L

AND RITUALS
BY SANTICHAI YAMMAI




The goodness from this book is dedicated to
Nang Nual Thong Samlee, the origin of Nora,
Manora Longnoi Sor Pan Trang, the Nora teacher, the pioneering artists, and

the ancestors of the South, who have preserved the Nora tradition.



National Library of Thailand Cataloging in Publication Data

Yammai, Santichai. Nora in Trang Province: Beliefs and Rituals / Santichai Yammai ;
translated by Benjawan Tipprachaban. -- Suratthani : Faculty of Humanities and Social
Sciences, Suratthani Rajabhat University, 2026. 356 p.

1. Nora (Thai dance drama). I. Tipprachaban, Benjawan, tr. Il. Title.

793.319593
ISBN (e-book) 978-974-306-582-8

© 2026 — Faculty of Humanities and Social Sciences, Suratthani Rajabhat University
No part of this book may be reproduced in any form, by print, photoprint, microfilm, or any
other means, without written permission from the publisher.

Faculty of Humanities and Social Sciences, Suratthani Rajabhat University

272 Moo 9, Surat-Na San Road, Khun Thale Subdistrict, Mueang Suratthani District,
Suratthani Province 84100, Thailand

Tel. +66 77913363

E-mail: human.sru.ac.th

Website: https://human.sru.ac.th/

Translator

Benjawan Tipprachaban

Department of English, Faculty of Humanities and Social Sciences,
Suratthani Rajabhat University

272 Moo 9, Surat-Nasan Road, Khun Thale Subdistrict,

Mueang Surat Thani District, Surat Thani 84100, Thailand

Digital Format by

Octoberprint co.,ltd.

Tel. +66 863410155

E-mail: octoberprint50@hotmail.com


https://human.sru.ac.th/

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, | felt proud
and inspired to honor Nora by sharing its stories more widely with society. Therefore, | 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, | 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. | 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, | 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, | 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,



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, | 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



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 | 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

Vv



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, | 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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2. MTIUAT (Transliteration)

mstufmidunaisnisulaiidimanaseuatuanlslunsanenisdaensoesdemusyuy
mssandsswasnmwvatens  Tagluwlannumang ﬂﬁ%’%ﬁﬁmmﬁwﬁaglﬂuﬁLﬁwiumsl,l,ﬂaﬁgmi’wuﬁsﬁm
iosmnmesnuiendnuaiaranuiununevesiansssuauatuau?l Newmark (1988) lnosungly nns
fudmidunagvsiiddydmiunsdansiu "ddmiememeiausssn” (culture-specific items) il
Weudsslunwlatenis wudeadufl Venuti (2018) @usnuidaiEosnsulanuudnudnvarauiu
A9A (foreignization) %agaLﬁuﬂ15ﬂaﬂmuLLﬂaﬂlmLLazmmLmﬂ@hﬂmﬁwuﬁﬁsuﬁimmwaLﬁaiﬁﬁgéwu
lnduiatuTanssudussuntie Ganagvsiidennasstu Berman (2021) fina1 nisuwdalaleuanis

DMEN8AANMINY UANSLUaRBUATTNIULUULAY (form) Wiesnuanudumsnfvesnualty

¢ / ' L
MsAAsIzrnsulaaIndleesluvtisde

1) YoyunnaLATAIAZAT
msviuinmdeyanauaziazasiiunssnuanudulnglussauifndaiigalieannveluluies
Uredaimiiuuniinagnounnudie afley uazginamnadinlvea1vese
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fave19anundl 1:
auatunwilve (M 24): tawanedaria
atuwlanwangy (‘1/1‘1:1 14): Nang Nuan Thong Samlee Sri Mala
Fao8199nUNd 3:
auatunmwilne (M0 114): nersAsNsT WawIanedna uesinan newwamsal
atuwUanwengy (1 73): Pho Sri Sattha, Nang Nual Thong Samlee, Mae Sri Mala, Pho

Thep Singhon

Iumiﬁuﬁwﬁ%aqﬂﬂaLLazﬁaazm U "Wsuavesddaiinan’ Wy "Nang Nuan Thong Samlee
Sri Mala" ;;L.LﬂagaqLﬁ]aﬁ’ummﬁwmwmaaéw AUINELSNABNSIANSTUAEILAE AL UTOU
vasteluinusssulvedefivnuasilosmussnounanpaiusindefrnuiliesh  aoueveden  vie
AMANWAILLANTY mﬁ%’ﬂmmmm'sLLazmm%’wg@uﬁﬁsﬁwﬁamié’ﬂwmzméwﬁ’tﬁﬁémﬁ%’ug nsviudw
'y19" 1 "Nang' fidunsdnduladidndy ;;L.Lﬂammimﬁammal,ﬁu "Lady” 50 "Mrs." uAn1sla "Nang' we
Shwmmuiuendnvamesiidonuuluiausssulveluadeluna . e Tuudunwenssanssulned
mamnefinainiSenuill - Sdevesnrudundefiiiiesiuaraniue nsTudmaeaeinw
AR AusTIIT L iRy WersasnsY ﬁgﬂﬁuﬁwﬁtﬂu "Pho Sri Sattha” N5l "Pho” uny
msudardu "Father” vie "Mr." wapsnwenuduendnvamesiSonuuiitinoumsneenylumusss
e "e" Tuviunilalamnefennudiiusnsnsouass widudidonuuiuansaraieswaoguefifions

PIDENUY

2) %aamuﬁuazgﬁmaﬂ%
msﬁuﬁ’wﬁ%aamuﬁﬁw%ﬂmmmL%aaﬂ,mf‘ﬁ’uqﬁmam§LLas§muﬁssuﬁaa5u ﬁﬂﬁﬁgémmmsa
Aamuaunasavanuilulanusananduaiila
f2981991nUNT 1:
auatiumwlng (W 25): nyads
atuwlan1y9Ingy (11 14): Koh Si Chang
fave19a1nundl 3:
auatumwlng (MU 123): WU

atuwlan 199Ny (M1 79): Phab Pha mountain

nsuAmnTean U wu "1nzdds” 1y "Koh Si Chang” wag "wnwuwt” 10U "Phab Pha mountain”
Junagnsiuanansfunuuiun dmsu "nngdds guualvnsiudmuuuiduieninduionsniivedes
wagiduigdn nssnw "Koh" Liwaglmyeuailanduinie vasdeiuiinyanuduendnvaestels

Tunsdivee "wriurn" n1sviudnnidu "Phab Pha mountain’ toUNISNALNEIUSZMININITITUANNLAZ AT
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uia ;JLLﬂaLﬁaﬂﬁuﬁ’wﬁ%aLaww WU walfiud "mountain’ LﬁaiﬁrimuLﬁi’fﬂﬂé’ﬂwmzmagﬁmam'g e
aTauasTIINME Y Iendnuaansliveyaisdunge
3) YomsuansuazAauIausssy
msufwndeauznsuanadumssnwusanmefaussauiluausowannumnglasens

ATUNIU

fegnenund 1:

puatiuatilng (i 1): Tus

atuwlanwangy (w1 1): Nora
fegnenunil 3:

puatiuayilng (mun 105): Tusilseag

avuklan 1INy (1 79): Nora Rong Khru

nsviud s 1y "Nora” Lﬂjum'ﬁéfm%u%ﬁﬁmamzmaﬂiqﬁamﬁu%uaaﬁém ws1e "Tus
FovesRauznsuansfiamznzaarluiidsiifioudedleluinusssung fuan maudaidu "Southern Thai
folk dance-drama’  vedesunefieatefuasshlngadeauduendnuauazersassauelafian
duRaUsuuudeatuiiflufausssudu maiudwn Tusilssag’ 1y "Nora Rong Khru' ifleuandlyitus
msvgnendnniafisatulusdoansidureunn sy WuwwAefiamsanzaduniunuenisuans
lny  mnefanmsuanseitnssuiifevestumaenmag  maviudwmednweudumnedioes
uwAailly

4) AMANIENATHUILALIRIUSTTY

a

ANSNUANTNANRNIENNATEUILAL TRIUSTTUYILS NYIAIUANAAN DAL ANUANTIN19IR IV

T o

A2981991NUNT 3:
AuRTUNNING (MU 123): MIANANLUA

atuwUan weenge (M1 80): Thuat Lak Khet

ATUFAN "MIAndnue” LU "Thuat Lak Khet" 10un15aan1siutilfnni1emauinas AUy ed

o

vrau  "mavanwe’  usndsanislunnudefiuuiulnefisiuio1snUsenauresnnUllotsoNuTIN

¥
U3y MIUNUBIeIaiun kagiisnssumamaun mneeuilanisaiuignigadueainluinnisanneu

"

ol sal

an1sUadouanuvine msvivdnmlunsaliiviesnwanuauysuveuuAnll vauzspenfunidalonal
fimsesueiisisluiionvseidessadnsyisluyeuulannumeuazanudAnylaee1adndninnis

bUaluue 9

nudaneannslensiivdnnesvainanenasavisenansassuszaunisanseuiiduendnuyn
HoazsAnleulanluglanvesimusssulnelaensanunazeuneifiuinusssulngruyuneves

TAUUTTTUANLIUAN mﬁazamaqﬁwﬁué’i’wmaiwwﬁmmﬂLLazmmgﬁﬂsummmLﬂuimﬁl,mﬁa a813l5AnL
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nudannszmininsviuAmmenvasguassrdmsuyeIuuInay  Aviudnenseinneniseenideasents
Puagarhlnyeuzanmaiiv - yuladwedwnsvivdimesndineeiila  uazlinaznesaiuayunlenis
gruIeviTUSUNILAY Tunsudanilsdainuilyulasnwianuadiauelaensviudmmaniediun e s,
funaeANIoNasieasNANNALAELATAITaUIV UK wazkLUaiITanAd AN TnusTTY
AdfianudAyamenisiulaiausssunislaiumsivdnmluragiidndanuddyussnineralunisida
w3an1seduny
Gl

nsudnniuiinnuddyiduirwlunisuvaenansyniausssuiennmeidonse e
Jausssulagluvhansanuduendnvaresiuusssumuatu msviudnniduisiaue Tausssuduluwayy
dl a v % a v . o yﬂJ 5 R U o
Mduuinlne@ywiulyeunuissugiasiulawnunmsiiviausssutugraieivinusssuvemues Ty
lanfdanuvainvaten1eiausssn MIiuAnngatasuALlalaEALAI TN IAUETIH N3
Snwdelaniy wnfnanie wazAdnmanghilugduuunasuelngeunseinisnnudugeunasaing

9 = o o ¢ A4 A da o Y o il ¢

WwuveriausssNdu nMsviudnduinsesdionindslunisulavuiausssy anunsaasaUszaunsans
! dl > o ¢ v A d‘ o ng o o K > g
aufigaulumeanumneuazauduendnun  lunsuwlanidoineadiulusil  mavivdmlawiednw
anudulnghilunuuda vilugeuledudaiuanumanuwasanudugeuverinusssulnges1aunize M3

wudnydslulaidufisanadanisuda wadunisinduladslSvgrneaduisnsiauouasiansninusssy

Suluauuda

3. MIHIBULABIIAILSTIN (Cultural Equivalence)

nsisudesansssudunaisnsudafiinrudureusasaesendornuailadndsluiaes
FanssTU MULLIAAYDY Newmark (1988) msifieuidesimusssufonsunuiissausznoumsimusssuly
vannuALatumenUsEnauiiinansenunaeafeiuluinusssueseu el Baker (2018) LauaT
miLﬁsj‘uLﬁmﬁiﬂsﬁmsmmmmﬁauﬁamuﬂsaﬁmu uadumamansandiannsadeasanumneuaz Ay
gﬁﬂlﬁlﬂayt,ﬁmﬁu vdnnsdfyreInIsifisudssinusssufensi i mansenumeAmLsTsHNINNIING
wamuiadnes nasnsudatiyauduyeuaendlaiulszaunisauazanuilafilnadestugely

TAUTITUPURUY

MsALAsIzrnsulaaIndleeslumtisds

1) MIHABULABILUIRANIIAEUN
maflgussnfamemauituniisluanunmeinddngyfigalunisulavuimusssy  Wesen

wIAAMemaNnnNUTUTULALIANIZIAY 9GS
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fraen9a1nundl 1:
auatunmwilne (‘1/1‘1:1 3): Tm%ﬁumié’ﬁLﬁaymmmgﬁa NIEBADT NILUNTIEOL UATNTE
Wﬁﬁ/iﬂﬂﬂﬂ’]ﬂﬂ’ﬁ/\li’mwﬂj
aUuklan1woengy (1/1‘1:’1 2): Nora is a traditional dance performed to honor the gods

Shiva, Vishnu, and Brahma in Brahmanism.

Tunsuda Tusndumssidfteysimmianie wsedms nsvunsen wasnsywavlumaumsmua
Wu "Nora is a traditional dance performed to honor the gods Shiva, Vishnu, and Brahma in
Brahmanism'  wudalalenainiafieudss  nedeamuelangoumwsmnguanlnyauesiuie
LVIWL?T’]méwﬁlugﬂLLUUﬂwwé’uaﬂqmmﬂﬂﬁwmsﬁuﬁwﬁammwﬂm 3wt "wagdms’ 1y "Shiva" wa

"Wrdens' azdunissenviuwuulneifianuansniaranudunians we "Shiva" idudienyeuainagdn

(% [
‘d

wazwdla  nisledetvslmgeruanmnsndenlosfuanusitogieatummaiesaiuazlaunumuas
A ddpluniunvessuanddus wudeatuiu wsuseal was "nsensva’ ﬁnguJaLmaLf]u "Vishnu'"
uay "Brahma" nsulakuuiilaioussaslgenualalane uwndmslnalatemmdenlosssddus
warsTUUAMUTeinIwwen Frenaludnaumnlansviuiin 1o eauinswal feneveady
"Brahmanism’ Sesilidunsiieuiesiinodymiusydasefs wgd1an "Brahmanism” lumwdangws
ATUTNGANIZAIZAUAZOANAI AT TIaTRY iaunsmmal Tutduvlng eenslsfinnn ns

denelivgluyenuailardussuuanueiinevesiusssudenujuRvewutunsvum

Y ' o
A2981991NUNT 4:
AuUatUAIWING (U1 155): TUNSENIDIUSTIULAIUY

atuwUanwangy (‘1/1‘1:1 98): Buddhist holy days

mswta "Tunsevseiusssusaiuy’ «Wu "Buddhist holy days 1dunislanmsiieuifesinusssulu

'
v a

sAundurumTEyulanesiansunAniinuansizunnsmauneuas i Isdeansluyenud

gnafifiugrunemauniwanaaiueila n1sly "Buddhist holy days" iunisiieuldesiininauazasnse

wglveruladuiunsianuddgmmau

2) N1SIBULABENUENGEIAY
nmseuAgsaauzmediasiiuanunmedAgiiosanlasEsamediauinay Jausssuinag
LANMINU
Y} ' o
A9819NUNT 1:
auatunwlve (v 29): anugnedspuvediuslng dnandu yihludumenisves

YUYU"
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atuwlan ¥99nge (M1 17): The social status of a chief Nora is regarded as an

"informal leader of the community."

a o

MnuIRATaIn Mt nddnvazameludnulne nsuda Tusiivey' Wu "chief Nora" 1dun1s
WeuiAsavg g ladutunazaudaAgniedeng 131 "Chief" lunwdangudetainnilenuna
warAuSuRingeutaeanaesiuunumues Tusilvegy Tuguwy n1s3nwnd "yihludumensvesyuy’

WU "informal leader of the community" m&Jﬁlmga1uvuﬂamm%’wamaawmmﬁ LUIARUDY "informal

¥
P

leader' duiiwnlaluimusssunziunn e niidninawasanuansnaingusuualulasunisundss

Y

sgnadunenisansyuanseandudy

3) mMsifigufeanuaedn: MENYIEAEILLATAILVNNY
mafisussneindunsdfigumieuasaeunads 4 umiaudureuluFesesuiunma
TUUTTTU
fave19anundl 2:
puatunwilne (1 62): wadleseasiansiamnsesiun
atuwUan1w9engy (vﬁ:’l 38): a city called Udon Binja, which stretched five hundred

thousand fathoms in width.

ARFII “LGUGILﬁaﬂqﬂiﬁ@ﬂ’lﬂ’?ﬁﬂﬁﬂﬁ’l%@&lﬁum" vu "a city called Udon Binja, which stretched
five hundred thousand fathoms in area” 1uAIMIMEluNTIANMSTUMNE TaTlaNZL1E a9 E;LLiJa
dnaulaszmnsmsulaadumneiaaina msviudnm viemsmmuneiafiiieudosle é}LLUaﬁm%ﬂmma
"1 1y "fathoms” sz "fathom” Wumedauuusaiuileanudnrseruenlaaemsluuiun
yangia Samnduszana 6 wavdelnaifeaty "' fflauszanas 2 wns n1ly "fathoms” unuNT3
wlaady "meters” 30 "yards' %éﬁaEJ%’ﬂmmmgﬁﬂéuaqmﬁ@LLUUé’?@LamLazmmzauﬁ’uu%uwuaq
1550un 55U N LLazé’asﬁa&J%’ﬂwmmgﬁﬂmmmm@ﬂmﬁuazmmLﬂuﬁmuﬁaﬁu@yuaﬁ’u "Five hundred
thousand fathoms" WagBdluayuazuuszivla mnzanfudnuuzvenssanssfifinswssaunfadosly
Uy

Gl

9

nslsnsifsufesiausssuiivofvaisesns egnusn geruannsneladomlaesssinuasi
Uizfﬁw%mwmﬂsﬁuLﬁaamﬂmmmL%aaﬂmﬁ’ummiuazﬂizaumiajﬁﬁag;mya ﬂﬁﬁﬁgéml,%ﬂﬁﬁ”l "Shiva"
dulasazelmmnilaunumuazanuddyesmisylulusladtu eesiiaes madfisuiAssie
arsarnudouszydesiansssl  HouazdfiureaeadarandounesyeTansTalneway
Fassuitmninauies Adnsananusdnuanuenuaziiuarmaulalunisdougfandy eotsfian ns
Feudesimnzaurglugoueilaviunmnedsenuas Sausssufinarnaty deiwlan Tuslvgy W
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"informal leader" yawaziilalassaswnednunasaudfyvesialznsuanduguvulnglafu deu
nsieUAseTRUsssULTULAT a9t a N T AN UNTHUAT LT AIUS T TUNI 1AL OAS AU TATENIN

Fuusssuuazyimiloniufiaeulanty

4. nsUSulaseasiesne/msasuriinn (Transposition)

msUfulassassnuiiunaifinesedeeueledndaieatussumivesianwauatuuay
mMyanens lumsuwaviisdeioriulusiend sudalaussenalouunfnues Vinay and Darbelnet
(2000 Inemszminimsuiulasansduladuiissmsiansiodymhensaundunisassassaians
doasiussamiuasiivszdrsnmlunmyiatens vdnnsddnigudalslumadadulausulasans
fo  mawlanmwilveusznwsinguivuuwnlunsinssdeuteyauazmauansarduiusssg
wAnfiunnmety  nsBantulasasswesamvilngeaashlnnuiaseningludusssund - vien
Uudsumnniiuluforvilugndedanionnumnedeinvesatiu mavsulessasmesdidmned
Iaaufeneilunisdeansivsyavsamuniulagluasuwasmumnendnviosunvesidoy

4 '
MsALAsIzrNsulaaIndleeslumtisds

1) N15USUUASUAMAILITRIANYEELaLIASIEs 19U len
nsUsuAsus LR IAvenedun1sUsulassasennulausslunisudasevnanmw lnewas

MdINgulesanisgeInsisuLuunTINAveeiLananeiy

fraen9a1nundi 1:
puatunwilne (un 23): thewelsmensemidlezanumazneswinmadmiuasnilude
aUuwUan1¥9Ingy (mjﬂ 14): Mr. Chai Chay Kratha, realizing he was about to face punishment,
quickly escaped.
Tuauatunwilve Tassamadulunusuuuy Wegsul + Lvansaunsn + [n3emdn]
thewglvgnensem’ (Uses)
"Lﬁagmmi'méjamsuﬁmsﬁ" (ayUsEleALan YA
"Aelmmiviuaeniluide” (nSemen)
Tuaduwdan1wdinge Iﬂsaagﬂ«,ﬂulﬂmugmwu [Uses1u] + [participle phrase] + [n3819180]
"Mr. Chai Chay Kratha" (Usg511)
"realizing he was about to face punishment" (participle phrase)

"quickly escaped" (NF81%8N)
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Tumsuta "thewglsmenssmifiosanuagsesiumismdviueendlude’ by "Mr. Chai
Chay Kratha, realizing he was about to face punishment, quickly escaped" ﬁgLL‘lJaI"gmiU%JUIﬂiﬂagﬁﬁu
vimaizé{uLﬁ@iﬁmuuﬂaﬁmmsﬁmLamu,azLﬁuﬁiimmmuﬂmﬁaﬂqw mMsusuAsuiddyAen1sinsuidey
ﬁgazgjaiwﬂu(;fuaﬂ’u msnands thewelvnensz’ wney mm;jwmm@ "Lﬁaimmﬁwzgaﬂi’mﬁm%"
waznadns "Selvsiuasnilude Tusua guualadassdeulmilneSunumeazes sumeaing
1‘14’31JLL‘U‘U participial phrase LLazﬁlw;’JEJmiﬂizﬁ’] mﬂ“g "realizing he was about to face punishment"
WNUNISLUARTIFII "when he knew that he would be punished" Weiillseleansedunasiinnundu
S5TUIRNNTY Nsle participial phrase LﬁugﬂLLUUﬁﬁaﬂummé’aﬂqmﬁaLLﬁﬂW’JWé’uﬁué@qmqmaLLaz
welwnsoaula msula “limitueenilude Wy "quickly escaped" ﬁLﬁumiU%’UIﬂiqa;Nﬁﬁ’]ﬁig
Lwa?']zLmuﬁ%wmmu%’ﬂwmﬂaﬁﬂszﬂamaﬁuaﬁu ;ELLUaLmLLGiLLfiu’Lamaamsmzﬁmﬂﬂsﬂ% "quickly
escaped" ﬁﬁaﬁamwmmﬁau,azmswawﬁ?ﬁmiauﬂqmﬂawuwuwamaq iy’ (oUALEIBENITINGY)

waz "nilude" (maundily)

2) nssusazwenyseleaiayssansSainnisdadns

mssasazuenUsloadunadsigudaluiieusulnmmunegivussvingunsifeuvesnisvaieniy

fave1991nundl 2:
auatiumwlng (win 60): msUsneufianssudsuudaioslafiuinandsdusn Tnelusn
Ty suuananan
atuwlanwsangy (1/1‘1:’1 37): The Announcement ritual takes place in the center of

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

nsuda "msdszneuisnssudsuuduiisdaiufinanslssius Tnelusiluydsuuainaan’ Wuns
Ysulassasisluguuuunisuenyselon auaduiiaueveyatulsvloafeiniveyavaisdu aruauwauen

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

Nora sits on Sad Khla (a mat)' mssindulausnuselenmnanmsinszmveyatusuatuliaesssinuman
Ao aoundansuarmuinvadlusivg lunwidingensi wusveyadesUszinululsslendernnariilv

WWaAnuduaulnenzilielinsly preposition uwag participial phrases vaneda Useleausn "The

'
a v ada

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

[

Usgleaiiaed "The chief Nora sits on Sad Khla (a mat)" nsgazideaiedfiunisdnmuiavesyanadifoy
msuenimgluyauanayssiiaveyalanetuiazassnmlulaladaiaun nsuda "Rauuauiley”
\Ju "Announcement ritual" \un1susulassaseiddgeuiy yuuadenlydenannsnesuienuiuag

ANWAZYRINBNTINLNUY NIzulanseifsenaludiaunungluniwisingy
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3) mMslAguUsEANANND AU TUS TTUBNA

mswda Tusluatoneufemaudosiiunn Jadendazasiiaudunsiun wouyy® u it is
presumed that the traditional Nora previously included many performances of this story, leading to
the character being called 'Pran Boon" Junsusulpssasefidureuiasiivanedin nswasuan "Heu
w@w’ (n3e1) 10 "included many performances’ (Funa + A1) Lﬂumiﬂ%ﬂﬂiﬂﬁ;’lﬂﬁﬁ’lﬁiy Tunwlng
fn "Heuay’ defsmufureulunsuany ualunwidingunisly 'included many performances”
doasanumnaieaiulrosadusssumiuarieundumanisinnnn weznisly it is presumed
that." unumssuaume  Tusiluafonew’ Lﬁuﬂ’liﬂgﬁﬂﬂiﬂﬁ;ﬁ\‘iLﬁ@lﬁﬂaﬂﬂayaﬂﬁﬂgﬂLLUUﬂ’]iL“dUEJUL%\‘i
mslunmwdingy gUmefszhsJLLamﬁlﬁLﬁuﬁgayaﬁﬁmuaLﬁumiawmumﬂwé’ﬂgmﬁﬁ lulovorfiasss

NUUDUY

A10819NUNT 3:
auatunmwilve (v 190): Tudagulimsiannuiudanssuduiuunyrauzisonan 'ms
5190 Toglyunas1dnuau 5-9 AN ABNITHERS 1 an

atuwUan 199Ny (M1 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.

mswda Tudaguiinsimudiudsnssidusuunyauzisoni 'msse’ Inelyunesisiuam 5-
9 AU AONITLERS 1 210" LU "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" WunisuSulassasadie

ANUTALIULAYAUTUS TSR BTIN1TUSUTATIAS19RIT

mswasulaseasieyssen
puaty: "Tnsiauiuuse (assandlufvsssmudaia)
uKUa: "the Nora dance has evolved" (Usgsnudnau + n3e1 active voice)
nsUAgUUsANAITIAY
"MIRALNIUTUUTY (AULLEAIN15ATEIIn) — "has evolved" (NFeuanInTudsuuyag)
"11357" (Frunw) — "dance” (Frunuiilsdudsesn)
Tagly’ (3n13) — "where' (ayuselonanidng)
msusulasas1evaya
- puatfuusnveyaidumansaiu

- uwlasivayalndulssleaniinnuneiiios
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Mawdsuan "Snesimuniuusy Wy "has evolved' dunsusulassassiidrdnymsznisly
"has evolved" idunisly present perfect tense fmnzaufunmsesuemswasuwlasiiintulueinuas
finanetagty wenaini 'evolved' Ssfidovosmeiaosadusssurfuazaoidios vonand s
sudsuvoyalulagly "where' clause AvtlvseasiBoniefusuuinuansdarudelssidaaud
WUIARAEN LLazmﬂ{; "where 5-9 dancers perform together in each scene" Géaaﬁlﬁtgamvgﬂammé’uﬁuﬁ‘

semnsutnuansar sULuUNMkanslaAnINswan e
GELY

mslsnsusulassasemslnauuaiaudusssuniuerulnalunundingy worwenilaoen
pawledlnglusdmidunuulatenelunsdoansivsyavsamuniusazaglngorualadiomlaneuas
sditu mafesudoureyalnuuarnislelasanafvazantunwdngursanasylumsyszanana
YopILLATTIBVIAALLAE AT IINeYasTuatU I sULUUIRUABU WALl sresTeyaLAzAI M
HriussemuuIAnaa 4 Ssasgnanevienlasgisnsuniu msviulasassnvituedodiefiinddluns

LUaY N USTIUINTIZeAT LU NI US T5UR Tatautaziusesansaw

5. N15v818A131 (Amplification)

msveneeudunsiuneandeaiililassylusasufonelumolunvdaemannlalad
fatu (dunaiBiinesendorruseuneuuasaaefitings TunsulandedoiauiyuualaUssgnaluuufnues
Vinay & Darbelnet (2000) lngmseuiininisuensennslaladunisifiuveyalnenamsundunisfudia
yoavanuilafiinTuaneuusnmeneTaLsTILas U3 UN Mé’ﬂmié’wé’ﬁgﬁ;JLLUa”LsgLﬁaﬁm%uiwma
AU ﬁamiﬂszLﬁuszﬁum’mgu,azﬂ'mmw'ifwaq;;émlﬁmm&J ;Ea'mmm5aﬂqw1'7iémﬁmﬁui’wuﬁﬁm
Inesinlufanusiugnuieatuuunin g viefBnsmuilanzaizas msvsrsanudadueiosdioddnlu

maviltleniantalawaziannumineg msveneausesliiumnefdaaulilensesuennisesns

'
[

avsden wadunsidenassveyandnduiieluyeruailaviun anuddny wasunuinvesddiingainanii

N153LA12UN15HUANNA20819 LUNLSEB

1) N1SINNLT9R550: N1FaSUNELTeantaglusUNIULLaNINEaN
msludessaduesedioniiusz@avsnmlunislueyaiiudulagluvhlnienvdnvinanuau
e yudaanunsorsramznisiausssubluvennundnuaiesuieeasdenlugioss
) ' a
f981991nNUNY 1:
auatun ¥ Ilng MU0 2): w19

atuklan1¥199ng e (MU 2): Nang
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LI IT0: Nang in Thai is used as an honorific or a formal title, primarily to refer to a

woman of nobility, beauty, or importance.

Tunsudadi "ung’ éLLUaLﬁaﬂisgﬂwsﬁUﬁwﬁLﬁu "Nang" LLgaLﬁm%aaiiaiﬂ "Nang in Thai is used
as an honorific or a formal title, primarily to refer to a woman of nobility, beauty, or importance" N5
Tndsessolunsdiifivmpanaisysenis dssnisusn "ue Wuiiifianudusoumaiausssunayluannsn
walamefidrluntndings mauwdaddu "Lady' vie "Mrs! avhlngmydeenumedsfaussud
dndiy Usemsfiaes maviudwnlagludinseuieasiilugeuduau Yssnisfiany nseSuisludsessoms
Tnnorulavunmislsnuuasaud el ilsessnilveyaawenisdidy Aodnwagnslyay
(Frenemedthmnfiduniams) ﬂajmﬂ””mma (ﬁgmﬁa) LLazﬂmé’ﬂwmzﬁLﬁ'wﬂj@a (mmqqé’fﬂé R QY
viarudndty) veyamanivitlugenmalonideiud "Nang' luiom minwasaladunsensds

an3niaudAy oA Us LAY

freeneanunil 2:
puatunwilng (v 63): LU@%W&ﬂﬂﬁzawﬁ
atuwUan1w9engy (911 39): The Benjangkhapradit bow
1¥99590: The Benjangkhapradit bow is a special type of bow that is more beautiful and

intricate than a regular bow...

mawda "wyanadseivg' Wunslansveneanulugvuuuiivanne guladenuuadu "The
Benjangkhapradit bow" wagiuLt49933071 "The Benjangkhapradit bow is a special type of bow that is
more beautiful and intricate than a regular bow..." ﬂ’liLL‘UaﬁﬁLﬁaaiﬂaau@aﬁzﬁ’;’]ﬁﬂ’lﬁﬂwﬂLaﬂﬁﬂ‘tﬂm

wazmslvveya

2) mstﬁu%agaalu'mﬁuLﬁa%l,mﬁuﬁ
Fao8199nUnd 2:
puatiuamilng (i 53 mndulunlygyh e wyvilsdu
aUuwUan1w9Ingy (W:’l 33): Following this, the chief Nora will use "Sad Khla (a mat)"
to lay out in front of the Nora stage
fraen9a1nund 3:
puatiunwilne (w1 101): deung

aUuwUan1¥199ne (M1 47): Chian Khru (a ceremonial object used for rituals)

nmsdansiv "anean” ludselea "andulusilyugdy 'aeean’ wnydwuilsadusy' gudaienly
JULUU "Sad Khla (@ mat)" unun1sludeassamsisimanadndnuuzeinsivny na1dfe eveyaines

diudenudusazasiluasan nslalvaduasiivseavsnmuinninisludeesso "a mat)" Inveyaiiugiu
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Fudulunisiilanisnssdin geruansawlariuiin "amean’ Wueylsuaslyiesls nsesuiedviel

e D

a

guaInsnIusINsRaNIsnsEuasiuTlatuneuluitnssulefty  wuRediudiu  "Reuay’ Auuda

e

o Y A w

asu1eLdu "Chian Khru (a ceremonial object used for rituals)" mia%maﬁlwsuagaaaaamamﬂmﬂa ANWUY

o

Yoringuarn1slua veyatviglvreuilaviunuaraiudfgresingiluitnssy

f98199NUNI 3
auatunwlve (v 108): Jandinim laun wevdalannmsian
atuwlan 99Ny (M1 69): Sublime Deities, this group includes the Paccekabuddhas

(solitary enlightened ones)

nsudanu "Ensinan Taun W'ﬁzﬂ'ﬁ]mﬂwwﬁﬁﬂ" 10 "Sublime Deities, this group includes the
Paccekabuddhas (solitary enlightened ones)" tiunslsnisuenemslussiuiiduseu ;gLuJaéTaaLLUa
wuRAeEAfiiAT e nEIz g Naula "isrdaanwsiar’ iy "Paccekabuddhas” tiunisly
”wﬁmﬂﬁﬂﬁ'aau%u’tumaﬁmmwmmam% AL "(solitary enlightened ones)" Sﬁaﬂiﬁgﬁgﬁiﬂumﬁé}uma

Tudwnmatiaannsallaunulavesinfala "Solitary enlightened ones" @oflsanuazianizvosvalan

WNSENUTIREITUMELAUDILAL AR UNDY

3) MSNUYDYANNAERT
mmﬁmazﬂagﬁmamLﬁugﬂLmesﬁumammﬁm81%;3@’114%’11%%%L%aﬂuﬁt,l,azmmm,%aﬂaa
fuausidles

A981991NUNT 3:

% '
= o

(;IJUQﬁJUﬂ”l‘IE}WIWEJ (1/1‘1:’] 123): mméwmaq ﬁgﬂmmﬂu%m% ?Nﬁﬁmagj UINNDNNDI 8AND
AN JnIAnga
aUuwUan1w9Ingy (W:’] 79): Thuat Ang Thong, he appears as a crocodile, dwelling at
Ang Thong Waterfall in Sikao District, Trang Province,

southern Thailand.

Msuva "mnemes” Lﬁuﬂflﬂﬂ?ﬂ’mmam’mLﬁ@iﬁ%@@gjﬁﬁ%ﬁﬂﬁﬁﬁm GTuaﬁ’Uizqfiﬁ 'Y1IP9199184
ﬁgﬂmmﬁu%wgf aqaamagﬁﬂfwméwmm PUNDANT JIWIANTI" ;;Ll,ﬂaﬂummﬂu "Thuat Ang Thong, he
appears as a crocodile, dwelling at Ang Thong Waterfall in Sikao District, Trang Province, southern
Thailand" n54iy "southern Thailand" LﬂumisusnemfmLﬁaLﬁumwmﬁﬂﬂﬁﬁémmqmamezmsm’m
1 "ws aQlumﬁlé@mﬂizmﬂlmwﬂhﬂﬁwaﬂlfmLG(T’]%U%UmﬁmaméLLazmﬁ]Ls?iau‘[mﬁummg?ﬁu q i
winnifeafunalavesing ﬂ’l'iLﬁlM%@%ﬁﬁlﬂiﬁﬂﬁﬁ@%ﬂﬁﬁﬂﬁum'miJ’l‘EJLLG{IﬁU%UWﬁf\?’ILﬁjuﬁ’m%JUﬂ’lﬁLstTﬂ
Ta m'ﬁmﬂﬂﬂiﬂa;’lwmﬁagj "Ang Thong Waterfall in Sikao District, Trang Province" ﬂf?ﬂiﬁé@’lm{fﬂﬁl

szuunsunATauaNsuusnvadlnedsetaiulselevulumsnlaliomaiudu o
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Gl
msveneanuduesesionialunisulavuinusssy Vs sEenuAuTlse i inus sy
wagylmlleminfayeulanety  lumsudantdsdemuiinsveneanudanelvyeiuuilanas susuainy

FUYDUKALANLIANUYDIIAIUSISU N lnReNadnT

6. NsuUaLUUAAY (Interpretive Translation)

miufdaquﬁmmLﬁuﬂaﬁﬁmmﬂaﬁ'ﬁmwLLaz%U%auﬁqmiuUSiﬂwmﬁ%ﬁm ‘ ilasnnasende
anunladndsluiisaalusysuidnmuasiasasshennsel wismdusunmeaiausssy SRy
mmwmsjumﬁagﬂjLﬁyawé’qsgamm AULUIAAYDY Lederer (2014) msLL‘UaLLUUﬁmmﬁﬁugmmmﬂ
"Interpretive Model" Faauonnsuwlafiiiuszavsamlulymsaevendmielaswasanten umdunis
aEN8n "ANUMY" (sense) ﬁéjﬁﬂu{;}’aﬂmi%@mi

N153LA512UN15HUANNA20819 LlUNLeEB

1) MafRAMNdIUIULAZNITHEASANUIELEY
fraeneannund 2:
auatunwlng (mun 48); 1iunuduusy
aﬁ’uuﬂammﬁaﬂqw (1/1‘1:’1 30): someone who is unreliable," which means they are
fickle, untrustworthy.
f1n "Fuusu” uduunwlnefifianudureunarlufidiioufismss q lunmwidings msuda
wuuienalunsdiil ;JLLUaﬁﬂﬁzmumﬁﬁmhu%umauﬁhq q il
$ud 1: nMsvhaaetlanuvane fn Uiy’ TuuFunlnenefsauniingingsuly
wuuew wWasulaasuanuanne luaanselinddals vnenudundunisindule
ud 2: nspagaanINgULUUNEIIng ;ELLUa(;famq@ﬁumﬂﬁﬁw "FUUSU" wazuadlud
LALLNYEIANLTINY Ao Shuarideveseudiluudetie
$udl 3: nsusaseanlunwsinge fZELLUaLﬁaﬂI% "unreliable’ 1ufudn waveneay
oy fickle, untrustworthy" Lﬁa’h;ﬂiauﬂqummmwﬁwm pjl,ma‘l,%ﬁm "unreliable”
Jusiideunulaves "§uusu” uameneauiisiiumesian fickle, untrustworthy” it
pelvgeuailaifinn 1 vesdnuneifedlngluloneeumiiulan "Fuusy’ lneass
2) miﬁmmLl,u'aﬁﬂﬁt,?iﬂ's%mﬁ'uﬂsﬂngmsajssiuma
fraensannund 2:
puatiunTyilng (mun 49): ey 3 Tiin1 o 5 Tlanma
atuwUanwsengy (w1 30): Month 3 s fire from the earth, Month 5 is fire burning
fields.
ﬁaaéwﬁ@,ﬂaﬁy@qaﬂamLLUUﬁgaqawﬁ’sm'nm%ﬂaL'%laﬁwuﬁsiumwmﬂﬁmmzmmﬁaL'%iaa

5950917 yuUarianueilausunaensmveyanaud lin" Wulsngnisaiievulugsgauaniiony
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wrsnanauAaLaliisenusauivaInAy dn amne' Wunswvauindainmsinuineanseliuiign

anulumunaney) wudadinau “lin" — "fire from the earth” n1sfinuazmelvigeuailaandulniiia

[

NTIINPRVOIFY wazday Inauya’ — "fire buming fields" ins1zn1sinnuiidedislniiunsnszany

[
Y

Taunuiminuas - nsinnusgluyeuiluaueeiuinusssuneasnssulveiladsingnisaimaiil s
wesnwanuwenleaiuggnanayiginsnisinunsuazduandniuiisnnugsessssumavesaulny
lusa

3) MIAAUUUIAANISIATYYIUUAZANTD
Fao8199nUnd 2:
puasunwilne (i 71): msdseiunss vide 'msiuas’ fo nmefiuyudgnigyio
Ussavilaussinmmitaandesna
aﬁ’uuﬂammﬁaﬂqw (vﬁ:’l 44): Possession, or "spirit entry," refers to the state where a
human body is inhabited by a particular type of spirit.

megstiidunsinmufidureuiiosnnineivesiunufnn@nigaanilanuwana1aiusE I
Jausssn guuadnszvadnnany "nsuseiunsy’ landumadenudunisnsuasdetsnnudnadns
d51nfnninann "Useiu" (Msafinegveanszannynie) uag "mse" (NMINTeYivemszumnEn3e) guuads

a

fimndu "possession” FadumilylunisinwiSe@niuialuimusssungiuan @i "n1sduas” iWue

T o

fuufissuneusngnisasieaty Foflams "du" viensaseuiindesuu ae an udadsianmdy
'spirit entry” SauunIswvesiyya #131 "possession” iusfranailelumsinwiUieuiioudes
Aauwar eI @ spirit entry” fimaeShwiArumneves "nsiuas 1 wareSuneludmautueme
n3ula "inhabited by a particular type of spirit" a%mﬂamuzlﬁasiwﬁmw

d5u

9

msuasuufanuduaUzuagivermansinesefoanuderygy  wulanesduisinniw-
Aans UnuyweIve) wastindeans mslenaislesnslivssdnsnmastivassnuwlailuiiesagnasdly

SELAUAANY UWRSIENITOEREITANRLNY ﬂ’J’]&IEﬁﬂ LLﬂ%LﬂWU’WSUENG]UQGJUVLWQEJN?’WUQ’JU

7. MsudanuuisuImntanund (Functional Equivalence)

msuasuuiisunndanidunidunaisnisudanidnswauniigalunisudaadelmy IR
WwIAAveY Eugene Nida (2021) nsuakuuillulagauunissnunsuiuurselassasavaswmuatuinyeiy

MIATN "HansgNUABuIm” (equivalent effect) sevnayenuluinmsssunuatuuagyeuluinusssy
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Uanenne nannsdfgyuesnisulaluuiieunidavunifensyauugiuas msaseanunlanmiie
msusulnmneAuuiun wagnssnwmndinisdeans yuwlanesmilsiwevluinusssudanemadundn

Tnageumsiasuanuilasasaugdnilnafesiuyeunuadu

N153LA512UN15UANNA20819 LUNLeEB

1) N1INNISAULUIAANIANFUINITUYDUY

A2981991NUNT 3:

auatumwile (‘1/1‘1:1 108): gndLnInT Taun Wizwwﬁwy’] Wiz‘ifﬂlf\mwmmﬂyﬂ LAY NIZOIAUR
Tonanglaussginmiu
aﬁ’mmammé’aﬂqw (‘1/!‘1:1 69): Sublime Deities, this group includes the Buddha, the
Paccekabuddhas (solitary enlightened ones), and the

Arahants (those who have attained Nirvana)

a

fegeanund 3 iupnunimelunisulawnAanemauniiiaudureu yulauvaran Jans
WA FaUszneunie Igvis" MueiernuuIans war "wnn' wanefadsdnaans teewdardu "Sublime

a a A

Deities" LﬁaﬁaﬁammgaéaLLaw%qw%‘mwmaujzyﬂm nsdenlyan "Sublime" ENUNITHUAATIAINTIE
firsanansEunenusaniiosfndutugeuniwdsngy lumuvesdimadamanvsmaun guualy
FsHARA LTINS e IfIAY  dufu wazdalanwmsian’ ;;:Lmal,ﬁaﬂlﬁg
"Paccekabuddhas" mmﬁwﬁmﬂﬁﬂiuwmmﬁm%mﬂa wiinFaSune “(solitary enlishtened ones)" ol
yeiluguiasfunnsemauan s Tladnuagamsromsz TN yMsIfiusTasTIInon oA Ll

aouydu madanisiud "nsrosiusdanan’ guuafdnaulouualngle "Arahants’ Sadudmunsgy
wmmam% wavsiiurmeSuie "(those who have attained Nirvana)' wieasungaougynadsmaaia A1
Fanaw' SedarumnsansagaddumsmaulagniualuunAsvesmsussginmushlngeiuny

sangueanusawlawnuuvvesny wnglalaglunesdinndnnmedanduyeu

2) msuwlasensingisnssulueilale
o <
AIBYNAINUNY 3
¥ U ¥ QI dl o ¥ % ac = ¥ ! d’l U
auatumwilne (v 101): Awesiisnduneduluiisnssunsmdeuiau loun Beuag du
UNUUA T39Y1T FUSULR |IUbUULn Ruuasnes
atuwlan1w89nge (U1 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.

fhreensiiannunit 3 Wunsulanemsngilsluitngsy Sdmmelunsilugerwalaingiions
lupuagluiausssuvowy donuatumwilnessyn "Awesiisduredeluidnssunisvieuay laun
Bouag fuuun 9em Audulln wnuwuulih Susesnes’ guualadanistuunasTagaionagnsi
LANENARUANLALIANZE

EJLL‘LJaLL‘IJa "Lga‘uﬂg" wJu "Chian Khru (a ceremonial object used for rituals)" NALNATUSEAI9NNS
FudmlayIosUe 1@8Lﬁaﬂm%'aLﬁﬂiﬁa%’ﬂmmmLﬁul,aﬂé’ﬂwajuazmmﬁ’ﬂéﬁwémaﬁmqﬁ%mw s
L.ﬁ'uﬁ'la%msﬂ,maLﬁ*uLﬁaiﬁsgéwuL%wiamﬁwﬁLLazmmé’wé’zgﬁuaﬁmqﬂiuu%wﬁ%ﬂﬁiu dnsy " 23:
waleismsuvadisumidu "holy water bow!” TngAiaszaamnevosunazau "’ Samnedanieus
wag "’ oanefehfifiewdnians msuatnglmeruanlatigunaasruniivesinglavuiilae
lunaseBuenisifiu E;IJLLUaLLUa "29917" 18U "ears of rice” stwwmmmLﬁ@ﬂiﬁgﬁﬁwﬁﬁééwumﬁumnéumsJ
Tuudunesnininues ki 'Y endaruminefiansnzaduniwilng uansly "ears of rice” 18l
geuAnNInIuALINsisUTLardnvazresiagle  snsdeiuiinvenumneddydnvanesly
gmzé’iyé’ﬂwa}uaammqmamgsaﬂ "l MgﬂLL‘UaLﬂu "knife sharpening stone" Fadunseduie
yunivesinglvgenualaladaau  mauwauuuivglngeoulaisdnuueynanonmuagmslanuyes
g vaumeafufidnwaumneddydnvaivesnuesniuiienadluuTuniisngsy uwa "wnuwuuiii’
«Ju ritual ring with a gemstone” ielmalanetu LLaSE;LLUaLﬁNﬁ’YJI’] ritual” titeusuendanislaenily
fgnssu wazly 'with a gemstone” ioutadan " ’Lﬁ;;émmmaaLsgﬂaio;'ﬁmmaﬁqLLmuﬁﬁé’iymi
Usedu sy "Tuuasnes’ guualsmsulansasaudu sitver and gold" ilasaniduimgiifienumanesuas
Afeufinaeedstuluiides s lusndunesiimausudsuriessuieuiuia

Iuﬂmmai“mqmé'lﬁ ;;:LLUammwmmuﬁﬂﬁémuL%ﬂiﬁ]ﬂﬁWiamsuaaﬁ%ﬂssuLLazmmﬁﬂﬁmauw{az
Yaglaglsnagnsiivanuaenunnusnzaussuansd  ileliyeruasnsawlavinfiuasaudnians
vosTnguaniluuiunisnssulurasifsriufaunsoiunnmstinslanusidlaessdaiou. vefiveanads
miwatifenwivaemanilaneg fnvgaussasruazanudusssurfvesnuula goruansaiilale

£% (%

viufilaglumesruniuinuazuwagiusssumaluniwvane ne

d5u

9

mswdanuuifeumidmuniidunaisidussansnmadunauarutausssy Tnsansde
srasandnAemsvidlugeunilanaslafunansevuilnaesiugeiunuati natsinesendunanuin
TaAndsluisansinusssy euanmsolumsliesenyetu uasinuslunsassaunassmI9nIIgNRD
wazanuilala mslanaiBlosnsiivssdninmasmeansnuulaiilufiounnovonveyaundass

Usraunsaaranuilandanumnedmivyeuluinusssuaienia
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8. n1swiadan21u (Communicative Translation)

miLLUa?%ammLﬁuﬂaﬁ'ﬁmsLmaﬁét,mai%l,ﬁa@?aﬂmﬂﬁrgémiummﬂmwmﬂyﬂmmwmal,l,az
wnuesmuatulnes s dnuLazILILS) MMULLIAAYEY Peter Newmark (1988) N1sutadormnusiuunis
nEMEn "WansENy’ (effect) Yo9UBATIANANIINTINY] "suwuy” (form) vowuatiu ndnnsd e
waderrwAenisvanuddyfunisiomsiidussaviam yuaszufudoulasiasa fdwn vidouy
nsvitadevueuiielngoruluimussaarensasnsowilalaossgnaowuasasuniu - nadstda
mnzaudufiaiionuatuiidioy wnfndunusssu wieuiunmeiausssuiidureu msuvaderny
nosedauiladndaidlussdunvuasianusssy gulanedisvinnumnowly  aeuesdy
wazdfumsdomslmmnzaudugfumsluiausssuvaens  arumnendnegiinisinuaunasemng

ALTRANENDAUATULATUSLANSNINAISADES

MsALAsIzrNsulaaInfleeslumtisds

v v

1) N15ANENBALUIANLIBIAINANAANTHALVBUIY

fegnenunil 5:
puasunwilne (nun 181): arudeFesageluslanendingaulanagmuelusidy
Aafignvam’
atullan1y9Ingy (11 116): This discourse reinforced the understanding that

Khru Mo Nora was "something forbidden."

a

fhoganunil 5 uandiiufnudureulunisuawnAnidesnudniavslusiunlne e
puatuNaI N "mmL%aLéaaﬂgmaiuiwlgmaﬂgﬂﬁﬁgﬂuvgﬂaﬂﬂgmaiumLﬂu 'ﬁqﬁgﬂmqﬁm'" fi\ITLL‘Uﬁ
psgviinNswanssayliaunsadeansanuneiiunatilaessasuoiu A 'mendr’ Tuuiunild
AN NNsuLEsssIAaLTunsn s fifigUsrasmamslumsasennulauaniseensu
Tudsen yuadadonly reinforced the understanding' dvdefisnsieduassanuilagaduszuuuay

TUseansnIm A1 "reinforced” Tifuaan1sviluldansaluLas SIEUTwsITURAUIYRINIT "mangn” Tu

a

auatu dmsuad "Feignveny AdudnuilsrnummeidemnuuiAnailficnudureuneiuussulne
ey llavnetiansmudluanuninemlusdunssnunlisessiinssfanszanudnnans  ang
nmsunUeauaznisiiamsiunte  wudadedulaidenly  "something forbidden'  iiedeansunulaves
ALY UU1AT "forbidden” 913 lUAN150ATOUARNANINVINEVIVNATES "TIIVY" UnfaIN1Tad0aNS
= o w Y o A ¥ ¥ a Y. N " A A Y] Y]

fansdndenisnfienimesaanizla uazguUaidenly 'discourse’ wnu "ANNTR" WaUTUTEAUNIS

TeswnlmvngAuuiunmanms "anuwe” lumwingenamneienudslussaudalanyaaa wnly
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USUNTNUN8D9S2UUANUARTNLBNSNanadIan N5k "discourse” 9FBNINISAUNUT N159AUTIY WarnIs

[ '
v v a

asinnununsluseaudsnuladng

2) N15ABESHUIRATIUINSISUNYINUHIANTINANY

@ ! =
7981991 UNT 5:
auatunwing (M1 180): namdniivAe dwnuludagtududsnuilsuny ludnfnly
gaunsaile 9

atuwlanwangy (1 115): In other words, the contemporary Thai society is fluid

and lacks adherence to any single ideology.

fhoensnnundt 5 umsulaiimmennsuty  desnifrveatumsiiesendeanlue
wwsssy Wemuatuszyn "nandntefe dsauludegiududsauiluny ludafalugaumsnla 9" nns
LLUa%aﬂawuﬁﬁTaﬂawﬁaﬂawuL%ﬂ'«aﬁﬂ%«ﬁmﬁ’uLLmﬁmmqfﬁﬂﬁwmuazﬂ%’%zug auatuBuAumIY "NaIEn
fofe" Fududunulneiflufewanimsssunefisfurionisueduyudy guuadenls 'In other words' &
dudnuiiimndlnaiesiulunundings  2adneivenueiiensmefuneuazassnuion
Toafuilomnoumin fm launy’ Wudnulveifanumnedndauasdugon wnw' Tuuduninneds
unuu vidnms vdemdisundnfiduauenansvesdean nmsiidenn lsuny’ Tsunefamsnngadamie
vevdnnisasdl lugnussuda guuaRnnisuanssiaitu "lacking core” wdo "without essence” axlal
ansodeansaumnglrossivssansamlunmundings Seiedulaly "fluid' Wusudnlunsudaiite
wanddiudsnislansutaderu wae "fuid Tuuiuymsdiminemnefanmiasuadans lud
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9. N1suuaAsuAU (Semantic Translation)
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1) nmsudansl LAIZRAIUNIIAUINIGAIAY

A108199NUNT 5:
suatunwing (1 180): ludagiudwnulnglandyianuinnasaveyaiasiay
wialulagansaune

aﬁ’uuﬂammé’mqw (BUN 115): At present, Thai society has advanced into the era of

information and communication technology.
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"At present” W91 "Currently” ﬁmmLﬁu‘vmmiu,azmmLLaJlus]’ﬂumﬁzqﬁNnaﬁﬁaamﬂgaaﬁué’ﬂwmz
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mzlzasiuUTunesUsamalng A1 "Lﬁ]’%aﬂwﬁw" dudnnulnefifianumnedugeu Usznaume
"y Seunefmsiaudemsvenediludin uar "wnun’ Femnedinisedeuliinmunegs
TS masuady GJLLUaLﬁaﬂisg "advanced" %ﬂmmmﬂiamqum’mumsﬁuaqﬁgqmsﬁ@umLLazmﬁﬁn‘wﬁw
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2) MswlakulAanIIneIAaRsuazUIYYI

A10819NUNT 5:
suatunmwlve (M1 182): nszuIuNIsAnNIINgImansiniesasnuiivgiinaduila
dAgy

QﬁULLUammﬁﬁﬂqw (¥U1 116): The scientific method, which prioritizes rationality.
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10. n1sUSulmnuInIusssuUatenie (Domestication)

msufulmantuiausssuumemadunalimsuaiineserdorudsednuazenuuladngslusis
ADITAUEIII MULLIAAYEY Lawrence Venuti (2018) nmsUulmanfuTamsssudanemslalavaneionis
yhansiendnunmesfausssunuatuwdunsassasnudonssvmsassianssslunouansaanla
uazinfdla vidnmsdduenaitifememnanaunaiivnzay wuwanafndulessseunsuridielng
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1) ASAANISAULUIAALIDILATDITIILAZVDIVAY

Fa08199nUNd 1:
puatunwlneg (M1 78): MsuszneufiBnssuiyuefumsdszneuftnsuasaesiutunoundos
393t 2 Tu Tudnagnanne aeluussgedossswesds laun ey W)
Fo Weandl mfade witod
atuwUan1wgengy (1/1‘1:’1 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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2) MsuUadeNuuas IansIINYN

A108199NUNT 3:
suatunwlng (v 127): weeianaintuly wu Tuain luanevselumet

atuwlan ¥9inge (M1 81): Chaeng was made from leaves, such as palm leaves,

sago palm leaves, or pandan leaves,

freensnnunil 3 iumsutadefisuas Yansssumtiamsluiaussaulve suatiuszyn useh
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funslefieluaussalng f1m ure guuansludu "Chaeng” inszdufodmanamefilufdfiouidss
Tngmsslunwndangy msneneuwdaoraiilngydsnnuamzazamesdng dwmivdeiy gudalsnis
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3) N5uUALUIAALTRIEUNANAENS
A8819NUNT 4:
auatunwlng (run 143): "ﬁmgmaium" ﬁaﬁﬁaaamamgma‘iuﬁ
aUuwUan ¥eenge (M1 91): The "Khru Mo Nora shrine” is the residence of Khru Mo
Nora.
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A2981991NUNT 4:
AuaTuUN Y M1 172): 91319735015 "now’”

aﬁ’mﬂammé’aﬂqw (¥U1 110): the "ceremonial exchange" method can be used,
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11. nsUsulaseasnnazn1sInsstisutilan (Restructuring and

Reorganization)

msufulassanuazmsiassdoudonidunaiinisudadifiruddylugeadefivoyaiinnne
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Lﬁmmsm?iaul,maqgﬂqumiﬂ’wLauaLLm'LﬁumiﬁmimiLﬁEJ'Jﬁ*u'i%ﬂ1iﬁamsﬁﬁﬂizﬁmﬁmwﬁm%’ur;;a'miu
Yansrsuuaruiunln vdnnsddyomsuiulasassdenslangenlufaussaumatusiounin
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1) MsUSulaseasALUsLaETURBUUS UR

A10819NUNT 4:
suatumwilve (M1 150): Funeunisdawesessulmn Tudenseaayainusianmuiiig 919
vaudwIY 1 Tu uagyr1uTivuuteuLagLHoNTE Y. .

atuwlanwsangy (¥ 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...
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%aagaaamﬂu%umauéaa 9 Py Funouusnie "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” #3570ANTIUNLALIVOINUNITHIBY
fugnubimedy mssuilluladunsesiaesvazden  uwadunisdanguianssuiievesiulmdunuig
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12. nsidanlaArdnnianizng (Terminology Selection)
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A198199NUNT 3:
auatunwing (w1 108): maunnsuuazdumauwuvawniion unlulaufasnisleyves
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atuwlanwangy (WA 69): In Buddhism, although it is an atheistic religion, it does not

deny the existence of deities.
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atuklan1w19ang e (w1 68): Deities are celestial beings believed to reside in heaven

according to Brahmanical beliefs.
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atuwUanwangy (WA 79): Thuat Lak Khet, it is believed to be multiple entities with the

forms of humans, tigers, and snakes
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malevolent spirits
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14. n15USUUABUMSIAUSITY (Cultural Adaptation)
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suatunmwlvg (1w 199): Jagduanullenimusianiuasazasiusanas
atuwlan w9engy (M1 125): Currently, the popularity of Thai folk music and Nora drama

has decreased.
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atuwlanwsangy (‘1/1‘1:1 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.

freensnuil 2 unsdanstulssleaiiivoyavuuuuazdureu suatiussyn "anusnves
unassmar iy nandmeuassunay uueunduuarduduaseniusniningenie Srlndines
flogondy Auludmauasnfiuienisuasndeumisansnainesnin’ mawdadssloaguasdureuines
mﬁi’amﬁmiwﬁuaz%’mzLﬂausﬂjaagaaéwsamau ;JLLUa%miwﬁimiﬂaﬂﬁﬂizﬂwaﬁEJam‘Uizﬂawé’ﬂ
anuaufie MIssyaIniisidmaie MIeuianIuNImMAN (NMsueuvduLAuTE) uarTIEaBEnTas
domluemuiy  mmiiausveyatiuslulsglenierlunundinguasiilugeiusdnaamuiazennae
msUszanana Jndulasenduaessslealunuula IneUsgloausn "The first scene of the Chalawan
Crocodile story describes how the Chalawan Crocodile is sleeping and dreams of ominous signs" Wu
nsidlassuazeuieanunsamin Usrloatuelunoualaunuansiodladmiuneandoniivgn
11 Uselenfiaas "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" Wunsdnszideuneazidenves

AnudulusUluuYeITendnlan n15lulaseasne "The dream involves..." ¥Igas19AweslesndaLau

xlviii



futsleanoumun uazmslaguuutlassamaguun (Parallel structure) lunisthiauamamsnians 4 vl
geuannIaRanularITsandenlanety  msuudsuidindddonzuagnsinavesnmsenily
mMwSingy maksnveyaiuasausanimnefivangay lusduiiuliuaglusiiuly gorudinaily
mi‘dizmamaégaagaLwiazéauﬁauﬁ%wé’qaﬁuﬁﬂlﬂ waznsidonlasdnmian 'ominous signs" WnuNstUa
R399 "bad dream” 3o "nightmare” o ldaussenAkarAUMINETaEn M1e "ominous signs'

'
aa v

FoteaneeniltvdAglazonramenssunndsaannassiuanvazvesnuRulussanssulng

2) nMssusazuwenyseleaiaussansanwnisaedns

A2819NUNT 2;
auatunwIlng (MU 56): N13AATOIABNITUITIAIAUATINOLAAIAIUATNLATUBNNATILAAS
MUBLUTIVRRNNINTUFIN T VRIAMElUT waztdun1susen-

duitusTvyauluguwusunsunie

atuwlan 99Ny (M1 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.
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1. MswUakuuns9n (Literal Translation)
fo8na:

auatumwlng (i 228): unuAnuea

atuwlanwangy (1 141): The Pali Verse in Front of the Shrine

Tuiee1s "unudnnma’ gulauvaidu "The Pali Verse in Front of the Shrine” guualalsns
wanuunssilasulaunazesausenaumuaumsnelagnss "unund” 1u "The Pali Verse" uay "winena”
\Ju "in Front of the Shrine” Mmsuailitesnweudaauuasauuiugwestemvellagluinisiny
yieusuidsunnumne  Tugeruilalaviuiiruduunnaounvuddlsluidnsamuuuyn sl
ﬂa'i'%mﬁl,maqumqéfﬂuﬁaaéwaﬁl,ﬁa%’ﬂmmmgﬂéTaaLLazmmLL:u'usTwsuaa{faa&amﬁ@uuﬁﬁﬂmLawwﬂu
U3unvesiBnsukarnURTRvemaLTinesnIsaILu1ge wnesdinisuuBeusauitelniin

ANUTUSTTHYIR NS INGUUARNLETTBIAMNBE AN TN

2. NSYNUANT (Transliteration)
0897 1:
auatun wlng (U1 238): Tus

atuwlan1¥199ngy (w1 141): Nora



faensdi 2:
auatunTelng (MU 236): WA
atuwlanwsangy (11 152): Mekhala
faensdi 3;
auatunwlng (un 228): venurawue aluululy
atuwUanwsengy (1/1‘1:’1 142): The sacred Pali verse | proclaim, With "No-Ne-No-Nai" |

exclaim

Tunsudamdnniamemeansssunufiensl rszLﬁJaLﬁ@ﬂi%ﬂﬁ%%ﬂﬂiﬁuﬁwﬁLﬁéuLﬁmf‘ﬁ’umﬁLLUa
wnseswm  HosnnAmaniteuddymetansssusasduendnuaiansdiluenamadieuidesdiun
sdlunmndingule dnsudin Tust Agnitudmndu "Nora" mudasdnaulasnudeiameilanssdude
YesfaUymsuansTitiendnualamzvesnals  msulauddy wu "Southern Thai Dance” wie
"Traditional Performance” %ﬁﬂﬁg@ﬁammLﬂuLaﬂé“ﬂwajuazmaa;wmmL%ﬂ%ﬁﬂ'i’lLﬂumsLLamﬁ'ﬂU
nslas "Nora" ﬁaaiﬁéém%uiﬁﬁﬁaaaﬂmﬂiLLamﬁ'Lawwmzwmzﬁ%mﬁm

dwmsu "wear” finanendu "Mekhala" z;u:daLﬁu’hﬁ'ﬁa%amméhazﬂﬂmsimmiﬂmﬁﬁwmw

o w

dfigy Lﬁ@lﬂﬁawL%aﬂwsL%auiaaﬁ’uaﬁimﬂisué]yuaﬁ’u BTLLUaLﬁaﬂﬁﬂvslﬁs:émlgﬁuﬁaﬁummLLUaﬂ’LmJ'LLav
Lsauim&J’mm@uuﬁﬁsuammumvﬂswﬂamﬂmumaﬂmmuﬁﬁmvaumﬂ nsdnaulatifoniesnuan
aﬂmaqmmmmmautﬂmiamaimémlmauimﬁwwLLavLLuaﬂmiﬂu q FRevesiuTaussUlng
froenet 3 Smmwmmeduirumszaesdanistussalssneuiitneumnemeniuas
AMUAIAYNINAUNT TLIT3ALIN "UBNUIAUIULE" pgt,maLﬁaﬂisz?mst,l,ﬂaﬂmmmalﬂu "The sacred Pali verse
| proclaim” @sdomnumnevesmufnnansvssunanneuaesnaaiany a1y Tuululy luussiin
fiaeq ;JLLUaLﬁaﬂI%miﬁuﬁwﬁLﬂu "No-Ne-No-Nai" Imamauﬁwméammaﬁmm wsg Tuwluly Wudes
Funsonmeiuesfiamszianzaslunmsuandlus lziﬁmmumEJﬁLLﬂuau’Luﬁvﬂumﬁwmmeummﬁw‘lu
1585195 INZLATUSIIINIATEINTUARY  MsTTuiarsdnwdnuasEsar S anssainligeinng
dfynonisladnuazvenuandlus uaziAsesnefyaTIsusUaniunseenidedaenss laly
fndnmiiRaumngludnsaziiily msludm "exclaim® dieduifatu "proclaim’ Tuussiiusnitadn
Tassasomadsswesunniwninsduiaes siloutuauatuunmsasisnsidenloamadeduniw
5ﬁﬂf]‘lﬂslil’381‘1;‘l_l1/lLLﬂaﬁﬁﬂwmzLﬁquVIﬂSJJJ’mﬂ’JI’m’l‘iLLUa%IaEJLLfTﬁ nsulailonaisnaunausymssuUa
mumneuaznsTuiiaglaiansuladmsuaniitaumneddyuaslymsufnndnsuaniia

AUAIAYNILFILAZIINIE

3. MIHIBULABIIAILSTIN (Cultural Equivalence)
favens:

puatunwing (nun 228): aglmegidunay



atuwUanwangy (1 141): To honor teachers with a bow

m3ua "arlmagidenau’ 1u "To honor teachers with a bow" idumslamaifisuifesiausss
Tuuiunvesunsesnsesiifureu gulanesdanmstuuunin "nslmas’ Saduiinssuitaruddninddlu
Tausssulnelaganglusunvesdalznisuandlus nmsdnaulauda "lwgﬂg" 1Ju "honor teachers" unuii
algmsviudwnidu ‘wai Khru! ﬁLﬁlaﬁ;ﬁﬂﬂ’mmLﬁgﬁiﬁlﬁﬂ’;ﬁﬂm’l%‘iﬁﬂi/i%‘l.léléﬂuﬁﬁﬂa aud1m "honor' lu
awsangudedinsuaninInAIsw MsengeswaznsmiAesh eATOUAGUANLVINENANYBY 'nsla 4
lulfisamsnsyrhmanenmumidunisuanioenienunasnainlanse nisdiia "with a bow” ffteraeln
&Jé’lul,%ﬂaiwﬁmimzﬁwmamamwﬁlﬁm%aq A "bow' luSamsssuny uanidunisuaniaanaatsn
ﬁéwué’sﬂmpﬁﬂaLLﬁi'mhimﬁauﬁ’U 'mslwy wuulneiiinsussuniiowaznusweuniidedemnumang
ﬁugmmaqmﬂmmmmLms‘wﬁaaﬂmﬂﬁaulmsuaﬁmma TutsunvesunsosnsosaznsLanslus "3
1‘1/1’;?13" femumnefiandinnmsuansumsnilummsduitnssuideuloninuansiulssndluas

'
b

pilyanitdunensnainedn WunsvensuaznisuansmnundnmensueInseficemendals nsuda
wu "honor teachers" Sthsm'wamamﬁamﬁmiiymwmﬁmiwﬁﬁw "honor" fiarumneiangsnan "respect”
3l "teachers’ wnu "masters’ %3e "mentors’ fdunsidenifielmmngauiugoiurtily wim ey’ T
Uumasfialsnsuansveaziinnuminefininenm "teacher wadnilsnsdedsunumuesynienonaug
LLazqﬁﬁzyzyﬂéjaéN%’mwu LLazﬁLLUaﬁﬁ'}ﬁqﬁﬁqmzLLazmmlwaﬁlusuawmﬂ%”w gl "To  honor
teachers with a bow' Fsnunennuardomeiivnzauiudnuasveunsesnses Tunerniulday

[

MareANEIsNvesunnIwailuduiulusugydsnnumunendidey

4. nsUSulaseasnene/msasuriinn (Transposition)
89l 1:
auatiunwlng (mn 228): nsnselvaew devensin
atuwUanwangy (‘1/1‘1:1 141): | offer prayers with graceful stance, And ask the gods to
guide my dance.
fen9di 2:
puatunwlneg (1 229) msqwuw;auﬁu ostfumaviane
aﬁ'ULLUamw’lé'ﬂﬂqw (1/1'1:’1 142): The holy devas then gathered near, Arhats rose to set things

right.

Tunsudasesnsusn "nanselmaey twensn 1 'l offer prayers with graceful stance,
And ask the gods to guide my dance.” éLLUﬁlﬁU%’UIﬂNﬁ%NUiﬂ&JﬂLﬁ@iﬁaamﬁgaaﬁugﬂLmumi?iamﬁ
Tunwdings Tuanatuniwilng /121 "nsne’ WudnSenfiusuenisdnvarninadoulmesanau i
uwadsuniindr9innenduadnadm "with graceful stance” Lﬁ@iﬁmmwmaLﬁmﬁuuéiugﬂuwﬁt,ﬂu

s3sUEIRLNUUluMB8Ingy MIasuuastvinlunsivavesUsyluaftuarassdamsiuanzauiuum



3 uenanil guualausulassarslnsfiuassnum 1 winlunwilneoslissyUsssiuosadanag uay
Wagwan "wenswin' dudunisnseviialuresnisvens iy "ask the sods to guide my dance” &4
Nt ulazienlssiuusunresnsuandus

Tudeesitans "uguamseniu osfusiavans” guuawdaidu "The holy devas then gathered
near, Arhats rose to set things right.” t;;t,maﬂ%’uiﬂiqa;wﬁé’wﬁzyaaaéau uusnasuanlATEs L
N3N "uHyL” Lﬂuiﬂiﬂa%u’lx‘iﬁm:w;ﬂizﬁ’] "The holy devas then gathered near" ¥lnuselond
muauarnenen1sinmulunsSingy auiiaes ;ELLUaLﬁu%aagaLﬁ'&J’Jﬁ’ummuwaamiﬂizﬁw "rose
to set things right” #slallausngluanatilasnsmadumsfiauanuduntesiessn msusuiasu

wianfiiteviinauidaiinnuauysataziunlangudmiugeiunwsingy

5. N15v818A13 (Amplification)
faens:
puatiunTilng (M 228) lunivsay n3agniud
atuwUanwangy (W 141): In old Jambudvipa's hallowed ground, Where

enlightenment was truly found.

Tunswda Tunivwuy m%’aggauﬁ" Wu "In old Jambudvipa's hallowed ground, Where
enlightenment was truly found." pgt,mai%ﬂa"“s%misusnEJmmLﬁ@iﬁﬁémmmé’aﬂq%mmLsz]uﬂﬁm'%w
yaTusssuaymaulaogsints mMsveeAnsidAgfigarenaifindn "old' uay  "hallowed
ground" Lﬁaa%maé’ﬂwmwaw%wm Tupuatunwilve "My LﬁuLﬁm%aﬁuaaamuﬁﬁéjémlmEJS'?fﬂﬁ
fugrumanvsmauazalauinmnedorivlanlumaumvsiduanuidndans  undmiugeuma
A #1791 "Jambudvipa® eaiduifissdeanuiivlan q E;LLUaﬁQLﬁNﬁ’YJI’] "old" B UIUBNEIAIINTLNLAE
UsyTRmanssusuy waz "hallowed ground" Lﬁ'a?iamwwmaLéaQﬂawuﬁ’ﬂéﬁmésuaqaawuﬁLwﬁ‘if usn
il ;jLLUaé’ﬂlo;umsmmﬁﬁ'] "m%’ai" S?fﬂummlwaﬁmmumamwwmmmmamﬁﬁn%& Tnaudaidu
"enlightenment was truly found" MILANAIN "truly" lziLﬁmLLm'Lﬁumwmﬁﬁwmmﬁm%’ag LLsié’J’aszf’Jaa%UN
aralalngoundlilanmsguassssuauadunsussgssalusedugean mslalasaass "Where
enlightenment was truly found" ununisudansalunssunidu "gained complete enlightenment” 1unns
ﬁu&n&Jmmiw;mmiagwmﬁsmmLLazmmgﬁﬂ Toonsly 'was  found" ?%aﬁﬂmsﬁuwuﬁﬁ@mﬂ'maz
ﬂmué’wﬁ@%qaamﬂgﬁmﬁummLé’?’j'a‘v]Nwmmamﬁdwmsm%’agl,ﬁu?%aﬁé?aqLLmamLLawisqﬁﬂ N13818AY
Iué’aaéwiﬁaﬂmsﬁaqiNmﬁwuﬁiﬁmwﬁméﬁjwuwsJLLaw;émmﬁ’umﬂ ;JLLUamwﬁﬂiwmsLLﬂami«%’haw
ylngoruladfodifiuiadenienfuduveyafisndudelnnoulafuszaumsnniseuiiawyso

wazilanumnemfiguiuge U ety
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6. NsuUaLUUAAY (Interpretive Translation)
f89di 1:
puatiunwlng (M 228): (309519893 VIAENEY
atuwlanwangy (‘1/1‘1:1 141): These lengthy tales of mystery deep, In Pali texts their
secrets keep.
fe9di 2:
puatiunTilng (M1 228): sguameE YaTEIALRTy
atuwlanwsangy (W1 141): Don't merely listen for the sound, But seek the wisdom to
be found.

Tunsuwlasieenausn "538951787133 U1danau” 1w "These lengthy tales of mystery deep, In Pali

texts their secrets keep." HUUAlYNITAAUNEAIENANIANUVINYAUFITNYT  ANUVLNBUHILAY

=

USINAYOIUYINABUAIY NSRANTIEN ”zgwqmﬁamimﬁaumﬂ "aandy" ddlunwnlnemneienim
UATTiAMENEY 10U In Pali texts their secrets keep" guUalafnmuarumsngues "Fndu lulaiduany
%’Uez?ausummmLLﬁiLﬁummﬁﬂé’waaL‘ﬁamLLasgﬁﬁaqumﬁsziauagﬂuwmﬁméﬁﬁ?u msly their secrets
keep" a%amwé’ﬂwa}uaaﬁﬁwmﬁiﬁLﬂu;;:l,ﬁu%’ﬂmmmé’uLLazQﬁﬁagaﬂUﬁm%aLﬂumﬁammﬁazﬁau
aidenarAuAsaefuRs T ausssulne uaﬂmﬂﬁ mﬂ% "These lengthy tales of mystery deep"
W "3ee5enas Adunsienuidiiudifienune tne "mystery deep" Tufisaundedruenives
Foasnundiusuenisanuindauasemnuaumueiion

Tusheesiides "ogaunngty wesenmuatt’ guuauvadu "Don't merely listen for the
sound, But seek the wisdom to be found." ;ELLUaI%miﬁmwmﬁamawamﬂ%%mwﬁﬂﬁqﬁaéLﬁawa‘”ﬂﬁmau
il msfmuidaaufenisuasunn "eeaumns’ Fomnedsnishadisansedednes 1y "Dont
merely listen for the sound” EJLLU@VLG;}aﬂ’)ﬁm’ﬁﬁﬂﬁauiﬂumﬁLaa‘lﬂ,ﬂﬁﬁaxﬂﬂﬂugﬂLL‘U‘UﬂWEJ‘u%JﬂM%E’Jmm
1wmmaaLﬁmLLG}I’Lﬂ;aJ;ﬂUﬁLLﬁuLLﬁéuaamwwmsJ au "gmiwﬁmuaﬁ’u" %aﬁmwwmahau%ﬁmquLﬂ%@ﬂu
PUATY ;JLLUaiﬁqammLﬁu "But seek the wisdom to be found" Fardun1suenuszANULANANITEMINATT

WaoANU T UM LT agANTIAY  MIARNLAENBULLIAAN NNNTAAUINTDINITHEN

' Y A A A Y ' ol
LLEJ%?%‘WJ’NE‘UH‘U‘L{’]&I maawﬂimgﬂmmmm

7. msudanvuifisumi@emni (Functional Equivalence)
Faoendd 1:

auatunwlng (Mun 229): seanadlew @ fandela

atuwlanwangy (‘1/1‘1:1 143): To sing with joy in every town.
Faoenadi 2:

suatunwlng (M1 229): eglvnmls exlusuly exlnddla Jaleduds
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atuwlanwangy (i1 143); O Blessed Buddha! Dharma true! The Sangha purel We

praise your might!

Tunisudasegnausn "seamadlenn avandmla’ Wu To sing with joy in every town." QJLLUaIGg
nasnsulanuUsuB s ilaegauunsamansenuiifisumifussrmageusuaiunagyou
Uaneymaunudiazdaintunnumnemusisnes mssnaulefidfaiensaziierund Tew" uay "aTandn
To" Fadusdmmameynsmauniiygeuns fusnaulvyluquiae unufiesidaidu "Ocha Sawattisatto” 7
witlynougusaglunila guladeonmeveavniinsdeasdnuenal dsdemsuanseoniannuda
ALguRazNsassEsyluuTunveInIsuanadauz wu "To sing with joy in every town" Feasranmanval
voamsuansidiuilumeanugy mawsunsAaUgluinmuuiiazanuifiadremisendun you
mwdinguazannsailanaysiniiensuaifertufugivmuatiu laun ardfduiuasnineduaasmng
INIY YU

Tuseesitaes "oxlymls evlvsily exlnddla dolosudy gulauwladu 'O Blessed Buddhal

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

s
v a

Anpansgs mawauuuiisumndanniluiiiiievestunisanssraunsanmsameuniinansadatuly
INUTITUUAIEN ;JLLﬂaLﬁaﬂﬁ%%ﬂmﬁwmﬁ "Dharma" kag "Sangha' LﬁaqmﬂLﬁuﬁwﬁwﬁﬁgémmi’umﬁ
aulannsmauineurnues uilauladdu 1 lmdunwdsnquitassuanssnumsorsuniimiiion wa
"azlvnmls' (mqmméwazwwm%ﬂ) \WJu 'O Blessed Buddha!" GjLLUﬁI%ﬁ’]@qVﬁULLazﬁ’]ﬂmﬁwﬁ‘ﬁﬁ;ﬁ\‘i
mm'gﬁm,mswuazama%ﬁy ula "oxlusuly’ way "evludala” 1y "Dharma true!” uag "The Sangha pure!”
guialymanuiniiunuanRsuiaviuasunats s deledude Jadudasnadygnuiadu e
praise your might!” fideflanisengesmdssiunadudnians nsluedes mnegviu 1" aaesiausslonme
arefamsuageussuiieansadatunaainiun v‘iﬂﬂ;;gémlo;}%wwaumiajmﬁm%zy@mﬁiﬂayﬁaaﬁ’u
pianunundauacty  wnlilalssifertuemniinsdeanslumumsasaatyuarniskansaua

nonszinunselagninwila

8. n1swUadana1u (Communicative Translation)
Faoenddi 1:
auatunelng (Mun 230): deluduin e
atuwlanwaangy (w1 143): The king commanded she be seized, They whipped her,
placed her on a raft
Faoenad 2:
auatunwlng (Mun 249). Weudumeiiewn detumasueaes
atuwUan1w9engy (w1 172): When fourth month turns to the fifth in time, Tigers hunt

by the canal's line.
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s v v v |
o

fronaiumsiandesiitiiemasunuarensuaiauay lunsulaunsosnses "dewausn Blouas
asun’ 1y "The king commanded she be seized, They whipped her, placed her on a raft" GJLLUa(;lja\‘i
i‘iﬁ&l%@ﬂlﬂﬁﬁﬂx‘iLLG]ILﬁaMWL%QWiimuﬁLLG]'EQJJQ(?]VEN%JﬂUWLL'iQﬂ33‘1/1‘U‘1/1N@’]ﬁuﬂjLLazﬁﬂw’wmaﬂmiﬁﬂLﬁm%a\‘ﬂi;é’éﬂu
annsoduiiale Tupuady "dludui @oudsaaun fdnvnznsiafinsedunarsainga asveudanisaiiy

wignsaiinelliosiuessluunl  danswwuuiiiduendnvavesunsesnsedlusidinussenemenisa

¥ ' '
o w v

AAQMIBAINTETULANTINGS TATIaTNvesnuatuinsdnaInunIsnszytaaume n1sds — N153UM

I
v =

— msadiny — nstula unaztuneugniudahilulsglendu q fiasienugansssuuazaulsniy

Uil nsudavssiiniiiduanunmelumsihwimallenuarersuavemuatu ey "diwdud’ wuda

¥ ' (%
v A o o

Ye1810u "The king commanded she be seized" 6'35Lﬂuﬂﬁtﬂm%@yjaﬁﬁmmﬂamiiz%aaﬂmaﬂ W
'3 arlisinglusuatuessipiuunulainrunnuiumeadesmnmsisualunsdeiuuazas
Tnwgaumesangie 19g9an N19ifia "The king' Telnno1ulalA9As 981U IUAYATINTULIIVEINT
nsvitladaautu nsly "commanded” wiunisulanssiadu "ordered” Lunsidondiiitintinuas
Aruidum1an1saInn §17 "commanded” doflssrunatilieadniulauazanuidnuavesnisinaulads
aonmaesffuuTsEIMAveImlsAUsdiinesn1sdoans Taseasns "commanded she be seized” §ily
JULUU subjunctive ‘1'7iLﬁumﬂmsLLazﬁwé’ﬁummé’ﬂﬂqw;aa Ay "Bloudsan’ éLLUﬁLLEJﬂLLﬁ%%EJ’]EJLﬁU
"They whipped her, placed her on a raft" Lﬁ'aa;ﬂqmm%’@L'«auﬁm%’uéém MTHEN "FEU" 4az "dIEgun”
uaeansnszrhmslmgeualadduresnisadnvladtuumuites dumsnssiudeailudoau dow
QﬂLLUaLﬂu "whipped" 6'?5&LﬁuﬁwﬁﬁmwwmamaﬁaLLazﬁaﬁqmmL%Umwwmaﬁam%’mw nsuUa "
aqun' 10u "placed her on a raft' LﬂjumitﬁaﬂLﬁaagwau@aiwﬁwmm%’mLa]uu,azmmL‘flufﬁ "Asaan’
Tusiunlveditfovosmsdulanienisadululng dhagludunisadneiilmgnssyhinsesadusiiwvionsia
m{[ﬂ}u "placed her on a raft" Lmumﬂ% "banished her by raft" #38 "sent her away on a raft" GUI?EJELW;m'i
wafianunszduuazinundongrewunnd  nadnsvesnsuladeruluseifernoumwsngulady
Usvaunsadlnaiestugisnuatiulusosnusdnenta arudiula wagenurlafennulsanuusd
voamsadlny wgeuarliaumasiuTausssumsadnwwuunglunausmnivamsowlausanseny
ysesuaazanuddyesvansala  natsmauladernuillatuiuniannaninyndemeamaian
BowuazmenenUsraunIImMI9eI TN IIve U s Tl lADgaR

Tuseesitaes "Heudnoifoun esunatiunass' guuautaidu "When fourth month tums
to the fifth in time, Tigers hunt by the canal's line." ;JLLUaiﬁi%ﬂWSLLUa?%aﬂaﬂmLﬁaa%uwmwé’ﬂwajuaz
ussEnMATiNe A Snguannsnlanarsdnla msua "Weuduwadeuwn’ W "When fourth
month tums to the fifth in time" guualafiudin in time" Lioansdangivanzantuunnd wavly
"tums to" UWNLAIT "IRe" Fsaruamdnuuvesmaisuulamesmanamesnadussiund @ ety
Wa3uAaes” QﬂLLﬂaLﬂu "Tigers hunt by the canal's line" ;JLLﬂaleiyLﬁaﬂisg "hunt" wi "8 iesannidue
ﬁﬁaﬁﬂwqﬁﬂswﬂmé’mﬁﬂﬂéjsﬁ’ﬂLauﬂiw uaw "by the canal's line” wnu "Sumaed” lileasenmdnvaesitui
warassdomedudaivgauiuunn
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muUalynadsnisuiadeninulunsaessineseiliiieasaUssaunisuniseuniiussdnsamuay
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9. nsidenlyAdnmaniznng (Terminology Selection)
Feenadl 1:

puatumwilng (i 229): waglaslan

atuwlanwsangy (w1 142): Three Worlds Deity
Feenadl 2:

puatunTilng (M7 230): 533

atuwUan1w8engy (111 144): Dharnmayut tradition

Tunsuladioenausn "wizlaslan’ 1u "Three Worlds Deity" ;JLLﬂaf;{aaLaaﬁ’ummﬁwmﬂums
FenlafdmmangnsiianansodomsunAamamauiuasfsgnidurouls  guvadndulaly  "Three
Worlds" ununsitudnn "Triloka" vi3anslusdu lpgfAsanMNvsNanaeUsen1s Usenisusn r;;ém
pyfunnanilugazauasiuwmAniies worlds' snnnddvunAvieduanan Ussnisiides "Three
Worlds'  anansadeansnmainvesuinfenisingnainelunmsmauilnosnsdaian - Aonisuusdngma

sanduausziv laun nalan gulan wazegulan nswinA "Deity’ iunisdndulandAauauiu e

s s
a

izq’iwﬁiﬂﬁﬁmLLmﬁmmﬂQﬁmam%ﬁ%a%’ﬂimzﬁmmLLGiL‘ﬁu%qﬁﬂﬁ%%ﬁﬁﬁwmﬂumﬁﬂﬂﬂmLLaz@JLLaIaﬂ
ﬁgqam E;LLUaLgaﬂI% "Deity" Unu "God" %39 "Spirit" stwﬁﬁiﬂuﬁﬁwﬁﬁLﬂuﬂmqmqmammﬂﬂﬁwLLaz
anInTossUATIMA NANEYIA e Re LAY

Tudeesitans "sssugn’ gudauvaidu "Dhammayut tradition” Insidenlunagnsiunnanseonty
ﬁaﬂ'13'%“ﬂmﬁﬁwﬁl,awwmﬂil,azLﬁ'm‘ifla%maLﬁalﬁémw,{fﬂ%%w nsdnauladne "Dhammayut’ 1o
uwnun1sudardu "Dharma-holding’ #3e "Orthodox sect” mszidusdmmamensiifaudfams

Uszifmansuaziduendnvananizvesmsaaunlng n1slamiudmm "Dhammayut’ wesnwianudu

'
a

endnvasazauwiug Tuvazideiuivhluyeuiiaulafinundntuaunsorumveyaiiudula ns
A1 “tradition” Aidunistuusuniddgyliosanwiglngeuailaiuiinidfessuuanudensonsuuat
anauneanun e UIAAUIUANNISHE AN "tradition” §3dafeAumaLlag ANuASHlLeAnWAS

Y
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10. M3udaunsaensas - n1siisuRes (Analogical Form)
feenal 1:
puatunwilne (nun 228): sndindadausl arlmagdoney nnsielvieu Tewensiym
atuwlanwangy (w1 141): | raise my hands in reverence now,
To honor teachers with a bow.
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| offer prayers with graceful stance,
And ask the gods to guide my dance.
feenedl 2:
auatunwlng (Mun 228): uanaziadaun LN veUsEMANN Frwaruniuis
atuwlanwaangy (w1 141): | call upon the deities,
From highest realms to earth and seas.
May all divine beings hear my voice,

And in my humble plea rejoice.

Tumsutasesnausn "snvinfaseurly aglmegidenou ninsielvieu deensva W i raise
my hands in reverence now, To honor teachers with a bow. | offer prayers with graceful stance, And
ask the gods to guide my dance.” gutalalznaBniafleuAssguuuy (Holmes, 1988: 25 - 28) lagass
Tnssassunsosnsesiiaennaosiuussindnisunenilunndinguunuiiesnenenudsusuusuuuunasy
Inemu@Isnys m'ﬁeﬁ’ﬂﬁﬂﬂ%ﬂaauﬁjﬁmﬁa (rhyming couplets) Lﬂug‘dLL‘U‘UﬁLﬁsjmﬁmio;ﬁ’maaulwaluué
Y93Iy ANl IuaANLENIeTuNIansh gulanserinnslaguuuuniSnguiuy AABB
(now/bow, stance/dance) ﬁ]za';'mmamwumqmiuaJLLazm']mmﬁ’LﬂgLﬁmﬁurgﬂmaaulw&Jf;uaﬁ’u s
%’mmsﬁ’u%’qmzLLazmm'}L‘ﬁuﬂizLﬁué’ﬁzﬂuﬂﬁuﬂaw;aEmsaa ;JLLUaLﬁ@ﬂiﬁt’ijﬁfumé’ﬂwaﬁﬁqm (lambic
pentameter) atnviadl 1 Wleasadameivngauiunseiueenides Swaennaosiudnuasvenaolng
ﬁﬁﬂgﬂ%’ugaw%aﬁaqﬁmaa uarnsly now' fimeussiiausnifiorisasedudatu bow' wafiuaiy
ismunazarniudagtuluiunisnsssi

Tuieesiians "warassedaun tawmgiinn veUsznmamn Msaduasulls’ guawdaudu 'l call upon
the deities, From highest realms to earth and seas. May all divine beings hear my voice, And in my
humble plea rejoice.” guUalaguuuuNMTTsuRsidusouInTulnsmIaTInLdiussEdlanUy
LLaﬂaﬂéN LLaziﬁg "deities/seas" Way "voice/rejoice" Lﬁaa%uwé’mﬁaﬁiﬁﬁgmamiwLiml,azagwqmwwma
ednydnual w1 "seas” lilausinglunuatiulasnsusgudadenlyfioasanimdnuaiuesningonm
mmqml,viwu LLﬂLLﬁiumagm Fadunsvengaumnees "LoLnHLN" (ﬁﬂﬁﬂéawé/ﬂgwamﬂnﬂﬂwqﬁléj
o) nanewnawasiinganntu sl "May all divine beings hear my voice” i "weafunsuRa”
dunsusulassasdmmnzauiuguuuunisesugiuluinusssung funn Tagly "May" usueniarmnumds
LA¥AISYBNT @U "And in my humble plea rejoice” Lflum3Lﬁuﬁamﬂmiuajﬁiaﬂéjﬂi'mgﬁmwﬂué{uaﬁ’u

LAASVNOUDIANULTD WAz ALEUAEIalaSUNITIS NI

lagasy nsudaunsesnsedtuniivde Tusdwminns avm@euasiSnssy’ ufsasnauininy
FuroularauUsEalnvainsulanufaurviamsssn  gudaladhnalsnisulaivannvaneanlyesns
WigauiuuTUNLaEaNYzaNzreullonIaaraIl  AWANTHUALUUATIFINILLAINILLE 1B IRYA

NNABNIT Msviudnmieshwendnuameiauessy  Waulimadlsumssinusssunviglvgeuela
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yosfmmaneneiaussTuLasmsulauuuiiny  (nterpretive  Translation)  lunsélinesaneven
amneiwnaswenident  dmSumsulaunsesnses ;JLLUaiﬁﬂszqﬂﬁisgmwﬁmmﬂa@ﬁami
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atuulaiifisudedlafuyoiuauaty uasvnufimsutadsiaussss (Cultural Translation) 184 Newmark
(1988) waz Baker (2018) fiuernsuladunisaevenriyiansssu LAENAIBNSEULAETULUUTDS
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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

Istam.

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): (a.wmaﬂaa, 2544)
English translation (p. 2): (Playnoi, 2001)

In translating the reference “(a.wawaﬂaa, 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): AU AVeIENTININITLIA]

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

Example from Chapter 2:
Thai source text (p. 47): Uselanvaeiionssulusilsing

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

In translating the heading “mmﬁwﬁ’ﬁysuaaﬁ%ﬂﬁﬂusﬂimg” as Importance of Nora Rong Khru
Rituals, the translator applied literal translation while preserving the semantic structure. “audAgy”
is rendered as “Importance,” accurately retaining its core meaning. The preposition “¥8y,” which
indicates possession or relation, is translated as “of,” fulfilling an equivalent grammatical function in
English. “#i5n33u” is translated as “rituals,” a term appropriate for academic discourse. For “lug1l5
A3,” 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 “UizLﬂ%%@dﬁ%ﬂiiﬂiﬁﬂiﬂﬂg”

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): WNUIANOIAIAATUIEN

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

Example from Chapter 3:

Thai source text (p. 114): WorBAsNs1 UNUIAVEE WiFTIIaT WoINEmsal

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

In transliterating names such as “WNUWIANBIEAFEUAT” 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 “U9” 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, “W19” carries broader connotations of femininity, honor, and status.
Similarly, “Wor3Asnsn” 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): 1N1zAT

English translation (p. 14): Koh Si Chang

Example from Chapter 3:
Thai source text (p. 123): LWIWURNN

English translation (p. 79): Phab Pha mountain

Different strategies are applied depending on context. For “in1z&@%3,” 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 “L“U’lﬁwj’l,” the translation “Phab Pha
mountain” combines transliteration and translation. The specific name “WUB:W” is transliterated,
while the generic geographical term “191” 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): Tus1

English translation (p. 1): Nora
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Example from Chapter 3:
Thai source text (p. 105): Iuiﬂﬁﬂﬂg

English translation (p. 79): Nora Rong Khru

Transliterating “lus1” 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, “Iuiﬂ,iﬂﬂg” is transliterated as “Nora Rong Khru,” extending the same principle to a more
complex term. “Iﬁdﬂ'g” 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): NMANANLUA

English translation (p. 80): Thuat Lak Khet

The transliteration of “meananiun” 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): Jusndumssuiieyrinmianfie wszdeis wizuisen wasnsensmly

ANFAUINITNUE
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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.

» o«

Thus, “W5de35” is rendered as “Shiva, Wizuﬁwﬂj” as “Vishnu,” and “nsgnswu” 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, “GaumsIvinal” 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): TUNIZUIOTUSTINTAIUY

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

The translation of “JuUNTe¥IDTUGIINLAIUL” 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 “iuwsg” 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): aamugmedensvadlusilug daudu ihiludunsnisvesua’
English translation (p. 17): The social status of a chief Nora is reearded as an “informal

leader of the community.”
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In this case, the translation of “Iuiﬂﬂﬂqj” 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 “éﬁwﬁlﬁtﬂumami
VOIYNYUW” is rendered as “informal leader of the community,” a concept familiar in Westemn
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): WALilagnsUnaNINRMITRLHUN
English translation (p. 38): a city called Udon Binja, which stretched five hundred thousand

fathoms in area.

In translating “91” 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 “31” (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 “Iusﬂmpj”
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): theuglamensemidlosamnunazaesuinmismswiuasvilude
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]

- “ghewglvnensen” (subject)
- “ERIANNINILABITIVIANNM” (causal clause)

- “Almdmviuasndluidy” (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 “shewglasnenszidleseumaznesainnislndiuasniluide” 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
“siwamalmwmzm” (the subject) first, followed by the cause “Lﬁagﬂmudwzﬁaﬁwﬁm%,” and
finally the result “dslmasviuaeniiluide.” 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 “lynduasnilude”
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 “lwada

iu” and the act of fleeing expressed by “nilluide.”

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): M3UsEnaURBnsTURU LR aflodluituiinandsdus Tngluslwifuy
A1mAaT

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 “msUseneuianssusauaadiodlsituiinanslsdus Imaiuiwiﬁ@ﬁquu31®ﬂgﬂ,”
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 “ﬁgﬂﬂﬂuﬁg&lﬁaﬂ” 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 “lusluatisneudeuausesliiuun Jusenmavasmaudunsiun ‘wu
U’” as “It is presumed that the Nora tradition previously included many performances of this

rn

story, leading to the character being called ‘Pran Boon’” demonstrates a complex, multi-layered
structural adjustment. A key shift involves changing “Teuaw” (a verb phrase) into “included many
performances” (a noun phrase construction). In Thai, “Devaw” 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 “Tusiluasioneu” 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): TudagtuiimssimunusudssmssuduuuumyeazEonn “mssn”
Tnglawes1s1uau 5-9 au Aon1suane 1 an

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: “n1sWaIUTUUT” (no explicit subject)

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

“mMeiaUTulse” (nominalized action) — “has evolved” (verb)

“N1531” (noun) — “dance” (noun functioning as subject)

Tnele” (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 “ﬁmaﬁ@umﬂ%’UUE&” 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): Y14
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 “w14,” 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, “Y19” 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): L‘Uiymmﬂizawﬁ
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 “LUimeﬂU%awi,” 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): aniuluslngth “anaa” mgwjﬂiﬂuiw
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): \R8uAg

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

in handling “@AAa” in the sentence “mntiulusilvgyi ‘@npan’ wymulsdlus,” 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 “Lﬁ&JUﬂ'g,” 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): JgndinNIAN iﬁTLLﬂ' Wi%ﬂﬁ]lﬁmwmlﬁ?’l
English translation (p. 69): Sublime Deities, this group includes the Paccekabuddhas

(solitary enlightened ones).

In translating “3gvainann Taun Wizﬂ'ﬂwﬂwwm%ﬁ ” 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 “W'ﬁ%ﬂﬁ]tﬁmwmlﬁ’l” 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 enlishtened ones” conveys the defining characteristic of Paccekabuddhas—
beings who attain enlishtenment 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): MIn91¥84 ﬁgﬂmatﬁmﬁwg ﬁﬂaamagjﬁﬁwméﬁwaq D NDEALN
WINAT

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 “mméwmaa,” the translator employs amplification to provide essential
contextual information. The original text states: “YIRBIVBN ﬁgﬂm&ﬁu%wﬂ ?1&6561@@;%3’1@@’1\‘11/1@\‘1
9ILNDANT MIANTY,” 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): [0uau&uUSU
English translation (p. 30): someone who is unreliable, which means they are fickle,

untrustworthy.

The term “&uUdu” 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, “dUU3U” 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): 1iay 3 lvim o 5 lrlanang
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: “IWn7” 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, “ZWa"/mg'd” refers to the
burning of fields after harvest or wildfires spreading across grasslands. Based on this understanding,
the translator renders “I#n71” as “fire from the earth,” an interpretive expression that helps readers
grasp the idea of fire emerging naturally from the ground. Similarly, “ZWaﬁmglo” 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): mMsUseitunss viie “m3duas” fe nefussgniggalssavle
Ussnnmiiauandesn

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
“N15UsEVIUNSS,” which carries a formal and sacred connotation. Etymologically, it derives from
“yY5e9iu” (to reside, often used in reference to a monarch) and “ns4” (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, “N153Ua4” 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): JgnEian laun wsennsian nszUdalanumsian wasnszasiundanan

Hlaussalinmny

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 “3
qnatnany” consists of “Agns” (purity) and “197297” (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 ”WS::‘LT@L%JHZW/W@”?”, 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, “Wsrasiundalan” is translated as “Arahants”, another standardized term in Buddhist
discourse, accompanied by the explanation (those who have attained Nirvana). The specific nuance
of “Tasan”, 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): #wwasiiddunaddvluignssuniswdeuau laun Weua3 Tuuuun

399717 AUAUTA LIIULUULT HUBATND

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 Aﬁymmg, ﬁUifillumf 57\7?77’3, FUAULR, UIUUUY
{973, [ulazye9. The translator handles each item using different strategies depending on its nature

and level of cultural specificity.

The term "Lﬁ%/‘liﬂg‘” 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 “au
Lfy’illumr”, the translator uses functional equivalence, rendering it as “holy water bow!”. By analyzing
its components—2% (container) and L??i/umf(holy water)—this translation allows readers to
immediately grasp both the form and function of the object without additional explanation. The
phrase "57\7?771.7 ”is translated as “ears of rice”, selecting terminology familiar to Western readers
within an agricultural context. Although “53¢” 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 “fuauiin” 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 “Uautuuiifi”, 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 “&/
%2”. This ensures clarity and accessibility for the target audience. Finally, “iSuiagnaq” 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): Anuasesngrueluslanengluyauilanaguelusdu "dign

WIRIU"

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 “maﬁffy?” 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 “ﬁdﬁQﬁW’J\i
1/iy71/” presents another challenge due to its culturally nuanced meaning. In Thai, “7/13\77/;71/” 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 commmunicate 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 “@3T” (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): na113ntivfie dnulutagtudufnuilsuny ludafelugeunisails 9

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 “l54n1” and does
not adhere to any ideology. Translating this requires a deep understanding of both sociological and

philosophical concepts. The phrase “na72dn1E/As” functions as a discourse marker used to restate
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or clarify an idea. The translator renders this as “/n other words,” an equivalent expression in English
that maintains coherence and continuity with the preceding discussion. The term “Ziylmlu” is
particularly complex. In Thai, “Lm'u” refers to a core, essence, or foundational principle. Thus, a
society that is ”Z;Lmi/” 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 "Zl/%ﬁ@?ﬂ@@llmmﬁ@ 9”7 is
translated as “lacks adherence to any single ideology.” The word “adherence” effectively captures
the sense of strong attachment implied by “g99.” 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 “adsAuluta9” 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—Iliteral, 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): lulagtudsnulnalaasayiavuingeaveyavaisuasmalulag

AN UNA

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 “lu
ﬂmgﬁ’u” 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
“dapulng” is rendered straightforwardly as “Thai society,” maintaining clarity and specificity. The
idiomatic phrase “ Lﬁiym%ﬁ:ﬂ ” 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 “5@3@@%@@6&1@315&%LMﬂIuIagawsauLwﬂ” requires
careful handling. “f?ﬂ@j” is translated as “into the era of,” expressing directed movement into a new
phase. The word “gA” becomes “era,” reflecting a historically significant period. For “%ayjaszinmﬁ
wazmnaluladansaume,” 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): nsyuIuNsARVNIneImanstnfosesruiivainaduimladfy

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 “ﬂssmuﬂwsﬁﬂmﬁmmmﬁmg%ﬁaﬁfaammﬁm&;
fnarduinladAty” which requires a deep understanding of the philosophy of science to translate
effectively. The phrase “NSEUIUNSAAMNINGIANENS” 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 “?Jmﬁaﬁ'aammﬁm@;ﬁwalﬂuﬁﬂﬂﬁwﬁm” poses another challenge. The verb “Bnfia” 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 “mmﬁmqﬁwa” 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): N15UsenauRsnssullyveiuNsUsENBUNSNITHITARNaULTUNB IR

=

Fadl 2 Tu Tudnaznmane Meluussesessweswas lawn Weg 1wen

V@D LW NTGED el

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" (Lﬂéaﬂiﬁﬂmaﬂﬁuﬁﬂ)—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

XCvV



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" (Tuneuvaes 2 TU) 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): wwsvhunanluly i Tuain Tuanavselume

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 “U¥3” 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. “luain” is translated as “palm leaves,” using
a familiar and accessible term for Western readers. Although “31n” refers to a specific type of palm
(nipa palm), the broader term “palm leaves” enables readers to visualize the material more easily.
“ELumf;]” 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. “1UL(?181§1” 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): ‘Hsagnuelus’ Aofidsadinvosagruelus
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 “fa” is translated as
“shrine,” representing an appropriate domestication choice. While “$i9” 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 “ﬁaﬂaﬁm,” 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): 9124350115 ‘oW’
English translation (p. 110): The ‘ceremonial exchange’ method can be used.

This example presents another translation challenge involving culturally specific practices. The term
“Nau” 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 “nau”
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): Tunaumsdnasaawulm lodensygayainusiinmuie mueu

13U 1 T wagyinvIvivuursouLasiden s . .
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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): maummsusaztiumaunuveimiey ualilaufiasnsiegveunian

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 “@wnitien” (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 “inIA1” 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.



Example from Chapter 3:
Thai source text (p. 108): “inIAN ﬁanqmaamaﬁw& L%aﬁumaquuaimmiiﬂ ANUANLTDVD

ANFUIWI N7

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 ‘mefing’ believed to reside in heaven according to Brahmanical
beliefs.” This translation requires careful handling of multiple interrelated technical terms. The
translation of “mefing” 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 “maﬁ‘wé,” 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): mandnivn Weriunflogwaneesn Isuneduau douasy

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 ”f/ag%ms/amf” 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): INAVIDDILNA ﬁa?ﬁﬁLﬂu:ﬂam&ﬂwﬁﬂmmL%Uﬂw“uamﬂﬂa 213LAAIN

N IesfLaz I8t

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 “3@@’1&4%85&@8’3@@7&4
BJ'WEJ%L’J’;WEJ” 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): MIUAINEN

English Translation (p. 49): Adornment Ritual
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This example reflects a concept related to preparation for ritual performance. The Thai term
“AITWRINEN” requires deep cultural understanding. The translator analyzed the components: “ Tk
refers to dressing or preparation, while “wan” 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 “NIuAINeN” 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): N1538UWIY

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 “Ms3EuwIL” requires interpretation at both the
physical and symbolic levels. The translator analyzed its components: “l3au” refers to circular
movement or rotation around a center, while “LLﬁu” 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 “N1338ULIU” 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 wunderstand the concept. The combination
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of “sacred” and “circling” successfully communicates the core essence of “Ms UL, 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): Jagtunnuilusausignisuazazastusanag
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
“Qﬂ‘vjﬂ,” 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 (uk 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): 2NUSNTBIUNASEITIAY U NaEmeuasHITay UL UM LAY
Huansmeniusiniundngenie Tluadmesiiogends fuludmauas
1NTUTINBUATIE LN T de TN BNI

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 Crocodlile 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): “N13ALATBIADNITUTTEIAUASLNBLAAIANULAITNLAZUBNNATILNAT
nuplusvenanmivsugiinsuvesnnelus wesidunsussyduius

Toeuluguyusunsunig”

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 (“m’:ré%m%ﬁ@...” / “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): UNUIARUIAE

English translation (p. 141): The Pali Verse in Front of the Shrine

In this example, “U‘Vlmawjﬁma” is translated as “The Pali Verse in Front of the Shrine.” The
translator uses literal translation by rendering each component directly: “Unu1d” as “The Pali Verse”
and “‘mjﬁﬂ'm” 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): Tus1
English translation (p. 141): Nora

Example 2:
Thai source text (p. 236): Luvan
English translation (p. 152): Mekhala

Example 3:
Thai source text (p. 228): Vanuavue luululy

English translation (p. 142): The sacred verse | proclaim, With "No-Ne-No-Nai" | 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 “lusn,” 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 “uvan,” 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, “UaNuU1avULe,” the translator opts for a

»

communicative translation as “The sacred verse | proclaim,” rather than transliterating the word
“yna” (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 “Tuslu
lu” in the second line, the translator chooses to transliterate it as “No-Ne-No-Nai,” enclosed in
quotation marks. This is because “lutululu” 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): %zlmﬂ'gl,?islﬁau

English translation (p. 141): To honor teachers with a bow

The translation of “wlwgﬂglﬁaﬁau” 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 “1‘1/15?’13” 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): nsnTelnieu ﬁ’wawamm
English translation (p. 141): I offer prayers with graceful stance, And ask the g¢ods to guide

my dance.
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Example 2:
Thai source text (p. 229): sngayuWsoNy D3FuAaviaTY
English translation (p. 142): The holy devas then gathered near, Arhats rose to set things
right.

In translating the first example, “ﬂiﬂ'ﬁﬂﬂl‘wgﬁau Tavensvnn” as “ 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, “nINT18” is a verb
describing elegant and graceful movement. The translator shifts its grammatical function into a
descriptive phrase, “with g¢raceful 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 “/,” which is not explicitly stated in the Thai
original, as subject omission is common in Thai. This addition clarifies agency in English. The phrase
“PansniN” (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, “:wqwuw%auﬁ“u aiﬁuéﬁzﬂwma” 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
(“anyuun” - 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): Tunauaiy m%a§53u5
English translation (p. 141): In old Jambudvipa’s hallowed ground, Where enlightenment

was truly found.
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In translating “Iu%"dJUSUiJWU m%’agﬁauﬁ” as “In old Jambuadvipa’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, “Vﬁﬂ“mmu” 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 “m%ﬁg

“

(enlightenment) is rendered as “enlichtenment 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 enlishtenment 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): 1384571787173 U133n&U
English translation (p. 141): These lengthy tales of mystery deep, In Pali texts their secrets

keep.

Example 2:
Thai source text (p. 228): BETNILANT Y gmiwﬁmuaﬁu
English translation (p. 141): Don't merely listen for the sound, But seek the wisdom to be

found.

[y

In the first example, “ 13045178173 UIAENEU” 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 “U188n&v.” 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, “ 30951981937 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, “DEIWIANTIE gLﬂSﬂ:ﬂgmuaﬁU 7 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. “REIIANTIZ” 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 “wmwﬁmuaﬁ’u,” 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): sosinaslon aandnla

English translation (p. 143): To sing with joy in every town.

Example 2:
Thai source text (p. 229): a¥lnnmls avinduly sglnddla Foluduns
English translation (p. 143): O Blessed Buddha! Dharma true! The Sangha pure! We praise
your might!

In the first example, “';aaLwaaIaﬁm aYandala” 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 “18%1” and “gYamndnla

,” which would likely be unfamiliar to most English-speaking readers. Instead of transliterating them,
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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, “a¥lvmmls avlnduly exlndsla Teloduds” 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 Buddho” is rendered as “O Blessed Buddha!” using an exclamatory structure that
conveys reverence and praise. “Aho Dhammao” and “Aho Sanghd” become “Dharma true!” and
“The Sangha pure!” respectively, emphasizing purity and authenticity. “%eladuds” 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): Filuauin louasaum
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): WWeudunaiiown Fesfuunasunaes
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 “Felndus deuasasn” 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

cxvii



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. “5&1‘1;'«3%(51’3 " 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 “louasaaun” 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, “ Foudumaiiewn detuuaniunaes” 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 (“Lﬁauﬁ',” “Lﬁauﬁﬁ”) 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 “ ieudimeioum” 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 “ Foffunnaisueaes” 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 “SuAABY” 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
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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): wszlnslan
English translation (p. 142): Three Worlds Deity

Example 2:
Thai source text (p. 230): 5334e)6

English translation (p. 144): Dhammayut tradition

In the first example, “psglmslan” 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, “5331g#” 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): snvindfasausly axlmagidonau nns1elvieu Hwewsiy
English translation (p. 141): | raise my hands in reverence now,
To honor teachers with a bow.
| offer prayers with graceful stance,
And ask the gods to guide my dance.
Example 2:
Thai source text (p. 228): kaawisdALA Lawmgiian veUsEnIAYN Msaduasuls
English translation (p. 141): / 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, “snvindasausly %”ngﬂgt,?wﬁau nans1elwteu dewensna” is translated
as “I raise my hands in reverence now, To honor teachers with a bow. | 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, “kanazRadan LDWNNNT YaUTENAINN Wrearunsuie” 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 “laingiian,” 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 “ﬁaaaoﬁ’um%’uﬂq,” 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.,
“Tus1” 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

CxXXi



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, imasery, 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

cxxiii



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”! 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

' 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)



1868. This text mentions a performance during the celebration of Phra Suthon and Nang® 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 | 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
Il 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.

% 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)
2



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 Il 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

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)



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 Trans.

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, | 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: “/t 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.



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 Neoen” and held the status of the elder brother. Nora Khun Thep, originally named
“lat,” 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 lat was the son of Nora Kaew, known for his good looks, beautiful
dance, and melodious voice. Phraya Ratsadanupradit often featured Nora lat in performances and
occasionally took him to perform in Phuket. Nora lat was even presented to His Royal Highness
Prince Damrong Rajanubhab. Nora Sri Neoen, 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.



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 Somiitpradit.” 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 “Yai® 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

® 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)



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”* (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

* 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: “Pu’ 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

> 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, | 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 | 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...”
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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:
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There was a “Chai Chay,”® 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,”” 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

® 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.

" 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 Khru® 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

® 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,”” 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”*? 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.

° 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)

' 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”!! 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

' 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 ang 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”!? (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

'? 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...”

“...0h, 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 | seek a place to set the shrine, the ceremonial umbrella so high,

For three nights, two days, | 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 | 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

23



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.
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Figure 1.3: The Nora pavilion, pHotographed from the Nora :James Trop, 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

24



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 | 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 Somijit 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” **, 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

" 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”** 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

" 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”"
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.

" 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”! to the chief Nora as a
gesture of welcome. Following this, the chief Nora will use “Sad Khla (a mat)”*’ 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.

' 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.
' 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 payin.g. respect to Nannghorani, photographed b;/ 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 detities 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.”
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Figure 2.3 The Announcement ritual photographed by the Nora Long Noi Troupe, Chaluaysilp,

<l T -
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 Benjangkhapradit!®

bow three times, then stand up and perform a Jeeb
Nghai'? 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

'® 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)

Y 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 Chant®. 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.

?® 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 Sipsong?!, 2) Khao Kao?, 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.

?! 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 “@u@as” (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)

“? Khao Kao refers to a traditional Thai ritual or offering that involves nine different types of rice or food
offerings. The term “in1” (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 Ton®.

Other offerings include “Mhap Phong La”%*, 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.

2 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 “Uneei3” (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 “f;u” (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)

* 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.
42



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 @ 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 Thuat® Suea, Thuat
Neu, 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

% 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.
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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 (@ 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 (@ 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.
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Figure 2.7: The Serd Crowning Ceremony, photographed by the Somboon Nora Thepsornsilp Troupe,
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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.
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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
Thong?, 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
aliecnment 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-

?® 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”?" to enter Krai Thong’s body for blessings.

" The Invocation of the Spirit ritual is a traditional Thai ritual that is performed to invite or call the spirit (v3gy,
Kwan) of a person or an object back into its rightful place. The concept of 38y (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 Spiri
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”®

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.”

?% 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 Krathong® 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

# 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 chant®

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.”>!

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?

** 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)

*! 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 | succeed or not, | 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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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 ¢o 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 g¢rass, 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 g¢rass, 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 | could pick
her up and take her home. Upon hearing the news, | contacted a local Nora medium whom | knew
to check on Nan's condition before | 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 | agreed with the explanation, but
my husband did not believe it. That night, my husband and | 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. | 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 | 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 | 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 frichtening. | comforted her until she calmed down, and then
we brought her back home. That night, | 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 | 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 (kamavacara) to the realm of the Brahmas
(brahmaloka); 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 assisned 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, Viesanu, driven by curiosity, secretly opened
his right hand. As a result, a burst of lisht 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,

| 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, lishting 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, | 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, | bow in respect,

To Lord Yama, may my devotion connect.

Salute the deities of land, officials too,

With utmost devotion, | 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,
| 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.
| 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 (@ 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 (@ 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, Ta** 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

*? 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.
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Figure 3.2 The statue of Pho Khun Sattha at Wat Tha Kae Mueang Dlstrlct Phatthalung Province,
photographed on September 7, 2016.

Source: Yammai (2016)

75



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 frigshtened 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
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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.”

81



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.”** When the Chaeng Spirit possesses a medium, it will run to the Ko and consume the buffalo

meat.

3 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 Beheadlhg, photographed by he 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 eroup 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.
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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 Loubere,

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.

“...0nce 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

88



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.

N

N

Figure 3.5 The Hunter during the Swan Dance ritual, photographed from the Nora Srichan Sanit Noi

N

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

89



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
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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.
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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 shrlne, 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
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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 Pho*® 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, Mae® 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 | offer you betel nuts
and leaves, flowers, incense, candles, and other offerings. If | 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 ¢o.”

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

**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)

*>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 thread?® (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.

3% 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.
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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.
| 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,

| bow to power, sacred, great.

With hands together, placed with grace,
Between my brows, | humbly place.

| offer to the Buddha true,

And bow to Metteya, revered too.

| bow to the revered Sangha,

As to the Buddha’s Nirvana.

To all teachers, wise and true,
Who’ve taught me well in all | do.

To sacred names and letters bright,
To divine teachings, pure in light.

The teachers have imparted deep,
The knowledge that | vow to keep.
May | 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.

| honor the kind teacher true,

Who’s shown me paths of fortune due.
| sit with caution, mind and speech,

In every word and deed | teach.

All that’s taught to me, | 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 | practice, in every place.
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| 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 | came to life.
When | 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 | cried, she’d tend to me,
Offering rice and soup, patiently.
When | 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 | bow, my thanks to you.
| 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.
| 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, | bow down,
To arahants in every town.
To the gods above, in heavens high,
May they protect me as | 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, | 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,

| ask for blessings, pure and true.
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Protecting from all dangers near,
From every calamity, far and here,
| 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.
| bow to the teacher, wise and clear,

Who’s imparted wisdom, ever dear.

With ten fingers, | 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,

| bow to the teacher, with gratitude rare.
Morning and evening, | 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 | 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.
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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 enligshtened 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.
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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

112



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
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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.
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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 eround 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.
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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.”®’ 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.”

*" 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)
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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 @ 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:

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

And ask the gods to guide my dance.

| call upon the deities,
From highest realms to earth and seas.
May all divine beings hear my voice,

And in my humble plea rejoice.

| 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 Jambudyvipa’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 | might share at each turn.

| pray the Buddha grants me grace,
His teachings help me find my place.
His guidance fills my heart and mind,

That understanding | may find.

The sacred Pali verse | proclaim,
With “No-Ne-No-Nai” | exclaim.
All scholars who these texts have known,

Will recognize what here is shown.

If | compose as masters taught,
Like mighty elephants so fraught,
The Nora lineage | 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 truel!
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.
| bow before my first teacher,

Whose lessons | 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-0, 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

| come forth with joyful heart,
To the Earth Goddess, homage | 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,

| offer service as | 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 | depart, remember | 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 | 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.

| 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 ltipiso Bhagava” is known.

| establish reverence for the worthy one,

Paying homage to unwholesome deeds undone.

| bow to the five Buddhas divine,

To the seven scriptures, so sublime.

May no enemies cause me distress,
Nor the four elements bring duress.
| revere the seven texts profound,

That within our bodies can be found.

| honor Vibhanga that formed our ears,
And Sangani that shaped eyes clear.
Dhatukatha molded the nose with care,

Through which | 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,
| bow to the sacred texts so sweet.
That formed this life, this being here,

And sent me forth to appear.

151



Father, I'm born as human kind,
Most excellent state on earth to find.
The Dharma within my form does dwell,

As | sit and sing, its truth to tell.

| proclaim this always, never fail,

Each time | 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.

| dance and perform upon your domain tonight,
Forgive my intrusion with heart so light.
When | spit betel juice upon your ground,

Hold not this act against me, | am bound.

Here the space is open, broad, and clear,
| 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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| offer these words as | dance today,

Devotion through performance | display.

l, 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,
| bow, from left to right instead.
My hands positioned high above,

Like lotus blooms in reverent love.

| honor Buddha, master true,
The Dharma and the Sangha too.
To teachers who have shown the way,

My deepest gratitude | 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,
| 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, | 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...

.“Oml” 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 Neu on the hill,
To Shaman Gods and Nagas still.
To Mae Phochong, homage pay,

As | continue in this way.

To sacred spirits of Khao Ko Hong,
Circling in ceremonial throng.
To Lord of Phanom Wang | bow,

With reverence deep, | 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!” | call,

As sacred beings gather all.
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Upon this stage they now convene,

As | invoke with faith serene.

The sacred ones | place on high,

As teachers gather from the sky.

To Great Father of Temple Chang Hai,
| call for Great Father Khlai.

To Great Father Sri Than of Temple Na Tham,
At this propitious time | am.
Requesting your divine presence here,

That you might bless and draw near.

To Great Father Jai of Temple Khao Kaew,
| 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,
| call throughout the temple set.
To Great Father In of Temple Yan Sue,

| 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,” | proclaim,

The Triple Gems | now acclaim.
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| bow to Buddhas large and small,

With reverence | 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” | say,

As teachers bless my dance today.

“Om Sitthi,” then “Sva Ha” once more,
For strength as | perform this lore.
Wherever | dance, may power rise,

From left and right before all eyes.

The masters now have gathered near,
| chant the sacred verse clear.
Buddha, Dharma, Sangha praised,

As gods descend, my voice is raised.

The hour grows late, | 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 | stand,

To praise the Buddha’s wisdom across this blessed land.
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Though | observe the precepts, not yet pure in heart,

| bow before the Buddha before my prayers start.

| honor Lord Buddha and all divinities too,
Placing their sacred presence above my head in view.
Wherever | perform, may excellence be found,

May my movements please all who gather around.

| place them on my crown, above my humble head,
With devotion | bow each night before my bed.
| honor the great ocean, the ultimate sea domain,

Where Mekhala travels on the watery plain.

| 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,

| bow in reverence once again.

Dance Teaching Verse

Teaching you, | 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.

159



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.
| 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

| honor the benevolence of my teachers with grace,
| pay homage to the precious mentors who showed the way.
| first revere my instructors with deepest praise,

Who imparted knowledge to me day after day.

Having paid respects to my teachers complete,
| 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 | 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 | 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 gcate.

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.

| 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.

| 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 | 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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| 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.
| 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.
| 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.
| 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 | 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 | 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.
| place it on the elephant’s back,

For distant maiden down the track.

That distant maiden, far away,
| know not when she’ll come my way.
Here I sit in contemplation deep,

As fifth month turns to sixth, | weep.

| suffer for | cannot claim you mine,
Who else could know this heart of mine?
| 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?
| seek not, ask not for your hand,

No deception from me shall stand.

Heavenly flowers of your breast,
How many clusters daily rest?
| 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, | inquire,

This knowledge, where did you acquire?

To make a bird your teacher true,

s 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, | 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, | 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, | am restless for you, my love,
Like a yellow tiger from above.
Though fangs may break and claws may fold,

Once | bite you, my grip will hold.

If they find my corpse at the city cate,
Who will be blamed for such a fate?
Oh, | am restless for you, my fair,

Like an aged tiger from Chaiya there.

| 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.
| 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 | bite, | will not bail.

Having bitten, | 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 | 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 | lived freely in forest and hill,

| 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, | cannot stray.

The Satsadi Verse

O blessed one, most blessed one, | humbly invite my father to enter and dwell.
O blessed one, most blessed one, | 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, | bow and glorify the future Buddha’s sight.

| pay respect to the Sangha, aspiring toward Nirvana’s state,
| 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 | 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, | bow to Mae Sri Mala, the first teacher of note,
If | fail to pass, | cannot escape, even through passages remote.
| 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, | pray.

| honor Pho Khun Sattha of Tha Kae and Pho Thep Singhorn too,
If you truly love this child, bestow blessings and virtues anew.
| 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 | have prepared,

Come now, enter the medium’s body, as we have declared.

| 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.
| invite the Khru Mo of this house to descend from their abode,

Come now, come play with us along this sacred road.

| 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, | seek forgiveness, after anger, reconciliation | seek...”
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Glossary of Cultural Terms

A

Adornment ritual (ﬂ'lil,wl'\‘iwaﬂ): Another term for the Grand Cloth-Tying Ceremony, focusing on

the special costume elements worn during this significant initiation.

Adhering to principles (88v84): Specific practices and restrictions that Nora performers observe to

cultivate spiritual strength and maintain their connection to ancestral teachers.

Ancestor spirits (ﬁU'ﬁ'ﬁW‘Lﬁ‘lﬂ): 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 (1818): 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 (ﬂ%‘n's'suLez}u‘lmﬂgwuaiuswszﬁqﬂ): A ceremonial practice

held annually to make offerings to Khru Mo Nora (Nora masters or spirits).

Announcement ritual (AYUIUALLUDI): 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 (Lﬂ%@ﬁiﬁd‘uaa‘ua‘vﬁ): Sacred objects believed to possess supernatural powers

that can protect the bearer from harm or bring them good fortune.

Auspiciousness (8314Aa): 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 (‘ﬁmuumﬂiu): 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.

Baa (WuuU1): 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 (U18A3): 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 (Un8@3AW): 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 (#3W1n): 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 (#11nA1): 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 (Funun): 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 (MUWg): 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 (ﬂam’lm;ﬂa): 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 (M3NF1ULUULUEYAAUSEAEF): 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 (n3auNf8f1609): 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 (gntnuse): The condition of suffering illness or misfortune believed to be caused

by unfulfilled obligations to Khru Mo Nora spirits.

Brahma (W32W31d): 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 (A18duINs19dad): 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 (Wnsuun): Sacred Buddhist incantations used for protection or blessing.

Buddhist holy day (3uws): 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 (W5n35ulus1U%#IA18): Another name for the ceremony where a

buffalo is symbolically sacrificed as part of Nora traditions to honor spirits.
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Candle array ((8U318): 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 (aaam%’umqumsq%m): 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 (HWAW): 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 (ﬁﬂLLUUQﬂLWﬂ’Iu): 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 (qﬂawl’am): Divine beings residing in heavenly realms, ranging from the desire

realm to the realm of the Brahmas.

Ceremonies (W8n334): Formalized actions or series of actions performed according to prescribed

order, typically for spiritual or cultural significance.

Ceremonies for novices (ﬁ%‘ﬁ'}“u’iiymﬂ): A ritual performed for young men before they enter

monkhood.

Ceremonial dances (37139UUN): 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 (UN¥1414444): 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 (UN¥1uULd): 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 (9#£139): The climactic performance segment during a Nora competition when

performers showcase their most impressive skills to win audience approval.

Chaeng spirit (HLY4): 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 (51lwnaewiae): A specific dance movement characterized by the performer

arching backward with their head hanging down, demonstrating exceptional flexibility.

Chaimongkol chant (Untausaan1a): 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 (35210%18294): 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 (IUUNaanW31L): A theatrical segment depicting a hunting scenario,

typically featuring the Hunter character from Nora tradition.

Chatri (¥703): 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 (WUs3unssiumnau): 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) (gllul,?amw%”]): 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 (Laﬂuﬂg): 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 (Lﬂémtaﬂu): 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 (A3usaaiiian/agusenuilian): 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 (Iuiﬂmyj): 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 (5\1): Small cup-shaped cymbals that provide supplementary rhythm and embellish the

beat of Nora music.

Choed rhythm (33%2218): 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 (m’a'ﬁdnw’]l,ﬁuiuiﬂmyj): 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 (s1u61201): 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 ($1Uszsun1): A performance combining various dance techniques and

positions into a comprehensive demonstration of skill.

Consecrated water bowl (Fuunuun): 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 (wﬁaﬁwuﬁbz 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 (BI’]@L): 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 (N15A8UABLNGA52LY): 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 (WSN35ULN99521): Aclimactic ritual element where a symbolic

crocodile is ceremonially speared, representing triumph over obstacles or negative forces.

Dance Teaching verse (Un&@aus1): 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 (N135192718%UYANA): 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 (39%u1A1a): 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 (M&8n#w): 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 (YuNAGI): 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 (t112@1): 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 ((12a1%3unn): “Western Deities,” a group of female spirits highly revered in

Nakhon Si Thammarat Province and neighboring areas of Trang Province.

Devadasis (1199118): 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 (EJ']‘VI’]’iﬁWEj): 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 (Iﬂla.l']): 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 (N@auUwilg): 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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Ears of rice (§29917): 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 (WSn33uLUUMMA): A ceremony performed by Hunter Boon outside the

Nora stage to seek blessings from spiritual teachers and guardian spirits before capturing the Swan.

Family lineage (39An520a): The ancestral line of descent, particularly important in Nora tradition

as performances and knowledge are often passed down through families.

Family system (53UUAT8UAT?): The traditional organizational structure of Nora troupes based on

family relationships and seniority.

Father/Mother (w'a/LLSJI): Respectful terms used by Nora students to address their teachers,

reflecting the deep bond formed during the intensive learning relationship.

Finding the Phet (n19%1tNWA): A diagnostic ritual performed by fortune tellers or spirit mediums to

determine the spiritual cause of an illness.

Floating of the Victorious Krathong ritual (WSNS3Na28N32NeWY): A ceremony where a decorated
floating vessel (krathong) is used to seek out the Chalawan Crocodile during the Krai Thong

performance.

Four Mothers (LL&iﬁx‘l 4 949A): 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 (WuINILaZN1dY): 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 (naauwmaj'}u): Another term for the preliminary poem recited before the

main dance performance begins.

Front Room poem (naaunuIned): 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 (NaauUI1In): Another term for the preliminary poem that showcases the

performer's poetic abilities and creates atmosphere before the main performance.

Gold-mouthed chicken (lnl‘lJ'm‘VI’eJ\i): 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 (ﬂ%‘ﬂiimgﬂwﬂmyj): 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 (ﬂ%ﬂiiﬂh’i’ﬂ'ﬂﬂﬂmyj): 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 (ﬂ?ﬁuné’qu.‘l): 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 (190): 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 (’5’1?;61): 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 (1u315ULtsy): A freelance Nora artist who is not permanently affiliated with

a specific troupe but performs with various groups on invitation.

Gumprat (AMWSA/AUNIA): An improvised dance or performance segment where performers

demonstrate creativity and adaptability.

Gumprat Bot Jing (AMW3AUNA343): A serious, formal dance within the Gumprat tradition, focusing

on traditional stories and themes.

Gumprat Chom (AMW3a%a): A praise dance within the Gumprat tradition, featuring movements

and lyrics that express admiration and respect.

Gumprat Kee Hok (fMW3a3%n): A comic dance within the Gumprat tradition, featuring humorous

movements and scenarios intended to entertain the audience.

Gumprat Kiao (MMw3aLnen): A flirtatious dance style within the Gumprat tradition, featuring

playful, romantic movements and themes.

Hand Consecration (n13A38UB): 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 (3181938): A preparatory dance focusing on delicate hand movements and positions,

often performed as a warm-up or demonstration of basic skills.
Harsh Brahma (ws#ulun): A high-level Shin typically called upon to eliminate enemies.

Headdress/Serd (113@): 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 (1%’3Qﬁ1‘5~1): A ritual paying respect to territorial spirits of a performance

venue.

Hor Moey (‘Vial;m.li_ﬁl): 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 (ﬁ%“lﬂ’JWizqﬁmu): A ceremony performed to bless and protect a home

from malevolent forces.

Hunter (W31u): A character in Nora performances who uses various weapons to capture mythical

creatures or combat spiritual entities.

Hunter’s Face (Bu4INW51U): A ceremonial mask representing a hunter figure in the Nora tradition. It

is believed to possess spiritual power and requires proper ritual handling.

Inauspicious rituals (WonN35u@19AA): Ceremonies related to death or misfortune that traditional

Nora artists were prohibited from performing to avoid diminishing their artistic power.

Informal teaching (nssaunuuludunients): The traditional method of transmitting Nora
knowledge through apprenticeship, observation, and hands-on practice rather than formal

instruction.

Initial verse (UnUgw): The opening verse recited at the beginning of a Nora ceremony, setting the

stage for the ritual proceedings that follow.

Intangible Cultural Heritage (uiﬂﬂfwuﬁiiuﬁﬁumﬁlﬂﬂ): Cultural expressions and knowledge

that communities recognize as part of their heritage but exist in non-physical forms.

Invocation of the Spirit ritual (i5n333LTeYVIY): 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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Jeeb Nghai pose (M3Unee): 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 (l::Il'lL%EJ:,'): 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 (3991%): 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.

Kad Rong (n13n1#l59): Another term for the ceremonial chant performed at the beginning of the

ritual to invoke spirits and deities to the performance space.

Khab Krok (A1umsn): A skill demonstration where the performer holds a mortar in their mouth,

showcasing jaw strength and balance.

Khab Ruea (A1U138): A skill demonstration where the performer holds a boat model in their

mouth, demonstrating strength and control.

Khao Kao (917tn1): 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 (¥128U#84): 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 (UNJ1uauni191): A verse recited during the Swan Dance, also known

locally as Khee Nhon Sopha.
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Khuang (¥14): 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 (‘qul,%ﬂ'i): A middle-level Shin that can be summoned for multiple purposes.
Khun In (‘quau‘w‘g): A middle-level Shin used for general purposes.

Khun Prab (3uU31u): A middle-level Shin that can be called upon for various situations.
Khun Shin (‘qu“ﬁu): A middle-level Shin that serves as a general-purpose protective spirit.

Khun Tha verse (Unqus1): Specific ritual verses named after a character in Nora mythology,

recited during ceremonies to honor Khru Mo Nora.

Kinnaree (Au3): 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 (Auus/Auuse): 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 (#ugudin): A ritual object used in ceremonial contexts, particularly during

the Sen crushing treatment ritual.

Ko Dance (§twasla): A vigorous dance style performed to a specific musical composition,

characterized by powerful, assertive movements that demonstrate strength and skill.
Komen/Komes (Intuu/lntue): High-level Shin spirits invoked only for significant matters.

Krae (#n32): 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 (u1elnsnas): A legendary hero character in Thai folklore who defeats the Chalawan

crocodile, portrayed in Nora performances during the Rong Khru ritual.

Kraow (tW&4n317): A specific musical segment in a Nora performance featuring distinctive rhythms

and movements.

Krap (n3U): Traditional Thai wooden clappers or percussive blocks struck together or against other

instruments to produce sharp, clear rhythmic beats.

Kris (n3%): 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 (Ag): Teacher or master; in performing arts contexts, it refers to both living instructors and

ancestral master spirits who pass down artistic knowledge.

Khru Mo (ﬂg‘m.la): 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 (ﬂg‘wuﬂuiﬂ): 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 (ﬁeﬂgwuaiuiﬁ): 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.

v v
[

Khru Mo Nora shrine Setup Ritual (Wan35uA%#isAzusalus): 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 (‘uam@wmwmn): An acrobatic demonstration involving balancing on or

manipulating an areca nut log, requiring significant strength and coordination.

La (wuuan): 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 (1un&anan): A specialized form of meditation-based chanting used to establish

spiritual communication with ancestral spirits during ceremonies.

Lamob (A15a23U): A spirit exorcism ritual sometimes incorporated into Nora performances,

particularly in competitive settings. It demonstrates the performer's spiritual power.

Lady Sparrow verse (Unu19uUnnszaan): A farewell verse recited at the end of the Nora ceremony

that uses the metaphor of a sparrow being freed from attachments.

Lepironia mat (Lﬁ'an’a‘&’gﬂ): 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 (quﬂ’gmam/quwl’am): 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 (#uau1u): 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 (Qﬁﬂw’iy'}): 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 (a@8%3u): 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 (aaﬂﬁ'm): An acrobatic performance where the performer passes their body through

hoops or rings to demonstrate flexibility and skill.

Love spells (ﬁﬁLﬁﬁM): 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 (Qﬂ@:): Musicians who accompany Nora performances, playing traditional instruments and

providing vocal responses to the lead performer's chants.

Lukpok cloth (gnwan): Cylindrical attachments made from rolled handkerchiefs or wrapped

coconut shells worn at the waist during certain Nora ceremonies.
M

Mahachai spear (#anU%%): The victorious spear used by Krai Thong to defeat the Chalawan

crocodile in the ritual performance.

Mak Juk Ok (anngnan): 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 (uiuswi): 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 (uiuﬁswﬁm'%): An alternative spelling of Nora Chatri, highlighting the connection to

the mythical Manora character from traditional folklore.

Mae (LLSJI): Mother; also used as a respectful title for matriarchal figures or female spirit entities.
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Mae Sri Mala (LLﬁﬂ%‘ﬁJ’]m): 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” (WanssumaAn1ainyyasiaaudu): 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 (#u5una3an): 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 (nag): A pair of gongs with different pitches (higher “Mhong sound” and lower “Mhung

sound”) used to establish rhythmic patterns.

Minor Nora Rong Khru ritual (ﬁ%‘n‘siﬂui’ﬂ’iﬁﬂglﬁn): 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 (ﬁ’l%’unsmﬂu’iuwf‘a): 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 (%48): Doctor or ritual specialist; a shamanic practitioner, healer, or ritual leader in traditional

and spiritual ceremonies.

Mor Kob Rong / Shaman (vuanulse / wuslaeaans): A spiritual practitioner or ritual specialist in

Nora traditions.

- Mor Kob Rong (#u18nuls9): 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 (Bualageans): 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 (LLsiﬁ’iiﬁ): One of the Four Mothers, represented as Nang Thorani (the earth

goddess), who is believed to witness human actions and provide sustenance.

Mother Ganges (LL&iﬂ\im): One of the Four Mothers, the goddess of rivers and water sources,

representing purification and life-sustaining water.

Mae Lai dance ('5’1‘Vi'1LL&ia'18): A traditional dance sequence based on movements attributed to a

legendary female performer named Mother Lai.

Mother of Agriculture (LL&JII‘waW): One of the Four Mothers, the goddess of rice and crops who

ensures fertility and abundance in agricultural production.

Mother of Birth (uitaifininan): One of the Four Mothers, representing the natural mother who

gives birth, symbolizing origin and creation.

Musician (Unaun3): Performers who play traditional instruments accompanying Nora

performances.

Mutto poem (ﬂaausgﬂiﬁl): 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 (A18181AU): Sacred incantations and magical knowledge used in Nora

rituals.

Na Trae verse (UN®uUILA32): The second part of the Teacher's Chant, inviting Khru Mo Nora to

protect the troupe, accompanied by instrumental music.
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Nad Cha (n1937U10%91): A slow, graceful dance style performed to melodious music, characteristic

of certain Nora troupes.

Naga’s Lasso (‘UI’Nu’lﬂU']ﬂ): A special rope with a distinctive knot used exclusively for capturing

mythical creatures like the swan/Manora in Nora performances.

Nang Chanchurhi (uwa‘i’uﬁm“}): Another of the seven kinnaree sisters of Manora mentioned in

traditional Nora verses.

Nang Crocodile Lueam Laiwan (¥19333t9t891a18235584): One of Chalawan Crocodile's wives in

the traditional story performed during Nora ceremonies.

Nang Khee Nhon (4133%uau): 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 (1419n90): A female deity figure believed to attract wealth and customers, commonly

used as a talisman by merchants and business owners in Thailand.

Nang Manora (41981u3%): 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 (u19u2ana9d1a): 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 (Hu19lanszuas): A guardian spirit responsible for protecting the Nora

performance area.

Nang Patchara (4199W%3): Another of the seven kinnaree sisters of Manora mentioned in traditional

Nora verses.

Nang Patcharada (maﬁ"ug'l): Another of the seven kinnaree sisters of Manora mentioned in

traditional Nora verses.
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Nang Phim (W19#Wan): One of the seven kinnaree sisters of Manora mentioned in traditional Nora

Verses.

Nang Ram (414%1): 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 (u'ls‘lﬂ%ﬁmi']): Another of the seven kinnaree sisters of Manora mentioned in

traditional Nora verses.

Nang Srisurat (maﬂ'%'qw%’ﬂ): Another of the seven kinnaree sisters of Manora mentioned in

traditional Nora verses.

Nang Tha Pao Kaew (¥19a2tn1b07): 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 (W19918): 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 (#U1u19911&): 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 (1414311a1): Another of Chalawan Crocodile’s wives in the traditional story

performed during Nora ceremonies.

Nari Phon story (ununswa): A folkloric tale about a magical tree that bears fruit in the form of

young women, often incorporated into Nora performances.

Natya Mandapa (Wf)aueunn): 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 (?Jiymu']mU’i'imﬁ'ﬂé): 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 (Ius1): 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 (Ralulusn): 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 (gnﬂ'ﬂiui’l): 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 (lus1Wusa118): A ritual involving the symbolic beheading of a

buffalo, representing the mythological story of King Pali killing a buffalo named Thorapi.

Nora Burning disease (ﬂgwuaiu’i’lfj'm): A condition characterized by chronic illness, weakness, and

extreme emaciation, believed to be caused by punishment from Khru Mo Nora spirits.

Nora Chatri (Ius1%1%3): 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 (Tus1Uszdu 154): 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 (1A3a45¢1us1): 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 (511151): The distinctive dance style of Nora characterized by intricate hand positions,

graceful movements, and ritualistic elements.

Nora entertainment performance (M35 nRaANTULT): 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 (a18181us1): 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 (lus1tw1tn1g): 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 (15311357): A temporary structure built specifically for Nora performances, with

careful attention to orientation, construction materials, and spiritual considerations.

Nora pavilion’s spirit post (Lm{]ﬁii\i): 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 (Iu'i'ﬂ'ixiﬂg): 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 (ﬂgiu’i’l): An experienced Nora practitioner who imparts knowledge to students,

traditionally through a live-in apprenticeship system.

Nora troupe (Aauzlus): A performing group dedicated to Nora performances, traditionally

structured like a family unit with clear hierarchies and roles.

Nora-style reclining Buddha (Wszuaunsainsalusi): 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 (ifutwan): Colorful pants or leg coverings worn as part of the Nora

costume, modernized from traditional designs.
(@)

Offer Chian Khru (?juLaﬂuﬂg): A ceremony in which a prospective student is formally presented

to a Nora teacher to request acceptance as a disciple.

Oil lamp (AztAEaUIdu): A lamp kept continuously it throughout the ceremony, believed to
facilitate coommunication between deities and representing the sacred fire element in Brahmanical

traditions.

Oral traditions (y§vU1ge): Knowledge, stories, and cultural practices transmitted verbally from

generation to generation without written documentation.

Pang La Banana Tree (na28W4a1): 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 (Jsysynaw1an): 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 (MUWULWT7): 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 (N15La8uN): 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 (tWa/ane): 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 (uﬂgﬁaﬂ): The traditional Thai theatrical arts, of which Nora is a significant

southern variant.

Performing Nora dance to showcase skills (M337TusHBaAANEIN158): 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 (waluam): A contortion performance where the performer curls their entire body

into a small tray, demonstrating extreme flexibility.

Phra Bodhisattva verse (UNWszlng&na): One of the three ceremonial verses recited during the

Announcement ritual, invoking the compassionate qualities of the Bodhisattva.

Phra Khan (Ws2u55): 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 (ws:l,wsu'iagﬁ'msn): A deity believed to protect sharp weapons, considered

the guardian of all craftsmanship who can dispel evil entities.

Phra Phum deity (the guardian spirits) (wszgﬁtmﬁ): 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 (UnW52314): 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 (UNNW323aL6U): 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 (Wizqﬁu-uiusm): 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 (W353%8): A high-level Shin invoked during wartime for protection and victory.

Phraya / Phaya (w3281 / Wey1): A high-ranking aristocratic title or honorific reserved for nobility,

local rulers, or exalted legendary figures and divine beings.

Phraya Lui Fai (wszmqa‘lﬂ): “Lord Fire Walking,” a spirit who performs the fire-walking ritual

during ceremonial performances.

Phraya Sai Fa Fad (wszmmav%ﬂm): 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 (Wszenlauun): “Lord Water Pouring,” a spirit who performs the water pouring

ritual during ceremonial performances.
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Pi (‘ﬁ): The only wind instrument in traditional Nora ensembles, resembling a flute or oboe that

provides melodic elements.

Pho (‘V\ia): Father; used directly or as a respectful prefix for senior respected male figures and male

ancestor spirits.

Pho Khun Sattha (ﬁa‘quﬂ%’mm): 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 (ﬁawaax‘i‘ij): A respected male Khru Mo Nora spirit who is one of the high-

ranking spirits invoked in Nora ceremonies.

Possession (N15U391UN34): 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 (1‘J:): Paternal grandfather; frequently used to address senior male ancestors or revered

protective spirits in traditional rites.

Pu Chao Suwan (ﬂtﬁ]’l?j’aiim): A sacred spirit appearing as a sage who resides at the Tham Phueng

dhamma retreat in Kantang District, Trang Province.

Prachan Chatri (U3su%1613): The formal term for Nora competitions, referring to public contests

where Nora performers showcase their talents and compete for recognition and prizes.

Pran (W31u): 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 (W3uygay): 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 (W3s1uA4): Another hunter spirit in the Nora hierarchy, also considered a secondary-
level Khru Mo Nora spirit.
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Pran Thep (W3TUNN): A hunter spirit in the Nora tradition, considered a secondary-level Khru Mo

Nora spirit.

Prayer/meditation (n15858g1U3A): 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 (msﬂnm“%m): 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 (8u11A153%): 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.

Rai Na Trae verse (UNI5189U4A5E): 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 (Un313g3-t1va1): A traditional narrative featuring the thunder god Ramasura

pursuing the goddess Mekhala, often performed in Nora theaters.

Rahu Capturing the Moon story (U‘Vli'mﬁ'uﬁuwi‘): A mythological tale depicting the demon Rahu

attempting to devour the moon, explaining the phenomenon of eclipses.

Ratchawat (31%9%3): 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 (Uns1laswan): A lively, cheerful verse recited during the Swan dance

performance in Nora rituals.
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Reciting poetry (Funaau): The art of melodiously delivering poetic verses during Nora

performances.

Reciting the Lam Luek mantra ('a"wuumﬁ'lﬁn): 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 (’éﬁﬂuwﬁﬁﬁ): 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 (15?1861): 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 (324iu): A smooth, delicate dance style featuring continuous, flowing transitions

and subtle facial expressions.

Rice puff (YuuWad4): 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 (¥170281U194): 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 (¥170281n4828): A ceremonial food offering consisting of rice, curry, desserts,

fruits, and water arranged together on a tray, presented to ancestral spirits.

Ritual (W5n¥3): 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 (ﬂl'l‘s'm): 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 (n152@nW31U): 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) (WSn33uvinu1953ad): 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 (WSN35UAINAY): 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 (ﬂgﬂiimguquﬂg): 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 (W5sAWNNUA): A purification ceremony using blessed

water.

Ritual offerings (Lﬂ’%@ﬂt‘tjulﬂ%): 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 (Iix‘lﬁ']ﬂg): 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 (39%81U): 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 ('i'wjﬂgiui']): 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.

o

Sacred being (A4fnAvS5): 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 (5’38?1'3’@): 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 (M5E3BULIN): A ritual where candle smoke is wafted toward participants in a

circular motion, performed three times to complete the blessing ceremony.

o

Sacred object (83AnAANT): Items believed to possess supernatural powers or connections to

spiritual entities, often used in rituals or for protection.

Sacred thread (e8&gyaw): 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) (g1a%uau): 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 (B:I"n.ési): 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 (Undaf): 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 (Un&aafuaa): 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 (Uwé’amm‘yj): 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) (mﬂm;']): 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 (n13indlgulaw): A traditional treatment method for Sen disease where a chief Nora

performer ritually steps on the affected area after various ceremonial preparations.

Sen disease (I5ALaw): 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 (WSN33LRBEULEL): A healing ritual performed during Nora ceremonies to

treat certain skin diseases through incantations.

Serd (113@): 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 (W5N335uAT8UMIIA): 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) (#aa3n318): 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 (Wualae@ans): 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 (Bualdedans): 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 (3iana): A ritual knife used for “cutting” or “removing” in ceremonies, especially

in consecrating holy water, cutting offerings, or cutting sacred threads during rituals.

Shin (@w): 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 (R3W): 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 (@uln): A type of spiritual entity that appears as a bright flame, causing intense bodily

heat and restlessness in its victims.

Shin of Flowers ("Tjuﬂaﬂ‘hjll): A spirit distinguished by its fragrant smell, traditionally used to

enhance charm and attractiveness rather than for harmful purposes.

Shin of Sun (%uummﬁﬁé): A powerful type of Shin that appears as a ball of lisht. Those affected

by this Shin may experience pale skin, emaciation, exhaustion, and possibly death.

Shin of Water (“Tiu‘if']): 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 (Fuay/Aus1nae): 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 (R3W): A category of powerful superatural 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 (W5£8A23), Vishnu (W32u151884), Brahma (Ws$W3%w): 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 ($nsiatin): A specific Nora dance position where the performer sits while dancing,

often performed during the opening sequences of a traditional performance.
Sittia Hwa (8%392%71): The leader of the female Shin spirits in Southern Thai belief systems.

Skill Demonstration verse (UNN3179AAAMINEINTA): A poetic recitation designed to showcase a

performer's verbal abilities and knowledge of traditional texts.

Sky deity (a’lnﬁﬁggntw'aﬂﬂ): Celestial beings believed to reside in the heavens, including

personifications of celestial bodies like the sun, moon, and stars.

Soaring swan-like dance (§7AaUL#AW): A dynamic dance featuring elevated movements that give

the impression of flight or floating.

Sod Mai Sai Leb ceremony (ﬁ%ﬂiiﬂﬁ@ﬂﬂ&ﬂéﬁﬁ): 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 (5’“51":1&1'@14): A dance style that emphasizes extreme flexibility, with performers

contorting their bodies into challenging positions to demonstrate their physical capabilities.

Songkran Day (3u&4n31u): 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 (lag@gns): Traditional mystical practices believed to harness

supernatural forces for various purposes, often integrated into Nora rituals.

Spear (#@n): 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 (3sysy1au): The non-physical essence or soul, particularly of deceased individuals, that

continues to exist after death and may influence the physical world.

Spirit entry (N153UaY): 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 ('a'I’N‘VI’N): 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 (ﬁLﬁ?’lLﬁu): The spiritual entity believed to cause Sen disease, which must be

appeased through proper ritual procedures.

Spirit possession (N13U31UN34): 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 (’5"’11,53:1'8141/\1'5'18): 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 (§ﬁL5jﬂuWiﬂﬂ—Lw§ﬂUQﬂu11): 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 (Wua1ﬁﬂﬂﬂaﬁl'§): A ritual specialist who treats illnesses believed to be

caused by supernatural forces.

Narrative performance (n15uaAaiane): 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 (unantiigniansu@ail): 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 (3@%&%191'1): The highest category of deities in Buddhist cosmology, including the

Buddha, Paccekabuddhas, and Arahants who have achieved spiritual perfection.

Suthon Jataka (g5uy1an): 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 (u’N‘VI\‘iﬁ‘): 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 (119%94): 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 (m'il,au‘vix‘iﬁ‘): A specific style of walking performed during the Swan dance,

characterized by a stealthy, bird-like movement in time with the drums.

Sword (A1U): A weapon used for chopping and slashing in Nora rituals, particularly during the

Crocodile-Spearing ceremony.

Ta (m1): Maternal grandfather; used to address maternal male ancestors or ancestral spirits within

the family lineage.
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Ta Kong Rach (911A9351%): A male ancestral spirit in the Nora tradition, considered a secondary-

level Khru Mo Nora spirit.

Ta Luang Muang Kaew Muang Thong (mwa'aaai'ml,n'aai'awaa): 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 (mwuawﬁﬁ): An elderly male spirit in the Nora tradition, considered a secondary-

level Khru Mo Nora spirit.

Ta Yai (1#818): 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 (3usinfiutfau): 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 (nNa18A1il): Another specific type of banana tree used in Nora rituals,

particularly for making rafts in the Krai Thong performance.

Ta Yai Nora (a18181us1): 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 (UnAg&au): Ritual verses recited during Nora ceremonies that contain

instructions and teachings believed to originate from the Khru Mo Nora spirits themselves.

Teacher’s Chant (n13n11AAJ): 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 ('5’1meﬂg): A dance performed to music honoring the teacher spirits,

typically featuring respectful, measured movements.

The Announcement ritual (WSNITUAIUIUANLIBY): 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 (UNAINAURUINTIW): 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 (W5nssutinlseuazlnulss): 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 ("N15371u351AAB9%SE): A Nora performance based on the story of Phra Suthon

and Manora, focusing on the scene where Hunter Boon captures Manora.

Thao Amphai (ﬁ']';ﬁ'ﬂw): The grandfather of the Chalawan crocodile in the traditional story

performed during Nora ceremonies.

Thao Athit verse (Verse of the Sun God) (UNN12819A8): 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 (YINUMLWaSNU): A performance segment featuring the Thab percussion

instrument, with specific dance movements coordinated to its rhythms.

Thap/Thon (#u/Inw): 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 (UNtwagiu-twaslnu): 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 (1uaULAN): 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 (3781313a&13U1): 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 (mummuﬁumuﬁummﬁa): 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 (31td281n%19): A dance that mimics the movements of a tiger, with

specific emphasis on flowing, dragging motions reminiscent of a tiger's tail.

Tiny headdress (Lw%ﬂ?;'a): 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 (vrmwmu%%): A small version of the Hunter’s Face mask, created for use as

an amulet believed to provide protection to the wearer.
Toh Adam (T,ély:aéfu): The leader of the male Shin spirits in Southern Thai belief systems.

Trae (WM32): 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 (‘gn%’ggmam): Spirits that inhabit trees with medicinal properties, serving as guardians

of these powerful plants.

Triple Gem of Buddhism (W32A33AUATY): The three central elements of Buddhism: the Buddha,

the Dharma (teachings), and the Sangha (monastic community).

Thuat (W90): Great-grandparent; an honorific term for ancient ancestors or high-ranking spiritual
predecessors venerated in lineage rituals.
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Thuat Ang Thong (mmé’mmm): A sacred spirit appearing as a crocodile that dwells at Ang Thong

Waterfall in Sikao District, Trang Province.

Thuat Banyan Tree (120aulns): A sacred spirit associated with the Banyan tree that may manifest

during Nora ceremonies.

Thuat Bodhi Tree (120aUlWS): A sacred spirit associated with the Bodhi tree that may manifest

during Nora ceremonies.

Thuat Lak Khet (n2a%anLun): 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 (M309): A sacred snake spirit that may possess participants during Nora rituals.

Thuat Nilpat (naatiawaiu): 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 (nAnU#14): 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 (w%ﬂauaaﬁﬂﬁnﬁ’l): A spirit appearing as a crocodile that inhabits the

mouths of all rivers flowing into the Andaman Sea.
Thuat Suea (N20AL&d): A sacred tiger spirit that may possess participants during Nora rituals.

Twelve verses (N15AUUNGUED): 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 (%’Uﬂaauaaﬂmia): A style of poetic performance accompanied by

the rhythmic beating of two gongs (Mhong), demonstrating verbal artistry.
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Tying sacred thread (mi']ﬁél‘lj): A ritual involving the use of holy strings to bind or protect

individuals.

Vesanu (M&4y): 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 (1igute): A large candle symbolizing auspiciousness that must remain it

throughout the ceremony, typically secured in a bamboo holder near the Bai Sri Ton.

Vow Redeeming ritual (N13AALANTY): A ceremony that ends the obligations and agreements

between the host and Khru Mo Nora spirits, performed to prevent future punishment.
w
Wealthy Brahma (wsww%’wsj): A high-level Shin associated with prosperity and wealth.

Worship practices (ﬂ']'iﬂﬁﬁ'auuﬂﬂ): 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) (Em.lﬂ'm‘vzll'll,%n): 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) (811unyu33): 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 (816131): 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 (516'1’31/;'1): A dance style mimicking the graceful movements and

poses of a young woman, emphasizing elegance and beauty.
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