ancient folklore. 

Manora Chatri (มโนห์ราชาตรี): An alternative spelling of Nora Chatri, highlighting the connection to 

the mythical Manora character from traditional folklore. 

Mae (แม่): Mother; also used as a respectful title for matriarchal figures or female spirit entities. 
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Mae Sri Mala (แม่ศรีมาลา): A high-ranking female Khru Mo Nora spirit who is known for her refined 

and gentle demeanor when possessing mediums. 

Merit-making festival Known as “Sart Thai” (พิธีกรรมเทศกาลทําบุญสารทเดือนสิบ): A Southern Thai 

festival held in the tenth lunar month to make merit for deceased ancestors. This festival overlaps 

with Nora ritual schedules and involves the preparation of special foods that are also used in Nora 

offerings. 

Mhap Phong La (หมฺรับพองลา): A ceremonial food arrangement consisting of puffed rice cakes and 

traditional sweets arranged in a triangular pyramid shape, tied with colored threads and adorned 

with betel quids and a candle, typically placed on the right side or in front of the Hunter’s Face 

and Nang Thasi’s Face masks during ceremonies. 

Mhong (โหม่ง): A pair of gongs with different pitches (higher “Mhong sound” and lower “Mhung 

sound”) used to establish rhythmic patterns. 

Minor Nora Rong Khru ritual (พิธีกรรมโนราโรงครูเล็ก): A condensed version of the Nora Rong Khru 

ceremony that lasts for two days and one night (from Wednesday evening to Thursday evening), 

containing abbreviated versions of the main ritual elements. 

Mirror and grooming kit (สํารับกระจกแว่นหวี): A set of personal grooming items believed to be 

used by Khru Mo Nora spirits, including mirror, glasses, comb, needles, thread, scissors, and beauty 

items. 

Mor (หมอ): Doctor or ritual specialist; a shamanic practitioner, healer, or ritual leader in traditional 

and spiritual ceremonies. 

Mor Kob Rong / Shaman (หมอกบโรง / หมอไสยศาสตร์): A spiritual practitioner or ritual specialist in 

Nora traditions. 

- Mor Kob Rong (หมอกบโรง): A senior ritual master who presides over the theater 

boundaries, ensuring spiritual protection for the performance area and overseeing 

sacred aspects of Nora ceremonies. 
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- Shaman / Occult Practitioner (หมอไสยศาสตร์): A practitioner skilled in esotericism and 

magic, who performs rituals to ward off malevolent spirits, neutralize negative energies, 

and provide general protective charms. 

Mother Earth (แม่ธรณี): One of the Four Mothers, represented as Nang Thorani (the earth 

goddess), who is believed to witness human actions and provide sustenance. 

Mother Ganges (แม่คงคา): One of the Four Mothers, the goddess of rivers and water sources, 

representing purification and life-sustaining water. 

Mae Lai dance (รําท่าแม่ลาย): A traditional dance sequence based on movements attributed to a 

legendary female performer named Mother Lai. 

Mother of Agriculture (แม่โพสพ): One of the Four Mothers, the goddess of rice and crops who 

ensures fertility and abundance in agricultural production. 

Mother of Birth (แม่บังเกิดเกล้า): One of the Four Mothers, representing the natural mother who 

gives birth, symbolizing origin and creation. 

Musician (นักดนตรี): Performers who play traditional instruments accompanying Nora 

performances. 

Mutto poem (กลอนมุตโต): Extemporaneous poetry composed and performed on the spot during 

Nora performances. Skilled performers like Nora Toem were known for their ability to create these 

impromptu verses in competitive settings. 

Mystical practices, mantras (คาถาอาคม): Sacred incantations and magical knowledge used in Nora 

rituals. 

N 

Na Trae verse (บทหน้าแตระ): The second part of the Teacher's Chant, inviting Khru Mo Nora to 

protect the troupe, accompanied by instrumental music. 



 

 196 

Nad Cha (การรํานาดช้า): A slow, graceful dance style performed to melodious music, characteristic 

of certain Nora troupes. 

Naga’s Lasso (บ่วงนาคบาศ): A special rope with a distinctive knot used exclusively for capturing 

mythical creatures like the swan/Manora in Nora performances. 

Nang Chanchurhi (นางจันจุหรี): Another of the seven kinnaree sisters of Manora mentioned in 

traditional Nora verses. 

Nang Crocodile Lueam Laiwan (นางจระเข้เล่ือมลายวรรณ): One of Chalawan Crocodile's wives in 

the traditional story performed during Nora ceremonies. 

Nang Khee Nhon (นางข้ีหนอน): A character role in Nora performance, representing a Kinnara (half-

human, half-bird creature). The name is a local dialect variation referencing mythological beings. 

Nang Kwak (นางกวัก): A female deity figure believed to attract wealth and customers, commonly 

used as a talisman by merchants and business owners in Thailand. 

Nang Manora (นางมโนราห์): The main female character in the Phra Suthon and Manora tale, a 

kinnaree princess who is captured by Hunter Boon and marries Prince Suthon. 

Nang Nual Thong Samlee (นางนวลทองสําลี): Also known as “Mae Sri Mala,” she is considered the 

original creator of Nora dance and is venerated as the “pioneering Khru Mo Nora.” 

Nang O-Kra Chaeng spirit (ผีนางโอกระแชง): A guardian spirit responsible for protecting the Nora 

performance area. 

Nang Patchara (นางพัชร): Another of the seven kinnaree sisters of Manora mentioned in traditional 

Nora verses. 

Nang Patcharada (นางพัชฎา): Another of the seven kinnaree sisters of Manora mentioned in 

traditional Nora verses. 
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Nang Phim (นางพิมพ์): One of the seven kinnaree sisters of Manora mentioned in traditional Nora 

verses. 

Nang Ram (นางรํา): Female dancers who perform for entertainment and assist in rituals. 

Historically, these roles were performed by men, as women rarely traveled with performance 

troupes. 

Nang Srijurha (นางศรีจุหรา): Another of the seven kinnaree sisters of Manora mentioned in 

traditional Nora verses. 

Nang Srisurat (นางศรีสุหรัด): Another of the seven kinnaree sisters of Manora mentioned in 

traditional Nora verses. 

Nang Tha Pao Kaew (นางตะเภาแก้ว): A female character in the Chalawan folklore, believed to be 

the reincarnation of her maternal grandmother who had previously been killed by Chalawan. 

Nang Thasi (นางทาสี): A character representing a female servant, typically portrayed by a male 

performer wearing a white mask with colorful decorations, who embodies the outspoken, fearless 

traits of southern Thai women. 

Nang Thasi’s Face (หน้านางทาสี): A mask representing a female character in Nora performances. 

Like the Hunter’s Face, it is treated as a sacred object embodying spiritual essence. 

Nang Wimala (นางวิมาลา): Another of Chalawan Crocodile’s wives in the traditional story 

performed during Nora ceremonies. 

Nari Phon story (บทนารีผล): A folkloric tale about a magical tree that bears fruit in the form of 

young women, often incorporated into Nora performances. 

Natya Mandapa (นาฏยมณฑพ): A special pavilion or stage constructed specifically for ritual dance 

performances, particularly in temple settings. It represents the sacred space where performers 

connect with deities and spirits. 
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Noble spirits (วิญญาณบรรดาศักด์ิ): High-ranking spirits in the Nora pantheon, typically of royal or 

noble origins, who are believed to dress in royal attire and possess significant spiritual power. 

Nora (โนรา): A sophisticated traditional dance-drama from southern Thailand that combines 

elaborate costume, rhythmic movement, music, and storytelling. Recognized by UNESCO as 

Intangible Cultural Heritage of Humanity in 2021, Nora performances serve both entertainment and 

ceremonial purposes. 

Nora artist (ศิลปินโนรา): A performer trained in the traditional Nora dance-drama, who has 

undergone proper initiation and training. These artists are not merely entertainers but cultural 

practitioners maintaining spiritual traditions. 

Nora bead (ลูกปัดโนรา): Decorative and sacred beads used in Nora costumes and sometimes 

crafted into products. These beads carry cultural significance and are associated with the artistic 

tradition. 

Nora Beheading the Buffalo (โนราฟันหัวควาย): A ritual involving the symbolic beheading of a 

buffalo, representing the mythological story of King Pali killing a buffalo named Thorapi. 

Nora Burning disease (ครูหมอโนราย่าง): A condition characterized by chronic illness, weakness, and 

extreme emaciation, believed to be caused by punishment from Khru Mo Nora spirits. 

Nora Chatri (โนราชาตรี): The complete formal name for the Nora performance tradition, 

emphasizing its theatrical aspects. Historical documents indicate this term was used for these 

performances regardless of the story being portrayed. 

Nora competition (โนราประชัน โรง): Competitive Nora performances where different troupes or 

performers showcase their skills against each other. These events feature contests of dancing 

ability, poetic improvisation, and sometimes magical knowledge. 
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Nora costumes (เคร่ืองทรงโนรา): The elaborate traditional attire worn by Nora performers, originally 

bestowed by Phraya Sai Fa Fad according to legend. These distinctive costumes include ornate 

beadwork and ceremonial accessories. 

Nora dance (รําโนรา): The distinctive dance style of Nora characterized by intricate hand positions, 

graceful movements, and ritualistic elements. 

Nora entertainment performance (การรําโนราเพ่ือความบันเทิง): A form of Nora performed primarily 

for entertainment purposes rather than ritual significance, often featuring more contemporary 

elements and audience-pleasing content. 

Nora grandparents/ Ta Yai Nora (ตายายโนรา): A term referring to the spirits of ancestral Nora 

performers who continue to watch over their descendants. They are regularly honored through 

rituals and offerings. 

Nora Khao Ko (โนราเข้าเกาะ): A ritual where "ko" means "forest," involving offerings to the Chaeng 

Spirit. This ceremony is similar to the Crocodile-Spearing ritual but includes a separate space for 

the Chaeng Spirit. 

Nora pavilion (โรงโนรา): A temporary structure built specifically for Nora performances, with 

careful attention to orientation, construction materials, and spiritual considerations. 

Nora pavilion’s spirit post (เสาภูมิโรง): The central post of the Nora pavilion believed to be the 

residence of the Phra Phum deity (guardian spirits) who must be honored before performing the 

ritual. 

Nora Rong Khru (โนราโรงครู): A ceremonial Nora performance specifically conducted to honor 

teacher spirits and ancestors. This elaborate ritual may last several days and involves special 

offerings and dance sequences to pay homage to the spiritual lineage. It is considered one of the 

most important ceremonies in the Nora tradition, often performed to fulfill vows or address 

spiritual matters within a lineage. 
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Nora teacher (ครูโนรา): An experienced Nora practitioner who imparts knowledge to students, 

traditionally through a live-in apprenticeship system. 

Nora troupe (คณะโนรา): A performing group dedicated to Nora performances, traditionally 

structured like a family unit with clear hierarchies and roles. 

Nora-style reclining Buddha (พระนอนทรงเทริดโนรา): Buddha statues depicted wearing the 

distinctive Nora headdress, representing the integration of Buddhist and performance traditions in 

southern Thai culture. These statues provide archaeological evidence of Nora's long history in the 

region. 

Nub Plao/Sanub Plao (หนับเพลา): Colorful pants or leg coverings worn as part of the Nora 

costume, modernized from traditional designs. 

O 

Offer Chian Khru (ย่ืนเฉียนครู): A ceremony in which a prospective student is formally presented 

to a Nora teacher to request acceptance as a disciple. 

Oil lamp (ตะเกียงน้ํามัน): A lamp kept continuously lit throughout the ceremony, believed to 

facilitate communication between deities and representing the sacred fire element in Brahmanical 

traditions. 

Oral traditions (มุขปาฐะ): Knowledge, stories, and cultural practices transmitted verbally from 

generation to generation without written documentation. 

P 

Pang La Banana Tree (กล้วยพังลา): A specific type of banana tree used in Nora rituals, particularly 

those dying trees that are fruiting with yellowed leaves. 
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Panyasa Jataka (ปัญญาสชาดก): A collection of 50 Jataka tales compiled by monks from northern 

Thailand. This collection includes the Suthon Jataka, which became central to the Nora 

performance tradition. 

Pap Praew tree (ต้นพับแพรว): A ceremonial tree or wooden post decorated with colorful paper 

flower garlands, placed at the front of the ritual space to mark it as sacred territory. 

Passing of the verse (การเลยบท): A technique used at the end of a chant section where the 

reciter prolongs the sound “O” according to the musical rhythm, signaling to musicians that this 

part of the invocation is concluding. 

Phetd/Aphet (เพด/อาเพศ): A “bad omen” or cause of illness, which may stem from either 

benevolent or malevolent spirits, or from supernatural forces, magic, or curses. 

Performing Arts (นาฏศิลป์): The traditional Thai theatrical arts, of which Nora is a significant 

southern variant. 

Performing Nora dance to showcase skills (การรําโนราเพ่ืออวดความสามารถ): The final 

performance on Wednesday night where dancers demonstrate their technical prowess, artistic 

expression, and mastery of the traditional Nora dance forms. 

Phod Nai Thad (พดในถาด): A contortion performance where the performer curls their entire body 

into a small tray, demonstrating extreme flexibility. 

Phra Bodhisattva verse (บทพระโพธิสัตว์): One of the three ceremonial verses recited during the 

Announcement ritual, invoking the compassionate qualities of the Bodhisattva. 

Phra Khan (พระขรรค์): A pointed weapon with a short handle used in Southern Thai performing 

arts by characters such as deities or kings. In Nora performances, it is used when playing royal roles 

and during important ceremonies. 
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Phra Petch Chalu Kan (พระเพชรฉลูกัณฑ์): A deity believed to protect sharp weapons, considered 

the guardian of all craftsmanship who can dispel evil entities. 

Phra Phum deity (the guardian spirits) (พระภูมิเจ้าท่ี): Guardian spirits who protect specific 

locations and must be honored before any ceremony can take place in their domain. Failure to do 

so is believed to bring misfortune. 

Phra Rama verse (บทพระราม): One of the three ceremonial verses recited during the 

Announcement ritual, invoking the virtues and powers of Rama from the Ramayana epic. 

Phra Rotthasen verse (บทพระรถเสน): An alternative verse sometimes used in place of the Phra 

Bodhisattva verse during the Announcement ritual, referring to a character from Thai mythology. 

Phra Suthon and Manora (พระสุธน-มโนราห์): Characters from a traditional Thai folk tale about a 

human prince and a kinnaree (half-human, half-bird) princess, used in Nora performances. 

Phra Vichai (พระวิชัย): A high-level Shin invoked during wartime for protection and victory. 

Phraya / Phaya (พระยา / พญา): A high-ranking aristocratic title or honorific reserved for nobility, 

local rulers, or exalted legendary figures and divine beings. 

Phraya Lui Fai (พระยาลุยไฟ): “Lord Fire Walking,” a spirit who performs the fire-walking ritual 

during ceremonial performances. 

Phraya Sai Fa Fad (พระยาสายฟ้าฟาด): A legendary king in Nora mythology who is considered the 

father of “Nang Nual Thong Samlee” and grandfather of “Pho Khun Sattha.” He bestowed the 

original Nora costumes and is highly revered. He is one of the royal Khru Mo Nora spirits who may 

possess mediums during ritual ceremonies. 

Phraya Thom Nam (พระยาโถมน้ํา): “Lord Water Pouring,” a spirit who performs the water pouring 

ritual during ceremonial performances. 



 

 203 

Pi (ป่ี): The only wind instrument in traditional Nora ensembles, resembling a flute or oboe that 

provides melodic elements. 

Pho (พ่อ): Father; used directly or as a respectful prefix for senior respected male figures and male 

ancestor spirits. 

Pho Khun Sattha (พ่อขุนศรัทธา): A powerful royal Khru Mo Nora spirit who is believed to 

sometimes speak standard Thai rather than Southern Thai dialect when possessing mediums. 

Pho Thep Singhorn (พ่อเทพสิงหรณ์): A respected male Khru Mo Nora spirit who is one of the high-

ranking spirits invoked in Nora ceremonies. 

Possession (การประทับทรง): The complete state where a human body is inhabited by a spirit 

entity, during which the medium experiences partial consciousness while their actions and speech 

are controlled by the possessing spirit. 

Pu (ปู่): Paternal grandfather; frequently used to address senior male ancestors or revered 

protective spirits in traditional rites. 

Pu Chao Suwan (ปู่เจ้าสุวรรณ): A sacred spirit appearing as a sage who resides at the Tham Phueng 

dhamma retreat in Kantang District, Trang Province. 

Prachan Chatri (ประชันชาตรี): The formal term for Nora competitions, referring to public contests 

where Nora performers showcase their talents and compete for recognition and prizes. 

Pran (พราน): The Hunter character in Nora performances who wears a distinctive red, gold, or 

black wooden mask and represents worldly concerns, often providing comic relief. 

Pran Boon (พรานบุญ): A hunter character in Nora performances, particularly known for his role in 

capturing Manora in the Swan Dance sequence. Also a secondary-level Khru Mo Nora spirit. 

Pran Khong (พรานคง): Another hunter spirit in the Nora hierarchy, also considered a secondary-

level Khru Mo Nora spirit. 
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Pran Thep (พรานเทพ): A hunter spirit in the Nora tradition, considered a secondary-level Khru Mo 

Nora spirit. 

Prayer/meditation (การอธิษฐานจิต): The mental focusing and communication with spirits during 

rituals, where participants concentrate their thoughts to convey respect and specific requests to 

Khru Mo Nora. 

Preparation of the instruments (การยกเคร่ือง): A pre-ceremony ritual performed by the chief Nora 

before departing for the venue, involving playing music to honor Khru Mo Nora and invite them to 

accompany the troupe on their journey. 

Proper respect (สัมมาคารวะ): The culturally appropriate demonstration of reverence toward 

elders, teachers, and spiritual entities. This includes physical gestures, speech patterns, and 

behavioral codes that acknowledge hierarchical relationships. 

R 

Rai Na Trae verse (บทร่ายหน้าแตระ): The third part of the Teacher’s Chant, requesting permission 

to use the space from guardian spirits and deities, with a faster rhythm than previous sections. 

Rama-Mekhala story (บทรามสูร-เมขลา): A traditional narrative featuring the thunder god Ramasura 

pursuing the goddess Mekhala, often performed in Nora theaters. 

Rahu Capturing the Moon story (บทราหูจับจันทร์): A mythological tale depicting the demon Rahu 

attempting to devour the moon, explaining the phenomenon of eclipses. 

Ratchawat (ราชวัตร): A royal umbrella-like decoration placed above the entrance to the Nora 

pavilion in some regions, made from natural materials and believed to offer spiritual protection. 

Ravairavek verse (บทราไวราเวก): A lively, cheerful verse recited during the Swan dance 

performance in Nora rituals. 
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Reciting poetry (ขับกลอน): The art of melodiously delivering poetic verses during Nora 

performances. 

Reciting the Lam Luek mantra (ร่ายมนต์ลําลึก): The chanting of sacred verses to invoke and 

communicate with Nora teacher spirits, requesting their presence at the ritual. This specialized 

vocalization is believed to open a channel of communication between the human and spirit 

worlds. 

Reciting the Satsadi verse (ร่ายบทสัสดี): The performance of a special poetic verse that honors 

teachers, ancestors, deities, and the Triple Gem (Buddha, Dhamma, and Sangha). These verses are 

considered powerful invocations in Southern Thai traditions. 

Redeeming the goods (ไถ่ของ): A traditional practice where the host offers betel nuts, leaves, or 

money to redeem the land and items used in the Nora performance, acknowledging that during 

the ceremony, these belonged to the Nora troupe. 

Refined dance (รําเนียน): A smooth, delicate dance style featuring continuous, flowing transitions 

and subtle facial expressions. 

Rice puff (ขนมพอง): A traditional sweet made from puffed rice, offered during ceremonies. Like 

other traditional sweets, it is prepared especially during the Southern Thai festival in the tenth 

lunar month. 

Rice water bowl (ข้าวถ้วยน้ําขัน): An alternative term for the rice and curry offering presented to 

ancestors, emphasizing the inclusion of water as part of the offering. 

Rice with curry (ข้าวถ้วยแกงถ้วย): A ceremonial food offering consisting of rice, curry, desserts, 

fruits, and water arranged together on a tray, presented to ancestral spirits. 

Ritual (พิธีกรรม): Formalized sequences of symbolic actions performed for religious or cultural 

purposes, often following traditional protocols handed down through generations. 
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Ritual Fees/honoraria (ค่าราช): The traditional payment made to ritual specialists or to honor 

spiritual teachers. Historically a modest amount (traditionally “3 baht”), these offerings 

acknowledge the transfer of spiritual knowledge and services. 

Ritual Hunt (การออกพราน): A ceremonial performance where individuals fulfill vows made to Khru 

Mo Nora spirits, often involving hunting simulations. 

Ritual of paying respect to Nang Thorani (Mother Earth) (พิธีกรรมทักนางธรณี): A ritual performed 

to request permission from Mother Earth before using the space for the ceremony, involving 

offerings of betel nuts and leaves, incense, and candles placed on the ground. 

Ritual of setting up the shrine (พิธีกรรมต้ังห้ิง): The ceremonial process of establishing a new Khru 

Mo Nora shrine, which involves inviting the spirits to reside in the shrine. This ritual marks the 

beginning of the worship practices that will be continued by generations of family members. 

Ritual of summoning the teachers (พิธีกรรมชุมนุมครู): A dawn ritual performed on Thursday to 

request that Khru Mo Nora spirits remain in the pavilion throughout the ceremony rather than 

departing on their daily journeys. 

Ritual of sprinkling consecrated water (พิธีรดน้ํามนต์): A purification ceremony using blessed 

water. 

Ritual offerings (เคร่ืองเซ่นไหว้): The collection of items presented to spirits during ceremonies, 

which may include food, beverages, flowers, betel nuts, and other ceremonial objects. These 

offerings sustain the spirits and demonstrate respect. 

Rong Kam Khru ritual (โรงคําครู): Another term for the Minor Nora Rong Khru ritual, literally 

meaning “supporting the teacher pavilion,” indicating a simplified version of the teacher worship 

ceremony. 

Rough dance/Male style (รําหยาบ): A vigorous, strong, and rapid dance style with angular stances 

and sharp movements, traditionally performed by male dancers. 
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Royal Khru Mo Nora (ราชครูโนรา): The highest-ranking spirits in the Nora pantheon, considered to 

be the original masters of the art form. They include important figures such as Mae Sri Mala and 

Pho Thep Singhorn. 

S 

Sacred being (ส่ิงศักด์ิสิทธ์ิ): Supernatural entities residing in nature, often taking human or animal 

forms. These powerful spirits are believed to influence human affairs and can be invoked to 

possess mediums to provide guidance or perform healing rituals. 

Sacred bowl (ถ้วยขวัญ): A comprehensive offering bowl containing all food items used in the 

ceremony, with a large dessert (Khanom Kho) in the center and a candle surrounded by betel 

quids, placed atop the Bai Sri Ton. 

Sacred Circling (การเวียนแว่น): A ritual where candle smoke is wafted toward participants in a 

circular motion, performed three times to complete the blessing ceremony. 

Sacred object (ส่ิงศักด์ิสิทธ์ิ): Items believed to possess supernatural powers or connections to 

spiritual entities, often used in rituals or for protection. 

Sacred thread (สายสิญจน์): A white cotton string used in ceremonies to create sacred boundaries 

and connections. It is often tied to the Ceiling cloth and drawn around offerings, symbolically 

creating a pathway for spirits to enter the ritual space. 

Sad Mhon (pillow and mat arrangement) (สาดหมอน): A ritual arrangement consisting of a pillow 

placed on a mat covered with white cloth, positioned in front of the Khru Mo Nora shrine. This 

demarcates the sacred space and serves a practical purpose during ceremonies. 

Sari (ผ้านุ่ง): A specially wrapped cloth similar to the traditional Thai Chongkraben style, featuring a 

small distinctive tail at the back. 
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Satsadi Verse (บทสัสดี): A sacred recitation used to invoke and invite Khru Mo Nora spirits during 

ceremonial practices. This verse is considered essential for establishing spiritual communication 

with the ancestors and masters. 

Satsadi Noi Chant (บทสัสดีน้อย): A minor sacred recitation performed during Nora rituals to invite 

and pay respect to ancestral spirits, heavily influenced by Brahmin and Buddhist traditions. 

Satsadi Yai Chant (บทสัสดีใหญ่): A major traditional Southern Thai teacher-worship chant 

performed after summoning the master spirits. Influenced by Brahmin and Buddhist traditions, it 

serves to express profound praise, reverence, and honor toward the Khru Mo Nora spirits. 

Sad Khla (a mat) (สาดคล้า): A special mat made from the Kla plant, used in various rituals 

including the Nora Rong Khru ceremony, typically placed in front of the Nora stage for performers 

to sit on during certain rituals. 

Sen Crushing (การเหยียบเสน): A traditional treatment method for Sen disease where a chief Nora 

performer ritually steps on the affected area after various ceremonial preparations. 

Sen disease (โรคเสน): A skin condition believed to be caused by spiritual forces, characterized by 

raised red or black spots. According to legend, it originated from a curse placed on the Moon deity. 

Sen Treatment ritual (พิธีกรรมเหยียบเสน): A healing ritual performed during Nora ceremonies to 

treat certain skin diseases through incantations. 

Serd (เทริด): The distinctive crown-like headdress worn by Nora performers, considered a sacred 

object that embodies the spirit of the dance. Before wearing it, performers must perform a ritual 

acknowledgment to the spirits it represents. 

Serd Crowning ceremony (พิธีกรรมครอบเทริด): The ritual of placing the Nora headdress (Serd) on 

an initiate to elevate them to the status of a full-fledged Nora performer. 

Serd Rai Top (headdress) (ยอดเทริดราย): The top ornamental part of the Nora headdress, used 

exclusively during the grand ceremony and arranged in sets (often matching the ritual cycle’s 

periodicity) on the shrine. 
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Shaman (หมอไสยศาสตร์): A practitioner of occult arts who serves as an intermediary between the 

natural and supernatural worlds, often playing an important role in Nora rituals. 

Shaman (หมอไสยศาสตร์): A spiritual practitioner skilled in communicating with spirits and 

performing magical rituals. In Nora traditions, shamans may lead ceremonies alongside or instead 

of Nora performers. 

Shaman’s Knife (มีดหมอ): A ritual knife used for “cutting” or “removing” in ceremonies, especially 

in consecrating holy water, cutting offerings, or cutting sacred threads during rituals. 

Shin (ชิน): A high-level spirit or supernatural power that cannot be seen. Shin spirits are not 

derived from human souls and are difficult to control as they are not afraid of magical spells. 

Shin spirit (ผีชิน): A type of spirit in Southern Thai belief systems believed to be composed solely 

of the fire element, created during the mythological formation of the world. 

Shin of Fire (ชินไฟ): A type of spiritual entity that appears as a bright flame, causing intense bodily 

heat and restlessness in its victims. 

Shin of Flowers (ชินดอกไม้): A spirit distinguished by its fragrant smell, traditionally used to 

enhance charm and attractiveness rather than for harmful purposes. 

Shin of Sun (ชินแสงอาทิตย์): A powerful type of Shin that appears as a ball of light. Those affected 

by this Shin may experience pale skin, emaciation, exhaustion, and possibly death. 

Shin of Water (ชินน้ํา): A type of Shin resembling pond algae, believed to cause cold extremities, 

fluid accumulation in the lungs, abdominal swelling, and in severe cases, death 

Shin of Wind/Air (ชินลม/ชินอากาศ): Found between closely spaced mountains where strong winds 

blow. It causes chest tightness, vomiting, bloating, and dizziness, often used against competitors in 

performances. 
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Shin spirit (ผีชิน): A category of powerful supernatural entities in Southern Thai beliefs. Unlike 

spirits of deceased humans, Shin spirits are high-level entities that can cause harm but can also be 

summoned by practitioners with powerful spells for various purposes. 

Shiva (พระอิศวร), Vishnu (พระนารายณ์), Brahma (พระพรหม): The three principal deities in 

Hinduism who are honored in traditional Nora performances. Their influence reflects the 

Brahmanical elements incorporated into Thai cultural practices. 

Sitting dance (รําน่ังนัก): A specific Nora dance position where the performer sits while dancing, 

often performed during the opening sequences of a traditional performance. 

Sittia Hwa (สิทธิอะหวา): The leader of the female Shin spirits in Southern Thai belief systems. 

Skill Demonstration verse (บทกราววัดความสามารถ): A poetic recitation designed to showcase a 

performer's verbal abilities and knowledge of traditional texts. 

Sky deity (อากาสัฏฐกเทวดา): Celestial beings believed to reside in the heavens, including 

personifications of celestial bodies like the sun, moon, and stars. 

Soaring swan-like dance (รําคอนเหิน): A dynamic dance featuring elevated movements that give 

the impression of flight or floating. 

Sod Mai Sai Leb ceremony (พิธีกรรมสอดไหมฺรฺใส่เล็บ): An initiation ritual for children aged 5-12 to 

become Nora performers, involving the placing of bracelets and special fingernails through a 

ceremonial stick. 

Soft Body dance (รําตัวอ่อน): A dance style that emphasizes extreme flexibility, with performers 

contorting their bodies into challenging positions to demonstrate their physical capabilities. 

Songkran Day (วันสงกรานต์): The traditional Thai New Year celebration, which is also an important 

time for honoring Khru Mo Nora with special cleaning of the shrine and ritual offerings. 
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Sorcery/magical practices (ไสยศาสตร์): Traditional mystical practices believed to harness 

supernatural forces for various purposes, often integrated into Nora rituals. 

Spear (หอก): A weapon used in Nora Rong Khru rituals exclusively for stabbing the mythical 

crocodile Chalawan. Seven spears with unique names and attributes are used in this ritual. 

Spirit (วิญญาณ): The non-physical essence or soul, particularly of deceased individuals, that 

continues to exist after death and may influence the physical world. 

Spirit entry (การจับลง): The initial stage of possession where a spirit begins to enter a medium’s 

body, characterized by specific physical sensations like chills or tingling that indicate which type of 

spirit is coming. 

Spirit medium (ร่างทรง): A person who allows their body to be temporarily possessed by a Khru 

Mo Nora spirit during rituals. Mediums serve as intermediaries between the human and spirit 

worlds and are typically family members of the Nora lineage. 

Spirit of Sen (ผีเจ้าเสน): The spiritual entity believed to cause Sen disease, which must be 

appeased through proper ritual procedures. 

Spirit possession (การประทับทรง): The phenomenon where a Khru Mo Nora spirit temporarily 

inhabits the body of a medium during rituals. Through possession, the spirit can communicate 

directly with family members, offering guidance and blessings. 

Spirit Whipping dance (รําเฆ่ียนพราย): A specialized dance performed during Nora competitions, 

believed to harness spiritual forces. It represents the performer’s ability to control supernatural 

elements. 

Spirit Whipping-Lime Crushing dance (รําเฆ่ียนพราย-เหยียบลูกนาว): A ritual dance performed 

during competitions where a performer symbolically captures the spirit of their opponent in limes 

and crushes them underfoot as a magical tactic. 
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Spiritual healer/Shaman (หมอไสยศาสตร์): A ritual specialist who treats illnesses believed to be 

caused by supernatural forces. 

Narrative performance (การแสดงนิยาย): Dramatic performances of narratives, usually staged as 

the final segment of a Nora program, featuring role-playing and both poetic and prose elements. 

Story of stealing of the wife of Lord Kromsilp (บทลักเมียท้าวกรมศิลป์): A humorous performance 

presented near the end of the Nora Rong Khru ceremony, symbolizing the need for spirits to 

awaken before being sent back to their realms. 

Sublime deities (วิสุทธิเทวดา): The highest category of deities in Buddhist cosmology, including the 

Buddha, Paccekabuddhas, and Arahants who have achieved spiritual perfection. 

Suthon Jataka (สุธนชาดก): One of the stories from the Panyasa Jataka collection, featuring Prince 

Suthon and Manora the Kinnaree. This tale forms the basis of traditional Nora performances. 

Swan (นางหงส์): A mythical creature in Nora performances, representing the half-bird, half-human 

Manora who can only be captured with the Naga's Lasso. 

Swan tail (หางหงส์): A decorative element of the Nora costume that extends from the back, 

resembling a swan's tail, adding to the majestic appearance of the performer. 

Swan Walk (การเดินหงส์): A specific style of walking performed during the Swan dance, 

characterized by a stealthy, bird-like movement in time with the drums. 

Sword (ดาบ): A weapon used for chopping and slashing in Nora rituals, particularly during the 

Crocodile-Spearing ceremony. 

T 

Ta (ตา): Maternal grandfather; used to address maternal male ancestors or ancestral spirits within 

the family lineage. 



 

 213 

Ta Kong Rach (ตาคงราช): A male ancestral spirit in the Nora tradition, considered a secondary-

level Khru Mo Nora spirit. 

Ta Luang Muang Kaew Muang Thong (ตาหลวงม่วงแก้วม่วงทอง): A secondary-level Khru Mo Nora 

spirit believed to reside at the mouth of the Trang River. He can allegedly turn disrespectful 

passersby into stone. 

Ta Mor Thao (ตาหมอเฒ่า): An elderly male spirit in the Nora tradition, considered a secondary-

level Khru Mo Nora spirit. 

Ta Yai (ตายาย): Literally meaning “grandparents,” this term refers to ancestral spirits that are 

honored and invoked during traditional ceremonies. They represent the lineage of knowledge and 

protection passed down through generations. 

Taktin Day (วันทักทินเดือน): An inauspicious day in the Thai lunar calendar when the date matches 

the month number (e.g., the 4th day of the 4th month). These days are considered unsuitable for 

performing the Nora Rong Khru ritual. 

Tanee Banana Tree (กล้วยตานี): Another specific type of banana tree used in Nora rituals, 

particularly for making rafts in the Krai Thong performance. 

Ta Yai Nora (ตายายโนรา): Ancestral spirits specifically connected to the Nora tradition. They are 

believed to watch over current performers and must be properly respected through ritual offerings 

and performances. 

Teacher Teaching verse (บทครูสอน): Ritual verses recited during Nora ceremonies that contain 

instructions and teachings believed to originate from the Khru Mo Nora spirits themselves. 

Teacher’s Chant (การกาศครู): A ritual invocation performed at the beginning of Nora performances 

to pay respect to teacher spirits and request their blessing and protection. 
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Teacher’s Song dance (รําเพลงครู): A dance performed to music honoring the teacher spirits, 

typically featuring respectful, measured movements. 

The Announcement ritual (พิธีกรรมต้ังบ้านต้ังเมือง): A crucial Wednesday ceremony that officially 

declares to humans and spirits that the space will be used for the Nora Rong Khru ritual over the 

next three days, establishing spiritual territory. 

The Hunter’s Chant (บทคํากลอนหน้าพราน): A specific poetic sequence performed by the Hunter 

character in Nora, invoking protection and success in the capture of mythical beings. 

The Opening and Preliminary Rituals (พิธีกรรมเบิกโรงและโหมโรง): Initial rituals that begin the 

ceremony, including invoking deities and spirits, warming up the musicians, and establishing the 

sacred space for the performance. 

The Swan dance (การรําโนราคล้องหงส์): A Nora performance based on the story of Phra Suthon 

and Manora, focusing on the scene where Hunter Boon captures Manora. 

Thao Amphai (ท้าวอําไพ): The grandfather of the Chalawan crocodile in the traditional story 

performed during Nora ceremonies. 

Thao Athit verse (Verse of the Sun God) (บทท้าวอาทิตย์): The most important verse used in the 

Announcement ritual, describing Thao Athit (the Sun God) and his establishment of the city of 

Udon Binja, used as a spiritual blueprint for the ceremony. 

Thap Song performance (ทําบทเพลงทับ): A performance segment featuring the Thab percussion 

instrument, with specific dance movements coordinated to its rhythms. 

Thap/Thon (ทับ/โทน): The primary percussion instrument in Nora music, consisting of a pair of 

small drums with slightly different tones that lead the rhythm and tempo changes. 

Thap/Thon Song verse (บทเพลงทับ-เพลงโทน): The fourth and fastest part of the Teacher’s Chant, 

inviting deities, sacred entities, revered teachers, and monks to join the ceremony. 
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Three chaps three toengs (สามฉับสามเทิง): A shortened version of the traditional rhythmic pattern 

used in offerings, focusing on the sharp (chap) and resonant (toeng) sounds of the drums. 

Three Temples, Three Villages dance (รําสามวัดสามบ้าน): A traditional tour performed by a newly 

initiated Nora master to showcase their skills at three temples and three villages, demonstrating 

their abilities to the community. 

Three tungs three taps three chaps three toengs (สามตุ้งสามทับสามฉับสามเทิง): A specific 

traditional rhythmic pattern played on drums and percussion instruments during offering to sacred 

entities, characterized by specific sequences of sounds from different instruments. 

Tiger Dragging Tail dance (รําเสือลากหาง): A dance that mimics the movements of a tiger, with 

specific emphasis on flowing, dragging motions reminiscent of a tiger's tail. 

Tiny headdress (เทริดจ๋ิว): A miniature version of the traditional Nora headdress that is created as 

an amulet or protective talisman, often worn as a pendant. 

Tiny Hunter’s Face (หน้าพรานจ๋ิว): A small version of the Hunter’s Face mask, created for use as 

an amulet believed to provide protection to the wearer. 

Toh Adam (โต๊ะอดัม): The leader of the male Shin spirits in Southern Thai belief systems. 

Trae (แตระ): A regional term for traditional wooden clappers used in Southern performing arts 

(such as Nora) to mark rhythm; synonymous with krap or krae. 

Tree deities (รุกขัฏฐเทวดา): Spirits that inhabit trees with medicinal properties, serving as guardians 

of these powerful plants. 

Triple Gem of Buddhism (พระศรีรัตนตรัย): The three central elements of Buddhism: the Buddha, 

the Dharma (teachings), and the Sangha (monastic community). 

Thuat (ทวด): Great-grandparent; an honorific term for ancient ancestors or high-ranking spiritual 

predecessors venerated in lineage rituals. 
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Thuat Ang Thong (ทวดอ่างทอง): A sacred spirit appearing as a crocodile that dwells at Ang Thong 

Waterfall in Sikao District, Trang Province. 

Thuat Banyan Tree (ทวดต้นไทร): A sacred spirit associated with the Banyan tree that may manifest 

during Nora ceremonies. 

Thuat Bodhi Tree (ทวดต้นโพธ์ิ): A sacred spirit associated with the Bodhi tree that may manifest 

during Nora ceremonies. 

Thuat Lak Khet (ทวดหลักเขต): A boundary guardian spirit believed to exist as multiple entities in 

the forms of humans, tigers, and snakes. This spirit resides at Pap Pha mountain, marking the 

boundary between Trang and Phatthalung provinces. 

Thuat Ngu (ทวดงู): A sacred snake spirit that may possess participants during Nora rituals. 

Thuat Nilpat (ทวดนิลพัฒน์): A sacred spirit manifesting as an old man who resides in a cave at Wat 

Tham Iso in Huai Yot District, Trang Province. 

Thuat Rubber Tree (ทวดต้นยาง): A sacred spirit believed to reside in a large rubber tree. This spirit 

is associated with protecting communities but may punish those who harm its dwelling place. 

Thuat Sip Song Pak Nam (ทวดสิบสองปากน้ํา): A spirit appearing as a crocodile that inhabits the 

mouths of all rivers flowing into the Andaman Sea. 

Thuat Suea (ทวดเสือ): A sacred tiger spirit that may possess participants during Nora rituals. 

Twelve verses (การจับบทสิบสอง): A collection of twelve sacred verses in the Nora tradition, from 

which three are typically selected for the shrine-setting ritual. These verses form an important part 

of the Nora ceremonial canon. 

Two Mhong Poem recitation (ขับกลอนสองโหม่ง): A style of poetic performance accompanied by 

the rhythmic beating of two gongs (Mhong), demonstrating verbal artistry. 
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Tying sacred thread (ตราสังข์): A ritual involving the use of holy strings to bind or protect 

individuals. 

V 

Vesanu (เวสหนู): A divine servant in creation mythology who was tasked with bringing living beings 

to earth. His actions inadvertently created both humans and spirits. 

Victory candle (เทียนชัย): A large candle symbolizing auspiciousness that must remain lit 

throughout the ceremony, typically secured in a bamboo holder near the Bai Sri Ton. 

Vow Redeeming ritual (การตัดเหมรฺย): A ceremony that ends the obligations and agreements 

between the host and Khru Mo Nora spirits, performed to prevent future punishment. 

W 

Wealthy Brahma (พรหมทรัพย์): A high-level Shin associated with prosperity and wealth. 

Worship practices (การปฏิบัติบูชา): The ceremonial practices and offerings performed to honor and 

venerate Khru Mo Nora spirits according to traditional customs. These practices include regular 

offerings of food, flowers, incense, and special prayers during Buddhist holy days. 

Y 

Yam Dad Fah Roek (at dawn) (ยามดาดฟ้าเริก): The early morning time when the sky begins to 

brighten, marking the traditional time for performing the ritual of Summoning the Teachers on 

Thursday. 

Yam Nok Chum Rang (at dusk) (ยามนกชุมรัง): The evening time around 5:00-6:00 PM when birds 

return to their nests, marking the traditional starting time for the Nora Rong Khru ceremony on 

Wednesday. 
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Yatra (ยาตรา): An ancient form of traveling theater from Bengal, India, which may have influenced 

the development of Nora. The term refers to a theatrical journey telling religious stories. 

Young Woman Pose dance (รําสาวท่า): A dance style mimicking the graceful movements and 

poses of a young woman, emphasizing elegance and beauty. 
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