THAI NARRATIVE POETRY:
PALACE AND PROVINCIAL TEXTS OF AN EPISODE
FROM “KHUN CHANG KHUN PHAEN”
by E. H. 3. SIMMONDS

Introductory

In 1950, when taking examples of song and chant styles, by means of a
disc-recorder, in the western part of the central plain of Thailand, the
writer acquired a specimen of a recital of the narrative poem Khun Chang
Khun Phaenl According to Thai literary tradition this poem, though now
well known in an “established” printed text, has behind it a history of oral
composition and transmission. The existence of country bards still reciting
episodes from Khun Chang Khun Phaen may be thought to provide a good
reason for examining the nature and evolution of this type of narrative
poetry in Thailand.

The story appears to be a local one. At least it cannot be traced easily
to an external source or sources like the Ramakian, the Dalang or Inao
poems taken from the Indonesian Panyi cycle or the romances developed
from Pafifiasa Jataka. The certain existence in Khun Chang Khun Phaen
and other Thai poems of secondary Indian influence is another matter.2

Was Khun Chang Khun Phaen originally a simpler tale or lay, expanded
in the course of time and under literary influences so that it became a
narrative of greater length and complexity, thus paralleling, in some degree,
the evolution of the heroic and romance tales of Europe?

What is the relationship between palace and provincial-texts? To what
extent were the country reciters the makers of the poem?

Although definitive answers to such questions cannot be expected from
the evidence provided by short extracts, some pointers to the probabilities
may be seen if these provincial fragments are examined side by side with the
palace texts.

The episode
The episode under consideration forms a part of chapter thirteen of

! Transcription of Thai terms is according to the General System of Royal
Institute of Thailand except for common place-names, and the names of ce i
authors for which spelling conventions personal to them have been adopted.

2 Brefly discussed by E. H. 5. Simmonds, Siamese Daton Songs, in Eos, A, T. Hatto

ed., Mouton, The Hague, in press.
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Prince Damrong’s text of Khur Chang Khun Phaen® This chapter is
concerned with the return of Phiai Kaeo from the Chiang Mai region of
northern Thailand after winning a victory over the ruler of the minor
principality of Chiang Thong. Phlai Kaeo arrives in the capital city of
Ayuthaya with the prince of Chiang Thong as his prisoner. He is ennobled
by the king and is given the title of Khun Phaen, After the royal audience he
sets out for his home at Suphanburi in western Thailand, taking with him
Lao Thong, a new wife whom he has acquired during his campaign. On
arrival he is greeted by Wan Thong, his first wife.* In Khun Phaen's absence
a rival, Khun Chang, has manufactured false evidence of his death in battle
and has tried to marry Wan Thong., As Wan Thong relates her distressing
experiences to Khun Phaen she discovers the presence of the new wife. A
violent quarrel ensues. Khun Phaen accuses Wan Thong of infidelity. She
attempts suicide. At length she becomes, for a time, the wife of Khun Chang.

This part of the story, involving as it does important developments in
the hero’s personal and official life, is very popular in Thailand. The
episode discussed here ends with the arrival of Khun Phaen at Suphanburi.

The texts
Three texts of the episode are considered in this article. 4. The
“‘established” text produced by Prince Damrong with the assistance of
Prince Kaviboch-Suprija and first printed in 1917. The genesis of this text
is explained in Prince Damrong's introduction to Khun Chang Khun Phaen.5
Briefly, he used:
1. Ard reign (1824-351) text from the palace, in the hand of aroyal secretary,

2. A 1vth reign (1851-68) text, that of Somdet Chao Phraya Boromaphi-
chaiyat.

3. A vth reign palace text dated C.5. 1231 (a.D. 1869), written by a royal
secretary.

4. A vth reign text also dated C.8. 1231, that of Somdet Chao Phraya
Borommahasisuriwong.

This last-named text, of which Prince Damrong had only a fragment,
was, he thought, the original of the first version ever to be printed, This,
comprising a limited number of episodes, was produced by a missionary
Sarnuel J. Smith, in Bangkok in 1872.

None of the Mss. used is likely to have been earlier in date than 1823

3 Sepha Ru'ang Khun Chang Khun Phaen three-volume (second) edition of Krom
Phraya (Prince) Damrong Rajanubhab, Department of Fine Arts, Bangkok, 1939,
vol. 1, pp. 269-8¢. Differences between this text and that of the original edition of tg17
are minor. Variants which are significant for the present argument are duly noted.

1 In the texts Wan Theng is sometimes referred to as Phim, her original name.
This was changed for reesons of medical magic in order to avert the dangers arising
from serious illness.

5 Damrong, op. ¢it,, introduction p. 37.
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except that a few additional fragments were taken into account. Some of
these may have been of earlier origin. A few fragments of country texts
were used also.

Thai tradition holds that the first organized attempt to write down a
series of episodes of Khun Chang Khun Phaen was made by a committee of
poets at the command of King Rama II (1809-24} who himself took part in
its composition. Such a text would have been produced as part of the literary
revival of the early reigns of the Ratanakosin period. It does not appear to
have survived in the original ms. It is believed to have contained only
some of the episodes of this now enormous peem which, in the Damrong -
text, is connected metrically from end to end.® In earlier times only isolated
episodes are thought to have been recorded; the writing down from time to
time of favourite passages of a widely known popular tale.

It is clear from Prince Damrong's comments on the principles of
editing adopted that the established text is a highly synthetic one.? Changes
were introduced, “good’”’ verses selected, vulgar passages omitted and so on.

B. The “Second King's” text

This is a play-book for theatrical representation (lakhon) written by the
so-called Second King of the mrd reign.® The sophistication of the
language, which has a very high proportion of non-formulaic Indic deriva-
tives, clearly shows it to be primarily a literary production.

There is no evidence that Khun Chang Khun Phaen was used as a
subject for drama before the nineteenth century. While the serious drama
was the prerogative of kings it was rare, though not unknown, for themes to
be introduced that would challenge the supremacy of the Ramakian. How-
ever, the indifference to the stage of King Rama III, 2 devout and perhaps
rather narrow Buddhist, resulted paradoxically enough in the stimulation
of theatrical activity. This took place outside the Grand Palace. Princes and
nobles no longer felt that they were challenging the king by instituting
theatrical companies of their own. A number of these werg established in
the 1rrd reign and the search for new subjects was a feature of this period.

C. The provincial text from Amphoe Wiset Chai Chan®
This text was recorded in the Wiset Chai Chan district of Ang Thong

8 The length is approxirmately zo,0c0 lines, a line being taken here as one kham
klgn (< ? gama Skt.) of sixteen syllables. In kign paet, the metre in which the poem is
written, a kham is composed of two waek (< varga Skt.) each of, theoretically, eight
syllables. Twa kham, which complete one phase of the rhyme scherne, make up one bot
{ < pada Skt.). Length estimates of c. 40,000 lines made by some Thai writers are
evidently based on the wak. .

7 Damrong, op. cit., vol. 1, introduction pp. 38-11.

8 Bot lakhon Ru'ang Khun Chang Khun Phaen. Phraratchaniphon SomdetPhra
Bawpn Mahasakdiphonlasep. National Library Bangkok, 1924.

% School of Orental and African Studies, University of London. Department of
South East Asia and the Islands. Record No. CSI 1, Song r4, recorded in 1950.



282 E. H. 5. SIMMONDS

province. The reciter, a woman of middle age, did not use a written text
Amphoe Wiset lies near the border of Suphanburi prevince which curiousl};

enough, is the geographical setting for much of the sto f
Khun Phaen. 7y of Khun Chang

The recorded extract consists of two cantos which may be compared
with passages in the Second King's text and with chapter thirteen of the
Damrong text.1% These passagesare: Text A. Damron gtext: Chapter thirteen
lines 1-104. Text B. Second King's text: First episode, lines 148 (pp. 1—3),

The text of the two recorded cantos is given below transposed intc;
Thai script so as to make ¢asy the comparison with the relevant passages
from the other texts which are not reprinted here.ll Lettered notes to the
Thai seript text refer only to differences arising from the use of regional or
aberrant forms.

The Amphoe Wiset text (C).

Canto 1.
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c. Damrong text has T bue RAUBY appears to be a well-attested form.

It is perhaps more colloquial. The Damrong text has TU‘U in other
formulae of this type.
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10 The parts or ipn of the poemn, here cafled chapte i i
which are naturelly linked in the narrative. Each was i.l"?tel:;,o:[jef:}lf ::lulhni;tl:t’zfr:g?ai‘i?:
and, when written down, filled one or two “black books” or samur dam sometimes
called samut thas. The_ tpn are divided into sections of irregular langth, here c;lled cantos

1L A text transcribed from the record is given in conjunction with the specimer;
musical transcriptions on pp. 203-294.
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Canto 2.
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e. for YN realization of Central Thai [kw/khw
as f{ffw/ is common in western Thailand and the
northern part of the peninsula.

f. for 188N AL g. for tIMM here the realization of C.T. /ff is /kw/.

h. BN fitsayaa/ for G /ritsayda/ ? but the form may result from a
confusion of 8301 fitchdaj and [ritsayda/.

Pallegoix has 'ﬁ‘i‘h‘)?ﬂﬂ‘l fitchda ritsayda/ invidia tabescens-—envious,
dried up with envy. Dictionarium Linguae Thai. Bangkok, 1854, p. 176.
» L] .

e

d. for ﬁp'm

i. Damrong text has U1TRHLY

j. see note e. k. for Mod. C.T. =¥
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The texts compared
Canto 1 of Text C covers in an extrem i inci

dents from the victory of Phlai Kaeo over thzl}r(l;:tilrll:: ?;at;a;hznh'the .
to AyuthayaAand his ennoblement by the king, but has more det 1? oo the
_departun.: with Lao Thong for his home in Suphanburi Thf:al clm o
passage in Text B deals equaily briefly with most of tht;se as ;: N e";nt
introduces a passage of teasing and love-making when Khun Pl;mcts »
Lao_ Thong are in the boat. Text A has lictle on the departure for Szn hand
buri }?ut 9 cantos (84 lines) are employed to the end of the roval a d'p co.
In this text the political reiations between Ayuthaya and the};tateL; “‘;“‘;f-
’north are introduced. The dispositions of the army for and during its et
journey to Ayuthaya, court ceremonial and procedure in the ro gl Grencs
are described in considerable detail. el audience
. A. nafural difference of purpose and intention could account for this

isparity in the three texts. Text C, the provincial text, emphasize th
physical :.nde of the boat journey. Text B, the play-bool; is I:nainl con.
cerned with the emotive aspects of the relationship betwe'en Khun );’l:onq
al:ld I.’.ao Tl'.lgng. Also, there is some reason to limit, in a dramatic taen
dlffus’xon of interest over a succession of incidents wide‘ly separated i:l e
ar}d time. Text A, appropriately enough for 2 palace text, deals at lspac;
with t‘hose aspects of the introductory episodes in the cha ’t hi ool
be of interest to a court audience. pret which would

At this point the three texts stand independently of each other. This i

most clearl?r revealed by the versification. All texts are written in kl;;m- gsilr?
1I:he dramatic style and.{\ and Cin a form suitable for recitation as se;;ha 12
n the syllables comprising the structural rhyme (samphat nok) there are :'10

lexical correspondences between
any of the texts and onl
A and C) of a rhyme-type similarity.13 7 ome case (between

Text C, canto 1 and Text A—lexical content

4 [ 4
; 8Th.v.: common epithet Tou TIMOBUNY s used in both texts (A, lines 1
;\(n 5 C, line 1). The bestowal of the title of Khun Phaen upo’n Phlai
2e0 is a feature of both texts.14 But the technical terms of rank and degree

, 4
UM (< yasa Skt.) and 8RR (< sakti Sk i
‘ . t.) which i i
used in the relevant passage of Text A. ) which oceuc fn C,line 1, are not

. A variation of the A text formula IUHU‘\'J‘B‘I‘J!&HTI"WH is used in C
line fS, but the .dcparture for Suphanburi is more detailed in C. The con-,
ventional association of home with happiness occurs in both A. and C, In

12 See below p. 28g.
13 Using lines 85-8 of the A text as the i

. * - d I

lines in A {or B} is directly comparable wi;ln:a::‘ooxf :? nepaﬂwn, though no group of
14 In Text B he is referred to as Khun Phaen thmugixout
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A it is used in reference to the prince of Chiang Thong but in C to Khun
Phaen. The formula is extended to a full half-line in C.

Text C, canto 1 and Text B—-lexical content
The obviously aberrant form Uz IMU (C, line 2) is closer to the

NI ST YIMY, “royal gift”, of B, line 3, than to any expression occurring in’
Text A at this point. Moreover, B, line 3 continues with 1’1\1‘55?1?“11 which

may be compared with the aberrant a"ﬁﬁwﬁﬁ of C, line 2., I"N‘]‘a, “reward"
in A is used in connexion with the friendly principalities (A, 81).

The formula (BAALANRAMBN (C, line 8) may be compared with

L] L) 13 L}
AU AR WHAMATIIN (B, line 17).

Observations of this kind by no means suggest that the country reciter
was influenced by the B text. This was a literacy production of the trrd
reign and it may be presumed that the manuscript, which was not of the
type likely to be copied, would date not later than 1850. It was printed once
only in a limited edition. It is not likely that the reciter could have had any
direct, or even indirect, knowledge of this text. The important point is that
both texts show the use of comparable formulae. Text A can here be
associated with the other two both in terms of the remarks made in the
preceding section above and in such matters as the existence of boat-song
formulae in other contexts in Text A comparable with that of C, line 8,
and B, line 17.

This evidence suggests that a common body of poetic material existed.
Differences in the details of verse-structure bear out the theory that we are
concerned with independent composition within the general framework of
a common story expressed through common themes and formulae which
are, nevertheless, used in an individual way. This seems to point clearly
enough to a background of oral composition.15 -

Text C, canto 2z
The subject of this canto, the arrival of Khun Phaen at his home,

canpot be called introductory. The episode is essential, the first in a linked
series which culminates in the attempted suicide of Wan Thyng.

In all three texts the content at this point is generally similar but the
situation revealed by textual comparison is very different from that which
applies in the case of canto 1. Commencing with C, canto 2, line 1, a direct

15 See, particularly, Albert B. Lord, The Singer of Tales, Harvard University Press,
Cambridge, Mass., 1960 and C. M. Bowra, Heroic Poetry, London, 1952. No therough
examination of the thematic and formulaic content of Thai narrative poetry has vet
been made. In these circumstances the statement on this point has the status of an
impression and must still remain somewhat tentative.
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point of contact can be made with Text A: at chapter 13, line 89. C then
continues for an additional 12 fines, a total of 1 3. This is to be Cc;m ared
with 16 lines in the equivalent passage of Text A, pase

A study of the versification is again of value, Lines 89-104 of Text A
are in correctly constructed 2lgn past with a variation of 7-g syllables in each
half-line. C, canto 2, with a variation of 8-11,1% has & break in the versc
structure after line 6. The expected structural bor link, present in A do:;
not occur in C. In this section line 7 of C is therefore to be compareci with
line 8 (96) of A. A further break in the verse-structure of C after line 1y
points to the fact that this text contains no equivalent of lines 1314 (ror-z)
in Text A. Thus 16 lines in A are represented by 13 in C.

The regular structural rhyme of Text A provides 7 bot link, 8 kham
link and 16 wak link rhyming pairs. Because of the breaks in th; C text
the 13 lines of canto 2 provide only 4 bot link, 6 kham link and 13 wak linlé
rhyming pairs. Of these pairs, in terms of rthyme-type, Texts A and C
have the maximum possible number in common. More than this, § of the
bot link, 11 of the kkham link and 24 of the wak link rhyming sy‘llables in
Text C are lexically identical with those in equivalent positions in Text A:
that is 100, 91 and 2%, respectively, ’
‘ The relevant lines in the Passage of Text A contain 183 institutional-
ized words. In C, canto z, 112 or 66% of words occurring in comparable
grammatical situations are lexically identical with those of Text A.17

Features of this kind provide strong evidence that the country reciter
had some knowledge, however indirect, of A or of a text very similar in
content and construction. ’

Tlixe two breaks in C, canto 2, confirm this. The first break results in
the‘ommsion of the second half of the “sleeping high, sleeping low” proverb
which cccurs in full in Text A. In this connexion the semantically weak
closure of C, canto 2, line 6 should be noted. Y

The second break leaves nothing in C to be compared with lines 101-2
of A. A failure of sense results in that the action switches without warning

. ) »
from Sai Thong to Phim. C, line 12 has 1y for Iﬁ‘l‘li‘[hf in the 1939

.. b
Damrong text but the 1917 edition has ﬂ‘h.
On the other hand, certain types of variation between Texts A and C
suggest that the country reciter was by no means dependent on material

1% In Thai poetics the permitted variation for a half-line in this eype of Alpn metre
is 69 §3{Hables. It may be suspected that this is g late stricture resulting from th
regulanz}ng tendencies to which a “written” literature is subject. The lo er, | .
regular _lme of Text C sounds natural in its recitative context and m; be i.’zlkm\g : one
of the signals of the underlying oral tradition, Y o 85 one
' Forms occurring more thzn once are counted each time an occurrence estab-
lishes a Separate grammatical context for comparison. Instances where there i tati
of a regional or zberrant natwre have been included in the count 5 vartion
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learnt directly from a known written téxt. Such features are the use of
regional variants, indicated by notes, ¢, g, j and k to the text in Thai
script, possibly the occurrence of U8 in canto 2, line 1 for NTA in Text A,

and the presence of aberrant forms, notes d, h and i. This last instance
» M [ ]

deserves further comment. Text A has UAWOUUY “‘(patterned) shoulder-
cloth”, a nominal of normal generic + specific structure. C, canto z is
aberrant in terms of grammar, There seems to be confusion with an

»

. = (13 tal . - - -
expression like JNUBH “to love 2 dear one” which is grammatically in-
appropriate in the context. Moreover the proper referent for this is not the.
A text form, nor any expression occurring in B, but the more precise

» L}

»
gATAMBLU “a cloth wrapped across the breasts and thrown over the
shoulder”. The additional rhyme scheme (samphat nai) requires that a form
with faaf is retained at this point. A feature of this kind certainly indicates
that the version has a more complex history than would have been the case
if it had been learnt from a written text by the reciter.

In two cases of aberrant forms, notes a and b, the referent is in Text B.18
The form AZMIU, indicated by note k, occurs in B, line 45 suggesting
age in addition to regionality. At this point (and at line 37) Text B has the

. »
unfixed and earlier orthographical form U4 for W}
Certain differences also indicate that there was some freedom of
composition left to the country reciter. These are the slightly longer line
of C, canto 219 and g instances of the use of variant formulae:

» L] L] ]

C, canto 2, line 2: UFMITINIZTINAT for NAMNTIMAINIM
»
for !‘hﬂﬂﬁ‘?:;

»
7: WU for (941

-y ] »
6: UinpuIRsy

» ¥
emealnem for oy lnom

g9: Eqﬁmrnmzﬁl for EQQ'NITM B, line 37 has:
Dagnr ramdis

Other formulaic variants, for which the referents are in Text B, are:

18 See above p. 285.
13 In C, canto 1 the length vanation is %—11 syllables per half-line.
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] w » - - | 4 »
C. canto 2, line 8: BUPUINAIIIINGAHA for BUYIYTRDIATY
Y ¥ g
1o0: A8N1 TAL TUL Audns S
-y ~ i
for DT remdlr T
i *
12: T oAuIENndIenznilng

. F i L L}
for tHut Tevaneguinznlng

Though there is no single line in C canto 2, that does not show some

influence from a text of the type of A, there is a striki
I _ ¥p , ing depart
influence in the second half of line 13. B departure from such

» » a
aandulnezrourat ey

“Oh!if I had wings and could fly, I would swoop gaily down to him.”" |

This, in place of the far more prosaic:

st InTut Aun
“Going down the steps she hastened to him",

ﬁf‘;l;e:;:;.and the more complex, consciously “literary” version in Text B,
I_t is at [east possible that this is the work of the country reciter. Whe
effective phrases like this are struck out in simple Thai it cannot 'be 2
that the tradition of the bard is altogether lost. -
.’I‘akmg tl'.lt’.‘ two recorded cantos together it can be seen that a conflict

of evidence exists. On the one hand the country reciter exhibits considerabl
freedom of treatment while, in the bardic tradition, remaining within the
general framework of the story and making use of common themes ancel
fom.mlae. At the same time, in a passage much loved by Thai audiences
the influence of written texts is plain to see. Scholars in Thailand are a ci
that the publication of texts of Khun Chang Khun Phaen has interferedg::i:h
pure oral transmission. The extracts considered here afford an illustration

of th_e manner in which this has happened. Equally they demonstrate th
way in which oral tradition continues. e
En thi Singer of Tales, Albert B. Lord is somewhat contemptuous of

the “bard” who acquires his tales from literary sources, who does not
compose but merely performs.2® In the rather different T‘hai situation no
such condemnation is necessary. For one thing the Thai bard is very much

concerned with technique for its own sake because this is great] 1;}' reci
ated by audiences. The account of the sepha recital at Phlai Ng};m?: ton:
surate affords an example of this.2! Originality is not the only consideration.

20 See e.g. Albert B. Lord, op. eit =
2l See below p. 291. » PP 1375.
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Moreover, the Thai reciter is not performing only for entertainment in the
simple sense. He may do so. There are instances recorded ia literature
where the story of Khun Chany Khun Phaen is recited to while away the
time on a journey in the forest or on the river.?2 But this has not been its
main purpose. It has formed part, albeit in the guise of entertainment, of a
ceremonial procedure and ought to be looked at in that context. It was used
at tonsurates and other royal hair-cuttings. It had a part to play in con-
nexion with Brahmanistic ceremonial and thus is at only one remove from
religion. For this reason an established text may well have been regarded
with respect. It carried the authority of the palace and of the palace retigion
which had a strong Brahmanistic component in its ceremonial aspects.

It may be suspected, too, in a land where religion, in this case Buddhism
rather than Hinduism, has had a widespread educative effect for centuries,
producing literacy outside the capital at least in the few, that a mixed oral
and written tradition has existed for longer than Prince Damrong and other
scholars seem to imply.

In pre-modern Thailand, and that is not so very far in the past,
Brahmanistic practices extended from the court into the country. They
were the practices of the people. Even today many villages have their mg
them khwan, the adept who produces beneficent influences. Dressed in
Brahmanical white, he invokes not only the Buddha but also Vishnu and
Siva in the setting of the Ganges and the Yamuna. Such references occur in
the preliminary invocation to Khun Chang Khun Phaen®® The reciter has
links with religion as well as with entertainment and poetic art.

Recitation technique

Khun Chang Khun Phaen is the most important of a number of narra-
tive poems grouped by the Thai themselves under the general heading of
sepha. This term has come to be used for the method of recitation, Accord-
ing to Schweisguth, sepha is 2 term of Indic origin used for poetic recitation
where changes in the tone and quality of the voice are employed to realize
different emotional impressions as the narration proceeds.? Prince Damrong
accepted that sepha was an ancient recitation technique which evolved for
the teiling of tales in verse.?5 Such tales may have been related originally in
non-versified form as niyay.

Sepha may be a derivative of an Indic form associated with the Sanskrit

22 £ 5. in Sunthon Phu: Nirat klaeng p. 30 in Prachum kipn nirat tang tang. phak
thi 1, Bangkok, Vajirafiana Library, tgz2.

21 Damrong, op. ¢it., pp. 42-3. Prince Damrong explaing that he was unable to find
a palace example of an invocation though the opening of the text proper clearly implies
its use. He prints a fragment, the micleus of which originated, interestingly enough, at
Phak Hai on the Mae Nam Noi, only a few miles downstream from Amphoe Wiset
Chai Chan.

2 P, Schweisguth, Etude sur la littérature siamoise, Paris 1951, p. 62.

25 Dararong, op. ¢tt., intreduction pp. 1-3; 12—-17.
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root seév in its connotation of “worship, service, attendance upon”. As h
been said, sepha recitations are used in connexion with religious a.cti\r't'as
like the tonsure ceremony where the presence of the gods is invited 1:3 :
important aspect of worship is the provision of suitable entertainmen; f .
the gods. This gives 2 new dimension to the idea of entertainment, It i o
the human audience alone that is entertained. TRt

In r:he reign of King Rama IV (Mongkut) (1851-68), sepha recited in
the provinces were of two types, either samnuan doem “old style”, the more
common, or samnuan luang “royal or court style”.28 Provincial r’-enderin $
may have been affected by court style texts before this date. Plausibly theg
texts might have acquired a certain authority outside the capital es.p::'::ialle
whe}-a recitations were made in the country at ceremonies such a:s top-kno{
cutting or celebrating the building and occupation of a new house, oceasions
which had their analogues at court. The influence of court stylc’texts ma
have been spreading as early as the rind reign or even earlier, to the detri!ir
ment of original country composition. However, according to Prince
Damrong, sepha don, a form of extempore sepha composition was still
common in the provinces in the mnd reign.27

It is probable that sepha recitations were known early in the Ayuthaya
period. Nai Pleuang na Nakorn quotes a reference to the practice from t}}lre
Kot monthian ban, the Palace law.28 Prince Damrong was of the opinion
that the practice of introducing interludes on the percussion orciestra
developed only in the 1ind reign and that prior to that time the sepha itself
was the most important part of the performance.2? The use of krap, short
barfs of polished hardwood which are rattled together at intervals l’ay the
reciier, appears to be a fundamental feature of sepha recitation.3® Certain
types of krap are used to keep the rhythm in various country songs. Small
!Jronze cymbals known as ching are frequently used and a further alte'rnative
1s to employ the clapping of hands.

In sepha the function of krap in normal narrative passages is closel
bound up }vith the verse structure. They mark the end of wak, kham and boj:
and sometimes a point three or four syllables before the end of the second

28 Ibid., p. 13. i
vt P 33. The terms refer to the poetic style rather than to the method of
2 Ioid., p. 24.
%8 Nai Pleuang na Nakorn, Prawat W, { ]
) : s annakhadf Thai, Bangkok
;1;:‘1: I_:mte given 1sb B.E. 1901f cotresponding to A.D. 1358, but cautiogrl: in’ t;wzsl.st;epéf tfl?s
necessary because of extensive revision carried out in th :
:: 'lgzmmqg, ap. ¢it., introduction pp. 33—4. i cheat retgn (1782-xBog).
€ writer was informed by the late Nai Niao Duri
: Jrme yabandhu that
f:lzlnployed 1 normally mai chingchan, Dalbergia bariensis. Dhanit Yup;o tl-lizre“src‘od
: ustlrat_cd il}es:]::l;:ptlgn of several types of krap in Thai Musical Instruments %Engli:g
ransiztion by David Morton), Bangkok, 1960 pp. 1o-11. Krap, i
. - ’ 2 - . 10
mentioned 2s an accompaniment to the voice in singing or chaﬁting tél;ggl']f: LCLGPI:;:W
Du Royaume de Siam, Paris, 2691, tome 1, p. 263, e
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half-line where the wak link rhyme frequently fails. Less frequently a break
marked by the krap occurs at an equivalent point in the first half-line. The
beginning and end of cantos are marked by longer passages on the krap. For
parts such as invocations or where special emphasis is required the krap
have the function of an accompaniment.

The following example of sepha recitation of a narrative passage from
Kkun Chang Khun Phaen illustrates the normal method.3!

[ 1
|ca-klz‘iaw thun risan khdn phéen khin chaan [K] thag nuan naag wan thoog phdag siij [K]
|

I

|
Isakariat rdoy sil sip cét pil

|
[K} phdo mie khiw law nii khon khran nén [X]

[ |
ipen khaa khdop khanthasi» maa [K] sémdét phriphanwonsda nariatsin [K]
|

| I
lca-wéa nuzan taam ruan niyaays® phlan [K] than phiu fag thin nan {K] con khiw cay—l K]

Points at which the krap are employed are marked [K]. Structural rhyme
{samphat ngk) is indicated by linking lines. In other recordings by the same
artist the use of krap intermediately after the zak link rhyme in the second
half-line is more frequent than in the above example.

The text of Khun Chang Khun Phaen itself provides an interesting
description of sepha recitation.33 This takes place at the top-knot cutting
ceremony for the thirteen-year-old Phlai Ngam, son of Khun Phaen. At
that time he was living with his grandmother Thong Prasi in Kan¢hanaburi,

“After the abbot had returned to the monastery, the strains of the
phinphat orchestra arose.3 The family and friends of Thong Prasi had
sought out the best reciters of sepha, Ta Mi was a master of the battle
scenes. How his throat sweiled with sound as he recited. He charmed the

3 Transcribed from SOAS, Dept. S.E.A., and the Islands. Record No. CSI, 1,
Litt. 1. Recorded in Bangkok, 1951. The performer was the late Nai Niao Duriyaban-
dhu, a leading sepha artist from the Silpakom. Text: Damrong, ch. 1, lines g~12. Note
on transcription, p. 292, n. 39.

32 The reference to the text as niyay is of interest. See above p. 289.

38 Damrong, op. ¢it., vol. 2, . 220, lines 7-14.

* jphinphiat/¥ina-bddya < vindvddya Skt. “‘playing on the lute”. Stringed instru-
ments are not used in this orchestra so the use of a derivative from vind is difficult to
underatand. An alternative term /piiphaatf is frequently employed, especially in the
country. /fplif is the Thai clarinet which is used with the percussion orchestra. The
writer is informed by his colleague Dr. J. R. Marr that in South India the term
mukavingi < mukha+vind Ske. has been employed for a wind instrument, “the Indian
clarinet”. Madras Tamil Lexicon, VI, p. 322¢, col. 1. This instrument is mentioned in

Kurrdlatalapurinam, Taruma 34, an t8th? century text. In Hindi the term bim is
applied to a folk-instrument of the pipe type.
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ears of the old people. They declared he knew it all. Ta Rong Si knew well
the comic parts alone. He rattled and rattled the krap, grimacing the while
and rolling his eyes.

“The style of Nai Thang was loud and ringing. He chanted the
quarrelling passages with angry voice, Naj Phet drew out the echoing oef chg
s0 long, so long.3 Nai Ma and Phraya Non were apt at clowning. They sang
the vulgar episodes to the enjoyment of the people, who noisily acclaimed their
expertise. Old Thyng Yu knew the language of the Lao. He gave the Lag
parts, the scenes of forest travel and passages with musical accompaniment,’

This passage emphasizes several aspects of sepha recitation, First, the
use of varying qualities of voice to point up emotive differences. Secondly,
the fact that reciters tended to have their own specialisms, Thirdly, the uge
of krap and of the percussior orchestra.

The author of the sepha recitation passage is reputed to have beep
Sunthgn Phu (1786-1855) a court poet of great renown who produced either
directly or at dictation a number of episodes of Khun Chang Khun Phaen 3
Prince Damrong has shown that at least some of the reciters mentioned
were well-known contemporaries of Sunthgn Phu, active in the 1nd reign 37
The introduction of such personages suggests that the description repre-
sents a synthests of the poet’s experience of sepha recitation rather than an
exact illustration of a country scene. But Sunthgn Phu was a great traveller
and was well acquainted with provincial practice. It may be assumed that
the picture is a reasonably accurate one in this respect.

It appears that reference is made to more than one style of recitation:
the sepha style proper involving the use of &rap which may have resembhled
the courtstylein use down to the present day, and what seems to be 2 provin-
cial style or styles employing nonsense syllables as pausal or chorus features
as is common in many kinds of country singing. These styles are relevant
when the technique of recitation of the Amphoe Wiset text (C) is considered.

A transcription of the two cantos of Text C is given below. A musical
transcription of the first four lines of each canto is provided.?® The tran-
scription of the texts is in terms of the system in use at SOAS.39 Two degrees

35 oei cha: syllables used as pausal or chorus adornment in country singing,

38 Prince Bidyalankarana: ““The Pastime of Rhyme-making and Singing in Rural
Siam". Journal of the Siam Soctety. XX/z2. 1926. pp, 101-27. ref. to p. 104.

57 Damrong, op. ¢it., introductian p. 22,

38 The writer is indebted to his wife, Patricia Simmonds, for making the musica
transcription. He wishes also to express his thanks to Mrs. Ousa Weys and Mr, Sulak
Sivaraks for much helpfu! discussion of the texts and translations.

3 This systern was devised by Miss E. J. A. Henderson and slightly modified by
the present writer. It is a reading transcription based on phonetic principles like that of
Mary R. Haas which it resembles in many particulars. The chief differences from the
Haas system are the employment of wr and ¥ for the back unrounded vowels, the use
of y for j and the employment of tone marks according to the following scheme: mid:
unmarked; low: *; high: +; falling: *; rising; .
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of vowel length only are recognized, short and long. Actual v.owel. lengths
can be judged from the musical transcription. Tones are normalized in terms
of the Central Thai system which was that of the speech of the reciter.
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line 5. cuy lazw thoon ndayg ko-nag {¥¥y] yiu khian khaag [vv]
than sdon naan [vvy)] phii tiag [¥vy] thaay sday khwda [¥vy]
6. phuak fii phaay biay biak [n-¥¥y] kachiak maa [
léew maa ySon yaaw [¥¥y] chiaw chia [¥¥y] sandn lam [¥¥y]
7- thurm weelaa tawan biay [vvy] yu fii phaay kin khaaw |
tée phoo Ym maa [¥vy] léew law [¥¥y] cuan caa kham [¥vy]
8. ?aw par®? phiut sin {vvy] sanin lam fwv]
leew maa lay cim [vvy] raw laap [v¥y] sdam lém maa [¥vy]
Canto 2
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line 5. ylu klay taa sdaraphit [¥¥y] yan khit fwianp |

mii yuran yiag {a] khiw wia wiy [z] koo yap mii yliu {

6. thda noon stuy khiw hiy khwim [vvy] chamiway duu !
mii héet ybom ca-riu | yiiu phaay nay |

7. mii mia gaam thury khaw mi kwliak kwa wiy ka-mée yaay |
?oo mie sday sit thii rdk [na] caa tdon klay taa |

8. ca-maa yiiu khon diaw pliaw »8k | séen nay siap wiag |
phrd> 2aay khin chdan panaamit | maa »itsayda |

9. phod phak nii) raw koo réeg [vvy] fii phaay maa !
phoo ritg cten suriyaa | thu suphan phlan [yvy]

10. ¢dot rwia riar khian prathip [ma] kip naa thaa [a]
hén sday thoon ndop lon maa | yhu kip thii nan

I1. mua dii cay khum pay bdok [¥v] kip caw phim phlan
b3ok wia phiaay kiew nin khiw kiip maa (¥vy]

12. chuay phaa rak ndoy bia [aa] ph¥vy niatian |
rura thii noon cdot fwéay [na] taphaan yiy |

13. kramdom kéew maa lgew [vvy] hay dii cay |
thia mii pfik bin diy | ca-rdon raa yvy

pause, relatively short or very short, is marked | and .

The provincial cantos are performed in different styles. Both are accom-
panied by ching. That of canto 2 bears some resemblance to palace sepha.
The two-line verses (bot) are marked by the syllable yyy where the krap,
occasionally accompanied by yyy is used in sepha.4® The full lines (kkam)
are clearly marked by pause in silence in ten of the thirteen lines, at a
conservative estimate. In each second half-line (wak) a break occurs in ten
cases, usually before the final three syllables. There is also a break in the
first half-line in twelve cases. This is marked by yyy in eight instances, by
other “continuant’ syllables in two, and by pause in silence in one. The first
half-line of the canto has two short breaks. It has been noted already that
a break marked by the Arap may occur in the first half-line in palace sepka,
though this feature does not appear in the example given above (p. 291).
A feature of interest in canto 2 is the close relationship, syllable for
syliable, between recitative note and speech tone. This can be seen from the

40 Bot divisions of this type do not occur, of coutse, in the sections, 1l. 6—7 and
r1-12 of canto 2 where the verse-structure is icregular, see above p. 286,
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musical transcription. The falling tone is represented by a falling cadence
except in two cases [cdw/ where the note is B. These are non-prominent
initiating syllables in a phrase. The rising tone gives a rising cadence with 3
single exceptior, that of a short non-prominent syllable, initial in a di-
syllabic word ({sdm/ in /sdmnik}). The register tones, low, mid and high,
are not realized on three separate notes but the notes concerned can be
grouped in an ascending series. Low tone is represented by the span of 3
major fourth, from B below middle C to E above., Mid tone occurs within
the span of a major fifth from D to A above middle (Al The realization of
high tone covers an octave span but on prominent syllables this span is
major fifth, from E to B above middle C. Each tone therefore has its own
area of realization. There is no repetitive or overall melody to suggest that
the passage should be classed as song. The requirements of speech-tone are
dominant and the technique is that of vocalized recitation. _

George List has commented on the high level of co-ordination of the
pitch elements of speech and song in certain types of recitation chant and
folk-song in central Thailand.42 The examples he uses are recitations of the
alphabet, the multiplication table, a lullaby and a stanza in khlong metre,
Each shows 2 very high degree of co-otdination, with a greater tendency for
register tones to be associated with a single separate note. These tones do
exhibit, however, signs of adjustment to environment, a feature which is
rather more marked in canto 2 here.

Palace sepha, in the examples recorded by the present writer, is clearty
a type of vocalized recitation. There is no repetitive melody to be observed.
Co-ordination with speech tone exists, but the curious variations in voice
quality which are characteristic of sepha complicate the problem of notation.

Some important differences are to be seen in the style of canto 1. In
ten out of eleven examples falling tones exhibit a falling cadence, but a rising
cadence occurs on only three out of seven rising tones. The register tones
vary over a wide and generally similar pitch range in contrast to their
behaviour in canto 2. A repetitive tune is discernible though the first bar,
initial half-line, is not repeated.

In canto 1 “verses” are marked by yry and half and full line breaks are
present, marked either by pyy or by pause in silence. Thus far the structure
of breaks is similar in palace sepha and in cantos 1t and 2. In canto 1, how-
ever, the longest break is made at that intermediate point in each half of the
poetic line which has been referred to above. This feature is much more
clearly defined here than in canto z or in palace sepha. It is significant that
the break occurs immediately after the first element of an additional
rhyming pair has occurred or may occur. In the eight lines of canto 1 a

4 There is one case of a contour: EDB,
2 George List: “Speech Melody and Song Melody in Central Thailand’ ', Ethno-
musicology, V, i, January 1961, pp. 16—31.
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rhyme falling at this point is taken up in the remainder of the half—l.ir}e in
seven instances. This technique places emphasis, therefore, on additional
rhyme (samphat nai) which, in written klpn, is a less important featur(? than
structural rhyme (samphat npk). Nai Pleuang na Nakorn calls attention to
the fact that most half-lines have additional thyme in the estabiished text of
Khun Chang Khun Phaen and that though, on the page, .the' role of tbese
rhyme-bearing syllables appears to be secondary, the recitation technique
(khap) brings them into prominence.43 ' N

A further indication of the functional importance of the additional
rhyme is given in a short text recorded by the writer in Bangk’c'rk in 14951. It
was performed by an elderly woman in the so-called “beggar style: 4 The
text consists of only four lines but the pausal structure is such that 1t‘_takt?s
almost four minutes to perform. The time is a multiple of eight which is
also the case in cantos 1 and 2. The content is obviously derived from the
established text and so is not of special interest in itseif, but the long pauses,
marked by yyy, fall after first elements of additional rhyme in most cases
and there is additional rhyme in both first and second halves of each 11}'13
except where the pattern and the unsophisticated reciter have befm dis-
turbed by the presence of Sanskritic polysyliables as a result of using the
established text, probably by hearsay, as a model.

i -
line 1. a. khran thdin [v¥y] chin sdam [vvy] duu paam phrig45 [vvy]
LB

b. fii mwus phim {¥vy] thii chw tham [vvy] phii cam day [¥vy]
LB

I .
line 2. a. yuwnwn phit (yvy] maan ndoq [vvy] thony tit cay [¥vy]
LB

b. chaliat ndk [yvy] pik wiy [vvy] riuag khaawii [vvy]
LB

In this example the long breaks occurring between the additional
rhymes within each half of the line are marked. Structural rhj’(’me, though
present, is not marked here. Thus canto 1 and the “b?ggar text pla:\ce
emphasis upon rhyme within half-lines, though ma.rkmg, also by the
syllable yyy, the main caesura and the end of the line whe.re the ﬁr&:.t
elements of structural rhyme pairs occur in written klpn. This emphasis

42 Nai Pl Nakorn, op. cit., p. 472. :
“%:nscerlil;:g ?::m 5048, Dept. 5.E.A., and the Islands. Record No. CSL 1,

Litt. 3. Text: Damrong, op. ¢it., vol. II, p. 66,
4 For phrim.
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points to the importance of the aspect of oral performance suggesting that
texts of this type were once composed extempore. It is very likely a vestige
of the bard, for in oral composition it is natural that the first element in a
rhyming pair should be marked by pause. The bard may then give thought
to the passage containing the second half of the chyme. This is precisely the
convention existing in these Thai texts. Obviously the rhymes fall most
closely together when they are within the same half-line and it is here, in
two of the styles, that the longest breaks occur. In the canto 2 style and in
sepha proper this particular feature becomes progressively more vestigial
though the general principle of pause after actual or potential first element
of rhyme is maintained,

The short sections into which the text is divided by the full use of
breaks suggests the trace of a simpler country type of Thai metre, the
running set of syllable groups linked end to middle by rhyme. This is the
form used in the extempore chanting of verses in New Year and other
ceremonial in Thailand and it has established itself in literature as rgz. This
form with the addition of an end-line rhyme, moving it, as it were, halfway
towards klpn metre, is commonly used for extempore harvest and boat-
festival songs,6

There is another aspect to canto 1. Of the four types discussed here, it
alone exhibits what appears to be a pre-existing song melody. List deals
also with this subject and, as he says, the Thai do not compose new melodies

but draw on a repertory of traditional tunes.4? Such tunes are used in -

conjunction with various literary texts in appropriate circumstances. He
points out that this method of composition offers some parallels with
traditional techniques of composition used in China. This is perhaps
another example of the disparate influences that have had their effect on
Thai culture. Elements of Chinese musical technique can happily blend
with a Thai text which is subject to secondary Indian influence in imagery
and diction, relating an indigenous story in Thai metre, the elements of
which are none the less labelted in part with terms of Indian origin. '
The example of classical song quoted by List is very short and does
not, unfortunately, include the text. It appears to be a long first half-line of
a text in klpn paet or possibly a full line in the shorter dramatic style, The
technique of construction is generally comparable with that of canto 1.

Conclusion

It seems that Sunthgn Phu’s description of sepha and similar enter-
tainments performed at the tonsurate of Phlaj N gam refers to a number of
recitative techniques. Sepha proper with krap was one. The mention of the
pausal syllables oey cka and of song tunes normally accompanied by music

4¢ Prince Bidyalankarana, op. cit,, p. 125,
47 List, op. cit., pp. 223, 23.
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