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Preface

The Department of Cultural Promotion of Thailand’s Ministry of Culture nominated Nora for its inscription on the Representative List of the Intangible
Cultural Heritage of Humanity at the United Nations Educational, Scientific and Cultural Organization or UNESCO. This nomination confirms Thailand’s active
participation in the 2003 Convention for the Safeguarding of the Intangible Cultural Heritage on the world stage. In accordance with practices of the Convention,

it is essential for Thailand to improve public awareness of Nora and to enhance its respect and appreciation on the local, national and international levels.

Toward those ends, the Department of Cultural Promotion is working to ensure that Nora is broadly engaged, promoted and safeguarded throughout
Thai society as an important form of cultural life among diverse communities in Southern Thailand and by developing knowledge and understanding about Nora
culture and its connections to other performing cultures in Asia. Recognizing Nora as a notable and widely practiced performance culture rooted in southern Thai

communities will further improve and preserve Nora as a significant example of the world’s intangible cultural heritage.

As part of its efforts, the Department of Cultural Promotion is publishing Nora: A Living Dance Tradition of Southern Thailand. This book contains valuable
knowledge on the significance of Nora, including its roles in local society, its historical evolution, its performing methods, aesthetic conventions, in addition to
considering its place in the performance traditions of the region. Besides containing substantial academic content, this book also provides an up-to-date overview
at Nora culture in Thailand and in the wider world. It provides readers access to essential aspects of the arts of Nora so they can see and understand Nora’s place
in humanity’s cultural heritage.

The Department of Cultural Promotion hopes this book will be beneficial to students, teachers and the public at large, both in Thailand and internationally,
in their understanding of Nora. It is, moreover, intended to promote and strengthen the participation of communities, groups, stakeholders, particularly of young
people and other concerned groups or individuals concerned, including Nora successors, all of whom are needed to ensure Nora’s sustainability as a form of

intangible cultural heritage.

Department of Cultural Promotion
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Nora as Performance and as a Way of Life
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Nora or Manorah is a widespread tradition of folk performance that has long been a part of community life in Southern Thailand.

At the heart of the tradition is a unique type of dance-drama done by performers wearing colorful beaded, bird-like costumes with
ornate crowns, long removable metal nails and decorative tails as they dance and sing expressively with the rhythmic music of
a small ensemble. This complex tradition has been centered in the towns and villages around Songkhla Lake, from where it spread
north to Prachuap Khirikhan province in modern Thailand and south along the Malay peninsula to Kelantan, Kedah, Perlis and Penang

states with migrating Thai families.
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Today, most people identify Nora with the powerful, yet lively, performance tradition that embodies
the elegant culture of Southern Thai people. Nora performers gracefully move through angular poses while singing
responsively with accompanying musicians in a southern Thai dialect, often improvising live verses and dialogues

for their audiences.
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What is less well-known is that these elaborate Nora
performances are rooted in rituals of ancestor worship and
spirit possession in southern Thai communities. These sacred
roots ground the Nora dance-drama tradition in ceremonies,
special events, celebrations, festivals, merit-making, and
the ordinary lives of villagers and local communities which
vary from place to place and time to time. They also continue
to contribute to the changing world of modern Nora

performance culture.
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Nora culture is always
evolving.

“Nora” or “Manorah” culture
emerges from “Rong Khru” (literally
“ritual hall of the masters”) ritual
performed by Nora masters (called
“Nora Yai,” “Nai Rong,” or “Raja Khru”)
in southern Thai communities. In these
rituals, specially trained and initiated
Nora masters re-enact the legendary
founding of the Nora tradition by
combining potent spells, lively music,
and their powerful dancing and singing
skills to create a sacred space in a human
community into which they invite their

ancestors and spirits.

Once the ancestral spirits have
been invited, the Nora masters provide
them with special offerings of food,
cloth, and drink, as well as specially
prepared dancing and singing tied
to Nora legends and guided by rhythmic

music in a temporary performance space.

Their intricate and energetic performances

are done as much to entertain and
impress the ancestors as they are done
for their living descendants and the

wider community present at the rituals.
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Before Nora masters can perform Rong Khru
rituals for their ancestors and communities, they need
to be trained in dance, singing, and the use of special
incantations, before being initiated by other Nora masters
into the Nora tradition. Some of those trained in
the arts of Nora choose to become Nora masters,
which is a lifetime commitment. To realize their choice,
they first must prove themselves worthy, partly
by being ritually given a special “crown” (called a “serd”)
by other Nora masters, and partly by being ordained
as a Buddhist monk for some time and by performing
rituals in the community. This marks their full entry
as a Nora master to the community. Once thus initiated,
Nora masters are called “Nora Yai” or “Nora Raja Khru”
and can perform rituals for their communities as

“Nai Rong” who lead Nora troupes they organize.
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Although Nora is often regarded as the oldest form of Thai dance-drama,
its precise history is unclear. This is because Nora is mostly a complex embodied
folk culture whose oral traditions do not depend much on written texts. The stories
of Nora’s origins and development in this oral tradition refer to diverse legends,
which are made real when they are re-enacted in performances by Nora masters.
These legends form a web of characters, actions, stories and situations that derive
from different local Nora performance traditions. These traditions differ because they

are part of different communities and are given different interpretations.

Despite much research on Nora culture by folklorists, anthropologists,
historians, and literary scholars, Nora’s historical development remains uncertain.
Studies of Nora’s history based on Nora legends link them to different Nora
communities in Southern Thailand. Nora masters from different communities sing
these legends while dancing their dynamic choreography in complex Nora
performances. Their sung legends provide oral evidence of different Nora sources,

sub-traditions and lines of transmission.
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To give life to its oral legends and embodied knowledge, Nora culture

must be performed into existence through unique and short-term
assemblages of dance, music, costumes, masks, props in temporary
performance spaces. Experts in drama, music, and design who compare
these living elements of the Nora tradition with those of other performing
arts traditions in Thailand and Southeast Asia can expand and deepen our
understanding of Nora culture in Southern Thailand and beyond.

The complex arts of Nora culture have undergone many changes,
especially since about 1940, while remaining highly popular in Southern
Thailand. These changes came about because the local communities of
the region have been increasingly involved in national, modern and global
processes. During these eight decades, among the most important changes
in Nora culture are the following.

First, Nora gained wider acceptance as a form of public
entertainment, both in modern stage shows and in mass media programs
as part of popular culture in and beyond Southern Thailand. This was
partly because Nora performers and troupes have promoted their art
to new audiences and fans beyond their local communities.

Secondly, Nora culture has become more part of national and
regional education systems, where it is now being taught in schools up to
the university level.

Thirdly, Thai Kings, members of the Thai royal family and the Thai
government have also promoted Nora as a distinctive and elegant folk
performing art of Thailand in national and international events, art festivals,
and venues.

Fourthly, since 2010 or so, Nora culture and performance have
appeared on diverse internet channels and new media platforms.
Finally, in the last few years, Nora has been promoted as a type of

cultural heritage of humanity, both in Thailand and through UNESCO.
21
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Amid these and other changes,
Nora continues to be performed by
Nora masters in community ceremonies
as a strong marker of local identity
in Southern Thailand. Since local
audiences and communities still
appreciate the distinctive beauty of
the Nora arts, they are still transmitted
and performed in these communities
as in the past. Nora masters dance
and sing in their beaded costumes,
and to innovate their art both in their
communities and in the wider world
with which their communities are now

more deeply entwined.

Nora performances continue to
evolve and remain highly popular with
many people in Southern Thailand.
Some aspects of Nora performances
have changed as Nora evolves in new
directions, but the complex art helps to
reflect the story of the different people
who admire and revere its changing

role in their communities.
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While for much of the last century men
were the main Nora performers, for more
than sixty years both women and men have
become Nora artists. People of all genders
study the art of Nora at home in their local
communities and in new schools in towns
and cities. They can study Nora arts and
continue learning Nora culture in new
university programs. In doing so, they combine
their individualized learning with a master
at home and in more standardized form of
Nora with teachers in schools. This has made
Nora performance and culture different from

the past.
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Nora has long appeared in modern stage performances
by popular Nora troupes in Southern Thailand at festivals and
stage shows. As mass media formats have provided new venues
for Nora performers, Nora performances also appeared on
radio, in films, and on television, not to mention being recorded
for distribution as video tapes and video discs. Most recently,
Nora performances can be found on many online and new media

platforms.
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Many people in the south want to study and learn the arts of
Nora and to become part of their popular traveling troupes. Since 2006,
Nora has also shown in international performing arts and dance festivals.
This has allowed contemporary audiences living outside Southern
Thailand to have a better understanding of the arts of Nora, and generated

a wider acceptance and understanding of its complex culture.

In our fast-changing world, Nora remains an important part of
southern Thai culture, but it now reaches beyond the south to other
parts of Thailand and the world. Nora is a performing art rooted in the
communities of Southern Thailand, where it represents a unique form

of dance-drama that is valuable both for its cultural life there and for

the cultural life of humanity.
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Nora Rong Khru: The Source of Southern Thai Performance Culture

(Thianchai Isaradej)
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The Songkhla Lake basin in Southern Thailand forms a
unique wetland ecosystem between the Gulf of Thailand to
the east and the hills to the west. In the past, this area was
isolated, and the people living there were self-reliant, attentive
to their natural environment, and connected to natural and
feminine spirits. They loved the diverse natural setting where
they lived because it allowed them to hunt in the forests, fish

in the lakes, and farm the land.
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The people living in this rich ecology revered their female ancestors and treated them as the main

spirits of their families and communities. Their matrifocal ancestor worship resembles beliefs found elsewhere
in Southeast Asia, where ritual performances often include spirit mediums entering into trance. This permits the
world of the ancestral spirits to interact with the world of living descendants. The sacred performances in the
Songkhla Lake basin which connect the afterworld to the world of the living through trance and ritual are known
as “Rong Khru,” named for the specially-built temporary halls (Rong) where these ritual performances are staged

)

for one’s ancestors and masters (Khru). Some call the ritual “Long Khru,” meaning “the descent (Long) of the

[former] masters [into the spirit-medium]” during trance sessions, which is a key part of the ritual.
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Local Rong Khru

Rong Khru rituals are performed in local communities when there has been no rain for several days, typically between
the 6" and 9" lunar months. Full Rong Khru rituals last for three days and two nights, from Wednesday through Friday.
Before the ritual begins, the host and sponsoring family constructs a special one-story rectangular (6 x 8 meter) ritual building
with a thatched roof, set on the east side of the host’s home. This specially built hall, typically built on the ground, will be the

temporary stage of the rituals and other performances to honor and repay the ancestral spirits and masters.

The hall must be large enough for all members of the family and the Nora troupe. A special large woven calathea mat
(called a Sard Khla) is placed in the middle of the floor of this staging area to serve as the main ritual and performance space.
The ritual hall also includes a sacred shelf or platform known as a Palai or Sarn on one end of the hall, to place the food and
offerings for the invited spirits, ritual crowns (Serd), masks, dress, ritual equipment, etc. There is also an area in the back of the
stage for the Nora troupe to prepare for their performances and to sleep if needed. The ritual hall is open to audiences from
the community on two sides, enabling them to watch and take part in the Rong Khru rituals and performances as needed.
This ritual hall is thus not just a ritual meeting place of living and the dead members of the family, or a space for live

dance-drama performances but also the main site where Nora culture is made.
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There are many reasons to hold a local Rong Khru ritual in a Nora community. Given their complexity and expense,
however, they are normally held to honor a promise to host one made by a family to their ancestors, as a repayment for
the ancestors fulfilling an earlier request made by their heirs. Among the common types of wishes a family may make which
would require a Rong Khru ritual to repay their ancestors if they are fulfilled include: having children, avoiding military service,

getting a job, winning a lawsuit, or recovering from some illness.
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When a family wants to perform a Rong Khru
ritual, it will bring a bowl with betel nut to invite
a special master initiated into the Nora tradition called
a great “Nai Rong” to whom the family feels closely
connected, convinced that he will perform the ritual

well and properly.

Performing a full Rong Khru ritual according to
Nora tradition requires several crucial materials believed
to connect the living heirs to their ancestors. Among
the most important ritual items are: skeins of white
ceremonial thread, bunches of white candles and stacks
of white cloth. The white ceremonial thread is used to
connect the altar of ancestral spirits in the host’s house
up to through its rafters and then over to the newly built
ritual hall under the ceiling where the high platform is
located, since this is where the ancestors will stay while
receiving their special offerings and entertainments.
The white ceremonial threads are tied to the four corners
of two special square white cloths, called “cloth ceilings”
or “pha phedan,” hung from the rafters of the ritual hall
and connected by ceremonial thread. The smaller one
is hung above the platform while the larger one is hung

over the ritual stage.

The area for a Nora ritual hall must remain
designated as the site for ritual performances and
cannot have anything built over it. This is so it can
continue to be the same site where ancestral spirits will
return for the Rong Khru ritual each time it is performed.
This is part of a contract made by the descendants
with their ancestors. It permits the ancestral spirits to
continue returning to their old home for the Rong Khru

ritual.
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The Nora master who will lead the Rong Khru ritual in local
communities must be a man who has been ordained as a Buddhist
monk after having been trained in the dance, singing, and the use of
spells of his own Nora lineage, and then has been initiated the Nora
tradition by his master. By undergoing a proper initiation in this way,
he becomes a “Nora Yai” or “great Nora,” which entitles him to perform
all the required Rong Khru rituals and to lead a Nora troupe. The family
hosting the Rong Khru rituals will often invite the same Nora master

and his troupe to perform for every Rong Khru they do.
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Wednesday: The First Day of Rong Khru Rituals.

The full three-day Rong Khru ritual performance
normally begins on a Wednesday afternoon with the
arrival of the Nora troupe to the house of its host.
The host will welcome the Nora master into the recently
built ritual hall with a bowl of full betel nuts and other
things, where he will beat the percussion instruments
to announce the troupe has arrived and to signal the
imminent start of the Rong Khru. The Nora troupe will
then be fed by the host family, after which they will

wait and prepare for the evening ritual performances
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The Nora troupe will enter the hall, set up their musical instruments, making offerings and candles, and connect

the ceremonial thread as they invite the spirits from the home of the host into the ritual hall.

On that evening, music and songs will be used to pay respects to and to invite all the former Nora masters, ancestors,
and all other spirits to the ritual hall and to ask for their protection. Some Nora troupes will then perform a special “Setting up the City”
rite, which links the ritual space and Nora performers to the space of the mythical Nora founder. Other Nora troupes will instead
dance for the assembled spirits. In either case, this is followed by lively dance and singing performances to entertain the spirits

and the community and to create a friendly atmosphere between the host family and those attending from the community.

These popular performances last deep into the first night.
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Thursday: The Second Day of Rong Khru Rituals.

The second day is the main day of Rong Khru rituals. On that morning, the Nora master dresses up in a special full Nora
dress with a white cloth hanging down from his waist, and invites the ancestral spirits of the hosting family to the ceremony
on that day. This is followed later that morning with the Nora master performing the “Kard Khru” or “honoring the masters”

rite to pay respects to former Nora masters, ancestral spirits, and to ask mother earth permission to perform in the ritual hall.
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After all the spirits are invited, special offerings are made to
them, and all are invited to view the performances to follow. Known
as “the twelve songs and the twelve stories,” these performances all
include dance. These form the main Nora performances done on this
day and are the core of Nora performance culture. The twelve songs
exhort listeners to be grateful to their mothers, teachers, and those
who care for them. The Nora master then summarizes each of twelve
major legendary tales which are central to the Nora tradition. He selects
some episodes from these twelve legends to perform during the day.
While these Rong Khru performances might include other performers,

the main Nora master will normally perform the main character.

Two special and interconnected episodes derived from Jataka tales of the Buddha’s former lives will typically be
performed in this part of the Rong Khru ritual, both to entertain and to provide moral guidance to those attending. One episode
comes from the legend of the prince Phra Rothasen and his wife Meri, and the other will come from the legend of prince Phra
Suthon and his wife Manorah. Suthon is a reincarnation of Phra Rothasen and both were punished for treating their wives badly.
These two episodes are chosen because they stress the importance of women and point to how to live morally in a matrilocal
society. Besides performing episodes from these two legendary tales, the Nora troupe is expected to perform as much and as
well as they can of the other ten tales, too, before sunset to ensure the ancestral spirits will remain for the crucial rituals which

will take place later on Thursday evening.

If done completely and well, at twilight the spirits of the family will enter into the spirit-medium of the hosting family.
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On Thursday evening, the host of the ritual will first bring the children
of his family to the ritual hall so they can pay respects to the founding
ancestors of Nora tradition and the oldest ancestors in their family.
Each family in the community has a unique set of ancestors that connects
them to other families in the community as well as to the divine ancestors
in Nora legends, all of whom are invited to attend Nora rituals. Despite
the different genealogies of each Nora family, all believe they descended
from the same semi-divine founder of the Nora tradition, which the Rong
Khru ritual re-enacts. Among the key spirits invited by nearly every family
are divine figures from Nora genealogies tied to the founding Nora ancestors

)

known as “Khru Mo Nora,” such as Phra Thep Singhon, Mae Sri Mala,
Khun Sri Satha, Phraya Sai Fa Faat, Phran Bun, Ta Luang Kong, Nang Khan

On, who will sometimes figure in Nora performances.

At the auspicious moment, the head Nora master will sing
a special song to invite the ancestral spirits of the host family to come down
and enter into the spirit-medium of the family who is sitting on the floor
beside him, covered with white cloth. Whether the ancestor enters into
the medium or not depends on how satisfied the spirits have been with
the preceeding ritual performances. If satisfied with the quality of
the performances, the ancestral spirits may enter the medium; but if
unsatisfied, the ancestors will not show themselves in the spirit-medium’s
body. In the latter case, the lead Nora master needs to find ways to entice
the ancestors to come down into the ritual space and enter the spirit
medium. Families and Nora masters develop different strategies to entice
the ancestors to enter the spirit medium. The Nora master sometimes resorts
to cursing, scorning or using magic on the ancestral spirits, so they feel upset,

ashamed or otherwise compelled to enter the spirit medium.

The precise order of Rong Khru rituals varies from community to
community, but what all communities value are elaborate ritual
performances. When a Nora master is talented and knowledgeable
enough to artfully perform the twelve legendary episodes in detail,
without skipping key scenes, he will be regarded as a genuine Nora master

by both spirits and the human community.
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The main part of the Rong Khru ritual
is the interaction with the ancestral spirits on
the second night. In Nora culture, the spirits of
the deceased ancestors need to feel cared for
by their descendants or they will cause trouble
for them. This shows that the heart of the
Rong Khru ritual is bringing ancestral spirits
into the ritual space to receive the offerings
given by their descendants. If satisfied with
these offerings, the ancestral spirits will
enter the spirit mediums, who will hold burning
candles around the offerings and then eat
the candle flame while the musicians perform
in time with the spirit medium’s movements.
One of the most exciting moments of this
central ritual is when the spirit medium climbs

up to the sacred offering platform above the

ritual hall to see the offerings while the music gy, . ‘]':'-]‘.jiu. AL S) s
ensemble plays intensely rhythmic music. ' }-ﬂ" _ : '

If the spirits are dissatisfied with the offerings, “ f & 1 3

the spirit medium will become wild, and may ‘)

s

throw down the offerings made to the ancestors
into the ritual space. This will then require
the Nora master to negotiate with the spirits
and make amends or adjustments until
the medium becomes peaceful, after which
the hosting family will dance to celebratory
music. The body of a spirit medium may be
entered by many different spirits, including
different ancestors, Nora masters, or other local
spirits. Determining which spirit is in the medium

can be done by reading the traits and personalities

of the spirit medium’s behavior.
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Friday: The Third Day of Rong Khru Rituals.

On this, the final day of the Rong Khru ritual, the
ancestral spirits are sent away and the ritual hall is dismantled.
In the morning, the Nora master will sing farewell songs for the
ancestors and former Nora masters, praising and thanking them
for having participated in the ceremonies on Thursday night,
but telling them it is now time for them to return to their home
in the nether world. The spirits must depart before it gets dark
on Friday because it is believed that if they stayed, wild spirits
and bad ghosts would haunt the house of the host. The head
Nora master of the Rong Khru needs to control the spirits in

a humble but firm way, using all of his powers.

In sending the spirts away, the Nora master will
call out their names in the reverse order from which they
were invited to attend the ritual. He then removes part of
the roof of the ritual hall so the ancestors will be able to
return to the nether world. Finally, the Nora master will
chase away the wayward spirits who had come to covertly
eat the offerings of the ancestors, using singing and dancing with

a rattan stick and powerful spells to whip the wayward ghostly

spirits until they are forced to leave.

S

During this part of the ritual, the song lyrics include
sad words about the separation of the ancestors from their
living descendants. When talented Nora artists sing these
songs, they can bring tears to the eyes of those listening.
Affecting the emotions of the audience helped them to
better understand the cycle of life and death. The ritual hall is
then dismantled, marking the end of the ritual space and time
of the Rong Khru. The white cloth “ceilings” where the spirits
were staying are cut down, and the white ceremonial threads
and white candles are cut. These cuts mark the divide between
the world of the living and the world of the dead. The food
offerings used to honor the ancestral spirits are distributed to
the community, given to animals like pigs and dogs to eat,
or thrown out. The Rong Khru ritual then ends with the
overturning of the special ritual mat placed in the ritual hall
since before the Rong Khru started. This has been the same
mat where the main dances and rituals were performed from
the first day. Once the ritual mat is turned over, the Nora master
strikes the musical instruments of his troupe to signal the end

of the Rong Khru ritual.
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The Nora troupe is then fed by the host and the
community is asked to take away the leftover materials
from the ritual food, cloth and other materials to carry home
to share. Traditionally, the community would make and
dismantle the ritual hall and return the ground to its original
condition one day after the ritual ended. But recently,
specialty companies are often hired to build and demolish
the Rong Khru ritual hall.
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Rong Khru Supplements and Variants

The schedule of the Rong Khru outlined above is just
the basic template of full Nora ritual performances.
Nora masters, families, and communities make many
adjustments, supplements and variants to this template in
their actual practice. The type and degree of the elaborate
performances done in each Rong Khru also varies a lot.
Rong Khru is not only performed as family rituals for their
ancestors but for other purposes, too. Among the most
important rites added to the Rong Khru is the one which
produces new Nora masters by publicly and formally initiating
them into the Nora tradition. It is a crucial rite used to reproduce

Nora culture.
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The Initiation Rite for New Nora Masters

Nora masters collectively identify their sacred founding ancestors as
“Khru Mor Nora,” meaning the “healing masters.” They perform a special '
rite known as the “Kan Krob Serd” (“crowning”) to initiate new male Nora ) ' A TEL 1 IR | RU

]t TR
masters. It is normally held on the morning of the second day (Thursday)
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of the Rong Khru ritual, and is used to select worthy young men who want
to become new Nora masters. Candidates are often first selected by their
male relatives or by their ancestors. Prospective Nora masters must be
properly trained in the Nora tradition of singing and dancing, understand
the various spells needed in rituals, and follow a strict moral code. During
the initiation ceremony, the prospective Nora master appears with his own
master, his parents, and a monk as his witnesses. The initiate receives a full
Nora costume, including a set of detachable nails, but the key moment
of the rite occurs when a wooden “serd” or “crown” - sometimes lit with
burning candles - is slowly lowered by wires onto the initiate’s head. Once
the crown is fitted on the initiate’s head, he is recognized as a Nora master
or “Nora Yai.” But for full recognition, he still must perform Nora ritual
publicly in three temples and three communities, so he is known as a new
Nora master in the wider community, and also be ordained as a Buddhist

monk for a short time when he is 21 years old. Upon completing these

things, the new Nora master will then be able to perform Rong Khru rituals

and lead his own Nora troupe as a Nai Rong.
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Because the legendary Nora
founder was a nobleman who was highly
skilled in dance, a new Nora master must
have undergone the “crowning” ritual to
symbolically show similar status. The rite
also marks a change of status for the Nora
master as someone knowledgeable in the
Nora tradition. Nora masters revere their
crowns and costumes as signs of their
place in the Nora tradition. Wearing his
crown shows his place in Nora culture has
been recognized by other Nora teachers,

families, communities.
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Not everyone trained in Nora dance and singing is a Nora
master. Someone who has been trained in the arts of Nora
but has not gone through this crowning ritual is considered as
a “raw” or immature Nora who cannot yet perform Rong Khru
rituals, Nora masters need to remain morally strong to ensure

they will be able to connect with divine beings.
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A genuine Nora master may make a living in an ordinary way like other people as a farmer, a fisherman,
a government official or a teacher, but during the Rong Khru ritual, as a Nora master, he plays another role so
he will be honored as a spiritual leader. Therefore, he must constantly maintain himself with the dignity worthy

of a Nora master.
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Other major supplements to the Rong Khru could occur on the final day of performances
before the ritual hall is dismantled. Middle-level families or higher may add in two well-known
dance pieces to the ritual: “Catching the Swan” and “Stabbing the Crocodile,” whose difficulty and
danger highlight both an elaborate Rong Khru and the involvement of highly skilled Nora masters.
Each of these two pieces is elaborated in its content and props, and both highlight the presumed
hunting process that was once typical of people in the Songkhla Lake region. They allude to the
importance of weapons in the lives of people in the former jungle areas of Southern Thailand,

who had to be armed and ready to use their weapons against the dangers they faced.

“Catching the Swan” is a sacred set dance piece done on the third day of the Rong Khru
ritual. If spells are not properly used to protect the performers before and after this dance,
performers may experience problems. The dance shows how a hunter uses a secret spell to
catch a divine swan with a rope lasso. When the dance is completed, the dancers need to
receive blessed water. The way the hunter and of the mysterious bird resonate with the legend

of the bird-princess Manorah from a Jataka tale seen in other stories, too, tied to Nora culture.
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“Stabbing the Crocodile” is another set dance piece performed
on the third day of the Rong Khru ritual. Dancers use sharp spears
to stab a crocodile - represented by a special banana tree given
a crocodile shape - who is seen to embody major problems, obstacles,
and threats to the community. Performing this piece requires many
Nora masters, each telling the story of the spear used to stab the
crocodile. It is linked to the legend of the crocodile king who is killed
by the hunter Kraithong. Only top Nora masters can do the dance of
stabbing the crocodile. This minor ritual in the Rong Khru holds special
meaning for the people around Lake Songkhla, since crocodiles once

endangered their lives as fishermen or when raising animals.
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Healing Ritual and Vow Fulfilling.

Other important rites often part of Rong Khru ritual include healing rites and rites to fulfill a vow or contract (Kae Bon)
made between a family and their ancestral spirits. An initiated Nora master who behaves properly will have the power
to communicate with spirits and to control them in the rituals. By his powerful incantations, the Nora master will
be able to heal certain diseases or illness of unknown cause due to some punishment by ancestors for wrongdoing.
Some people, especially children, may experience health problems for unknown reasons. Sometimes this shows itself
as a mark or a growth - called a “saen” - on the skin. It is believed to have been caused by ancestral spirits. But it may be healed

by a Nora master who utters a spell and then steps on this mark three times to make it disappear from the skin.
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There is some flexibility and ability to modify the strict by | [ RER

rules of Nora ritual, so the purpose and form of the ritual can be
adjusted by the ritual host. In practice, the Rong Khru ritual may
also be performed in just one day and one night, when it is
called a “Rong Kum Khru.” There is also a type performance for
repaying ancestral spirits for their fulfilling a request made to
them by an ancestor in a short performance in what is called

a “Rong Mryei,” which is a local term for the “Kae Bon” rite.

Nora performances may be seen as tied to the ritual
songs and dances for ancestors and spirits of early hunting
communities in Southern Thailand. But Rong Khru ritual
contains elements tied to Buddhist beliefs, Brahmanism,
animism and Islam, making Nora into an art where local
communities in Southern Thailand combine the elements of
different traditions into a dynamic cultural assemblage.

This shows how Nora culture weaves together threads
from many different cultures and civilizations, while adapting
them to local customs and tastes. Elements of the Nora tradition
from distant cultures are selected to fit in with the rest of the
Nora cultural assemblage without any element overwhelming

any other in the tradition.
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The Place of Rong Khru Ritual
Performance in Nora Culture

Nora is a beautiful art reflecting the life
patterns of southern Thai culture. Villagers and
farmers sponsor Rong Khru rituals by including
Nora masters, senior members of the family
and spirit-medium of their ancestors. The older
generation of the community uses their cultural
memory and knowledge to prepare, manage and
solve various problems tied to the Rong Khru
ritual. The work of elders in the Rong Khru ritual
provides them and their ancestors with a dignified
place in the community and permits villagers to
preserve Nora traditions. The ritual also provides
children with social status once they come of age
by a ritual hall to show concern for the elderly
who are still alive, so they see that the offspring
will continue to inherit the spiritual and social

connections in their lineage.
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Families were traditionally expected to build the special ritual hall
for the Rong Khru ritual every year. Since expenses for a Rong Khru are high,
families often do not host the ritual every year, but every three, five, seven

or even nine years, according to the promises made to their ancestors.

Families that cannot afford the expense of such an elaborate Rong Khru
ritual choose to care for their ancestors through Buddhist rituals and festivals.
Rather than setting up a ritual hall to host a Rong Khru to pay respect to their
ancestors in their homes, they bring their food, labor or other talents to local
Buddhist temples to make merit for their ancestors. Communities in Southern
Thailand often work together for the tenth lunar month festival for ancestors
held at Buddhist temples. This will help the ancestors to benefit from their

descendants’ actions without the Rong Khru ritual.
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Performing a Rong Khru is an open-house event which
permits neighbors to find out about the host family, as well as showing
how spiritual powers can protect the family. Once a family is ritually
protected through the Rong Khru ritual, it can make or renew
friendships through the help and support of other families. Those who
care for one another can then help out at other Rong Khru done in the
community, just like helping out at weddings, ordinations or funerals.
Even if one cannot attend each ritual, it is expected that neighboring
families will stop by to contribute money or to bring food. This is
a way of paying respect to the Nora master and to beloved ancestors
of neighbors. Through this social solidarity, people voluntarily show
their care and concern for the local community. Everyone can help

out with something when a neighbor is hosting a Rong Khru ritual.

The continued faith of people in their ancestors and Khru Mor
Nora, including the founding Nora master, ensures Rong Khru ritual
performances will continue. Because of this faith, there are still many
powerful and popular male Nora masters. Performances by Nora
masters show the living and embodied value of this belief system
to the identities of communities in Southern Thailand, not just in

the minds of people there. In short, Rong Khru ritual remains the living

source of Nora culture as it was in the past.
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Nora Legends and Early History
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Rong Khru ritual performances recount Nora’'s
legendary history each time they are performed.

These performances reproduce Nora’s mythical
development and keep it alive in local communities.
But since Nora myths and legends are part of oral traditions
based in local communities and were not written down in
texts until recently, they often differ on key details due to
their ties to specific communities. This means the diverse oral
Nora legends do not convey a clear overview of the general
historical development of Nora culture.

While most Nora legends suggest it originated from
external and divine sources, clear evidence of their precise
sources is often lacking. The origins of Nora are unclear not just
because they are tied to legends from different commmunities.
Its history is also vague since Nora is mainly transmitted through
embodied knowledge and experience, which are tied to
the bodies of performers who link themselves to the spirits
of their ancestors and Nora teachers.
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Key Nora Legends

Several important legends forming key parts of Nora culture are
included in Rong Khru ritual performances. One is about the beginnings
of Nora performance. Later ones are tied to key divine figures related to
Buddhist Jataka tales. Others are tied to various goddesses in the Malay

Archipelago.

The Nora Founder

Legends about the first Nora master exist in many versions in local
Rong Khru rituals. Nora Phum Theva relayed the basic legend in Pinyo
Jittham’s book Nora as follows:

Once upon a time, a king named Phraya Sai Fa Fard (meaning
“lichtning bolt”) had a beautiful daughter named Nang Nuan Thong
Samlee. She dreamed that a Kinnon (a male half-man half-bird divine
creature) came to dance for her, showing a wonderful dance in twelve
poses while performing with a music ensemble. When she awoke, she began
dancing like she had dreamed, and ate the stamens of lotus flower,
becoming pregnant. Angry at this, her father banished her from the city on
a raft over a large lake with her maids. Her raft ¢ot stuck on Krachang Island
(in Songkhla Lake), where she gave birth to a boy. After teaching him to dance,
the boy left the island and went back to the city, where he danced. When king
Phraya Sai Fa Fard saw him dance, he invited the boy to his palace to dance
for him. Moved both by the beauty of his dance and by his resemblance to his
daughter, he realized the boy was his grandson. He then gave the boy royal
decorations and a crown, along with the title Khun Sri Sattha to act as the

dancer for the court.
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The variants to this story in different Rong Khru traditions are
tied to different Nora communities. One key element is that the boy
dancer is seen as the founder of the Nora tradition rather than his
mother. Some versions include how the king sent soldiers to get his
daughter from the island after recognizing his grandson. When she
refused to go with them, they had to catch her and bring her back.
On the trip back to the city on the lake, a crocodile appeared, and
the soldiers had to kill it. When she returns she receives the title
Mae Sri Mala.

These two episodes relate to the two key dances performed
in many Rong Khru rituals - Catching the Swan and Stabbing the
Crocodile - and are key parts of the Nora dance repertoire. Other
versions link the king to the Hindu god Indra. These stories stress
connections of Nora performance to Indian gods, and the recognition

of the power of dance after a period of banishment.

The title of the Nora founder is tied to several places and
legends. Wat Tha Kae in Phatthalung province has had an image of
Khun Sri Sattha as the Nora founder since 1971 or so, with a shrine for
him built in 2005, and many people go to worship there. The temple
is also an important site for large annual public Rong Khru ritual

performances.
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Legends Tied to Manorah

The early Nora legends were supplemented by
Theravada tales tied to the Panfasa Jatakas - apocryphal tales
of the previous life of the Buddha. They include two key
interconnected tales important in Nora culture: the Rathasena
Jataka also called the “Twelve Sisters” focusing on Phra
Rothasen and his wife Meri and the Sudhana Jataka focusing

on Suthon and Manorah.

Both Jatakas are related because Phra Rothasen
betrayed Meri’s love, fleeing away from her out of a duty to
retrieve his mother’s eyeballs that Meri kept in a different
town. The betrayal of his love caused Meri’s death, after which
Rothasen died, too. Since they both promised to meet again
in the next life, Phra Rothasen was reborn as Phra Suthon. In
this life, the Jataka relates he would have to search for the

reincarnated Meri, who was reborn as Manorah.

The story of Phra Suthon and Nang Manohra starts
when the Hunter, Phran Boon uses a magical rope to capture
the youngest of seven Kinnaree sisters to give to his master,
Phra Suthon. The two fell in love and got married, but when
Phra Suthon goes to war, his mother and the noblemen find
a way to eliminate Manorah, arguing she will bring destruction
to the city, so she needs to be sacrificed by fire. When she is
about to be burned, Manorah asks for her wings and tail to dance
for one last time. With her wings and tail, she flew back to her
city in the magical Himmapan forest. This saddens Phra Suthon,

who vows to go and find her to prove his true love for her.

Episodes from these two legends are often included on
the second day of Rong Khru performances, especially those
of Phra Rothasen getting the giantess drunk so he could return

to his mother, and the scene of the Hunter catching Manorah.
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Nora’s Connections to “"Lady White Blood” Legends

Other well-known legends linked to Nora are those
tied to Lady White Blood (Nang Lued Khao), who is the legendary
ancestress from whom all histories of the region around
Phatthalung begin. The different life stories and legends of the
White Blood Lady are tied to cultural memories of different
communities. Most of the legends of the White Blood Lady and
her husband Phra Kuman focus on their support for building
Theravada Buddhist temples in the region and other activities
that promoted Buddhism. Even today, many temples in
Phatthalung, Songkhla, Phuket, Trang and Nakhon Si Thammarat
claim to have been founded by the White Blood Ladly.

Her life and activities deeply shape the cultural memory
of the area. She is also channeled through spirit-mediums
in Nora rituals. One legend of a Lady White Blood tied
to Phatthalung links her to Mae Sri Mala and to a local
goddess known as the Mae Chao Yu Hua, or Royal Mother.
Like Mae Sri Mala, the White Blood Lady is said to have been
a princess who was banished on a raft out to the sea from the
palace, but is saved by an old couple. She gives birth to a son
whom she teaches how to dance in the Manorah style. She then
donates gold that she found in the forest, where it is used to make
a small Buddha image.

Her many legends use the names of Phatthalung,
Songkhla, Phuket and Lankawi, but they are tied to different
stories. Another version tied to Nora of the White Blood Lady
says she was born near Sathingphra in Songkhla province and
was responsible for building many area Buddhist temples.
There was also a Lady White Blood who was one of the
Nora ancestral spirits, based on references to two temple
with these names, one in Sathingphra and one in Nakorn
Si Thammarat.

The goddess named Chao Mae Yu Hua (Royal Mother)
is worshiped at Wat Tha Kura in Sathingphra. Her legend
relates how she gave up her son, who is adopted by an
old couple. The boy later finds out that he is a prince, so

her mother makes a small golden Buddha image which is

used to replace the boy for the old couple. The Buddha
image was revered by many people in the area. Each May, many
devotees go there to pour water on a tiny Buddha image.
It is believed to hold not just her spirit but those of many
others, including her son, gods, and monks. Besides making
offerings, becoming monks or lay nuns, many people perform
Nora dances to fulfill a vow made to her, wearing masks or
Nora costumes.

The many versions of the Lady White Blood legend
suggest that its history (i.e., the action of one’s ancestors) in
rural Southern Thailand was told in relation to specific places
and landscapes. The diverse stories of Lady White Blood,
found throughout the area are so varied and so individualistic,
suggesting an original plurality rather than an evolution from
a basic story into a variety of forms.
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Nora’s Relations to History

Whatever Nora’s precise origins or links to
legends, most informed people agree that some
form of Nora has been performed for centuries
in what is now southern Thailand. Some suggest
Indic sources, possibly mediated through early
states based in Sumatra or Java, for Nora
culture. They base this on comparing various
Nora Rong Khru rituals, legends and myths.
Other scholars have tried to link Nora culture to
broader developments in Southeast Asian history.

In the 7" to 14" centuries, the Malay
Archipelago in Southeast Asia was tied to
other parts of Asia through maritime trade
routes. Ships left the region with items like ivory,
tin, nutmeg, sandalwood, semi-precious stones,
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strong-smelling camphor and aloes used for medicinal purposes, and took
in spices from India and silk and pottery from China. Many port towns were
stopover points for trading ships which transferred goods between various
groups living in the region.

Interactions among different peoples on the trade routes led to
the mixing of religious, political and artistic traditions. The Srivijaya
Kingdom, based in Sumatra, and later states, controlled much of the
Malay Archipelago in the Indian Ocean in this time, and showed much
cultural blending. Port towns in the Malay Archipelago were connected
to Sirvijaya. Ruins of old temples and archaeological remains that survive
from this period are linked to the Hindu gods: Brahma, Shiva, Vishnu;
as well as to Vajrayana and Mahayana Buddhism. These Indic traditions
were often woven into local spiritual and magical practices and beliefs,
with local leaders associating themselves with their gods and powers.

Professor Suthiwong Phongphaibun, the scholar of Southern Thai
culture who founded the Institute for Southern Thai Studies, sums up this
earlier complex of performing arts in the region during this time as follows:

“Mostly the performing arts cultures in Southern Thailand share
the same origins as nearby regions, like Malaysia, Indonesia and the islands
in the Strait of Malacca. They all share Hindu culture which is interconnected
with the particular developments of each locality such as ethnicity, historical
origins and other local assets. Due to this background, Hindu culture, which
includes a mix of Buddhist ideas and theistic ideas from Brahmanism,
spread widely and was incorporated into southern performing arts
legends. Each performance is accompanied by traditional musical
instruments as magic prayers are chanted and offerings are made
to worship deities. For example, in these ceremnies known as Nimon
or To Khrum, prayers to revere spirits were recited in ceremonies
to call ancestral spirits (riag phi ta yai). In small shadow puppet plays
(nang talung), puppets of the Hindu hermit (risi) and of the Hindu g¢od
Shiva on a cow must be played with to worship the three main Hindu
gods (Brahma, Shiva and Vishnu). In the performance of Nora, also called
Chatri, there are poems for doing an overture and for paying respect to
spirit teachers, known as the bot Pali na san and bot khan-e.” Suthiwong

Phongphaibun (2004: 147-148).
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Key elements of what is now called Nora are thus

believed to have entered the Malay Archipelago in the 6" to
13" century, either from Sumatra or Java, or from Southern
India. These external elements were blended with local
practices, creating ritual performance traditions that linked
local ancestors and spirits to major Hindu gods or Buddhist
cosmology. The performance traditions likely centered on
possession by ancestral spirits, healing of ancestor-caused
illness, spirit-calling and repaying vows made to spirits,
but they also included invoking powerful teacher spirits,
the use of powerful spells, and the transmission of ritual objects

like crowns, masks, and ritual daggers.
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In the 1700s and 1800s, performances
known as “manorah” - like today’s Nora
performances -were performed by Siamese
performers in Kedah and other places on

the Malay Archipelago.

In 1780, King Taksin of Thonburi
(r. 1767-1782) ordered a troupe from Nakhon
Si Thammarat to perform Nora in Thonburi
to celebrate the Emerald Buddha.

In the early Chakri dynasty, more Nora
troupes were brought to perform in Bangkok, and
some people from Southern Thailand moved
to Bangkok, taking Nora culture with them. In
the mid 1800s, King Rama Il brought people
from the south to live in Bangkok near the
palace, including “chatri’ performers. Troupes
performed in Bangkok for Kng Rama Il and
King Rama IV, with the latter king reporting in
1860 that “this lakhon chatri that you brought
for the [royal] funeral is very popular because
no one has seen it before.” (S.Pongpaiboon
1999: 3871)

Since the early 1800s, the term chatri
(literally, “valiant, powerful” but referring
perhaps to small groups of wandering
performers) was used to refer to different
performing arts traditions from what is now
Southern Thailand, including what we known
today as Nora. This suggests that at this time,
the term “lakhon chatri” may sometimes
refer to something like what we now call Nora.
But by the early 20" century “lakorn chatri”

typically referred to women’s performing

Amlus) IwdElunE FIRInFIVA

groups assimilated to Central Thai culture, using its dialect to honor Buddhism,
the monarchy, mostly based in Phetburi, Bangkok and Ayutthaya, in distinction
with the now current term Nora (perhaps a shortened form of “Manorah”)

for the performance tradition we now know by that term.

A mural painting from 1863 in Songkhla’s royal Wat Machimawat
shows a European soldier, with his wife and son, watching a Nora performance,
among other depictions of southern Thai culture. Similar 19" century temple

mural paintings showing Nora have been seen in Kelantan, too.

The memories of 19" century Nora masters point to Nora communities
centered in the 1830s around Songkhla Lake. By the 1920s, families with Nora

masters were known in Songkhla, Phattalung, Nakorn Si Thammarat, and Trang.
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In the 20" century, Nora performances are often used
to welcome dignitaries to Southern Thailand or as cultural
emissaries from the south to Bangkok. In both cases, they were
seen to embody southern culture in Thailand. High points in the
recognition of Nora culture included further Royal and national

recognition.

Nora dancers welcomed King Rama V on his 1905
visit to Pak Phanang district in Nakhon Si Thammarat,

where photographs were made.

Other early photographs showing Nora dance were
made in 1908. The renowned master Nora Khlai Prommet
(Nora Khlai Khinon) performed in 1908 with a troupe of thirteen
for King Rama V in the Grand Palace, receiving the title “Muen

Rabum Bunthueng Chatri” [Muen who dances joyfully].

The famous Nora Phum Theva performed for King Rama
VI on his visit to Phatthalung and Songkhla in 1915, after which

his style became popular.

Later, in 1923, King Rama VI graciously granted them
the opportunity to dance again, and they went from
Nakhon Si Thammarat to dance before the throne in the Grand
Palace. On this occasion, Nora Modlin performed as a female
character and received the surname “Yord Rabum,” literally,

Top Dancer.

Early photographs show that Nora is a performing
art done by men, and link it to visits by dignified outsiders,
often at Buddhist temples. This suggests that Nora performers
were well-respected members of the communities being
visited. Despite other major cuts to the performing arts,
King Rama VIl invited a 13-person Nora troupe to Bangkok in
1930. Nora masters who performed for the royal family often

say it was the highlight of their life.
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Beyond these forms of royal
recognition, however, Nora has remained
mostly tied to the embodied practices,
experiences and memories of local Rong
Khru rituals performed by Nora masters in

southern Thai commmunities.

Until recently, it has not been
possible to record much of these
traditions or performances. This has made
the study of Nora’s past challenging.
Evidence for Nora’s history mostly
appears through contacts with those
interested in the arts of Nora since 1900
or so from outside, such as members
of the Thai royal court or Europeans in
Siam. They produced written records and
enduring artifacts that included written
texts, photographs, films and sketches
of Nora artists and their activities and
artifacts. Since that time, and especially
since about 1950, better tools for
recording and archiving have helped
make Nora’s past more available to
historical study. More people have
sought to see Nora as a unique living
tradition with a long memory. This vital
cultural tradition is still mostly transmitted
orally and through the body rather than
mainly passed down through written
texts and durable artifacts. To better
understand Nora requires studying it as

a living cultural world.
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Rong Khru ritual continues to be the main source for all types of Nora
performance. These performances are complex assemblages, centered
on the activities of trained and initiated Nora masters and the troupes they
run. Among the most prominent and important aspects of Nora culture
are the distinctive rhythmic sounds emerging from its musical ensemble.
The most visible signs of the Nora master appear in his elaborate costume
and dress. These elements combine to form the Nora performances that

comprise the complex, living world of Nora culture.

This chapter will first discuss the various activities of the Nora master
and his troupe, which include Nora dancers, the Hunter character,
and musicians who are chorus and perform music for the performance.
It will then elaborate on the Nora music ensemble, and end by examining
the Nora costume and dress. It will conclude with a short look at how

these elements fit together into Nora performance.
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The Embodied Knowledge
of Nora Masters

The embodied knowledge of Nora culture is
learned through extensive practice with a teacher.
This has made the artistic knowledge of Nora unique.
The strong and dynamic power of Nora performers differ
from those who learn the performing arts in other parts
of Thailand. The main types of knowledge of Nora artists
are grounded in dance, singing, performance-making,
the use of spells, and the treatment of physical and
mental illnesses, whether they perform for ancestors in

local Rong Khru or for entertainment on the public stage.
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Nora Dance

The dance style of Nora performers centers on a set
of different angular poses which varies with the teacher.
All masters teach slightly different forms of Nora dance,
so the dance poses and movements one learns differ from
master to master. Students are expected to learn the basic
dance poses and moves correctly with their teacher, but they
are then permitted to modify some elements or poses in their
performances. This dynamic process of learning Nora dance
ensures there is always a lively foundation of basic movements
and openness to artistic innovation.

The basic training for the Nora apprentice to master
in his dance will permit him to dance with energetic strength.

It includes the following:
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Bodywork

The body of a Nora dancer is a highly
disciplined and codified body. This is most
clearly seen in how dancers develop
a compact and stable body core from
which agile and acrobatic hand, arm and leg
movements emerge in surprising ways.
The elegant beauty of the Nora dancer’s body
differs from ordinary people’s bodies. Skilled
Nora performers need to begin training from
childhood and both master and the student

must be patient and focused.

Beautiful Nora dancers must have
a solid, stable core and move in balanced
way with deeply bended knees and low to
the ground. By developing a strong, sharply
curved back, the chest and the bottom will
extend outward and lift the head up. Dancers
also do long training in bending the hands,
arms and legs. This produces Nora dancers
with a distinctive bird-like body shape,
poses and movements that combines into

a balanced, angular, and beautiful unity.

Nora requires a long multi-staged
process to learn, adjust and rearrange
the whole body system into an extraordinarily
flexible form. Since this training reworks
the body from the inside out, it also requires
learning to breathe differently and to focus
the mind differently until mind, breath and
body interact seamlessly. It permits dancers
to concentrate, become stronger and more

agile.
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Nora Dance Poses and Learning Nora Dance

The Nora master teaches students the basics of Nora
dance, which includes standing, sitting, balancing, rolling the
fingers, bending the arms, arching the back, creating open,
angular poses with the arms and legs, strengthening the legs
to make them flexible and strong enough to move and create
a balanced body, shifting weight and to find the body’s center
regardless of its position. Nora masters typically have their
own set of key poses and movements, tied to the line of Nora
master they are part of. In recent decades one common set of
twelve poses have been widely identified with the main poses
of the Nora tradition tied to those codified by Prince Damrong
Rajanubhab based on his interview with the Lakorn Chatri
artist Chongphakdee (Khao) from Trang. His book Legends of
the Inao Dance-Drama (Tumnan Lakhorn Inao) printed in 1964
lists twelve poses tied to Nora . Another earlier well-known set
of twelve poses come from Khlai Bharommet. This set of poses
were photographed and named differently from those of Prince
Damrong. Since Nora is a set of local traditions grounded in
the teachings of many different masters for students in diverse
communities of Southern Thailand, there are many different
poses and names for the basic poses of their specific tradition.
There are new and different dance poses beyond the above
twelve have been stressed by Nora masters. More recently,
poses have been standardized and codified to make teaching
more systematic and easier to learn for students from different

backgrounds.

For instance, 83 dance poses are used to help students
learn basic Nora dance movements, and they have been
included in three mnemonic songs. This book uses the twelve
poses of Khlai Bharommet, which were photographed in Bangkok

early in the twentieth century.
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The Twelve Poses of
Nora Khlai Khinon,

with Nora Modlin
(photos taken in 1923)

vinil 1 YINYUATNGI Vil 2 Y1Ag vinil 3 91IAY
Khun Sattha The Master Buffalo Horn
(legendary founder of Nora)
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Forward “Jeeb” Gesture Great Stride Divine Half Bird-Half-Man Flying Small Square
(Kinnon)
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Dancing (pas de deux) Four-Faced Brahman Mid-Chest Gesture Weaving Spider
(Sud Wong Ok)
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These mnemonic songs are used in the Rong Khru
ritual and by students to practice the various dance poses.
Once students know the basic poses and movements
of Nora dance, though, they practice combining some

elements into their own dances.

Choreographed dances play a prominent role in
Rong Khru ritual, following the strict patterns and sequences
required of them. Audiences will know by the music and
dance moves what the performers want to communicate
to the audience, letting dance and music form a type of
symbolic communication shared with the audience and

the ancestors present.

Three key ritual dances are performed in the Rong
Khru by a large group of initiated Nora masters: dances done
according to the dances of the twelve songs; Catching the

Swan; and Stabbing the Crocodile.

These three major dances in the Rong Khru provide
opportunities to train younger Nora masters and to
showcase the dancing and singing skills of senior Nora

masters, as well as affect the audience and the spirits.

The dances of twelve songs presented by the Nora
Yai on the second day of the Rong Khru ritual. After that,
the Nora Yai dances the twelve poses and then performs
several episodes from the twelve stories. They are selected
to link dance and song to the moral teachings of the
stories. Catching the Swan showcases senior masters, who
play the swans, and the Hunters, who chase and try to
capture the swans, and allows new Nora initiates to learn
this complex dance. For the Stabbing the Crocodile dance,
Nora masters show their dance skills as they go out on the
imaginary waters on a raft to kill the crocodile, signaling
the overcoming of various obstacles.
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Other Nora dance pieces requiring highly skilled
dancers who know the Nora tradition let them show
off their interactive skills with musicians and with lesser
characters and some in improvisation. These include
first, the “Ram Phleng Pi” is a dance where the dancer
interacts with the oboe player on a sweet, sad, and
lonely melody while interacting with the dancer.
The “Ram Phleng Tap” is the lively improvisational
dance where the dancer and the drummer compete
with one another in a fast-paced and fun piece with
unexpected dance moves and rhythms. A final energetic
dance is called “Whipping the Spirits while Squashing
a Lime” shows the Nora master dancing while using
a whipping stick and masgic spells to show his power over
the spirit-medium of the Nora troupe. The “Begging for
the Crown” dance highlights the interaction of the Nora
master and the Hunter character in a red wooden face
mask, with both moving in a playful but competitive
way. It is often performed in modern Nora dance

competitions.

Other well-known pieces are: “Ok Phran” or
the “Dance of the Hunter” is a humorous solo dance of
the hunter character wearing a red wooden face mask.
In this rhythmic dance, he moves back and forth on
the stage, lifting his arms and shoulders, and pointing

his index finger.
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Nora Singing and Performance-Making

In addition to their dance skills, Nora masters
need to be skilled singers to communicate with their
audiences and the spirits. Skilled singers are noted
for matching their voice with the sound of the gong
instrument called “mong.” Being able to sing and dance
well simultaneously is considered a high art for Nora
masters. Lyrics in Nora songs include written verses

called Kamprad and improvised verses called Mutto.

They learn and use these two types of verse,
and both types of which are sung in the Rong Khru ritual:

those done with dance and those without dance.

Several other songs with fixed lyrics without
dance are used to connect with the realm of spirits,
such as to invite or to pay respects to the Nora ancestral
spirits, including for the mother earth, and for all previous
Nora masters. Other songs without dance include some
fixed verses sung behind the stage curtain and some

special “mutto” improvised songs.

Nora masters need to be able to sing songs with
fixed lyrics and be familiar with the many different
melodies and the dances associated with these songs.
Each melody requires a unique way of singing and
a specific way of using the voice. When the Nora master
sings, a chorus, performed by music ensemble, will
often repeat the last verse sung by him while playing
their percussion instruments along with the song in
a call-and-response format. Nora masters need to find

ways to combine dance and singing verses to tell stories.
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Rong Khru performances provide twelve set stories tied to local
legends and Jataka tales as a framework and resource for the Nora master
to create performances. These performances include three main character
types: the Nora master (in his colorful costume), the comic character
(in a red mask) and the female character (in some costume). Using the
twelve stories as a framework for performances provides the Nora master
with an open and expandable format for creating many different
performances. He will create verses or dialogue to add into the scenes he
has selected and leave opportunities for improvisational “mutto” singing.
These verses will be of various styles, expressions, and verses and show
the skills of Nora artists in their creative abilities, including comic, dramatic
and moral elements. To engage the diverse audiences on many levels,
the Nora master will also often weave together old stories, current events,

familiar stories with people, and even their own new stories.
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Nora Healing

During the Rong Khru ritual, Nora masters also use their special knowledge to heal diseases in the body and mind, often
using special spells. One special type healing often done by Nora masters is their treatment of red or black marks or growths
on the skin of (mostly) young people, which are called “saen.” But if the “saen” grows on certain parts of the body, such as
the face, it will look ugly, and if it appears on children, “saen” will grow with age, so treatment is considered important. Nora
masters use their special magical powers and spells to treat these marks in a rite known as “Yeab Saen” or “stepping on the

mark,” which is often included in Rong Khru ritual.

In addition, some believe that some Nora masters can ritually treat other illnesses, again using their incantations.
One type of illness manifests itself in bodily symptoms and another appears through the unusual or wild behavior, but both are
believed to stem from their not treating their ancestors properly or well. It is believed that Nora masters can effectively treat

these types of illness by being able to connect to the ancestral spirits through their dance, song and spells.

L L
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The Nora Music Ensemble

The Nora music ensemble plays many different roles in Nora performances and is central to Nora culture. Musicians
in the ensemble do more than just support the dance and singing with their music. They serve as key “actors” who
play different roles in different types of Nora performance. Through their creative interactions with the Nora master’s
dancing and singing, the musicians help to generate the Nora performance. The musicians also act as a chorus when
they sing responsively the last verse sung by the Nora singer in some songs, using the same rhythm and tone as he does.
As a mostly percussion-based group without much melody, the ensemble helps to produce the right rhythmic atmosphere
for the Nora master, helping him to be aware of the specific moment for the dance and singing to change. The musicians
provide structure, tempo and power to various Nora performances, whether in the ritual, in the dance episode or in the songs
being sung through a mix of following strict regulations of the performance and the freer improvisation to match the singing and
dance They have to play their instruments as if they were actors, using the same breath, feeling, and tone as those of other
performers. Each part of the Rong Khru must follow a specific musical pattern in line with the Nora tradition, but it is highly
flexible, too.
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The main Nora instruments are the following:
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1. Thap (Two face drum set, played horizontally with the hands)
is the most important instrument in Nora culture. It controls the rhythm
and the tempo of the music and the dance. As the lead instrument,
it provides changes of rhythm and for supporting rhythm of the Nora
performance, meaning the thap player must be aware of the dancer’s
movements and the overall flow of the performance.
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3. & 4. Mong and Ching (normally a composite instrument
consisting of a wooden box housing both a double gong [Mong]
and small cymbals [Ching]). The Mong is an important
instrument for the singer and it helps to make the voice of the
singer sound good through its sweet sound. The Ching is part
of the same wooden box that houses the Mong but the Ching
are located on one corner of it, used as a metronome to mark
the tempo of the music.
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2. Klong (a cylindrical drum, played upright with
wooden sticks) is a percussion instrument that keeps time
with other percussion instruments and contrasts. It was
previously used to inform the community that the Nora troupe

was ready to perform.
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5. Pi (oboe) It is the main instrument to provides the melody in the Nora
performances. Its beautiful music provides the main musical theme in the special
Nora dance of “teasing the oboe,” an improvisational dance where the Nora master
interacts with the oboe player.
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6. Trae Phuang or Krap Phuang
(@ unique percussive wooden folding
clapper). This instrument consists of
pieces of wood connected into a frame.
It can be played by lifting and dropping
the connected pieces of wood. It provides
rhythmic punctuation in the Nora music
ensemble. It is used in rituals for putting
on the bracelets in the crowning
initiation rite for Nora master. It also the
main instrument for a special song to pay
respects to the Nora master.

Other instruments are sometimes used in Nora ensembles, too, such as the Sor U or two-stringed Chinese style fiddle.
More recently, modern instruments such as electric guitars, electric bass and the drum kit have been used to supplement and
modernize the sound of the core Nora ensemble. The sound of the Nora ensemble is also regularly linked to microphones and
an electric amplified sound system, often with large powerful speakers, to raise the volume of both the musical instruments

and singers.
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Costume and Dress for Nora Performance.

Nora performances use two types of costume, one for Nora and one for
Hunters. Some female characters will also wear ordinary women’s dress to show
their gender.

Costumes for Nora

Nora costumes are now noted for their colorful beaded costumes, which help
to distinguish Nora from other performing arts traditions in Thailand. In earlier times,
only men performed Nora, wearing less costume on their upper torso and so wore
less beadwork.

Today, Nora’s multi-colored costumes consist of several pieces worn on the
upper body with elaborate designed beadwork. The fuller costumes and greater use
of beadwork in Nora costumes has become more common in recent decades. They
help to highlight the abrupt movements and turns in Nora dance and to show the
individuality of Nora dancers. It is also partly because covering the upper torso has
become more important once more women began performing Nora. Currently, Nora
costumes for women and those for men are basically the same. While there were
some traditional color schemes (white, blue, red, green yellow) and patterns in the
beadwork (diamond-shaped), Nora performers now regularly select designs for their
own beadwork patterns to individualize their costumes.

According to legend, after first Nora master did a beautiful dance for the king
Phraya Sai Fa Fard, he received royal decorations, including a special crown or “serd,”
along with a noble title “Khun Sri Sattha” as a court artist. This legend marks the
symbolic link of Nora culture to a royal court, and the decorations and crown alluded
to in the legend have become parts of typical Nora costumes today. Traditionally,
only initiated Nora masters could wear these items, but they now are used more
widely by those trained in Nora performance even if they are not initiated as Nora
masters.

Dressing in Nora costumes is crucial to transforming ordinary people into
powerful Nora performers. Once wearing the Nora costume, the performer can be
any character or any gender, and assume magical powers. He can take many different
roles and play in different stories, whether in the Rong Khru ritual or in popular stage
shows. Special props, such as the ritual dagger, whip, spear, loincloth, walking stick,
etc., likewise help audiences to identify the character and the scene being performed.
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Nora Costume

fi1la / Bangles

frladaisuwu /
Lower arm bangle

lafuuyy /
Upper arm bangle

a¥ounn / Necklace

{non / Chest strap
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@ulasu /
Artificial fingernails
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agulna / Shawl

ﬁann / Neck covers

W UN34 / Breastplate
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Juimia / Girdle
.

alumaren /
White underpants

H1Y4 / Brocade
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B wieuwmin /
ﬁﬂ% Front waist sash

A ¥ Hiow / Waist sash




The Nora Master’s “Serd” or Crown and other Decorations

The “Serd is a uniquely designed short “crown” made
of wood which Nora performers wear on their head during
performances. It is also set on a special stand during the Rong
Khru ritual. Formerly, only men could receive and use it, but
now women performers can wear it, too. Among the special
features of the Nora crown are its design to frame the face,
the arrangement of small lotus-flower-petal pieces around
the crown, and its decoration with ceremonial thread received
from having participated in Rong Khru ritual.

Among other special accessories of a Nora master
performers are the following nine items: a breastplate hung on
the chest, two bird-wing shaped decorations placed on each
side of the body, sun-shaped piece worn on the back to hold
cloth pieces together, a girdle worn on the waist, lower and
upper arm bracelets for each arm. According to legend, these
nine items, together with the “Serd” or “Crown,” are collectively
known as “Krueng Ton” or “royal costume” which were
reputedly given by a king to the first Nora master. These
decorations were traditionally made of silver, but now are
made of different metals, but are distinguishing features
of the Nora costume.

The special handmade beaded costume is also
a unique part of Nora culture. It consists of several pieces
with beautiful designed beadwork that both cover different
parts of the upper torso and serve to hold the nine
decorations discussed above. These beaded pieces include:
two triangular shoulder covers, one wrapping around each
shoulder; a beaded neck cover over which there is a beaded
necklace holding the metal breastplate; beaded suspenders
which hold the bird-winged decorations and the sun-shaped
piece on the back; a beaded chest cover; a beaded cover around
the posterior, with beads hanging down to cover the loincloth.

In addition to the decorations and the beadwork for the
upper body, there is also dress for the lower body. These
include tight decorated calf-length white underpants over

which a chintz or solid color loincloth is tightly wrapped.

These are wound round with a long waist sash and a front waist
sash hanging down. The metal girdle is on a belt placed over
the two sashes.

There are also other distinctive parts of the Nora master’s
costume distinctive to Nora culture. Especially important here
are the “swan tail,” worn on the back of the Nora dancer,
and the eight long, curved metal nails worn on eight fingers of
the Nora dancer’s hands (all except the thumb on each hand).

These two items help to link the Nora dancer to
the legendry supernatural part-bird, part-human figure in
the Suthon-Manorah Jataka tale and other bird legends.
The “swan tail” is shaped like folded bird wings and is associated
with flight. It was originally made from two buffalo horns, but is
now made of metal and is often beaded with a brightly colored
tassel of yarn ball at its tip.

The long, curved nails, reminiscent of bird-talons, were
made of brass or silver, but now are extended with rattan and
decorated with beads. The Nora performer wears four nails
on each hand, making the dancer’s gestures and abrupt hand
movements more visible and striking. Changing movements in
the long, curved nails and movements become a unique focal

point of Nora dance.

The Nora master also wears 5-10 metal bangles on each
arm and leg. These produce sounds when he moves his hands

and feet while dancing and are a distinctive part of Nora dance.

139



wsu : MTIWIU

w3 Wudiazasaduayudidy
Tun19uansvoslus) wsruaIuniInIn
p3entIanatasanld wiinafiisend
sl wnzanldl & 2 wuu wihnsu
duns dnsusazasyionay wivna
Wunminnindena dmsudlazasuds
wazilloanldviininudazildsuyadn
wazunumifilunsuansluaavieaie
nawlulusivatsd Jagtuiiiarnds
WYY

wsrududavasnans 1y
Tnaumaneu Tuanuutudnlraiiugiin
7 9 af uazdaioula wsudaundifionns
Sesnamzveiny Wuiazasfiiinasias
Tomuuns wazlasunisuudewuiieinu
s Judazasiifousoaniuzaesiiasas
Tufwdesvdrindugausssun 9§ My
101U @5198899%1512 Lavidouse
winnsaling o Iitugvaldegsaynauiuy

UBNAINFAIAZAT UBLTI LATNIIULE
TumsuanauSowhun fsazasBnvanes
ﬁaﬁtﬁu%@a LAEYIY ANIULLANAIINY
druided 1mndniuzdiazasinedl
\SesUsenaudu o iy Wy fvnsh
Aralu wezassd wndndulusi 019m9yn
wielssliusliaumin

140



'NTM 0

Costumes for Hunter characters

The main supporting characters in Nora performances
are known as “Phran” or Hunters, always performed by men.
The main sign of the Hunter’s costume is a wooden half-mask,
which permits them to speak and sing. His sharp, humorous
speech is matched by the comic look of the mask he wears.
There are two kinds of mask for the Hunter: a red one for
a male character and a white one for a female character.
The male Hunter will wear a simple loincloth and no top, while
the female Hunter will wear ordinary women’s clothing. When
playing in characters, besides wearing a mask, the Hunter will
change his personality and behavior to suit the gender or

situation being performed.

Hunters often play comic characters with a lot of witty
dialogue and songs as a kind of jester. They can play many
different roles in Nora performances, such as offering advice
or playing in disguise, and they often allude to or even mock
current events. They dance and sing simply but powerfully,
and can use magic spells, so their audiences respect them as
much as they respect Nora masters, with whom the Hunter
will often interact onstage during performances. Hunters bridge
the world presented onstage with the present living world of
the audience, permitting them to communicate and connect

with human audiences in different dimensions.

Besides the above two main character types, there are
also sometimes some female characters appearing in Nora
performances whose gender is indicated by the ordinary

women'’s style of clothing they wear.
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The Nora Performance Assemblage

The different elements of Nora performance culture detailed
above are part of a living tradition. While the Rong Khru community
rituals provide the source for Nora tradition, the communities where
Rong Khru is practiced have been transformed by being caught up
in national, modern and global processes. These transformations
have changed Nora culture, too. Yet these elements fit together
into Nora performances which, although different, bear a family
resemblance to one another. They can be considered as part of
the living Nora performance assemblage.

In producing this performance assemblage, Nora masters
and Nora troupe are still central players. When arranging for any
performance, Nora masters begin by thinking about what and who
the piece will be for. The circumstances of the performance - when
and where it will take place, how long it should be, who will be
in the audience, who will be available to perform - all shape what
Nora piece will be created.

Using their embodied knowledge, as outlined above,
Nora masters will create and develop a piece appropriate to
the situation and the audience.

By thus blending familiar elements with innovative
improvised movements, singing and musical sounds in diverse
ways, Nora performance is able to constantly refresh itself for
a changing society and culture while maintaining an inimitable
identity tied to the cultural life of people in Southern Thailand.

Nora performances are still common in local Rong Khru
rituals, but Nora performances are found outside of the communities
practicing Rong Khru. They all are part of the living Nora tradition.
This complex tradition is found not just in the homes of Nora masters,
but also in schools, on public stages, in mass media, and on social
media platforms, both in Thailand and abroad. By expanding the
spaces, participants, and audiences where the Nora tradition lives,
Nora culture has likewise proliferated into new areas and shown
it can survive in a changing world.
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The Changing World of Nora

Nora performances and the activities of Nora masters
are part of a living Nora culture in a changing world. Nora has
entered more clearly into history since 1900s. On the one hand,
the Thai Royal family has paid more attention to Nora artists
and traditions ; on the other hand, some foreigners began
looking into this new local art form in Southern Thailand.
Together, their photographs, drawings, and summaries of the
Nora art and artists in southern Thai communities, along with
interviews with old masters, have helped to reveal how Nora
culture is tied to Thailand’s historical development.

Since 1950 or so, Nora masters and troupes have
developed new ways to make, modify, reproduce, and
distribute Nora culture during the period of Thailand’s rapid
development. For more than sixty years, research on Nora
culture by folklore experts, cultural historians, educators,
and specialists in dance has produced new knowledge
of how this performing art is rooted in both southern Thai

culture and in Thai history.
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More recently, new academic institutions and national awards for Nora artists have helped to highlight their local identity,
making knowledge and understanding about Nora culture spread to the wider public and create a new generation of Nora
artists with a new stage. At the same time, new venues and media outlets have provided Nora students, artists, fans and

audiences with new ways to experience the changing world of Nora, both in Thailand and outside it.
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This chapter will explore key dimensions and aspects
of Nora culture and how it has changed, especially after
World War Il. These explorations will include looking at how
Nora is tied to Thai popular performance culture, national
development, education, mass media, and modern celebrity
life. Doing so will help to show how this traditional folk
performing art has evolved as part of a changing world and

helped to change the world it is part of.
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Nora Enters the Modern World

Thailand has experienced many social, economic, and political changes since World War Il. These changes have had
a profound effect on government national development policy, and affected people’s desire to develop their own communities

and to be part of a society that is more modern and international.

New media forms gradually moved in, starting with radio and cinema, and followed with television. They helped produce

a new attitude in local communities and society, leading to changes in the thinking, tastes, and beliefs of recent generation.

The Nora Rong Khru ritual was slow to enter into contemporary society in the postwar era, so many have seen it as
a relic of the past. But when people found that the new national development projects and globalizing forces did not lead their
lives to the prosperity they hoped for, one response by people in southern Thailand has been to revive older traditions in their

local communities. Central among these traditions is Nora, especially the Rong Khru ritual.

This change helped to draw younger audiences to the louder performances as well as to make the performances less
frishtening. The world of Nora culture rooted in the Rong Khru ritual has thus been changing, assuming some features from

ordinary mainstream culture in Thailand, seen in new tastes, new performers, and new music.
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The Transformation of Nora Culture " \ ' _ j"' by
into Entertainment ;

For a long time, Nora performances were mostly been performed
by men, since only men could fulfill the basic requirements needed
to be initiated as a Nora master, such as the need to be ordained as
a Buddhist monk. During the last seventy years or so, however,
Nora has opened up to include more women, who mastered the arts
of Nora and became famous performers. They have also begun to
receive “serd” or crowns in “wai khru” rites, and to be able to wear
Nora costumes and “serd” just like men in non-sacred performances.

While becoming modern, women’s place in Nora culture has
long been strong.

Nora communities have had a matrifocal focus, with men living
in families where women often control the house and the land. There
is a balance between genders seen in how women have a key role
in the Nora myths and legends, in helping to organize a Rong Khru
ritual, and in being “chosen” to play the role of spirit-medium for
the family, permitting them alone to publicly give voice to their

ancestors concerns.
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The first female Nora known to compete
with men on stage were Nora Klad, Nora Leab,
and Nora Prom who were performed in Trang
on the Andaman Sea and Nakhon Si Thammarat
on the Gulf of Thailand. They danced and
sang Nora in competition with men from 1927.
Two famous women who were popular Nora
performers were the sisters known as Miss Win
and Miss Wat. Daughters of the famous Nora
master Nora Won (Thao) from Nakhon Si
Thammarat, with whom they performed,
they were famous since 1939. They mastered
the arts of Nora just as well as men, and

were noted for their refined dancing and their

ability to improvise new strong lyrics during

ngﬁiﬁfw §u TIST live entertaining stage performances.
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Both of these women married the famous Nora master
Nora Tuem from Trang province in 1946. He was famous for
doing his Nora-style improvisational verse or “Mutto” and for
making performances that focused more on entertainment,
using a proscenium stage platform. Although his new
performance style retained a somewhat traditional sequence,
it incorporated new stories and creative improvised poems.
The troupe performed together as “Nora Tuem Win-Wat”
from 1946 and helped make Nora increasingly popular
beyond the Songkhla Lake basin. Other Nora women troupes

also emerged and became famous in this time due to the

different voice and style from male Nora troupes.

Some developments of the Nora Tuem Win-Wat

troupe relate to the changing political environment.
During the second Premiership of Field Marshal Plaek
Phibunsongkhram (1948-1957), he promoted efforts to
present Thailand as a modern and civilized nation in the
new international era. These efforts affected local artists in
every region of the country, including Nora. It became
an impetus for the “Nora Tuem-Win-Wat” troupe to wear new
non-Nora style costumes, including wearing socks while

they danced, and in using modern storylines.

Nora Tuem also sought to modernize his troupe’s performances to compete with cinema, including performing on

nationally- broadcast radio programs from Bangkok, and eventually appeared in films, too. This helped to make them even

more famous. The popularity of “Nora Tuem Win-Wat” among Trang viewers is also seen in the changes of Nora performance.

They were able to perform continuously in new theaters and became a popular entertainment company which focused

on Nora and became commercially successful. When they were sponsored by the Osotspa Teck Heng Yoo medicine company

in 1960, they toured through a circuit of fourteen major cities in Southern Thailand. The troupe distributed basic medication

to the audience while performing in many provinces in the southern region.
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In the performing arts, other women pioneers in Nora developed
a new type of entertainment in cities throughout Southern Thailand
that worked in parallel to the Nora performances by men, which were
still mostly centered in local communities around Lake Songkhla.
Nora women provided audiences with different tastes and sensibilities.
The distinct direct vocal communication of women singing, along with
their use of modern stories, presented in fixed and improvised verses,
and their unique way of dancing permitted the staging of distinct women’s
perspectives which differed from what male Nora performers did.
This extended the Nora platform for women beyond their traditional role
in community Rong Khru rituals, where they supported and gave voice
to the ancestors. Nonetheless, women Nora performers were equally
skilled with men. While male Nora tended to be solemn, straightforward,
and funny, women performers could act in the popular romantic stories
of the modern people differently and to sing in poplar style of the day.

This helped to expand the scope of Nora performance culture.
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From 1957, Nora troupes started using the country music
style of Luk Thung band in their shows. This was followed in later
years by using Western music sounds and country music singing.
All this helped make Nora more popular and entertaining to diverse
modern audience. Mixing in modern Luk Thung sounds into their
Nora performances, change in their performances in other ways,
too. They adopted new dress and costume from Luk Thung bands,
including chorus singing girls and grew the size of their troupe. Many
male led Nora troupes have come to use similar modern popular
music styles, like Nora Bamrungsilpa, Nora Preecha Amnuaysilpa,
Nora Sompongnoi Dao Rung, and Wichiansornchai. This trend
helped establish new and successful Nora troupes led by women,
such as Nora Aomchit Charoensilpa, in later years.

Since around 1940, Nora began performing more
entertaining urban stage shows outside of local communities
in the South. By extending the interest to wider areas of
Southern Thailand and to new venues and by mixing with new
forms of popular entertainment and mass culture, Nora began
changing. Nora performance opened up to more public spaces,
stages and screens beyond communities in the Lake Songkhla
basin. Beyond its connections to ancestral spirits and teachers in
the Nora Rong Khru, women began playing more roles in devel-
oping Nora culture, pioneering Nora into new areas such as public
entertainment for southern Thai people outside of those in the

Nora lineage.
157



nisaunaalusituidzainissinvianu v

Tnoitugrudseindnisdunealusiduiinisindu
ousudsasufituvesasdadulusilungfusznoufisnssu
Jauideatslus Wensidulusilssagidenarudsuasly
LOUNELAAIUAIYAT FeAnAINEILTiagEuneavTol
auaulalunimeyiigsdnuiAadinusssuvesiesiu
Linuaadunsfinwusulng

unnIsfinviaiulus

L% (3

YIMUAUQUINAUTING Y30 TUT UM (W Freyau)
Huaslusdlng Aatulusenlafiiideldeuistneauyy
Fafovings Iodeuliluunnouddn Tusmamnddl 1deedh
i fuiafanszumanifanszaengindndeg idiinganas
awwartud wea. 2458 wagaauiliduidulul wea. 2468
wiazidnidulust uiflaldivanissesituslunisdnseauyu
advassadselenilviunyuou Wwussaunulunisadisauy
Feusodmin auduisnuaznanainis :nauanudlesy
fndonlilésumstanasiiosfoalussdurivatsnss Tusmu
wlsuandlusiiie fuiafanssumaniianssusuvunisiuas
UNHANAONAEATUNTIY UTUUIOUTNT UAZALLATNTZUINA
3379 wizusnsBiung wezususwuiRuTvan Wl wa. 2502
wazlsidihiinszsmiindnsansivgnilud we. 2514

lusmy mNsuandgannlsuseulninngansasvan
e w.a. 2507 Tneflonansdanysal Aends (9191561ug)
8191583303 TUNTINA (589913158 Iney) wazearsdagylay
Indisau (rheeransdlng) \luiuszanunuliinasunissilus
WifuiniSeulniinag 'ﬁzqu%mﬂmiﬁﬂmﬁimL%&Ju?lﬂﬁmﬂg
ansaswan inuduheugAvduastinaunivesin andisaoudu
na1 10 JufSeulunsuisnuesinuuings Insinsndew 4 fu
dhased wazteuiesAtsliideaunsAnuanulasanise

nsaeuilundsivadusmy wan fedndugaiudy
fidfetniBmeamsiauAatznsies nsdes wagnisvium
va3lus7 ynsEnde wazdunenanuiniangefadvedus
usuuuky Ju193g1u 1Wuaun3esANNUAINE1 88 IlUT
Wi N

158

The Transformation of Nora through Modern
Education

Nora was traditionally taught and learned within the homes
of Nora masters to male students. As Nora became less popular
in local communities around Lake Songkhla from the 1950s, other
groups and institutions began to study it and seek to preserve it.
Several key figures sought to teach and preserve Nora performance
culture in southern Thai educational organizations.

Nora Educators

First of all, Khun Ouppathumnarakorn, better known as Nora
Phum Theva., was a well-respected Nora teacher and a famous Nora
artist with a Nora troupe in Khuan Khanun District of Phatthalung
province. As noted previously, he had performed for King Rama VI'in
1915 in his hometown. When he became a district head from 1925,
he gave up his troupe and being a Nora master, but continued to
perform Nora in temples and communities to raise funds for local
infrastructure, like road-building, receiving national and royal
recognition for his work. He performed twice for King Rama IX,
once in 1959 in Phattalung and again in 1971 at Chitlada Palace
in Bangkok. He also well as for other members of the royal family.

In 1964, Ajarn Somboon Sriyaphai (Principal) Ajarn Wijit
Chandrakul (Deputy Principal), and Ajarn Phinyo Jittham,
(Assistant Principal), of Songkhla Women’s Teacher Training School,
invited and co-ordinated Nora Phum Theva to teach Nora dance
to the teacher training students during the semester vacation.
Nora Phum Theva accepted the invitation from the Teachers
Training School and taught Nora dance to students for ten days
during that semester break. His teaching style was to dance
together with his students from dawn to dusk for the full ten days.
Those who completed the course received a certificate. The first
group of his Nora students were all women.

Nora Phum Theva’s efforts to teach Nora dance at this
time is considered an important starting point in the development
of including the arts of Nora dance, singing and script writing in
schools. This was a new mode of transmitting the knowledge of
Nora dance of Nora with a more standardized pattern, one which
emphasized the unique muscular aesthetics of Nora Phum Theva’s
tradition.
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Teaching female students without any prior
knowledge of Nora by those transmitting it requires
new strategies to communicate with and to teach
them this art. Nora Phum Theva developed new
ways for students to prepare their bodies, using
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language and examples that make Nora dance easily teachable.
With him Nora became something that was accessible and learnable
by anyone, whether a man or a woman or born into a family with

a Nora master.

Nora Phum Theva accepted this invitation and trained Nora
at the school for five consecutive years, until 1969. By doing this,
he created a network of artists and teachers in the area, and helped
the world of Nora to become a unique performing art grounded in
the modern Thai education system rather than in local Rong Khru
ritual performance. He created a type of Nora performing artist who
is an educator familiar with the basics of the arts of dancing, singing,
relates it to Thai literature and creates verses and complex stories.
His disciples who later became famous Nora teachers were Nora
Master Saroj Nakavirot of Songkhla Teachers' College and Nora Master

Jin Chimphong of Nakhon Si Thammarat Teachers’ College.
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Professor Suthiwong Pongpaiboon founded the Thaksin Khadee (Institute for Southern Thai Studies) in 1978 in Songkhla.

It has become a major study center of southern culture, including Nora. In 1968, the Southern Campus of the College of Education

was opened in Songkhla. Prof. Suthiwong was loaned from Songkhla Teachers College to assist at the Songkhla College of

Education. As the head of the Department of Thai, he has led students in learning how to do field data collection, and this

resulted in a large set of data, especially cultural
data such as tape recordings, photographs, slides,
and films, along with those valuable folk cultural
data which is stored in a systematic way. In 1974
the Southern Campus of Songkhla was made
part of Srinakharingtharaviroj University campus.
Prof. Suthiwong worked to develop this school
into Thaksin University, which opened in 1996,
to which the Thaksin Khadee is connected.
It remains an important site for research,
conferences and performances, and houses

a museum of southern Thai culture.
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New Nora Masters

Assistant Professor Saroj Nakavirot continued as a new
generation of academic Nora teachers in the modern
education system. He was a pioneering educator and scholar
who laid a more systematic foundation for the teaching of Nora
in teacher’s colleges. He analyzed Nora Phum Theva’s powerful
dance moves and developed a step-by-step form of teaching
Nora as a learnable and embodied art for all which conveyed
the basic Nora dance moves, modes of singing and experiences
in creating basic performances. His goal was to make his
students able to teach Nora to elementary and secondary
students. He taught Nora at the Songkhla Teachers' College
for 30 years as a club and a special course. He produced
many graduates with firm knowledge in the local Nora dance
curriculum, with skills to perform and transmit Nora to students
at different levels in schools. The students formed a Nora
company which performed for special events held in the
school as well as their communities.
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Assistant Professor Thummanit
Nikomrat or Nora Thummanit is an
important product of Khru Nora Saroj’s
Songkhla Teachers' College Nora program.
Nora Thummanit took Khru Nora Saroj’s
goal of systematizing Nora Phum Theva’s
art and refined it. He had a deep love for
the art of Nora since he was young and
devoted himself to it. He was initiated as
a Nora master by Nora Phum Theva and
Khru Nora Saroj. He is a Nora artist who has
inherited the powerful and elegant way
of dancing from Nora Phum Theva, which
put into a university fine arts curriculum
by analyzing the dance Nora Phum Theva.

His new curriculum emphasizes
the practice and cultural context of
Nora. He developed his Nora teaching
to include advanced levels of Nora
performance, systematically teaching
all aspects of Nora culture, from refined
singing and dancing to music and
performance-making, even seeing how
costumes and “serd” are made. His goal
is to teach Nora as a rich cultural form
for all interested in studying it

Nora Thummanit created a Nora
Performing Arts program in the Faculty
of Fine Arts of Thaksin University in
Songkhla in 2005 that seeks to bring Nora
wisdom into higher education, providing
local southern folk wisdom greater
academic acceptance both nationally

and internationally.
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Beyond this, he has worked hard to make Nora culture more visible in Thailand and around
the world by participating in Thai and international workshops, festivals, and conferences.

Aside from Songkhla Rajabhat University and Thaksin University, other educational institutions have
included the teaching of Nora dance into the curriculum. Another teaching institution is the Nakhon Si
Thammarat College of Dramatic Arts, under the Bundit Patanasilpa Institute of the Ministry of Culture. Assistant
Professor Supat Naksen, who studied and practiced Nora in the ancient style from Nora Phrom Ja Wang who
later was initiated as a Nora Rajakhru by Nora Yok Chubua, who in 1986 was the first Nora master to become
a national artist in Thailand. The teacher carried on the Nora ceremony at the headmaster several times.
Nora Supat Naksen studied the twelve dance moves of Khru Yok and developed them as basic dance moves.
To the learners and the style and dance moves of Khru Yok Chubua are beautiful and delicate, used in the
construction of the teaching curriculum, script making and performance.

In the field of modern education, Nora is a course of study which focuses on creating aesthetics,
beauty and preserving the graceful dance style. Nora Thummanit Nikomrat of Thaksin University and Nora
Supat Naksen give importance to creating a system of formalities and for knowledge in the performing arts of
Nora, important figures regarded at the national level such as Nora Phum Theva family line and that of Nora

Yok Chubua, the artist of the country are important to give the Nora art greater recognition.
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The Transformation of Nora Outside Universities

Because of the above developments, there is now a new generation of university graduates who teach Nora in many
provincial schools. They also arrange for their students to perform in school and community events and in local and regional
competitions. These young instructors teach Nora in elementary and secondary schools and also outside of the education
system. They are helping to make Nora dance training and performance available to more young people so they can dance in
organized activities to both enliven public events and to publicly show off their skills. These young Nora performers can also
join in Nora competitions among schools and in provinces.

Many schools also connect themselves with professional Nora artists in communities who help teach young children.
A popular practice for young people is the acrobatic form of Nora, which young children perform in artistic and cultural
activities of the school and in local communities. The living arts of Nora are special ones for many art centers or youth
promotion programs in Southern Thailand, too.

Government policy in Thailand today cares about creating
sustainable art spaces which enable schools and communities to
collaborate in making opportunities to teach young people local artistic
and cultural traditions. Pictures of children dancing Nora show they are
interested in this local art, and it is quite visible in Southern Thailand.
Many Nora artists teach and organize shows for and by children in
interested schools, in special Nora camps, and in communities.

Popular culture and education have also helped to make Nora
into its own art form. It is a recognized and embodied form of local

knowledge that produces in young people a better understanding of
making strong bodies and minds, graceful movements, lovely looks,
and strengthening one’s relationship to a powerful local culture which

continues to shape community life.
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Nora in a Contemporary Mode

Nora has faced many changes in modern life.
Its roles in society now differ from its previous roles.
Especially important now is the role of being
a professional Nora artist in a media-saturated world.
Modern Nora performers - both men and women - use
their complex and flexible art to create delightful
performances that combine singing, dancing, and
making stories to entertain audiences and worship
spirits. This permit Nora performers to do well and
become popular in their many different live
performances for ancestors and people, as well as in
recorded media performances. They help to create
new images and roles for the new world of Nora.

In the new media world, Nora artists
communicate and convey the essence of their art
to audiences through audio recordings, CDs, and
television programs, both in Southern and Central
Thailand. Nora artists have become well-known
as singers, actors and performed in films which are tied
to legends tied to the origins of Nora.

New digital media platforms distribute the words,
images, sounds, and video clips of Nora culture to wider
audiences. These digital media spaces help to convey
Nora as a distinct and modern form of cultural life, to
distribute Nora knowledge and skills, and to connect

networks of Nora artists to their fans.

All of this means that there are many ways to be a Nora artist today. Gender matters less now, as does being
a descendant of a Nora family. In the entertainment arena there is a well-known type of Nora that focuses on
producing enjoyable and spectacular show business-oriented performances. Nora troupes and artists perform
at festivals in local districts, in provinces, around the country and even internationally. There are now more opportunities
for Nora culture to show itself in celebrations or other events. This helps to keep Nora troupes busy as local artists
who perform continually across many different stages, screens and platforms, beyond their performances at community
Rong Khru rituals.

Nora troupes continue to create new types of performances to appeal to their changing audience base. The more

diverse types and blends of Nora performances remain different from other types of local performing art.
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Despite the continued importance of traditional Nora masters

and culture, the world around Nora has changed. There are still
performance halls built for Rong Khru rituals in local communities,
but the sounds and music found in them are now bigger and louder,
with echoes of drum sets, electric guitars, and keyboards often amplified
through over-sized speakers, sometimes drowning out the traditional
oboe and drum. Nora dances insert traditional movements into lively
new group dances with famous Nora stars choreographed to appeal to
younger audiences. Neighbors still flock to be part of this community
experience, waiting to see the performance about to begin. On the
first night of the Rong Khru, the area around the ritual hall is bustling.
Children hold their grandmother’s hands while flashing strobe lights
change colors like a live stage show. It shows that during the sacred
serious ritual, there still is room for some play and for great fun.
The Nora masters have adjusted the flow and content of the performance
to a changing society and culture, adapting to modern sensibilities.
Famous Nora artists dance under modern lighting and sound technologies

environments which expand the Rong Khru to a spectacular level.
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Nora Rong Khru ritual has thus opened up spaces for audiences
of the new generation to get to know and acknowledge the stories and
patterns of Nora culture. They inherit the Nora tradition from their
ancestors and teachers, but also from universities, live stage shows,
television, Instagram and YouTube. More people can now have access to
Nora culture in diverse spaces where “old Nora” mixes with “new Nora” in

both live venues and digital platforms.

The Nora Rong Khru at Wat Tha Khae has become a highly visible
type of Nora ritual that is open to the public. Held annually, it has been
promoted by the Tourism Authority of Thailand as an event worth attending
to discover a unique and significant part of southern Thai culture. This
promotion has attracted Thai and international attendees, and drawn in Thai
Public Broadcasting Service (Thai PBS), too.
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People interested in Rong Khru ritual do not need to go to small villages or large public performances at Buddhist
temples. They can also find them in mass media outlets. Nora is now found in TV shows and series, and they help to share Nora
as a living local art in southern Thai culture and many people are interested and involved in them. Other people come to
watch live shows and then do Kae Bon or to be healed after the main show. Modern popular entertainment culture now
intermixes with the spiritual world.

Currently, Nora descendants also work in the cultural sector as culture managers, camps or at cultural centers. People have
put their visions of Nora’s legends and culture into movies such as “Serd” (2016) or “Norah” (2018), and also TV series. These helped
to give more visibility to Nora in Thai popular culture. Designed and told in ways that would appeal to contemporary viewers,
they feature popular stars, new film techniques, modern story-telling and contemporary settings. This helps to reach wider and

youngers audiences so they can learn about Nora’s legendary history and culture.
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There are also new favorite Nora troupes and
new Nora idols who perform live, in mass media, and on
social media for today’s new generation, such as Nora
Kriangdej Naunrahong who is a Nora Master and head of
the Thep Sattha troupe; Nora Khailiam, who heads the
Wichiansornchai performance troupe and Nora Phaisan
Khunnu, who is a film actor, who their fans see as young
god-like idols. There are also Nora troupes which focus more
on music concerts, such as the Soipetch Dao Rung Troupe,
Sompornjit Raksasilpa Troupe, Armnoi Kor Samui Troupe,
Sunantha Darasilpa Troupe, and Srithon Thanonchai Troupe.

In recent years, Nora has become a public
performing art which is both popular and refined, one which
many different people can practice, learn, and perform
in many different settings. It attracts young people who
can learn to dance beautifully. If trained Nora performers’
embodied knowledge and understanding of dance can
produce expertise in showing off Nora’s unique skills,
then it helps strengthen community audiences involved
in making Nora adapt and change. As a living tradition,
Nora still breathes the air and shows the life of southern
Thai culture, albeit in a new way.
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Nora in the Wider World
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Nora culture today is still centered in
Southern Thailand, especially in the communities
around the Lake Songkhla basin. Of Thailand’s
nearly 400 Nora troupes, most located in Songkhla,
Phatthalung, Nakorn Si Thammarat, Trang, and
Surat Thani provinces.

Nora remains a unique dance popular in
southern Thailand, but there are several distinct
varieties of Nora still recognized and performed.
It is not only passed on from generation to
generation in local Buddhist communities,
but also found in Muslim communities.

Moreover, Nora is increasingly taught in
schools and universities, part of popular culture
shown on stages and in mass media formats, and
part of new media outlets which together form
the complex web of Thai performance cultures.

In Thailand, some of the Nora’s variety
includes the following forms linked to other parts
of mainland Southeast Asia: Nora Khaek, practiced
in Muslim communities, Nora Klon, a simplified
comic form of Nora, and Mak Yong, a cultural
cousin of Nora used in community healing rituals.

But Nora culture is also part of a bigger
world beyond southern Thailand, too, first of all
in Southeast Asia, and, since the start of the 21%

century, globally.
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A Siamese Theatre at Kuala Lebir, Malaysia, July 1909
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Nora in the Web of Southeast Asian Performance Cultures

Nora culture is part of a web of local performance cultures in Southeast Asia which are used for community rituals and
popular entertainment. Spread throughout Southern Thailand and the Malay peninsula, the various performance traditions

comprising this web are distinct, while sharing some similar features.
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Nora Klon

Nora Klon is a form of comic performance which
combines some simplified or exaggerated elements
of Nora, such as bodily movements, singing, costumes
and music performed in southern Thailand. Its performers
must know and understand Nora’s basic singing and dancing
styles. While much of Nora Klon performance uses singing
and dancing to express humor and fun, its performers also
often use parody and satire to joke about current news
events or social foibles. By distorting some aspects of
Nora in its performances, Nora Klon performers create

comedy and mime to engage local community audiences.
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Nora Khaek

is the Thai name of the form of
Nora practiced and performed in Muslim
communities in Southern Thailand.
Currently, it is mostly practiced in Muslim
areas of Narathiwat and Pattani provinces,
with some activity also in Phatthalung.
Like the Nora discussed above, Nora Khaek is
a folk performing art used to communicate
with ancestral and local spirits and to
entertain local communities. By involving
communities in this process, it works both
as a kind of mass media and to foster social

relations.

Through its network of performing
artists and cultural traditions, Nora
communities, typically Buddhist, coexist
with Thai Muslim communities and support
one another. The Nora Khaek tradition
adapted features from the Nora tradition
of Buddhist Thais and Mak Yong traditions
practiced by Muslim Thais to create a distinct
blend of dance, song, and story, along with
a distinct music ensemble. Performances
highlight stories done for both ritual and
entertainment purposes, and often include
the main male character as a Nora master
dressed in a Nora style, some female
dancers, and the Hunter character in a mask.
The Nora master sings and chants in both
Thai and Jawi (local Malay), and female
dancers wear local-style clothes and sing

in Jawi
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Mak Yong

is a ritualistic folk theatre rooted in local
communities throughout Southern Thailand and in
the northern Malay peninsula. In its form, flow, style and
cultural functions, it has a family resemblance to Nora.
Its origins are unclear, but for least 200 years it has
been strongly connected to communities in what’s now
Pattani and Narathiwat in Southern Thailand, and in
the northern states of Malaysia, with some links to

Indonesia and even the Cham people in Cambodia.

Mak Yong performances engage local spirits
through music and dance tied to local myths, but
they also contain some Buddhist and Javanese Hindu
elements. Its ritual language includes both Thai and Jawi
to voice the spirits of the community. Traditionally, all
performers were female except for the clowns, who
are always male. Characters included lead performers
dressing as a king and a queen, palace girls, clowns, with
a chorus singing and dancing between the performed
scenes and the ending. Mak Yong was performed in
both old Siam and the Malay states. It remains a locally
practiced form in Thailand and Malaysia. A Kelantan
prince built a cultural village for traditional theatre
performances, including Mak Yong, but by the 1970’s
Mak Yong had become more glamorous and
commercialized in Malaysia, with performances

moving outside Kelantan, especially to Kuala Lumpur.

Although Mak Yong neared extinction and public
performances banned in Kelantan since the 1990s,
its local ritual uses continued. It was named an element
of Intangible Cultural Heritage by UNESCO for Malaysia
in 2005, with the ban on its public performance in
Kelantan lifted in 2019.
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One of the main areas where Nora
is known and practiced outside of Thailand
is in Thai communities on the Malay
peninsula, where it is often called “Menorah”
or “Menora”. Nora traditions linked to 19"
century Siam are found among Thai
communities living in the northern Malaysian
states of Kelantan, Kedah, Perlis and Penang.
Some troupes active in Malaysia since
the early 20" century performed spirit medium
healing rituals, rites to fulfill vows and to
initiate performers, at Buddhist temple fairs
to mark the death of monks or at community
gatherings like weddings and festivals, often

at Thai Buddhist temples or for rich families.
Like Nora in Thailand, Menorah performances include stylized dance, singing, comedy, and drama based on Buddhist

stories and local myths, and used elaborate beaded costumes. Menorah in Penang took on features from Malay and Chinese
culture. In Kelantan, Menorah performance has come to include some features of other traditions found there like Mak Yong.
The musical ensemble of Menorah consists of instruments more common in Malaysia than in Thailand, and Menorah singing and
chanting uses both Thai and Jawi. While the dance and singing is largely like that in Thailand, the stories and dialogue resemble
Mak Yong in some ways. In 1991, the Kelantan state banned public performances of Mak Yong, Menorah, and Wayang Kulit for

violating various Islamic guidelines and rules, and Menorah remains banned there as of 2020.
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Nora in the Wider World

Outside of the interconnected web of
performance cultures in Southeast Asia discussed
above, Nora culture is alive beyond the borders
of Thailand, including other areas of the region,
especially in Thai communities in Southeast Asia.

Nora is also becoming better known
globally. Interest in Nora has moved into new
areas and venues in the 21* century due to several
new trends. Part of this greater interest stems from
the exchange of artists through the Thai Ministry
of Culture or the Foreign Ministry. Another part
of the wider recognition of Nora is due to
the individual initiatives of Nora masters, troupes
and institutions in Thailand. Thirdly, various
internet platforms have been used to spread
greater awareness of Nora culture to the rest
of the world.
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Thai Efforts to Promote Nora
in the World

Nora is known and performed
around the world, primarily where
there are Thai communities, especially
communities rooted in southern Thai
culture. In recent years, Nora has also
been promoted in cultural events and
shows organized by the Thai government
at Thai embassy events, especially at Thai
embassies in Southeast Asia, where they
highlight Nora as a unique part of Thai
culture. Nora is also sometimes shown
and taught in Thai Buddhist temples
among Thai communities around the
world.

Nora performance culture has
also attracted attention in regional dance
festivals, conferences, and workshops.
Master Thummanit Nikomrat and his
students at Thaksin University, Songkhla,
have been especially important to making
Nora better known on the world stage.
Since appearing in a festival organized
in Finland in 2006 to showcase dances
from the Indian Ocean basin struck by
the 2005 tsunami, Master Thummanit
has taken his Nora troupe abroad to
several places in Southeast Asia. Besides
performing several times at dance
festivals and conferences in Singapore
and Malaysia, Indonesia, Japan and
the People’s Republic of China. This
shows a strong interest in Nora’s unique
blend of dance, singing and music among

regional arts organizations.
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Nora Culture Online

The art of live Nora performance has
been broadcasted in both mass media
and on social media, so it also exists as digital
media in many online channels and
platforms. In the 21 century, Nora also has
become well-represented and available
globally on platforms ranging from YouTube
and Facebook to Instagram, These online
platforms have helped to provide wider
access to Nora culture for people in
Thailand or just for fans or certain Nora
performers. They have also been key
go-to media channels for Nora culture
during the COVID 19 pandemic in 2020,
when many live performances were

delayed or cancelled.
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UNESCO’s ICH Listing of Nora

Thailand began applying for intangible cultural heritage listings in UNESCO once it ratified the Convention for the
Safeguarding of the Intangible Cultural Heritage on June 10, 2016. Khon or classical masked dance first successfully received
a place on the Representative List for ICH in December 2018. This was followed, in 2019, by Nuad Thai or traditional
Thai massage receiving a place on the ICH Representative List.

The Thai government submitted the formal application of Nora for ICH listing in March 2020, with expectations that Nora
will be put on the ICH Representative List in 2021. The listing of Nora will help promote this unique art form and knowledge
to share with the world as a part of the heritage of humanity.
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Nora for a New World

Now in 2020, Nora remains an important and unique part of
the cultural life of communities in Southern Thailand. While still centered
in communities mainly around Lake Songkhla, Nora is increasingly
a performing arts tradition being taught in studios and classrooms in
the South and has embedded in the cultural lives of the Thai people
and others in the region. It also represents a unique part of the cultural
heritage of all of humanity around the world. We hope you enjoyed this
short introduction to the world of Nora and you will find more to explore

of this lively and fascinating part of humanity’s intangible cultural heritage
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Department of Cultural Promotion, Ministry of Culture
14 Thiamruammitr Rd., Huaykhwang, Bangkok 10310
Tel. 0 2247 0013 Ext. 1312-4

E-mail : safeguard.ich@gmail.com

www.culture.go.th
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