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The purpose of this study was to iliustrate how the images of monsters are
projected in Thai horror film and to examine the metaphorical meaning and
representationssof monsierse*The scope of my research was Thai horror films
released on the sereengfrom 1999 to 2008, with selected films specifically
elaborated wath'regasd to Thaicultutal, social, and political contexts.

|

This stidy defingd the characteristics of Thai horrer films, explaining that
hybridity with other genres, such as comedy and romance, and sexuality are
important comaponents, while Buddhism and supernaturalism are crucial elements
of the films' In partigular, -the Thai Buddhist belief of ‘cause and effect’ and
‘karma’ predominates over all.Thai herror films. Ghests are the primary horror
object in Thaihorror film, espécially female ghosts, whe appear with supernatural
power to avengejor fulfill’their grudge in the traditional Thai ghost films.
However, human monsters using black magic, again mostly female, appear more
often in the later 20008, and“pursued their desires in more forceful and active ways.
In addition, men, childrer,-and the aged also appear as monsters in Thai horror
films, and they represent as-the ‘Otherness’ of Thai society. Interestingly, monsters
in contemporary Thai hosror films are not enly evil, but can also be good, since
they can beisociety’s ‘guardian of morality and mores’ from the bad or even ‘loss
of locality er'tradition’.

Horror {ilm usually implies social, political or cuitiiral problems and issues,
and also deals with collective fear and anxiety. In this study, 11 films with four
issues were “imvestigated: 1) trauma from the IMF c¢risis and unsettled social
climate is reflected in Nang Nak (1999), Phi Sam Baht (2001), and Rongraem Phi
(2002); 2) fear for natural calamities and pandemic disease is_portrayed in Khun
Krabi Phi Rabar (2004 ) and Takhian (2003);3) women’s iSsues and men’s anxiety
for itheir 10ss lare represented.in Buppha Ratri (2003), Ban' Phi Sing (2007) and
Long Khong 1 and 2 (2005, 2008); and 4) political turmoil is implied in Faet
(2007) and Ban Phi Poeb (2008).
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Chapter |

Introduction

“Films are produced and seen within a social, cultural context that includes more
than just the film texts. Film servers a culttral fuaction through its narratives that
goes beyond the pleasure of the story. Most films relate to the story of people in a
particular nation and over areas sugh as their ways of life, politics, and current

affairs.” (Turner, 1988:94)

|
“Films and sogiety have aimore or less mutually reflective relationship; that is film

is seen as a reflgction/of the dominant beliefs and values of its society.” (Tudor,

il

2000) ‘
/

In 1999, while the recession COl’ltil:l’l:féd ‘from the 1997 economic crisis, Thai
classical ghost story Mae Nak PhFakhanong -Was revived by director Nonzee Nimibutr,
becoming the most smashing tecord- breakmg_xta{ the box-office in Thai film history.
According to Adam Knee’s notion (2005: 14:1)_-,7.9_133 of the latest generic trends in the
recent resurgence of Thai cinema has been the reemergence 6f. the Thai horror film
and the phenom:erlon may be attributable in part to the singular success of Nonzee
Nimibutr’s Nang Nak in latc 1999. Coincidently, the Korean horror film Wispering
Corridors (aka Yeg)gogoedam, dir. Park Ki-hyung) hit the bo*-ofﬁce in 1998, and the
Japanese. hotror film Ring ‘(aka Ringu, dir--Hideo Nakata)imade sa¢w Asian horror
history 'in 1998. Many film scholdrs have asserted that horror film"is a medium of
anxiety and fear, or a ‘return of repression’ accordifigito Freud, and if one considers
these notions, the'revival of hotror film during the time under IMF management is not
a mere coincidental phenomenon.

Due to the fact that most Asian countries experienced the same economic

crisis from the late 1990s to the early 2000s, and shared experiences and collective

memories, the economic cooperation system established throughout pan-Asian as a



measure to overcome economic crisis also influenced the film industry. Accordingly,
there was a tendency for some Asian countries to co-produce films. For examples,
Arom Athap Akhat (aka Three Extremes, dir. Kim Ji-woon, Peter Chan, Nonzee
Nimibutr, 2002), was an omnibus formatted horror movie by Thai, Hong Kong, and
Korean popular directors that was released in'these three countries at the same time in
2002, and, commercially and critically was sticeessful as well as in other countries.
Noticeably, here again, the genre that théy selected for their co-production was horror.

Baek Moon-im argucs that the 1997 financial crisis throughout Asian
countries and its traumasopened a new era for horror film (2008: 253). From the late
1990s to the early2000s4 the 1997 IME t‘_ral}_rna covered almost all cinema genres. As
part of the embodiment of /its' trauma clr. lthe solution to overcome it, Thai film
emphasized nationalism and Thainess and-';the‘.horror film genre was no exception. As
well as the Thai nestalgic horror film Nah_g. Nak_ (dir. Nonzee Nimibutr, 1999) (May
Adadol Ingawanij, 2007, Anéha-lee Chai;?\;jé)rai)orn, 2007), old ghost stories and
folktales were consecutively revi\iéd n slighzl:yfq,i’]fferent formats.

The situation over the fef years sincéﬁ_bé has changed drastically due to the
effects of the new global ééoiibmy, the dec.li';l-é- 6‘f_rigid national boundaries, and the
trans-cultural ‘pheneinenon-atiecting-virtually-all-seciois-of.cimema. Thai horror film
has also changed.and significantly developed in cinematicjtechniques with the
influences Hollyweood, and since around the mid 2000s, nairative, style, and plot of
Thai horror film has'beén, more seriously influenced from Hong Kong, Korea, Japan
horror film (Kamjohn Luiyaphong, 2005). Since the late 1990s, horror films about the
infinite development of technology and alienation”, or fear for it, and horror cinematic
metifiinvelving the combination, of mediaswithsurrealismremergedywith,theysuccess

of The Blair‘wWitch'Project’(dir.’ Daniel Myrick & Eduardo Sanehez,'1999) and Ring.

" The Marxist idea of alienation: Marx points towards the role of technology in reinforcing
alienation, as capitalism comes to harness the new knowledge of science in the nineteenth century.

This idea of alienation is often used in analyzing films (Falzon, 2007), Page 195.



Television monitors, VCRs, telephones, the internet and such things in horror films
such as Phone (dir. Ahn Byung-ki, 2002) and One Missed Call (aka Chakushin ari,
dir. Takashi Miike, 2003), disseminated fears and made all these machines change
into horrific monsters. In Thailand, Shutter Kot Tit Winyan (dir. Banjong
Pisanthanakun & Parkpoom Wongpoom, 2004)spread fear for the camera and Ngao
(aka Happiness, dir. Yongyut Thongkongtoon; 2008) warned about alienation caused
by over-dependence on cellular phones 5'y modern people.

Since the mid 2000s _horror films have been more focused on individual
matters such as gendesror sexuality. Along that line, same sex relationships or
homosexuality has come'to the fore since ;che mid 2000s in Thai film by and large,
and the horror filmygenre began to preseii‘g lhomosexuality as ‘the Others’, such as a
transgender monster gn Sgai Lak Sai (a-}ga Sick Nurses, dir. Piraphan Laoyont &
Thodsapol Siriwiwat, 2007). While folkloﬁc Thai ghost stories have decreased, new
types of gory horror movies have settled on }he Thai film industry and have been to
some extent successful. However, monstersJaI)-p_earlng in new styled horror films are
not totally new to Thai audiences; they m@y remain female ghosts. Though the
circumstance of production and Teception is far different from the earlier horror films
and could be Sect-as-folksy-and-olds-the-appeatance-offeinale ghosts implies that the
female ghost still.has its validation in the 2000s.

Monsters+i the horror films have developed along with spatial and temporal
reasons and influences ftom internal and extétnal factors. According to Jeffrey Jerome
Cohen’s thesis that'the monster’s body is a cultural body, manstets in the horror films
have metaphoric meanings and they are cultural embodiments (Cohen, 1996: 4).
Meonstersware*morescomplicated and sophisticated than what they appearyingthe film.
The female ghosts'that are‘the'main characters in Thai horror-film have changed not
only in their outlooks owing to the development of cinematic technology, but also
with respect to their underlying implications. Phi Pob first appeared in horror film
during the 1990s and phi Pob in the 2000s needed to be different in translation as

much as in feature. The advent of the monster in the horror film is ultimately based on



cultural contexts and horror films portray anxieties and fears of people in shared space

and time.
1.1 Rationale for the study

It is obvious that the horror film genteshas constantly enjoyed popularity
among Thai moviegoers throughout all Thai filtm history since 1933, when the first
Thai horror film Mae Nak Phrakhanong, produced by Hasadin Phaphayon, was
released. It is no cxaggeration o say t?at horror film can represent the Thai film
industry, along with the gomedy genre. H‘_ovsf_ever, the genre that gave the turning point
to establish a footheld for the second golhgeln age of Thai film industry from a long-
time recession was the horror film (Nang-‘;}\lak), and the most lucrative genre among
all Thai films throughout Thai film history'_f's also_ horror film.

When Shutter Kot Tit -\Nihyan wa% -;anl.(ed as 1" in box office receipts by
earning 110 million bahtin 2004,:in could h;?;]cﬁy’]tge predicted that this serious horror
film directed by two young directors woulﬁiﬁ?c;:eed to that extent. There were no
funny characters, and it was fearful enougl.l;ft-c; Cause goose bumps, but it was well
received by both*audiences-and-ciitics-iii-Thailandsas-well-as.m many other countries.
Horror film is no-donger a marginal genre. However, some critics claim that recent
horror film has been influenced by other countries horror films too much, and there is
no any Thainess in thefilms. However, Shutter Kot Tit Winyan as well as Khon Len
Khong (aka Art'of the Devil, 2004) by Tanit Jitnukul, are films that played a great role
in the new horror film boom in the 2000s, and upgraded Thai horror film one more
stepfromrtheperception of audiencesthat Fhai horrerifilm is only B=grade and yain.

From-1999%02001,"mowvies produced per yeat-were only-10 films or se; but in
2002, movies produced almost double from the earlier years. Since 2003 an average
of up to 45 films has been produced every year. From 2001 to 2008, more than 20%
of all films were in the horror genre. The chart below shows the numbers and

percentage of Thai horror film released.



Chart 1.1. Thai Horror Film Released 1999-2008

50+
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O Thai Film Total
20 B Horror Film
104
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1999-2008
2006 | 2007 | 2008
Thai Film Total 44 47 47
Horror Film 9 12 12 10
Per centage (%) S5 1273 1255|213

(The Federation of National FllmiAﬁmiat Lof Tha1 d, 2006; Thai Film magazine
‘Flicks’, 2006; Pantip: Online; ]Tﬁfb’gifn’[efne V. 7 ata ase): Online)
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According to Entertainment magazine, six movies out of the 20 top Thai hits
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dir. Bhan it Thongdee) earned 14 million US dﬂars In 2004, Shl&tg Kot Tit
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WS dollars. Buppha Ratri 2 (aka Ratri Returns, dir. Yuthlert Sippapak) earned 1.7

out of the 47 were rror

million US dollars in the year 2005. Koi Thoe Yom (aka See How They Run, dir.
Jaturong Mokjok), which is horror mixed with comedy earned 1.6 million US dollars

and Dek Ho (aka Dorm, dir. Songyos Sugmakanan, 2006) earned 1.186 million US



dollars in 2006. Faet (aka Alone, dir. Banjong Pisanthanakun & Parkpoom
Wongpoom) earned 2 million US dollars and Ban Phi Sing (aka The House, dir.
Monthon Arayangkoon, 2007) earned 1.346 million US dollars in 2007. In 2008, Si
Praeng (aka 4bia, dir. Banjong Plsantl}anakun Parkpoom Wongpoom, Yonyoot
Thongkongtoon, Paween Puriktipanya) was/{ ed as 1% in box office receipts by
earning 2.435 million US dollars and Long Khonga)\-i‘["‘r aka Art of the Devil 3, dir. Pasith

Buranajan & Kongkiat Khomsiri) earne‘Ef 1.483 million US dollars.
—

The followinyﬁ

most popular among 1 _atidienges, gvith horror genre taking the next position,

ows thJ preferences of Thai movie goers, action is

fantasy and com S éhlqd F11m magazme Flicks researched the preferences

of Thai moviegoer, nths n 2_'05 55% male and 45% female out of 200

random samplers. The most eférred geér was action films with 22.5%. The next

was horror/thrillerfilms, ch sen by '21% o‘f Ihose sampled. Fantasy was in the third

i ,-'!--l ;

-|=

place, which is a very exc tlonal ease beca}se for that year Hollywood’s big budget

block buster movies, such as The Lord of th-fR;F'ngs (dir. Peter Jackson), Harry Porter

o gl g
=

(dir. Chris Columbus), were r—le?sed in y@OOS Comedy films were ranked in
fourth place with 12%. Thus thls’ Tresult SthWS "fhe 1mmutab£‘el; three codes — action,
|

horror, and comedy-— i i i ﬂijf)viegoers.
'I"J"‘r e

| |
Chart 1.2.<Fhai Movie-goers’ Preferences (Thai film magazine Flicks, 2006.)
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When audiences choose a movie at the theater, 25% of the audience select the
genre they prefer, 24.5% decide from the plot or story, 16.5% pick the film from the
star, and 14.5% of the audience want to see the movie because of its box-office power.
6% of audiences choose the movie because of the recommendation of friends, 4.5% is
because of the synopsis, personal reason is 4%, the rest 2% is for the director. The star
system is also an important factor in Thai film. production. Recently, popular actors
and actresses often appear in the horrot films. Academy Fantasia” stars starred in La-
Tha-Phi (aka Ghost Game; diw Sarawut Wichiensarn) in 2006, Thailand’s top actor
Ananda Everingham took the'main roles‘aI in Shutter Kot Tit Winyan, and Long To Tai
(aka The Coffin,.dir. Ekachai Uekrpngthém},_ 2008). Horror queen Sai Jarernpura has
starred in several horror films since Nang. Nak in 1999, and most horror movies in
which she has played/have recorded highl'ﬁank'ing at the box-office. No less than star
power, directors who arg renowned with hé:)frqr ﬁlm, such as Yuthlert Sippapak, Tanit
Jitnukul, have ticket power at file ioox-ofﬁéé-?s well. The directors of Shutter Kot Tit
Winyan, Banjong Pisanthanakuﬁ -_élhd Pakﬁjégl;}éfongpoom, have credits for horror

genre, and their movies consténtly are a suceess at the box-office.

L

There have been aﬁﬁf’dkirﬁately 70 Thai horror films produced from 1999 to
2008, most sh’ovyin% a-sighificant-developiment-in-filming-techniques and computer
graphic. For example, ghosts in the films are now more tealistic and powerful in
visual effect, and-at the same time, the plots and storylines of Thai horror films have

changed to be more fearful, gory, and gruesoing than before.

" Academy Fantasia or True Academy Fantasia is a reality show. It is a singing contest, judged
through popular votes. The contestants are selected through nationwide auditions, as well as through
online audition clips. The live auditions take place in major cities in every part of Thailand to search

for those who dream about becoming superstars.



1.2 Literature Review

Film has been studied using a wide range of theories and methods, and the
academic area of film studies is now firmly established in colleges, schools, and
universities around the world. In Thailand, seme universities and colleges have
opened film studies, however most of them havesfocused on filming techniques, not
theoretical and academic inferest in film that much: Thus, there has not been many
precedent studies in film,.and, as for horror film, there are very a few studies done so

far.

In monster theory, Cohen (1996:;8:16) asserts that political or ideological
difference is as much a gatalyst to mori§trdhs representation on a micro level as
cultural alterity in the macrogosm. Wherea?‘mon_sters born of political expediency and
self-justifying nationalism func;tior; as liviné -i;pvi.tations to action, usually military, the
monster of prohibition polices the border;(:)ff ﬂ}c; possible, interdicting through its
grotesque body some behaviofs-and actions, ;i;valuing others. It is possible, for
example, that medieval mefchants intentiéééﬁ? disseminated maps depicting sea
serpents like Leyviathan-at-the-edges-oftheiitiaderoutes-iioiderto discourage further
exploration and 1o, establish monopolies. Every monster is in this way a double
narrative, two livang stories: one that describes how the monster came to be and
another, its testimony, detailing what cultural use the monster serves. The monster of
prohibition exists to demarcate the bonds that hold together that system of relations
we call culture, to call horrid attention to the borders that cannot be crossed.

Noél Carroll’ s(1990:=34)ynotion is that, the,concept of monsters abeund horror,
“monsters'are un-natural relative'to a'culture’s conceptual scheme of nature.“Fhey do
not fit the scheme; they violate it. Thus, monsters are not only physically threatening;
they are cognitively threatening. They are threats to common knowledge... monsters

are in a certain sense challenges to the foundations of a culture’s way of thinking.”

Monsters can be categorically interstitial or contradictory, i.e. they blur or undermine



distinctions between categories, such as, the living and the dead (the vampire, the
zombie, the mummy, Frankenstein’s monster), human and animal (the werewolf), or
human and vegetable (the intellectual carrot monster); or they can be formless, such
as shapeless monsters. The horrific object is;a compound of threat and impurity. The
monster may also be psychologically, morally. or socially threatening. Impurity
involves a conflict between two or more standingscultural categories. Thus, it should
come as no surprise that many of the Most basic Stitictires for representing horrific
creatures are combinatory.n natire.

Edward Ingcbreisen states that every monster is, esscntially, a political entity;
that our productien of monsters is always part of our broader political understanding
of the world and of our notions of gooéd ;and evil (Ingebretsen, 1998: 25 cited in
Phillips, 2005: 6) Seme /inifial evidené‘? for this claim can be offered in the
observation that horror film tends to bec'gfme more popular during times of social
upheaval. Paul Wells, for ins‘gan(;e, assert:s-:theit “the history of the horror film is
essentially a history of @nxiety in the twedrll:ti—eﬂ.}-scentury.”(Wells, 2000: 3 cited in
Phillips, 2005: 9) When the cultiie is in turﬁoijl:for some reason audiences flock to
the horror film.. Monsters in the horror: film i;é;ffé:{ﬂérize individual and social fears.
Horror monsters-have-also-been-iiteipicted-as-expiessiviis- 0Of 0r as metaphors for
socially specific fears and anxieties. From this perspective,-monsters help audiences
(and perhaps film=imakers as well) to engage with and come to'terms with those fears.

In addition, Robin,Wood offers a mote.politicized engagement with the horror
monster, one that ‘seeks. to combine psychoanalytical concepts with Marxist ideas
about social oppression. For Wood, the monsters in horror film are expressions of
socialand,psyehological repressionithat can reveal truthsraboutithe pelitical andjsocial
structures within which we'all live'(Wood, 2004: 107-41). He also analyzes that in his
own culture the concepts of “otherness” are immanent and admits the sense of
distances if it states the theme of horror film itself;, however, it is still probably the
best method to explain the horror genre. In his research, he mentions seven concepts

of “otherness” in his culture: woman, the proletariat, other cultures, ethnic groups,
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alternative ideology or political system, deviations from ideological sexual norms, and
children. In this thesis, I want to talk about the concept of “otherness” of Thais
relevant to the monsters that appear in Thai horror films and how they are represented
in film.

Monsters particularize individual andsogial fears. If the terrors represented in
horror films represent a seciety’s collective .dreads, their coded reflections in
contemporary anxieties seldom appearJas overtly as they did in World War 11 B
movies. Susan Sontag’s 1965.essay “The Imagination of Disaster” argued that the
sudden popularity of sciencesfietion after the war represented sublimated Cold War
anxiety with radioactiye mutants. and bu_g—eyed invaders being barely concealed
symbols for the hydrogen bombiand the tfgelat of international communism. Political,
economic, and educational writing, advéi;tisihg and popular culture alike as often
stressed the potentially limitless wondefs tha_t could result from scientific and
industrial development, includiljlg éttomic energy, as expressed fears of nuclear war. In
any case, for more thana decade after thé J\llva:r, .jsicience fiction’s flying saucers and
marauding behemoths seemed t6-bury the ﬁlﬁ—jfz;shioned gothic horror story. How,
then, to account, for the reapf)éarance of thé"-.li:(;ff';t)_r genre at the end of the 1950s, a
wave which hasiel-diminished-since?-Peihaps—the-iew-fears of an impersonal,
bureaucratic socicty and catastrophic nuclear destruction—actually intensified the
appeal of quaint eld demons like Dracula and Frankenstein, especially among children
and adolescents, groupsithat made up increasing portions of Hollywood’s audience.

In Southeast Asia atea, there is/prominent work on harror film. Felicidad
presents the Phillipines legendary ghost, aswang, and its alligorical relationship with
polities ssaying thatthe saswangicomplex reammot~bepconsideredy apart from its
intersection with several historicall moments' and ideological-discourses'— net only
archaic traditional folklore but also the anti-insurgency campaigns launched in the
Philippines by American military starategists in the 1950s. Reports of sightings and
aswang activities in economically impoverished and hence potentially disruptive

urban communities during the national presidential elections in 1992, a period when
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the government’s need to check social unrest in Metro Manila (manifested, for
instance, in the alcohol ban) coincided with a rash of rumors about monstrous
incidents — from bestial births of mudfish to aswang attacks in depressed squatter

areas like Tondo and Mandaluyong (Lim, 1997: 81-2).
Thai horror film studies

Compared to Western stuidies for horror film, Thai horror film has not drawn
academic attractions asgmuch as it deserves, despite its long-time popularity. Thai
horror film had.been negleeted until the E:_arly 2000s due to its lack of cinematic
techniques, clichéd stories and low-budgef_ plroductions. However, thanks to persistent
efforts of Thai filmmakers, plus globaii}zaﬁbn, Thai horror film became known
internationally, and some film scholars beglafn to ‘Fake a look into Thai horror film.

To all intents a trailbla!zer:in the ﬁelsi of Thai hotror film studies, Kamjohn
Luiyaphong and his colleague Somsuk Hinv&ir;la.rjxspresented Thai horror film in their
research sponsored by the Thailand Researcﬁglf;d in 2005, indicating that Thailand
had significantly changed socially and poli;ci'zz-éﬁlj'/- between 1977 and 2000, and that
Thai films also had-changed-followiing-society-Thaifilins-fluctuated up and down due
to the tax policies of the government. As well, the industry was subject to
considerably influence from other countries such as Hong-Kong, Korea, Japan, as
well as Hollywood " They classified Thai horror film into three periods regarding
narrative' style and plot. The first period of horror films (1977-1986) is classified as
the traditional period. In this period there were three types of horror films; firstly,
homrer filmssbased, onsThat folktales orplegends jof Thai; fory instance, Mae Nak
Phrakhanong (1978), Winyan‘Rak Mae Nak Phrakhanong (dir. Seni“Komarachun,
1978), Mor Mae Nak (dir. Sonthaya Duangthongdee, 1985), Takien Khanong (dir.
Rangsee Thansanaphayak, 1979), Krasue (dir. Komintr, 1982), Athap Namman Phrai
(dir. Komen Sakseni, 1983). Compared with other periods, the number of horror films

produced in this category was relatively significant. Secondly, horror films adapted
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from Hollywood films, for example, Dracula Tok (dir. Lotok, 1979) from Count
Dracula, Decha Phi Dip (dir. Kaithip, 1984). Ghosts that appeared in these films were
transformed to Thai styled ghosts, so they were shown with many comical features,
not necessarily horrific. Thirdly, horror films that are based on novels or radio scripts
such as Phut Phitsawat (dir. Saueyakom & Metta Rungrat, 1980), Ngoen Pak Phi (dir.
Chana Khraprayoon, 1981) and Kaeo Khon ek«(dir. Suriya Duangthongdee, 1983).
With respect to the audience’s perspeéjtive, the target of horror film in this period
were mostly rural residents beeause city dwellers had started not to believe in ghosts
and were not that tntergsted in ghost stories, while rural people still maintained their
traditional way ofilife.

The secondgperiod (1987-1996) 1_s lclassiﬁed into two categories of horror
films; one is teenage horror film and the“pth’ér 1s traditional horror film. As society
changed, audiences of horror films also cﬁei'nged_ and many refused to see ghost films
any more because they did not rbelrieve mn ghésts.. Thus, horror filmmakers had to pay
more attention more to rural people and to fo_m;sqn new customers, such as teenagers.
The very famous Ban Phi Pob; which was reTﬁq:d; 13 times between 1989 and 1995,
first appeared.in this peridd, and phi Pob -Ifj-ftFi{ appeared with other ghosts, for
instance, Krasue*Kat-Pob-(dir-Phlawiit:-1990),-Diacula-Jdoe-Pob(1991), Mae Nak Joe
Phi Pob (dir. Chatin Phrahomrangsi, 1992). Separately, tecnage horror film tended to
add horror to romance or comedy, for example, Ai Khun Phidir. Chana Khraprayoon,
1991) and Ho Hue Hue(dir. Khomsan Tripliohg, 1992). In terms of storyline, some
films reflected teenager daily life in those days and often dealt with teenager problems
and family problems, for example, Pi Neung Phuean Kan Lae Wan Asachan Khong
Phomi(dir, Semjing Srisuphap,1998);

The last period (1997-2004) is-classified as the brand new horrorfilm-and new
traditional horror film period. This period is important because Thai society and Thai
films underwent significant rapid changes. Thai politics experienced continuing
instability after 1995. When Chuan Leekpai’s Democrat government fell in 1995,

Prime Minister Banharn followed, then General Chavalit soon after. An economic
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crisis was looming, while divisions were emerging about a controversial new
Constitution that promised widespread reforms. The 1997 financial crisis coincided
with the adoption of the new Constitution after considerable social division. Then,
with the re-election of Chuan for a second term, the country had to face the bitter
prescription of the IMF medicine, large-seale unemployment, and growing
dissatisfaction with the Democrat’s failure to.révive the economy (Glen, 2003). In this
context, people took traditional culture ‘and their own beliefs as a solution and a part
of the solution to the problemsawere ghost movies. Nang Nak by Nonzee Nimibtr and
Tha Fa Likit (aka Who_is ruaning? 1990 by Oxide Pang arc instances of this. Also,
from this period,filmmakers Collaborate;_l vyjth other countries as can be seen in such
films as Khon Hen Phi (aka The Eye, dir; (l)xide and Danny Pang, 2002) and Arom
Athap Ahhat, which age work of Hong KOﬁ,g’ Korea and Thailand.

Kamjohn extended his reseaich ab_éut T_hai horror film in terms of political
allegory between Phi/Pob and -Isa1-1 (and Lao) In Ban Phi Pob (dir. Srisawat, 1989),
the protagonist is a female aged}-};ghost WH;.:g-é?rfis and startles villagers. Later, the
male protagonist who is a d(;ctor, comes fnﬁ‘ _i3;1ngk0k to expel Phi Pob, however,
Phi Pob will not go-and, furthermore constatfﬂy spreads her. species to younger
women, despite the-cideavois-of-the-inale-piotagoiiisiss-even 4 male spirit doctor.
Victory of Phi Pob.represents two meanings; first, the powerof female ghosts in Isan
society; second, a-triumph over Bangkok. Phi Pob represents-Isan, fighting to protect
the traditional culture @filsan and Lao. Phi'Pob, as the female, also represents the
vulnerable local people in Isan competing against the strong and powerful central
government system, which is the male, particularly from 1987 to 1997, when
Thailand*changedsinte~a moresindustrializedrandycentralized society,during swhat has
been called the golden era of Newly Industrialized Countries (Kamjohn' Luiyaphong,
2006).

There has been academic research undertaken by a student of the Thai Studies

Center at Chulalongkorn University; “Influences of Hollywood movies on

contemporary Thai films: case studies of action-thriller and horror genres” by Parichat
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Phromyothi. Parichat (2000) studied the identity of Thai horror film which is different
from Hollywood, and the influences of Hollywood movies on Thai films. She
contends that political changes in Thailand encouraged its film directors to express
their social viewpoints through their films and Thai filmmakers, especially those who
went to study abroad or gained higher education, who took this opportunity to
produce films with social awareness themes. dn*conclusion, while the Thai film
industry has made a move towards ﬁJpgrading the quality of films by inserting
Hollywood elements, other forms of visual entertainment, such as ‘likay’” and TV
drama series, still kegpthestraditional| formula, i.c. *nam nao (ﬁ’mi’l)’* in their
production. Finally, singe Thai films targéet}teenagers, it is unavoidable that the films
should correspond o their unique lifestyle; |

Recently, the studies of Thai hon-"?r films have been actively researched by
film students. Todsapofn Gorachit studiéd Thai' ghost film in his thesis “The
Horrification in American, Koreanvand Tha1 Ghost Films”. He asserts that there are
three components of the homﬁcatlon procersd 1) ghost characters; 2) codes; and 3)
image and sound. Amerlcan Shost characters usually relate to counter-Christian
beliefs, while Korean ghost Chardcters are mﬂuenced by. the Japanese genre on the
basis of ghosts il white-eloths;-withoui-legs;-floating-m-appeatance and some are able
to change into fire-or electric light, which I do not necessarily étgree with. While, the
portrayal of Thai“ghosts possesses two clusters of character: 1) the conventional,
which is deconstructed“and reinterpreted in<terms of ghost meaning; and 2) the
intercultural. /Codes are divided into two groups: 1) the general; and 2) the cultural,
relating to'religion, beliefs, values, outlooks and lifestyles. In his conclusion, ghost
chargaeters, andy codescare differentiated |by nationality, (whilérimage afid souhd are

likely'to be resembling and ‘cultural’'unbinding.

A type of synthetic dramatic performance of Thailand
" Dirty water or stagnatory water, means soap operas or stories which are only for
entertainment; they do not carry any message or meaning.
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In addition, Rawiwan Nuchanaka studied marketing to promote Thai ghost
films in her thesis “Marketing Public relations to promote Thai ghost films and
professional ethic”, and Sumet Phosopon researched the intertextuality between
Japanese-Thai horror film and Hellywood remake versions and how to tactically

change the plots and the cultural-based images:
1.3 Objectives

1. To illustrate how the images of monsters are projected in Thai horror film
and to.€xamin€ the allegorical meaning of monsters with regard to Thai
cultural gradition. 8

2. To investigate the social and cﬁ?ltufail contexts of Thai horror film and to

analyzethow gheyiare representedito the fictional world.

. /
o Y

1.4 Major arguments =1,

My proposed research is to focus oﬁ"-r:ﬁb'ﬁ;s:te'rs in. Thai horror films and how
social and cultural-coitexis-aie-piojecied-ii-Thai-hoiioi-film. 1 will examine films
connected to existing cultural drifts and directions in peculiarly poignant ways as to
be recognized as-somehow “true”. This is not, of course, to'suggest that the audience
emerges from these films fearing the undead’or ghosts or monsters, but that they
emerge knowing that somehow what they have seen on the screen was an accurate, if
allegorical, depiction of their own collective fears and concerns.

Fo, start, | will-begin-torelaborate)imythe second chapterion how tondefine Thai
horror film. According to Tim 'Dirks, a film critic, ‘horror film’-is a widely used term
for movies that strive to elicit responses of fear, horror and terror from the audience
(Dirks, 2009: Online). However, the difficulty here is to define Thai horror film
because of its hybridity. Thai horror film usually involves element of the supernatural,

and many of them contain comic elements. For those reasons, Thai horror film is
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often perceived as a science-fiction genre or a comedy genre. As archivist and film-
historian Dome Sukwong mentions, comedy, romance and tragedy is contained in
Thai horror film, not just a horrific element (Interview, April 2007). Many film
scholars agree that Thai film has the formality of likay, which contains a
melodramatic story and comical characters. even if it is the horror genre that aims to
scare audience (Glen, 2003; Parichat Phiromyethi, 2000). Furthermore, successful
Thai horror films typically combines horror with comedy, for example Buppha Ratri
(dir. Yuthlert Sippapak, 2003),.K0i ThoeYom, Phi Mai Chim Fan (aka Vow of Death,
dir. Piyapan Choopetchy 2007). Thereforﬁ:, this research particularly needs to draw the
line between horsor and gomedy and defn‘_le yyhat 1s Thai horrer film.

Due to the fact that hortor film haig Ilaeen treated as B-grade film in Thailand,
and actually horror film has been’ producé's} with low budgets since the main target is
rural residents rather than urban dweller'_s‘,. the_re have been few Thai horror film
studies academically. s Thus it s-eer-ns that the!I primary work to do is to arrange Thai
horror films, and to understand thleﬁrcharactér-ilé}t-i'c;s 9f Thai horror films and the current
tendency of the times. Thus, 1 witl provide aﬁ‘r%{nary of the Thai horror film history
to understand the differences and traditions .()'ff-’-fh"él_i horrer film.between ‘classic’ and
‘new’, and look mito-the characteristics-of Thai-horroifilin.

In chapter.3, I will illustrate the image of monsters-in Thai horror film and
attempt to classifywthem with regard to their origin and relevance to Thai traditional
culture and beliefs. Fonithe purpose of my résearch, I will draw on horror theories, in
particular Robin Wood’s ‘the Otherness’| of culture, to' engraft onto monsters in Thai
horror films.

My approach.to, theshorrorymonster is less ,concemnedswith=themature jof the
monster itself and 'more with what' the ‘monster might represent. In other werds, the
question being addressed is not so much ‘What is a monster?’ as ‘What do monsters
mean?’ Of particular importance in this respect are the various cultural readings of

horror that usually view the monster as either a symptom of, or a metaphor for,

something bigger and more significant that the ostensible reality of the monsters.



17

In chapter 4, I will scrutinize the background and social/cultural context of the
horror films from 1999 to 2008 and concentrate on some films that I selected for the
research in accordance with the objectives of the study. The concern of this chapter is
how the collective fears articulate with howor films. By so doing the chapter will

show how the horror films represents social/cultural contexts.
1.5 Hypothesis

1. In horror filmsthathave dealt with collective fears and beliefs, there can be
found differencesdin images of monsters and how the monsters are created. Whereas
Hollywood’s horrog film is imainly relat:edl to Christian beliefs, the images of the
monsters in Thai horter film are.created ﬁpoﬂ'the basis of Thai cultural tradition and
beliefs such as Buddhism and Thai animisﬁi_

2. Horror filmiusually iﬁpiies socia_l/igoli.tical or cultural problems and issues.
Society or natural calamities in That history ;I__-lart]}a_l_ve had deep impact are assumed to
be projected in Thai horror filni'by metaphorié?é;&esentation.

1.6 Research methodology

Using a eritical method rooted strongly in Freud and Marx, Wood and his
colleagues touch on thetidea of the monster ifi.terms of a basic theory of the “return of
the repressed,”’ i.¢,. the_tendency of|the horror 'film to express simultaneously a
rejection of sexual repression along with all other strictures imposed by capitalism.

This studyprisamainly based on dosumentary=researchy using various; written
materials, ranging from research papers, theses, as well as general film'studies; social
studies and cultural studies documents. My research methods will also include a
close-reading of the horror films and additional background research as essential.

The scope of this research is only Thai horror films released on the screen

from 1999 to 2008, which has been called the ‘second golden age of Thai film’ and
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when many film scholars and film experts agree that Thai film significantly changed
and experienced substantial technical development. In 1999, two horror films were
released, in 2000 there were none, in 2001 two horror films and in 2002 six horror

films were released. However after t r 2003, there have been approximately 40

30% out of all films released

g all i ﬂlb-horror genre. The horror

genre is one of the 1 e codes — , comedy - for producing a

films released through th

correspond to horror fil

hit at the box office for ' L ufficient material has been published
to demonstrate i st influentia ost socially important

medium of our ti

except 2000 whe /i ‘produced. The criteria in selecting the films

were: first, their originali els-to hit ies other version of the same

most of them were highly ranked-for be ¢ _receipts, as well as being critically

successful; third, their ssentation ‘of calft ition. These films seem to

contain '?:E_T___ﬂ“mmm*%‘ radition, and I will
;

show the embodime unconscious’ of the current

society through these films. The list of Thai horror movies to-be used in this study is:

AU INININYINS
RN TUNRINYINY
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Title Year Director Rank  Total Gross *
Nang Nak 1999 Nonzee Nimibutr 1 $4,500,000
Oxide Pang,
Phi Sam Baht 2001

t Praesangeam

Rongraem Phi
Takhian
Buppha Ratri

Khun Krabi Phi 19 $121,100

Long Kh 9 $730,200

Ban Phi 0 $1,346,634

Faet- 7, W \ 7 $2,040,003

Long Khong 2 5 $1,483,738

Ban Phi Poeb $408,288

lojo, International film site: Online)

)

predominant idea in a
L]

so as to provide a springboard for further investigation of the

This -

popular film ge

idea’s social and idiol‘gcal implications. '&)’achieve this, the critical method used

AU INERINHIA T~
RIAINTUNRINEIAY

* From 1999 to 2003 official totals are not computed
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1.7 Definitions of terms

Thai Horror film (nang sayongkhwan): Horror film is a movie that strives to

elicit responses of fear, horror and terror from audiences and has many kinds of sub-

genres, such as comedy horror, slasher. I opror film, in this study, includes every

sub-genre, particularly horror plus ' Wa plus horror, even comedy,

melodrama and horro ations, 7 or film.

Monster: is any : un I atures that usually appear in
mythology, lege 7 [ om the ancient Latin
monstrum, meani \ : h \\ "to m") and also meaning
, the undead, creatures,

'\.

Ghost film. i t ppear in the scene. Not

Comedy horror: . type.of 1 ' /hich the usual dark themes are

treated with a humorous appro ach -

= ..‘f.."'.l!i.r"

1.8 Limitation of the-studyeoooo

N
L)
s

This studﬂ\as been limited to Thai horror ﬁlmﬂoduced in the period
between 1999 and ;Oﬁ However, for chapter 2 to arrange and understand Thai

oy S T 3 P P o

and infofmation about Thai horror film, the study partly relied on 1nterv1ews and

’i”ﬁ“‘iﬂﬂﬂ’ﬁ’m UAIINYIAY


http://en.wikipedia.org/wiki/Legendary_creature
http://en.wikipedia.org/wiki/Mythology
http://en.wikipedia.org/wiki/Legend
http://en.wikipedia.org/wiki/Horror_fiction
http://en.wikipedia.org/wiki/Latin
http://la.wikipedia.org/wiki/monstrum
http://en.wikipedia.org/wiki/Omen
http://en.wiktionary.org/wiki/monere
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1.9 Significance of the research

1. This study can provide a better understanding of Thai horror films and will

help to formulate the facto etermme the horror genre.

2. This study will of film. However, it can provide

lm that enhances a refined

movies that

scarc.

1.10 Notes on spelling .,

AUNINENINYINT

1 film titles in this thesm have been transliterated phonetically in

RIS RN TAY -

However, in case that film title in Thai uses English or any other non-Thai
languages as a part of its title, transliteration is in accordance with the English
spelling. For example, dnlaasnadindsyaunal was transliterated into “Shutter Kot Tit

Winyan” instead of “Chattor Kot Tit Winyan”. Names of films in transliterated Thai
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with italic, and transliterated name of director(s), and production year are given in the
first reference in each chapter, however only the Thai title is used afterwards in the
same chapter. Therefore, in the first reference of HaLAATNAAAIEYEUIOL in each

chapter, it will be Shutter Kot Tit Winyan and only Thai transliteration, Shutter Kot Tit

T
Winyan, is used afterwards n t el F f

Thai words and names have been sp idely known or accepted in
English written doc _including newsp rnet articles. For example,

aun is ‘likay’, not ‘like’wRon =, m Tha1 film directors are in
7/l /

information website indboth Thai and. ' entionally, Thai people are

accordance with 1mdb.¢ ontemporary Thai cinema

referred to by theirfirst names, i,r Vesterners are d to by their surnames. In

the references, Thai a

ﬂ‘lJEl’JVIWlﬁWEI’]ﬂ‘i
Qﬁﬂﬁ*ﬂﬂimﬂmﬂmﬂﬁﬂ



Chapter 1II
Overview of Thai Horror Film

2.1 Definition of Thai Horror Fil

In studying Thai ' film,/th cfiniti uch proves to be one of the

most complicated flous'T  Thai the term ‘horror” was rarely

and academic reasons. .begi e info ion age, or perhaps the
‘ “d 73+ M

computer age, people : 5 i i ation about movies from the

broad, detailed information is
=) e

TC, [UISILC.
In this j’fht, Thai films have come to
§ y

genres of western

criteria, in pattiCular;=Hokly rwood;= with-the=horror’- senre-iarislated into the Thai
:' ‘nang phi, ®19R) is the

term that has beﬁtraditionally used in Thailand instead oa

most Tlﬁnorror ﬁlrﬁ’s ‘contain some sort otgsts and the roles of ghosts in the films

were uni ru'ElJTaitmﬂ%J’%o ;wh%J Qs aa in 2004. This

film and%lfew subsequently releasgd horror films, .Suﬁc.h as Long Khong %} (aka Art

RSN RN LT IR T

without the appearance of ghosts appearing, although ghosts continue to remain a key

language as ‘sayon

ayong khwan. In fact,

element of Thai horror films.
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The definition of the Thai word ‘phi () is quite complex, although it is
usually translated simply as ‘ghost’. ‘Ghost’ has been defined as an apparition of a
dead person believed to appear to the living (Simpson and Weiner, 2010). However,
in Thailand, ghosts emanate not only from dead people, but from anything in nature,
such as animals or trees. Also, it should be noted that not all ghosts are horrific
monsters, because, according to Thai beliefs, there are both bad and good ghosts.
However, a monster, as generally defined in hortor film, is someone or something to
harm or to threaten people; normatter whether human, ghost, undead like zombie or
something between human and animal, human and nature, the living and the dead,
following the notion of Garrell (1990:.42-3).

As Andrewgludor explains, vampirfl:s, werewolves, zombies and the rest are
part of the conceptual apparatus of a.f}y ‘horror movie audience. Science, the
supernatural and the psyche refer unp1‘0b1§mgt%9ally to ‘real’ elements of this genre
world (1989: 7). Farthetmore, ghosts can, be. seen in every genre of films. For
example, in Ghost (dir. Jerry Zucker, 1990;-,: rtl;égriick Swayze performs as Sam who
was killed and became a ghost to protect his ﬁ?ncee Molly, from a killer; however, no
one has labeled, this film as a horror ﬁlm,becé’use the . ghost-in the film is good,
appears as a good-leeking-man-similar-te-betore-he-diedsand-cven tries to help people.
The ghost in Ghosti is not the symbol of a threatening monsier, but an angel of love,
thus, the movie Ghost is a romance, not a horror film. The *Thai movie Patihan Rak
Tang Phan (aka Deep-in the Jungle, dir..Thirawat Rujinatham, 2008), starring
Jesadaphorn, is'a story about the love between a human man and a snake woman in
the Naga'tribe. Even though having the form of a human body, the woman is not a
human, /but AycreatureyintThaivor Indiam mythelegy, icalled) 4 nagarnak), fwhich
generally refers to a large serpent like'being. Arguably, the spirit of a snake in-human
form in the film, unlike ghosts in many other horror films, evokes the sympathy of the
audience. This film is classified in the fantastic genre by the producers of the film,
Phranakorn Film. In this perspective, as many film critics and scholars have noted, the

‘threat’ of a monster is a very crucial factor in the classification of the horror genre.
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According to a film critic and writer Tim Dirks:

Horror films are unsettling films designed to frighten and panic, cause dread and
alarm, and to invoke our hidden worst fears, often in a terrifying, shocking finale,
while captivating and entertaining us at thefsame time in a cathartic experience.
Horror films effectively center on the darleside oflife, the forbidden, and strange
and alarming events. They deal with' our most primal nature and its fears: our
nightmares, ouswvulnerability, our alienation, our revuisions, our terror of the
unknown, our fear of death and dismemberment, loss of identity, or fear of
sexuality (Dirks,.2009: online). |
The widely knowatworlgot Noél Carroll; T‘he Phllosophy of Horror (1990: 39), states
that the characteristi€s of monsters dre aa-t:ompound of ‘threat’ and ‘impurity’. The
monster may be psychelogieally, morally, ofisocially threatening. The monster is an
important part of theé iconography, .in horfég{ﬁlm, with horror films having offered
numerous features and types:of the monstréﬁsi.l_}&ccordingly, in the course of this

study, ghosts are includeq as-monsters ofs tﬁe films covered, no matter how they
appear, but only if they are th;eatening to pedpie.

Another problem in defining Thai horror film is when hO};ror is combined with
other genres, such as comedy or romance. In the case of Thailand, comedy-horror film
has been in the main stream for quite a long time. However, many scholars and critics
do not agreesthat comedy-hotror.is ja,sub-genreyof;horrorsince, in«the case of Thai
films in particular, thelfilms |combine toa ' much slapstick land Humorous action,
sometimes even more than the dreadful scenes. On the other hand, some scholars and
critics agree thatswhilé some comedy-horror films are not apptopriate tosbe classified
as horror films, a large portion of such films deserve to be presented as horror.
However, the criteria are clearly very subjective and vague. Many filmmakers self-

claim their comedy-horror films to be in the horror sub-genre, and, when a film is

released as a DVD or a VCD, it is sometimes clearly printed with ‘horror’ on the box,
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even though funny costumed ghosts and many familiar faces of comedians are
presented on the cover. Examples of such films include Ban Phi Pob, Phi Hua Khat
(aka Headless Ghost 2002), Buppha Ratri (dir. Yuthlert Sippapak, 2003), Khun Krabi
Phi Rabat (aka SARS War, dir. Taweewat Wantha, 2004), Variety Phi Chalui (aka
Ghost Variety, dir. Adirek Wattaleela, 2005), Kal Thoe Yom (dir. Jaturong Mokjok,
2006) and Koi Thoe Gay (aka Ghost Station, Yuthilert Sippapak, 2007).
Comedy-horror films are the most popular type of horror film in Thailand, and
a characteristic that distiaguishes Thai horror film from other countries, including
Hollywood. Of course,ghybsid genres are a common phenomenon of the films of
many other countries, og€ursing for some;_ c1J1_ltural reasons, but mostly for commercial
purposes. In the case of Thai horror film, \Lﬁhlile there must be some commercial intent,
the cultural reasons appear to have more é}f an impact. Peter Nellhaus (2007: online)

introduced the Thai weord ‘sanook (&uf), commonly translated as ‘fun’, as an

important factor to be a successfqlﬁﬁlm n TJl-,lda_illand. *Sanook’ is essential in virtually
every aspect of being a Thai,:both at.work and l-rle‘,isure. Therefore, the films that Thai
audiences favor, naturally, must also be ‘San?d{}.-Glen Lewis (2005) states that Nang
Nak (dir. Nonzee Nimibutl :71-999) was the onl; g-g,l;ost that included likay, but was
dropped in the 19405 becauise the ghost, Nak; frightenied audiences too much. It seems
that for Thai pe;)ple, ‘sanook’ and ‘sabai’, meaning ‘easy’, aré 7p0werful concepts in
their daily lives. Therefore, Thai audiences want to see horror film for fun, and,
consequently, the film ‘must not only be_scary; but it should also contain comic lines,
even slapstickqaction isgfine, and startling audiences is' most welcomed. This is the
way many comedians appear in Thai horror films; essentially making their roles in the
horror film exactly the same as-how they act on TV comedy programs i on'the stage

| , *
in cafés .

* , . . . . . .
Cafés, in Thailand, are dinner theaters, where you can eat, drink and enjoy various

performance arts, especially Thai traditional pop (luk-thung, 8n1i9), stand-up comedy, and Thai dance.
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From the perspective of Thai belief and culture, this problem can be
understood. It is quite a common sight in Thailand to see shops on the streets being
open with shop owners preparing flowers, food and incenses to offer to spirit houses
and Buddhist icons in front of the shops. The shop owners are praying for safety for
that day and making offerings to their ancestoss, the spirits of the terrain (chao thi,
Liﬁ‘ﬁ') or, perhaps, their tutelary deities. Along.the road in the countryside, one can
see large trees tied up with colorful cloth along with various fruits and foods under the
tree, which are offerings from villagers to the spirit of the old tree for the safety of the
village. No matter whegelin ghe €ity or country, Thais live together with unseen spirits
everyday in this way in ghe animistic beli‘ef that every thing, even an inanimate things,
has its own spirit. Fhis belief is taken in:§tlride in living with ghosts (phi) or spirits
(winyan, 3geyeynew) which is divided into l;:pth‘-'benevolent and malevolent spirits such
as phi banphaburus (AU WUTE ancestral--_;p_irit_), phi ban phi mueang (A1u Hidiav
city spirit), phi pop (Hda), phi Ka(fng), ‘f)j{i_pong (AwW9), phi krasue (Anseda), phi
kamode (RA1una). Ghosts or spirits do not live ép,'an from the human world, but they
live together with people eye?ywhere. It mea_lz_s_t-l_i'a_t ghosts are not only horror object
but also can be aifriend of hufnan or even an iot-)ject of fun. With this reason, ghosts in

Thai horror films are not always a fear factor, but sometimes can be a comical

character.

Compared to, western shorrorshistorys thesFhai horror) genrerbegan under inferior
circumstances. ‘Aceording to literature/critic'Arada’Premphant, western horror stories
or gothic novels are a respectablg genre of literature. However in Thailand, such
stories are juSta‘form of entertainment, as Thai reéaders merely-look forward to being
amused by the horror story. They do not look for any level of literature or a work of
art, even though there are many well-written horror novels (Matichonbook, 2009:
online). Therefore, a key difference between the horror genre in western, as well as

other countries and in Thailand is that while the western horror genre is typically
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gruesome and fearful, for Thai horror stories writers walk in step with the taste of
Thai readers and mix in elements of ‘talok (aan, funny)’.

Of course film can also be said to be visual literature, since the first step of
filmmaking is writing a narrative, which is going to be a script for a film and quite
often that film script is based on a novel. In factymany films are adapted from novels,
for example, Ban Phi Pob", Rengraem Phi ", and«#hose who are horror novelists have
written scripts for horror movies as well. These horror novels were popular among
Thai readers, however, they wete treated such like a chapbook, and no doubt that
horror films based on gheseinovels wete also taken as B-grade. The readers were
largely teenagersy'and they enjoyed to l;.e scared, but at the same time they looked

=

forward to fun and laughter.

il

Genres change, as Turner state-s;, and genres have often developed for
commercial as well as cultural reasofl_é-._ .AJ_ccording to film expert Kamjohn
Luiyaphong (2006), Fhai horror films start,-@(i;, to.be combined with the comedy genre
from the late 1970s when Thailaéd was inaﬁ;ﬁcjgd significantly by other countries,

especially Hollywood. Educa;ted people noj%ﬁ?gér believed in ghost stories; horror
film needed to.change and the horror genl.re: -ﬁlgi[_c‘omedy at that time. When Thai
legendary ghost:Mae-Nak-met-western-culture;-it-proveked odd laughs (Mae Nak
America*), and when a western monster came to Thailand, -it bécame funny familiar
ghost story (Draeula Tok"). Characteristics of the comedy=horror films started with
importing western conéepts of horror monsters, which were mixed with Thai ghosts

or Thai" folktales. | This strategic hybrid! trial. succeeded and. the successful

transformation of horror films has continued in popularity until the present.

" The novel ‘Ban Phi Pob’ is written by Hem Wechakorn (1903-1969) who was a great artist
and writer.

" The novel Rongraem Phi is written by Athachinda in 1967.

" Directed by Lek Kitipharaphorn, 1975

" Directed by Lotok, 1979
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Horror film is intended to arouse fright in audiences with the story usually
dealing with some sort of collective fears. Tudor (1973: 139 cited in Hutchings, 2004:
5) presented the notion that a genre is what we collectively believe it to be, and Back

Moon-im (2008) stated that audien t to see something new from horror film,

but it should be something . This indicates that horror films

should be regarded on a ective memories and fears, and,
if this crosses a cul o arouse fear which is the
ultimate purpose o ] srefore; even if the way of sweeping blood to the
screen is adapted, for 2 ho ‘ ) be sstul, tk \\- antial object of fear can
not be changed. /> |

Thai horro also other genres such as

re than two genres together.

N\

romance, drama, thril

- Nang Nak (1999)
- Buppha Ratri (2003)

RN NI INETAY

Even though many films are difficult to classify into a genre, to categorize
Thai horror films combined with the comedy genre, there needs to be a premise on the

general characteristics of such films in order to be able to classify them. For instance,
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Variety Phi Chalui directed by Adirek Wattalila, is full of freaky, funny ghosts, and
because of the very famous comedian actor Petchai Wongkhamlao and many other
funny characters in the film, the more they act seriously, the funnier, rather than
scarier, the film runs. Even so, the film has registered its genre as a ‘sayong khawn
(horror)’ in Chaloem Thai of Pantip.com, a pepular movie website in Thailand, and in
IMDB (Internet Movie Data Base), although“one®is hard pressed to say that it is a
horror film. Koi Thoe Yom directed by the Thai famous comedian and actor Jaturong
Mokjok, was ranked 5" jn2006'box office receipts. In the film, a child ghost appears
and startles villagers. The head monk i8 played by Jaturong, and many other funny
characters appeaw However, much of the s_gunds and background colors of the film
are characteristic of the horror genre. BLj;prl)ha Ratri contains melodrama, romance,
and comedy in the film, but no ohe can d-ellny‘that it is a horror film. After seeing the
film, audience remémber the main storylini?j.whic_:h 1s more of a horror than a romance
between the main actress and aétorj, with thé ;pos.t impact coming from scenes that are

vk

not the funny parts, mostly played by comg:dia.?ss, but the blooded vengeful scary
moments are created by a ghost: ‘f

When horror films aré filled with lofs'.-c-)rf'ﬁl_obd and gore, they are often more
disgusting than s€aiye=The-ical-feai-coimes-afici-comiinghioine, inthe bed time, even in
a dream, not necessarily in the theater. While seeing the horror film, monsters or
ghosts startle by=showing up suddenly with freaky sounds:<Even if they appear in
humorous ways with fuiny make-up and the'audience laughs while seeing the movies,
no one wants to meet such monsters or ghosts in real life. However, they can crawl up
to visit us.in the dark night when we are alone, because they are already settled in our
uneoenscious,and our memories:The greatestfear,is-our gmagination; itsis, about what
can happen ‘or' what'our imaginations ‘can come up with' (Heur.ca-Stage-Fantasia:
online). From this perspective, what makes something scary and frightening is not

what is seen, but what is believed. Consequently, it is the narrative that classifies

whether a film is in the horror genre, rather than the visual scenes on the screen.
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As many film genre theories and film scholars’ notions have made clear, it is
difficult to define or limit horror film due to its hybrid and dynamic characteristics .A
genre is, after all, a social construction, and as such it is subject to constant
negotiation and re-formulation. That means, of course, that a genre’s boundaries can
never be defined once and for all. They are definitionally blurred, and for that reason
any attempt to research a genre cannot hope to pievide strict criteria for identifying its
products (Tudor, 1989:6). But those films that are difficult to categorize into a genre
are often less successful..AS such, film genres are also useful in areas of marketing,
criticism and consumption. FPhercfore, tlllis study will attempt to scrutinize how and
what social, political, and cultural conte‘xtsrdeﬁne Thai horror films rather than the
elements or criteria @f Thai horror film as é zc;e:nre.

)

o

2.2 Characteristic elements of That horro-r"jilr.n

5l
#e43 44
—_

Tudor (1986: 180) n(;tes that a genr?'fs: a relatively fixed culture pattern. It
defines a moral.and social world, as well as .al'ffiﬂil'éfcél and historical environment. By
its nature, its Vely-familiaiitys-it-inclines-towaid-icassuiance. He further notes that
horror movies arc-rather less widespread and more openly sub-cultural in their appeal.
Hypothetically, “Fhai horror film has its own characteristics which can be
differentiated from hortor films of other countries, especially western horror films.
This is so notwithstanding the fact that modern 'society has|changed rapidly, with
integration and globalization a remarkable phenomenon at the moment, making it is
possiblete listen to the, newshalfja world awayy in-a, few minutes®TheyThai horror
film has unique and'peculiar‘characteristics' rooted“in Thai ‘traditions, beliefs, and

values that can be seen through narratives.
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2.2.1 The comic

Interestingly, Kitano (2001: online) stretched Aristotle’s cathartic emotions as
the basis of tragic pleasure applying the object of imitation theory into comedy.
Aristotle places the complex plots higher not simply because they arouse pity and fear,
established somewhere as the tragic emotions«From the fact that comedy is an
imitation of the infcrior action derives the tequirement that it should represent a
complete and whole actien with magnitude and must have the same constitutive
elements as tragedy. Amd he claims tpat comic catharsis can be located in the
Aristotelian theomy of comedy, which COI:Iestonds to the tragedy. The comic catharsis
of action is a catharsis from yovgo". It enshgr;es that the object of the comic action is an
‘error,” purified of the bad intent that &Pvgb" contains. This error thus becomes
ridiculous. The comic ridiculous afoused i_ﬁ this_ way 18 purified of fqovno" because
comedy speaks of the universal- an-d does ng;t}na.ke mvectives of particular persons. It
does not have painful element mi%éd with 1t; .éfe%spre. Finally, this ridiculous aroused
in the audience in the theatre is purged bytﬂ;ef comic laughter. This arousal and
purgation of the ridiculoufsiih"comedy is ﬁéféﬁﬁiéfo‘r the realization of the mean in
relation to the ridiculous-(Kitaio-2001-onliie)li-Ficud s theory of humor, jokes
happen when the. conscious allows forbidden thoughts that society suppresses,
recognizing that jokes may say more about social life at a particular time than about
particular people; he turned this into an investigation of why people joke together,
expanding in his economical psychic perspective with discussions of social cohesion
and social aggression. He, thus, pointed out that jokes are basically a catharsis and
release, but mot stimulation(Freud, (1960). ;A fter all, the stheoriesen mumer or the
comic, the comic can create a'catharsis'as'what hortor does. In'this perspective, the
combination of comedy and horror is the perfect way to give catharsis to the audience,
as well as amusement.

Archivist and film-historian Dome Sukwong said that it is true that horror

films have been loved by Thai audience for a long time, but comedy, romance and
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tragedy are also contained in the horror films. Ghosts in films often appear with
humorous features. Thai horror film can make people laugh, cry, or be scared, and
have even been used as educational tools. This is similar to Thai food, such as tom
yum kung, which has all tastes in one dish. This also can be said to be one of the
characteristics or preferences of Thai people (Interview, April 2007).

Many Thai horror films seem to belong.to'the comedy-horror genre, despite
increases in the number of serious horfér films in the 2000s. Furthermore, the more
successful Thai horror films typically combine these genres, for example Buppha
Ratri, Koi Thoe Yom, PhiMai Chim Fanl (aka VVow of Death, dir. Piyapan Choopetch,
2007). Thereforegmonsters w That horro; ﬁ’lm have many comical characteristics and
many famous comedian actors and actresieé take roles in horror films. It is assumed
that comedy horror hybrid films have gailé'ed‘popularity since the 1980s when over a
hundred low budget, B-grade ﬁlms wete pr’ﬁduced

Thais love of the comic has a: long h1§tory Sathien Thapthip, a dubbing actor,
reflecting on the Hasadin produced version of M_ae Nak Phrakhanong (1933) said that

-l'

it was quite scary, but it also had-a fun part m ﬂie film. In the scene that:

Vl'

s

Woillals-lc-icads-toher with something
else in mind. Mae Nak asks him if he is not scared of ghosts; then he answers that
he is not scared. He comes closer to her fast, Mae Nak asks him to come out of
the boat for a chat, and he asks where her.house is, she answer that her house is
right behind ‘the témple. over there; When, she/points, he looks: aleng with her
fingers, ‘then he turns his head back to see her, the"woman has become a ghost
with a pale face and he is frightened so he jumpssdown to the water (Thapthip,
2009: online).

Sathien adds, everyone in the theater laughed out loud and released their tension for a
short time. The use of the comic in Thai horror film seems to have long history and to

be an important element of horror film.
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Comedy-horror film is a sub-genre of horror film that has been widely
accepted. It is also called ‘teenage horror film,” since the main target audiences has
been teenagers. Teenage horror films have content that is often ostensibly violent,
gruesome and horrifying, but it is argued that both producers and audiences treat them
as examples of humor or comedy. They are deemed to be fantasy films, so not
unsurprisingly realistic slices of life, are noit0.be taken too seriously. The horror —
the blood, the gore, the monster, the acts of Violence — is meant to be funny not
frightening. The popular parody series of Scary Movie films are a good example of
this genre. In Thai homwor films, horrorI genre that combincd comedy and teenage
elements appeared for the first'time in t‘_heJ late 1970s (Phi Puean Rak’), and many
teenage horror filmgwerg produced in the:l9l90s, for example, Ja-e Phi Hua Khat (dir.
Praphan Phethintr, 1990), Al Khun Phi (di-'ﬁ. Chana Khraprayoon, 1991), Sayong Kois
(dir. Phisuea Thoranongy 1992), Sayong KL'l_énS (d_ir. Daurung Thanachai, 1993).

If comic catharsis does éxis;t as the p.:répef effect of comedy, it must inhabit the
comic emotion created by the coiﬁic plot, a;l; %151 in the case of tragic catharsis. In
tragedy, a catharsis of tragic cTmotions (pityﬁa_l fear) assumes the catharsis of tragic
pathos. According to Aristotle, the basic forr.rifﬁ'-lré'fér‘comedy has.had more to do with
conventions and*txpectations-of-plot-and-chaiaciei-than-with*a requirement for lewd
jokes or cartoonish.pratfalls. Aristotle suggests that comic ﬁgurés are mainly "average
to below average™ in terms of moral character, perhaps having in mind the wily
servant or witty knave who was already a stock character of ancient comedy. He also
suggests that onlylow or ignoble figures can strike us as ridiculous. However, the
most ridiculous characters are often those who, although well-born, are merely
pompousvorsself-important-instead of trulyyneble~(Kitano, 200 l=wonlime)sFor the
comical effect, reality' is'“generally” excluded. "Most incidents have ‘the-merely

possibility to happen in real life, thus slapsticks and nonsense acting is essential. Most

Thai comedy-horror films are unreal or surreal. Actors or actresses in comedy-horror

" Directed by Neramitr, 1978
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films dress in humorous way or wear funny make-up, keep falling down, being

startled and sometimes appearing with gross features.

A sequel of the movie Ban Phi Pob is full of comical characters; even the
ghost itself is far different from those with theusual gory horrific features that shows
up in front of the villagers and makes thera statiled. Phi Pob is a liver-hungry ghost,
eating human organ meat, however, whigh manifests itself as a grandmother in normal
country woman’s costume (Galloway, 2006: 13). Later. Phi Pob gets modern help
such as using a balloen (Ban'Phi Pob 6,11991) or a skatcboard (Ban Phi Pob 7)" to fly
and chase the villagers; the nse by Plzjfli Pob of this new equipment, rather than
supernatural power, beging the ¢omi¢ element.

Due to the™fact ghathogror films r_.léiﬂejc_:t social problems, collective fears and
repression, comedy combined with horrdfr__ uéually takes on satirical narrative. For
example, Khun Krabi Phi Rabat ;sarcastica-ﬂy portrays an incompetent government
covering up the facts, and Koi Thoe Yom pre‘gents the venerable monk who abandons

1l

his wife and unborn son in his'séeular life. = =

With the same faces; similar charac!te;rs,'_a.lr_lq clichéd plots reiterate over and

over, Thai audichce started to look elsewhere for entertainment, and some of them

turn their back c_)n comedy-horror film. Since the 76;;1517200(7);,71“hai horror film has
been more fearful, -gory, and gruesome. However, the copy fof the poster for Ban Phi
Poeb (dir. Phongcimyut Sirisukhongsa) released in 2008, say;s that it is a unique Thai
styled hilarigus ghost film, Wwhich'has/faded-out))¢oming backwith«tons of jokes, and
advocates ' comedy=horror genre~as ‘one of the" prominent That characteristics.
Interestingly, this film proved to be'a commercially suecess.

From 1999 to 2008, while young directors who recently graduated from film

studies or who have studied abroad seem to be pursuing a more serious genuine horror

" Directed by Srisawat, 1992
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genre, comedy-horror film has been continuously produced and has maintained their

popularity.
2.2.2 The Melodramatic

Melodramatic _plots . with heart-tugging,  emotional storylines usually
emphasize sensational situations or Crises of humman emotion, failed romance or
friendship, strained familial sitiations, tragedy, illness, neuroses, or emotional and
physical hardship™ within everyday lifle. Victims, couples, virtuous and heroic
characters or suffering protagonistg (uSII:all’y heroines) in melodramas are presented
with tremendous secial pressures, threais_,,lrepression, fears, improbable events or
difficulties with friends, community, wé;k,‘élovers, or family. The melodramatic
format allows the characters to work tﬁfough_ their difficulties or surmount the
problems with resolute endurafl-ce,j- sacriﬁciél-;pcté, and steadfast bravery (Dirks, 2009:

add vk

online).

e 43 .1'_;-'

As a film genre, meloélrama features@r’_o_‘[agonist who is pitted against forces
beyond their control, yet its:"\'/injdicated in “ftﬁ.é"'leﬁa, in. part because they display
admirable qualitie&éh%@ke%h&audi@n@eﬁ s-syinpathy-and-admitation (Curran, 2005:
235-45). The typical plot structure for a melodrama in Thailand follows this form. A
young beautiful -gitl in the village falls in love with a geatle, good-looking man.
However, their love ‘dogsinot seem to go well because a bad rich guy or villains in the
town coercively violates_her bodyand she is killed by accident or intentionally. But,
the love ‘story does not end. She becomes a ghost to stay with her lover and at the
sameitime, heryengeanee againstthe yillain stastsy, Howevery the story alwaysyends up
in tragedy. Because she'is from another'world where'the’humans do not belong, they
cannot co-exist, cannot make love, and cannot even touch each other. Furthermore,

her lover begins to be scared of her, rejecting her forever from loving him. Her trials

to get his love back are sad, implacable, and sometimes gruesome. In the end, she has
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to accept the situation and goes to the spiritual world in tears. Audiences feel
sympathy for her and share their tears with her.

A large number of Thai horror films seem to have been under the rubric of
‘melodrama’ for their plots, leaning heavily on romance, love stories, conventions or
sentimentality. Particularly with respect to the Thai horror films adapted from Thai
folktales or legendary ghost stories, plots of thc.storics are mainly linked to the love
story between a female ghost and a male huniatl, For instance, Nang Nak directed by
Nonzee Nimibtr, is another verSion of Mae Nak Phrakhanong, which is an old well
known Thai legend. Many critics ¢laim t}llat the Mae Nak Phrakhanong story is a love
story more than as$cary, gory horror stor};_, even though for the past 80 years Mae Nak
has been represented as a fearful female éhlost. As he was promoting Nang Nak, the
director Nonzee, often claimed that he wé,s inspired to remake the legend to redress
what he perceived o be:what was lacking'_from _previous film and television versions
of the tale. His vision of the leg-,ena recoverje-(ji;, what he described, to richly misleading
effect, as a ‘realistic’ treatment })f the lo;c::;b:%tyveen Nak and her husband, Mak
(Nonzee, 1999 cited in Ma:y Adadol Ing;ﬁeﬁ?ﬁj, 2007). The promise of a fresh
interpretation of the protﬁé’éhists’ love, and fhe ‘heayily promoted claim of an
unprecedented levelofvisual-veiisimilitude-ii-the-seise-of-creating enframed images
brimming with evocative period details, promised a stimulating encounter with a new
kind of thai sakon-filmic experience (May Adadol Ingawanij;2007).

Not only in olddegend or folktales, but‘also in recent horror films love stories
between ghosts and humans have continued, In Shutter Kot Tit Winyan (dir. Banjong
Pisanthanakun & Parkpoom Wongpoom, 2004), the female ghost sticks to a man
whom'she onee loved:*This-very humanlikerghost had been bulliedywhen shejwas a
human, but when she meets-the:man who was'willing'to be herfriend, she falls-in love,
and after she is gang-raped by some boys in the university and killed, she refuses to
leave him alone, but stays with her only love and friend. The scenes in which Thun

and Natre have a date, such as walking together in the woods, making love, and
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laughing with each other are quite romantic and sweet, which are contrary to the final
scene in which Natre is sitting on Thun’s shoulder.

The love stories in Wong Pisat (aka Dark Water, dir. Jaran Wongsajja, 2007)
pass through two generations — a father and a daughter. A father has lost his wife who
was killed by the head of villains in the village, and his only daughter, Nuan, is
everything for him. Soon after she falls in leve.with an undercover policeman from
Bangkok, and gets pregnant. The son ofthe wife’s murderer, the head of the gangsters
now, loves Nuan, and fiadS out that she is pregnant. He gets angry because of his
Jealousy and unintentionally kills Nuan.'Nuan comes back as a vengeful ghost. After
her revenge is ower, hee body is/ founded by her lover, the young policeman from
Bangkok. 8

Love stories between a rich man étpd*a poor girl have been a main theme of
soap operas, which arg like the dreams' ‘of housewives and market sellers. This
Cinderella type love story is often adapted n horror films, such as Buppha Ratri, even
though the narrative usually develops in a d-iffrerent way than the typical soap opera.
A university student Buppha, ffoi outside onBangkok has had a painful past in that
she has been abused by her stepfather. One day, she meets a good-looking boy, Ake,
who is the sontof high-class-tich-fathei-She-is-piegnaintsooinafter, but when she tells
this to her boyfricad, she is discarded. In Rongraem Phi (aka The Hotel, dir. Anukul
Jarotok, 2002), assuccessful and upstanding executive, Nareuban, falls in love at first
sight with Sarapee, ‘thedaughter of a poor farmer. He hesitates to propose to her
because of his age, but he finally asks her to marry hinr'and provides his fortune to her.
On the day before the wedding ceremony, she runs away with her secret lover,
capsing,Naruban to,commit'suicidejleavingidoubts inthesmindrofithesaudience.

Another major theme in'the melodramatic' plot of Thai-films ‘is‘the love story
between a married man and a young girl. This minor wife (mia noi, \iaias) theme
reflects the problems of Thai social structure and at the same time male sexuality. The

minor wife as well as the prostitute story, has also been an important part of the horror

film in that it shows distress and anxiety of a marginalized group of women. In Khon
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Len Khong, young pretty girl, Boom, is a mistress of a middle aged married man.

After she gets pregnant, she is gang-raped and she loses her baby.

7,

Sex and horror intertw

2.2.3 Sexuality
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~ e
Figure 2.1. AJhap—N‘amman Phl’f1i (1983) / Itruet Namman Phrai (1984)
F |

Sexuality has.main i)__cen discuged in terms of feminism study. Considering
a Freudian perspcctiv : ~sexual desire has been repressed comparing to the

male’s, especiall anscountries; and, in a Foucauldian view, Linda Williams
. P

asserts that the nartative focus on the Lfmah 1s to investigate and explain herself
i Y] daadl

because, for men, her pleasure is ,‘falien’}}@d..:unknowable, since it is not readily
apparent via ejaculation (1939: 9- 1_39‘). AS F_p_p!;gult’s sexuality and power, sexuality of

certain groups, particularly“miner groups, has been defined, evaluated and

manipulated by ideology and _p__QWer. In t?@' _case of western countries, historical

el R e
examples such '"af campaigns for anti-homosexuality in the PSOS, social problems
N —
about child po,_rnd"?_graphy in the late 1970s, and instigating hc:)"in_jbphobia using AIDS

after the 1980s 'b-y: rightists, clearly presents how easily moral panic concerning
sexuality can hap_f;én and how sexuality can be used in politi::—;(J 00, 2004).

The idea of sex-andsherrer combined. attractsssignificant, automatic morality.
Outright sexualiaggression such as.rape is often représented in Thai horror film. The
victim in the earlier part of the film'will mostly be a.woman. Women in the films are
raped or gangsraped by villaing, or sometimes their loyers, and.then kilied or.commit
suicide. The victims become vengeful ghosts. Women in the Thai horror films are
degraded in sexually explicit material. Nudity creates women not as human characters,

but merely as objects for male sexual gratification. Thus, sexually explicit material

teaches men that they may use women as they will. In other words, this imagery
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provides conceptual ideas that will produce behavioral effects: not treating women as
people or even abusing and raping them (Staiger, 2005: 179-85).

Nudity is one of the manifestations of sexuality, although many critics and
audiences claim that it is hard to see nudity in today’s horror films. In Tamnan Krasue
(aka Demonic Beauty, dir. Bin Bunluerit, 2002),when Dao is possessed by Arawathi,
a Khmer princess’s spirit, and transforms inte'a krasue, a flying ghost with intestines,
her head is pulled out from her body and her Breastsare exposed. In Rongraem Phi, a
woman who escapes fromherwiolent husband comes to the hotel where she takes a
shower, and, of coursegshe i§ shown na}ked. In Tukae Phi (aka Lizard Woman, dir.
Manop Udomdejy2004)when Khwan, a‘_feJn_lale writer haunted by the spirit of Tukae
after she visited Tukae’s house, and tra;_lﬂs:forms into a Tukae-human, her body is
slightly exposed and when she is hospitali-'zilled,‘ sshe has a fit, tearing off her patient suit
and her breasts arereleased. =

Dirty jokes about sex -abc-)und in Tl}al ‘horror fils as well, in particular,
comedy-horror films. Sexuality in:Khun Kra?):i]j?]liﬂRabat is unhindered and quite bald,
full of obscene talk, nasty sex scenes, and Fﬁﬂl {mplements. Khun is a worrier who
has a mission to save the T};c‘flihg daughter ofa Tich and high-ranking father. When
Khun meets the Vouag-daughtei-ii-school-uiifoiingshe-asks-ier to have sex with him
instead of compensation. In a scene where Khun’s master and a female doctor have
sex, the humor ofFhe Naked Gun (1988) is quite evident.

Female sexualitys is revealed throtgh horror film as well, with female
characters in more recent horror films being more intrepid and daring. The third story
of Phi Sam Baht (aka Bangkok Haunted, dir. Oxide Pang, Pisut Praesangeam, 2002),

Namman-Phrai (aka BlacksMagiec Woman )sisiabout,awoman who issfageinated by the

sexual desire for a man. She usés namman' phrai “to seduce-men. Her loneliness

" Namman phrai is magical water or oil, which is extracted from human blood, especially a
women’s. In the film, this spiritual oil is used to seduce men, when men drink or are splattered with

this oil, their spirits are seized by women who use it to satisfy their own desire.
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becomes an appetite for men, and she picks her sex partner night after night from the
night club. In Long Khong, the teacher, Phanor, has a sensual body and her sexual
desire is no less than her appearance. Although she is a married woman, she has
sexual relationships with other men, even in school. Female sexual desire for
successful, good-looking men is well represented in Suai Lak Sai (aka Sick Nurses
2007). Five to six female nurses have the same*goal, that is, a handsome, young
doctor. Every nurse in the film has a ‘secrel 1ove affair with this one doctor, who
already has a fiancee, a_nale anto female transgender. The sister of this transgender
girl also has an affaicawithsher fu‘[ureI brother-in-law, and, furthermore, she gets
pregnant. In the seene where this younger s_j_ster seduces the doctor, her sexual desire
exceeds her moral conscience and sisterhd;qci. This reflects a very strong and powerful
female sexuality in madern sogiety. \

Women’s sexuality in the narrative'jéf Thgi horror films can be found from the
early 1960s. Women in horrorjﬁlrxns are re;;l;}ivély free to express their sexuality. In
Chao Mae Takhian Thong (dir. Rangsi Tﬁés"agjaphayak, 1966), Phikun, who kills
herself because she has lost hefViFginity, shéw’sj i;er powerful sexual superiority after
she becomes a.ghost. When Than Chao, h-e;-'ﬁié;s_te'r, comes to.expel her malicious
spirit, Phikun taghis-Than-Chaosgiabbing-iis-penis-Llia-Rhut Haeng Khwamrak (dir.
Chutima Suwannatat, 1969), Sithong, phi Pob, loves Athapon who does not love her,
and Sithong avenge Athapon and his family. She first possesses Athapon’s 4-year-old
daughter, who sits ‘€lose,to him, giving flirtatious smiles in his arms. She, then,
possesses the body of Athapon’s wife and has sex with him.

Recently, Thai horror films have included homosexuality in their narratives;
foryexample,Phi Khon+Pen+(aka, ThegVictimydirsMonthonArayangkoeny, 2006), Koi
Thoe 'Gay'and ‘Sual Lak Sai. Ac¢cording to ' Robin'Wood (1986); homosexuality is an
element of ‘otherness’ which can be represented as monsters. Most sexually explicit
material includes some same-sex coupling (usually between two women rather than
men) and multiple-partner sex (Knight and Alpert, 1967; Waugh, 1992). In Phi Khon

Pen, homosexuality between lesbians, a middle aged single female doctor and a
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famous beautiful actress, is presented. The love of the doctor for the actress ends up
with the murder of the actress and this is the beginning of a tragedy. Her love for the
actress is one-way and nothing more than covetous. In Koi Thoe Gay, homosexuality
between both lesbians and male gays is presented. As mentioned above, in Suai Lak
Sai, a man who loves a male doctor decides fo become female and has a sex change
operation. He transforms into a perfect beauufulewoman, but the lover does not give
his heart to him yet. When he 1s killed By the people in the hospital, this transgender

becomes a monster.

2.2.4 Buddhism

No matter how rapidly society has -ghaiiged, Buddhism, one of the three pillars
of Thai unity, confinuity, and identity,” has remained a powerful mentor for Thais.
The majority of Thais profess to be Buddlijst,. with Buddhist precepts ruling their

b oll ol

daily life. ; =71,

Many Thai horror films-feflect the;Bﬁjdahist value of Thais and Buddhist
monks in the films often plé?zthe key role of -i;r'(');l;lém-solving to repel the ghosts or
bad spirits using"Buddhist-poweis-Buddhist-iciples-aie-oficirthe safety place for the
victims, although-in some recent horror movies malevolent and vicious ghosts invade
the temples and -eonfront the monks. In particular, for That horror films based on
Thai folktales or legendsy.the roles of monk§iafe absolutely necessary and crucial for
finishing' the narratives. In Nang Nak; after Nak faces down the head monk several

times, Nak accepts to go to the spirit world peacefully, holding back her tears and

loyerforsher beloved husband, Makj The monk winsyBuddhismyrulesithepeopler’s life,

" The three pillars being Nation, Religion, and the King — religion being for all practical
purposes Buddhism. (Mulder, 2000) Page 92.

" In Nang Nak (1999), Mak hides himself at the temple, but Nak the ghost chases him and
breaks into the temple, and flies on the ceiling of the sanctuary hall.
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even a ghost. In the end of the film, Mak, on a boat with a shaved head is leaving the
mundane life to become a monk.

Meredith McGuire (2001: 255) states that religion is not only an experience of
power but often also results in the sense of being empowered. She pointed out that
religion has had a direct impact on legitimating gender caste stratifications, e.g.
through religious laws, and an indirect impactethrough rituals and symbols that
reinforce ideas of women’s inferiority. 'According to her, religion legitimates what is
proper for male and femalc. moral norms regarding sexual behaviour, physical
activities, domestic ways of* lifc' etc. Patriarchal relationships are exemplified in
religious symbolism whete malg deities are _gf a higher rank (McGuire, ibid:132-6). In
the Thai Buddhist gontext, cultural prodli;gtls are based on the traditional essence of
Theravada Buddhism that is, according t().‘lISu*Iitaree Komin, one of the leading social

o

psychologists in Thailand:

o
o
... to escape from the clutches of karma and the,cycle of rebirths, by separating
4 de i A

oneself from the world of iliustons, and there,b}jlr éaining wisdom and insight into
the karmically conditioned -world, undér'ijﬁ'rrgi “the phenomenal world; and

ultimately reach nirvana (Komin 1990: 173 cited in Malikhao)™. -

In fact, not only in Thai horror films but also Thai films imply the idea of Buddhist
karma and rebirth.

Lf any scene in' a film is 'determinéd«by-censors to be harmful to Buddhism,
that filmshas to cut the pertinent scene or the film cannot be released to the public in
Thailand. Saeng Satawat (aka Syndromes and#as Century 2007) "directed by
ApitchapongWeerasethakul, was.ordered to cut a few scenes in whieh a Buddhist
monk plays a guitar and a Buddhist monk is seen playing with a remote-control flying
saucer, with the reasoning that they ridiculed Buddhist monks. The horror genre, Koi
Thoe Yom, caused a problem whether to be released to the public due to the fact the

film contained a Buddhist monk abandons his unborn son and girlfriend. However,
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the film was released without any scene being cutting and ranked 5™ in box-office
receipts in 2006.

In Koi Thoe Yom, the head monk is a revered man in a village, he is also the
best adviser for the villagers, so people in the village like to visit him and consult with
him. One day a ghost boy shows up and the peageful and calm village is disturbed and
villagers tremble with fear. The ghost boy appcars'because he feels lonely and wants
to find his parents. The head monk is aﬁpealed to by the villagers, so he tries to solve
the problem. However, surprisingly, the fact that the head monk is the ghost boy’s
father is revealed. He consoles hisson, thle ghost boy, who he fathered before going in
the monkhood and doesmnot know the eX‘i_stE:_nce of. Soon after this film was released,
it caused quite angissucibegause of the;n;atter that a monk has a son whom he
abandoned. i.'

In Phi Khon'Pen;Nan is taking care and raising the small children of her own
brother who was suddenly kill-ed -and then} s!he is also killed by the same gangsters
who murdered her brother. Howe;fér, she sta;z:s:.:{zgt? the children to keep faith with her
brother, without letting knov{/n heisecret. Bﬁt“ilér secret, that she is really dead, is
revealed not long after; when her body is foirffl-(ij'ﬁ;_n‘lonk in a temple lets Nan and the
children have a chance-to-inect-foi-onedast-tiimeand-then-ie’.commands her soul to
Buddha. Nan goes-to the spirit world peacefully and the problenﬂiis solved.

Ghosts orspirits of humans manifests Buddhist beliefs; such as rebirth. Instead
of the belief in a God’ssheaven or apocalypsé of western Christianity, in Buddhist
belief, humans have innumerable lives, although reborn in | different features and
different'time, sometime in the shape of an animal, insect, spirit or ghost, depending
onryistuerand-eyil doing, Even thoughrstorylinesrandplots ate now morelausible and
realistic, and marrative’ styles: are more ‘fashionable and sensible ‘owing=to the
development of cinematic techniques, the underlying motifs of Thai horror films have

not much changed. Most motifs of Thai horror films from the former times and the

present stick to ‘good deeds provide for a good life, bad deeds for a bad one (Vin&i l66
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ﬁﬁfﬂﬁf"fh)’, in both the horror genre as well as others. This cause and effect theme
is one of the important principles in the life of Thai people, which is primarily based
on Buddhist beliefs. Traibhumikatha, written by Phraya Lithai of the Sukhothai
Dynasty, presents well the cosmology of Thais: There are gods, human beings, and
creatures (pret, LUs6) in the universe and whatithey are at the present is determined
by what they did in previous lives. Animistie belief that there are others beings living
in the world besides human, Buddhis?: causationism, and social context together

provide the basis for Thaishorzer films.

2.2.5 Supernaturalism

Supernatural films are ones that hé.ve’ihemes that include gods or goddesses,
ghosts, apparitions, spirits, miracles, ana_ .o‘Eher similar ideas or depictions of
extraordinary phenomena. They .may be _c;_pm.bined with other genres, including
comedy, science-fictions fantasy or horror-.-__- I;it_qgestingly, however, until recently,
supernatural films were usually presented i?'a ;omical, whimsical, or a romantic
fashion, and wete not desighéd to frighten tl-léria-li(—ii’ehce. Theresare also many hybrids
that have combinations=of-fear;-fantasy;=horroryromancesand.comedy (Dirks, 2009:
online).

Ghosts aréthe most important element for Thai horrot films. Thus, most Thai
horror films can be saidto be supernatural films. Even if no ghosts appear in the film,
the black magic of monstrous women, spirit-doctor’s chant, and eceentric mysteries,
full of gory and eerie scenes are almost essential for the Thai horror films.

InKemiLen Khong:-Boom, ja Joung pretty girl whothds a seeret affair with a
middle-aged high class man who already has his own family, is"dumped by him after

being gang-raped and almost killed while she is having a baby, which she lost due to a

car accident by her secret man’s intention. She decides to take revenge with
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superstitious power. A spirit doctor takes her unborn baby and then casts a luk krok®
according to her wish for evil spells over the family. The film has notably gory and
disgusting special effects. When the eldest daughter visits her younger brother in the
hospital, a spell turns his room into a snake pit with hundreds of eels covering the
floor, his bed, breaking out of his body, and spewing from his mouth. In Kon Len
Khong, superstitions, animistic belief and black magic of traditional Thailand appear.
The sequels of The Art of Devil (Kh5n Len Khong, Long Khong 1, 2) represent
various types of black magi¢ and Thai traditional behefs.

Tamnan Phi Krasue by, Bin Bunluerit tells a ghastly revenge tale from the
ancient past; Arawati, aKhmer princess:_ isJ forced to marry the conquering tyrant of
the new Thai regime, butiis in love with éytle of his soldiers. She is then sentenced to
death after being caught in a hidden lové';laffélir with the young soldier and is burnt
alive, yet not before she'has magical incar'}f,ation_s spoken over by a Khmer priestess.
Although she is burned at the-sta-ke, this Kl;lmer magic enables her soul to remain
unharmed in her head and bowléis, whichJ.:g-slé;age as she is transformed into the
Southeast Asian Horror, the :krasue (aka Pf;GTélséau, or Penanggalan in Chinese), a
witch with a flying head. At the same time ig-gﬁéfhér village, another young woman
named Dao, who'just-happened-to-be-hici-identical-twiiis-dies: byblack magic because

she rejected the advances of the son of the village sorcerer. Arawati's soul occupies

Dao’s corpse in eider to stay alive on earth, and at night, her head and entrails leave

" The movie is set in the past when having faith or believing in luk krok was very common.
Although it is rare in this day and ‘age, it still ‘exists in some areas of 'Southeast Asian. Professor
Prakhong Nimmanmirn recorded in 1999 that luk krok is an item that is used in black magic; luk krok is
made.from.a full term. human baby, fully. developed,.but.is extremely. small in.size (neonatal baby),
which dies shortly after birth and often times, with both the mother and baby dying during the birthing
process. The mother or owner will then take this luk krok and sprinkle it with Ka Minh power (drying
agent) that is golden yellowith in color to preserve the luk krok as part of a drying process. The luk
krok is then placed in a sacred location, where the owner can worshop it. It is believed that luk krok
will bring them luck and prosperity. If by chance, there is any bad omen or luck drawn near, then the
luk krok will tell or warn the owner in advance. (Thai (Lao) Baby Ghost Spririt (Luk Krok): Online),
2009. Source http://nyenoona.wordpress.com
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Dao’s occupied body to drift in the air looking for prey. Another krasue story, Krasue
Valentine (aka Ghost Valentine, 2006), was made by a shrewd director, Yuthlert
Sippapak, who is well known as the director of Buppha Ratri. A beautiful nurse starts
a new job in an old hospital, but she finds her unfolded past there that she is a Phi
Krasue.

Phi Sam Baht is comprised of three hotrer'stories in omnibus style. All three
short stories (Thon Khaen Nang Ram aka Legend of the Drum, Namman Phrai aka
Black Magic Woman, Jong \Ven aka Revenge) are about superstition, posthumous
events, and spiritual maiters JAn the firstistory, Thon Khaen Nang Ram, Jieb a young
girl, who lives in 20" centuy Bangkok, _rec_;_eives a suspicious old drum by post, and
then suddenly she 48 seut baclk through iirlne to 1917. The second story, Namman
Phrai is a sequel of Namman Phrai, Whigh is made from extracting dead women’s
blood. Male victims are attracted to Paen l?‘y her_ black magic oil, and Paen gets men
whenever she wants. However!, rﬁen wheo h;we sex with Paen, are haunted by the

o Y
spirits of the dead women, and Paen herself also dies because of her excessive sexual
- e g !JJJ

desire. — .

Besides.Buddhisin, afiniism, with aﬁi:.é-é_féir_-vi/orship, is_the primitive belief of
the Thai and theit-acighbouis-as-well-aind-this-foimed-the-fiist layer of Thai religion.
Later came Buddhism and the Thai adopted it as their state religion. Unlike their
neightbours the Burmans, the Thai inherited a fair proportion-ef Hinduism through the
influence of the Cambedians who were in former days a highly Hinduized people.
Whatever cults’and beliefs are adopted by the Thai, and are readily. modified to suit
their temperament and surroundings. When they adopted Buddhism, they greatly
medified-theirbasic beliefof animisnyintorthe fold ef\Buddhismy Likewise when they

embraced Hinduism, ‘they adapted-it as"a subordinaté'to the former (Phraya'Anuman

Rajadhon, 2009: 25-26).

In terms of narrative, storylines and plots, Thai horror films are relatively

framed. Most horror films are tied up with old legendary ghost stories or folklore
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handed down by tradition, for example, Mae Nak Phrakhanong, Phi Krasue, Phi Pob,
which have been revived numerous times through the screen and TV. Apparently,
Thai horror film has a relationship with ghost stories that have been transmitted by
general idea or the common sense of Thais. Both those who tell a ghost story and
listen to a ghost story rely on certain expectation'that the main character and situation
should be both familiar and new to them at the"Same time.

According to Thanatat KongthoﬁJg, That horror movies have presented various
types of folklore, signifyang the continuation of the past and changes suitable for
present lifestyles. The film productions-lhave been made in response to the foreign
film market faver. A significant amoui_lt ,(.)f the folklore presented in every film
conveys social meaningsof the Thai socié_;[}; n terms of the preservation of Buddhist
cosmology; the beliefin karma; féminime éfndbr and sexuality; concepts of power and
the loss of power; conflicts between the '\_ﬁorlds_ of science and magic; the crisis of
modernity; the struggle betw-een- Thaine:;s: and Western influence; the collision
between culture and the religioué}combinat;ciy;; %I}d the criticism of public morality.
Folklore in Thai horror films also has sigﬁi’ﬁéa}lt role in developing the Thai film
industry in threg ways which are the introdﬁéfibﬁ; of folklore in.film production; the
presentation of Thai-ideintitys-and-the-seeking-of selling-pointsfor Thai films in global
market place (2008). .

2.3 History of Thai Horror Film

Imy1933, whenrHollyweod films came, to*Thatland in everwhelming numbers,
Frankenstein‘made'its successful'debut as the'first film of the hoerror genre released in
Thailand. This would give Thai filmmakers ideas for ghost films in the Thai sense and
many Thai filmmakers produced Thai legendary ghosts and Thai styled vampires and
monsters copying from Count Dracula and many other Hollywood horror films

(Chamroenrak Thanawangnoi, 2001).
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The first Thai film to have a ghost is presumed to be the short film Mai Chuea
Nammon Mo Phi produced by the Red-Cross Siam (Thai Red-Cross at present), for
the purpose of enlightening the public to stop being a victim of witch or spirit doctors
to cure their diseases but to seek medical treatment. It was released 27-30 August
1927 at Phathanakarn Theater, right after Chok'Sung Chan” ended and this is also
presumed to be the first short film of Siam; however, its plot is not so interesting to
seduce audiences to come fo the theat'ér, so it is recorded as an unsuccessful film
(Thai Film Foundation, 2009: Online).

In the Thai horrer film history, Mae Nak Phrakhanong, produced by Hasadin
Phaphayon, therefore, is officially reco_rd_?_d as the first Thai ghost film. It was
released to the public during 9-11 Aprilldll9’33, adapted from the well-known Thai
gothic myth that Nak ds a female ghost who died during labor along with her unborn
baby, but refused to leave her beloved hu'gf)and,_ Mak. That audiences flocked to the
theater to see this That ghost, \;vh(; was mo}‘é;po.pular than western monsters, such as
Count Dracula, thus Hasadin.Phaphayon m(;lve—d .tjl}e showing to other theaters several
times to release Mae Nak Phrakhanong. Bec%aenger ihis movie had a constant stream of
attendance, Mae Nak Phrakhanong was p-ré)-d{l'c"-e_d'by the same title in 1936 and
released for fouryeais-consecutively:

The second ghost movie is Sri Krung production’s PU Som Fao Sap (1933),
about a grandfather who refuses to leave his worldly possessions and wealth behind. It
was also adapted from a“Fhai folk tale involving a certain location. This is regarded as
the first Thai modern fili in which all the actor§ and actresses wear western style
costumes,.since at that time Thailand had changed its political structure. Also, at that
timejsHollywood psed a doublessystem sepatated inte twoycameras; one, fory filming
and the other one for recording veices (synchronize'motor). Pu'Som Fao Sap'is the
first Thai film to use this system and a colored screen, even though the color was very

simple and not that clear, and was released at Sala Charlerm Krung and Phathanakarn

" The first Thai film which was produced by Thai director and staffs, released in 1927.
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theaters. For better or worse, Pu Som Fao Sap and Mae Nak Phrakhanong had broken
new ground, establishing the horror genre in Thai films.

Since those two groundbreaking horror films were released to the public in
1933, until 1950 there were not many horror films made except two or three Mae Nak
stories and Phrai Takhian (1940), inspired by anld Thai folk tale related to the spirit
of a Takhian tree. However, according to film.expert Manat Kingchan, there were
many attempts to produce horror ﬁlms,Jthough most of them were copycats of Mae
Nak stories and the quality of.the filming was very low. However, with the lack of
awareness of recordingy” many: precious data has vanished and film scholars in
Thailand have tefrely on someone’s me@_ories from the films they saw in their
childhood (Interview, September 2009). :

World War ILiwas'a difficult tim-elI for Thai film production because of the
shortage of films. Instead, hundreds of Hollilwood films came to Thai film market and
the number of Thai ginemas increased dramptlcally However, after the war ended,
Thai domestic film came back to-life; in the -;Iejars after 1950 more than 50 films were
produced every year. Along with the 1est0raf"’ of Thai film production, the numbers
of horror genre.film also gradually increased”

Even though-the-fitsst-Thai-televisioi-statioii-opened-i1955, the film industry
still maintained its.popularity with various genre and stories.. [n 1950 the number of
films produced inereased suddenly by 47 films. Since then, mere and more films were
produced every year. During this period, few:Thai horror films were produced, but for
the few that were, the main motit still stuck to ghost stories of Thai folktales, such as
Mae Nak Phrakhanong and Takhian. In 1958, the most famous Mae Nak
Phyakhanong:starring+Preeya~Rungrnueng; rappeared. Besides Mae Nak stories, a
western styled monster appeared in'the Thai film Sak'Phi‘Dib (dir. Sot Sriburapharom,
1952), a vampiric ghost who threatened people, assumed to have been influenced
from Dracula.

In the 1960s, monsters in horror film became more varied. Human bodies

combined with animals appeared in this period. The animals in the films were bound



52

by the species in folklore or legend. Awe-inspiring, but very common kinds of
animals in Thailand were created with gory features to threaten human society. Nang
Maeo Phi (dir. Rat Setphakdee, 1960) is a story about a woman possessed by a cat
spirit. A cat, in particular a black cat, has been believed in as a spiritual and intelligent
animal by Thais and it is traditionally said that when a black cat jumps across a coffin,
the spirits of the dead in the eoffin comes back todife. This cat’s tale is widely known
in Asian countries, such as in China where Chinese believes that a cat has nine lives
or a Japanese vampiric eat which possesses someone’s body. Ngu Phi (dir. Rat
Setphakdee, 1966) is another film in which a bestial human appears, that is a snake
ghost that possesses a woman and. threatens_'\_/illage people. A snake, especially a great
cobra is believed in@s a deity of water in ijliddhism and Hinduism, also called a naga
(or nak). The deity of:Naga is a guardian éf the Buddha, however there is no trace of
how and since when a spake has been combmed Wlth a woman. In terms of naga, Nak
of Mae Nak also has‘the meaning.of a snakp Tukae Phi (dir. Pradit Kalapcharuek,
1969) is a story about the.spirit of a g;clzo orlglnally created as a novel. Al
Khangkhau (1960) is a half-human half-bat, Pﬁlal Thong (dir. Rat Setphakdee, 1969)
is a spirit of an gel. e

After Sak Rhi-Bip.-inonsicis-impoited-fiom-othei-countries appeared in Thai
horror films, such-as Fu Manchu (1960) and Decha Phi Dib-(dir. Sombat Methanee,
1968). Fu Manchu, as is evident from the title, is a story about a Chinese monster,
which seems to be a‘copynof the western idea; and in Decha Phi Dib, a vampiric ghost

appears. Humans possessed by evil spirits, not a fearful ghost itself, began to appear

in Thai horror film, such as Manut Phi Sing (1960). Not only a human, but also

" Dr.Fu Manchu'is a fictional character first featured in a series of novels by English author
Sax Rohmer during the first half of the 20" century. The character was also featured extensively in
cinema, television, radio, comic strips and comic books for over 90 years, and has become an archetype
of the evil criminal genius while inspiring the Fu Manchu moustache. The character of Fu Manchu
became a stereotype often associated with a Yellow Peril. Scholars contend that the character is built

upon a well-known structure of racist and imperialist assumptions about Manchurian Chinese.
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inanimate objects possessed by evil spirits becoming menacing beings also started to
be seen. Tukata Phi (dir. Rangsi Thasanaphayak, 1960) is a possessed doll ghost and
Rakhang Phi (dir. Pradit Kalayacharuek, 1968) is a spirit in a bell. Deities in Thai

myth became ghosts in the film, s s Kinari (1969) and Nang Kwak (dir.

/ ilm was more diverse than in
previous periods, narrati horror ill in the boundary of Thai

folktales. For insta@ K|Oﬂ (19@ the ghost Mae Nak, in
that a woman dies duringdelivery wi ‘baby a comes a ghost.

Phandam, 1969)". Although
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Figure 2. Raﬁd&ﬁgﬂn .(f9 6
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Durin B} 1970s, Thai horror noy_el‘ 1zed and many horror

novels were

rn reclaimed horror

were (ﬁeminated to the public

novels, along witﬂhe tec

in the late 1930s; mipy horror writers such as Narong Chanreuang and A. Atthajinda

develo r it rata m‘ Hm j EJ) ﬂei tured in horror
film so signific eloped 1 s of narratives,

even though the ghosts that appélred in the films,looked like clumsily worked

mmummmas

" Thep Kinari (tWAY3) is one of the loveliest of the Himmapan beings. Described as a
beautiful half-woman, half swan, with the head and torso of a woman yet below the delicately tapered
waist she has the body, tail and legs of a swan. Kinari also has human arms and the wings of a swan.

Source www.himmapan.com

" Nang Kwak (u19n7Jn) is a spirit or household divinity of Thai folklore. She brings prosperity.



54

wooden dolls. Beside legendary Thai ghost stories, horror fictions emerged through
the screen. Such as Kaeo Khon Lek (dir. Jittin, 1971) by Tri Aphirum and Rongraem
Phi (dir. Seanyakorn & Somwong Thimbuntham, 1975) by A. Atthajinda and many

horror fictional films were released n" 7eded commercially.

F f‘ --- V o
Figure 2:3. Ka | (1971 raem Phi (1975)

However, while the nu mbers of film/i creased, the restraints on film making

were stronger. After the 193‘& Eﬁt @ed 1lms containing sex, violence,
and morally hazardous sce_:nf:s-,wtj:é stroﬂ% Thus, filmmakers intentionally

f —
turned their m};ei:sts to teenage film and, once th.e_)‘# ed, many epigonic
films followe ' a while, there was only dults needed to find

= :
something else to r relieve thei

—
same t'fj: filmmakers needed to

make money. The h%;ror genre proved to be a good solution to both demands; that is

Chalid 1 horro ﬁn! ould'bean exit fi alp le om the restraint

of soc1ety especially sexuality (Intell"'wew April 2007)s,

o W?@ﬁﬁdﬂ@%‘é HAADVHER G

feleased in 1976 and 161 films were released in 1978. Audiences were mostly

teenagers, therefore, the horror genre tended to be combined with comedy. At the
same time, many horror films were made for audiences in the countryside. There are

two main reasons why film productions looked for audience in the country: first, such
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films needed only a small investment to produce given their low quality; second,
people in rural areas still believed in the existence of ghosts, while urban residents

were more educated so they tended to believe less in ghosts.

Horror movies adapted fro r novels such as Kaeo Khon Lek (1971),
Chum Thang Phi (dir. Prawit ee\s“ﬁ / ngraem Phi (1975) were produced
many times. Mae Nak ghh\i\}; were m&§ in different versions. Since
1975, Thailand’s sca shost Mae l\]ﬁ(, ap@in fearful feature, but in
funny style, and somet1 ak i \ ""an Thai, but foreigners
also turned to th | " Mae Nak America (1975). Mae Nak also

Thanachai Chinothai,

broke outside o i fs, Mae, NakiE k Tokyo

awesunsn 2 nsnpiag 2519

Figure 2#. Mae Nak America (1975) / Mae Nak Buk Tokyo (1976)
=

AU ANHNTNED T e

(dir. Kriahgsak Ruekchana, 1971ﬁ'the spirit of a bat, Sao Mapa (1976)J a female

oU EOR G ot Y e

‘Mia Seua (1976), the spirit of a tiger. The spirit of a cat was still used, such as Phet Ta

Maeo (dir. Pradit Kalapcharuek, 1972).
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Figure"2:5=Phet Ta Masg (1972)./ I\;Ianut Mapa (1987)

- 1
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In 1977, the Thai gb fnment imposed a heavy tax on imported films and this

led to the mass produgtion of Thai film thlCh seemed to be another ‘golden age’ for

ra,.'between -1-957 and 1973, was a period when the film

¢"cinema \E}usmess the foreign film trade and the
| |

cause films W,éi‘je s.till the favorite entertainment of the

production of Thai films,
masses and they werée cheap. Théis_'_liéd to'a g?f?ier demand for local film production in

order to fill the 700 theaters dH—o’vér the couﬁ;gfe‘;..i‘]ihe number of films increased from

an average of 80-100 films per ye.ar in the ear‘Ly 1970s, to 120-160 films. While, in the
-s | -...|“"
publishing 1ndusj‘ry, horror storles were almost vanished bgéause the government
-
strictly controllgf publishing and distribution during Thanﬁ‘hﬂbat student uprising

(‘Spirits: Creativifies from Beyong’ Exhibition at TCDC, 2010).

With resp‘eicjt to narrative, after 1977, horror films transformed their figures to
be muchfriendlier,, combining ;them, with..Comic characters.as their main target
audiences iwasiteenagers. Another_group of @udience|for the horror film were people
in the rural areas, which where was'relatively underdeveloped compared.to, Bangkok
and where traditional cultire and cultural belief was maintained better than in'the city.
Except for seeing movies at open-air theaters (nang klang praeng, #ilanalduilag),
there was not much leisure activity in rural areas. As well, going to the theater had
meaning more than just seeing a movie. The theater was a place of entertainment, a

meeting point of villagers, even a dating place among boys and girls in the village. In
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Variety Phi Chalui (aka Ghost Variety, 2005), a man and his son are sitting at an
open-air theater and watching a ghost movie, while a large audience gather together

sitting on the yard, laughing when a ghost in the film teases villagers.

Ghosts were no longer fearfi '0 jects, but were even called a friend, for
example, Phi Puean Rak (dir. x& ;
.

( er. }e estern monster, Dracula, as well,
is represented with a fu 1d look, ﬁamiliar face, such as Thai
_————

¥
_—

combined with comic elen

comedian actor Lo@a Tog(197whorror film had not been
il e an, comedy-horror films

provided an assortr

-

During thg970s an s of horro{ttjm did not change very

much. Films about glcghost fairy tales ng. produced, for instance, Waew Siang

Namm a gj a ﬁnﬁﬂ: rﬂsl ir.~Komintr, 1982),
Athap my aiar. men Saksent, lﬁ,ﬂng eE(I’ﬁadan (dir. Lek
Duan thdngdee, 1985), Phrai Takl‘ﬁ.an (dir. Suriyon‘Duangthongdee, 1987), Mae Nak
AT OIS SN THE) 1N e
Qhanged, but sequels of the original films that were a commercially success were
produced consecutively, for instance, Athap Namman Phrai (1983), Aphinihan

Namman Phrai (1984), Itroet Namman Phrai (dir. Komen Sakseni, 1984), Mae Mo

Namman Phrai (dir. Komen Sakseni, 1985). Half-human half-beast stories became
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more varied, because of the influence of other counties, for example, Nang Phaya
Ngu Phi (1984) and Manut Mapa (1987).

In the early 1980s, the number of films produced dropped noticeably to 100
films a year. This is because Hollywood distributors began to flood Thai theaters with
American movies after a short boycott. Withngreasing competition from Hollywood
movies, Thai films had very few places to fitan the'theaters. Moreover, the increasing
quality of the four television stations, t‘(J)gether with an additional station, the Public
Television run by the Publie Relations Department, as well as the home video market,
distracted Thai movieggers to a signiﬁca}nt degree. Therefore, the Thai film industry
changed its strategy to start.a new non—};_orf_or sub-genre, ‘teenage comedy’, to solve
this problem. Filmsimade/during this periczgl lfocused mainly on teenage lives in senior
high school. However, the films made h-z'}d formulaic plots and uninspired content,
with the primary aim to boost singet-actor stars. Amidst the growth of foreign movies,
it was believed that the “Thai rr-lov-ie was dg;:%i”. “The mainstream Thai films turned to
serve entertainment purposes and;conseque;lf};; fpjoyed large audiences, featuring a
copycat of the teenagers’ lifeétyle as their m;ﬁﬁ_szli)ject matter.

By 1981, Hollywood Studios sent ﬁlms o Thailand again after a three year
boycott owing to.the-Thai-goveriimeit-iinposiig-a-tax—However, this did not much
impact the Thai filin market, because as many Thai films as before were produced, in
average over a hundred films per year during the 1980s. But'this mass film production
resulted in the qualityof film being lower, with low budgets, and audiences were
divided mto 'two groups, such as the rural ‘and the city. Horror films were made
focusing on audiences in rural areas, while city people enjoyed Hollywood films.

Imthe=1980s, directors swho were educated mfilm from US=made, theirydebut
and socially“'conscious’ filims“were “produced by these direetors, such as«Prince
Chatrichalerm Yukol. Some horror films began to imply socially conscious matters,
getting out of the obsolete typical type of story and clichéd narrative. For example, in

Pisat Mia Noi (dir. J. Suwanruet & Saen Surasak, 1981), a female monster, similar to

many other horror movies in Thailand, appeared in the film. However, the woman
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who died and became a ghost is a second wife or a minor wife (mia noi) who
generally represents the dissolute, insatiable libido, in contrast to the first wife (mia
ruang, wd&81a39) who stands for the chaste, pure, devoted woman, representing
women’s status in the patriarchal soci t)', n fact, a minor wife in the narrative of Thai
horror film in previous periods appearld Even if featured as normal pretty
women, they representgﬂMcr type of e@mus women, as well. They
continuously sland?:-—_m_gdwes or ughte@ives; they are greedy for

12y big_‘appetite-{m@.for example, Chao Mae
Takhian Thong (dir. R saflaphayak 11966).

ﬁr 0, but two years later production
1 [
was cut down alniost in half form the previous year, and only 10 films were released

in 1999 There c ine: _first, television was
popula z EJI umngxl gas various and
h1gh tec}ﬂ'rl)logy Hollywood films Ig:nundated Thalland Thai audiences had multiple

RORIN TN N IEvE ™

Horror film production also reduced sharply after 1991, only eight films were

numbers appreci

, 113 films were produced |

produced in 1992, four films were produced in 1995, and finally in 1996 there were
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zero horror films produced. However, in comparison with the total numbers in

previous periods, the status quo of horror film was maintained.

Table 2.1. Genre o Im release in 1990-1996

e H‘ :
1 : 1994 | 1995 | 1996
Human dra 21 17 14 13
Come 12 - 15 [ 13
Actig | W, 8 5
Horro : 5=t WY ] 4 _
Pornograp ¥ 1_;_ N - 1 1
T . 107 1 6 5 42 32
(2 AR
iﬁf,
J‘J}..!.j %
::,h {32: (<)% " (Source: Suthakorn Santithawat)
TRl '
.ﬂ Lo
The very famou ar}'ﬂ_n:.gqtg,w i emade 13 times between 1989 and
1995, first appeared in this n appeared with other ghosts, for
pp Bm@d I pp g
instance, KraSllT_aKat Pob (dir. Phlawu?( oe/Pob (1991), Mae Nak
Choe Phi Pobl (dif; Jarin Phrahomrangsi; 1992); Ba 1989) based on the

not tha p story, actors
and act iesie n sta c edians such as
Ekaphanganleurlt Trirak Kandee and Sumo Kik. D e to this film’s greaummermal

WIRS ﬂ‘iﬁm‘ﬁﬂ’ﬁ YIEL e
e earl ost sequels of phi were combined with comedy, with famous

comedians taking roles in every phi Pob movies, such as Pob Phi Hian (dir.

Atchaklap, 1990), Pluk Phi Ma Chi Pob (dir. Jarin Phrahomrangsi, 1992).
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From the late 1980s to the early 1990s, Thai horror films tended to be
combined with comedy. Almost every horror film in this period was mixed with
comedy, as it seemed that spooky fearful horror films were not in the interest of the
main stream. These comedy horror fi ere sometimes merged with teenager films,
for example, Ai Khun Phi K\ll)\&xa 2), Ho Hue Hue (dir. Khomsan
Triphong, 1992). In tentheryhne so cted teenager’s daily life in

enagefs pro mlly problems, for example,

those days and often
van A ﬁlan Khon om (dir. Somjing Srisuphap,

Pi Nueng Phuean Kan

1993). .

& .-"".:-"_.- ’

Figure 2_§ Ai Khun Phi (1991) / Sayong Kois (M[Kuens (1993)

N

Z — R ¥
During tlj_ej 1990s, Thai lﬁrlanarrative and filming
technique; in particular the films produced since 1993 were challenged by the
emerge m ‘f ip, ning systems
pionee d u‘ ngjw. \iwem ﬂ ia‘uc change in
film style and narrative, as well as ginematic technin This cinematic te@ology led

TRIRAA TN NI

e film more plausible and realistic; they were flying, climbing the wall, appearing

and disappearing freely. Sound effects supplied piercing shriek and dreadful music

made audiences in the theater startle and feel more fearful.



62

However, Thailand experienced an economic crisis in 1997. This economic
crisis brought hardship to the Thai film industry and made the situation worse. Large
and small investors of Thai films gave up the film business; it was obvious that the
Thai film industry was diminished and depressed. However, soon after the economic
crisis in 1997, Nonzee Nimibutr’s 2499 Anthaphan Khrong Muang (aka Daeng Bailey
and His Gangsters) and Fun Bar Karaoke by Pen-ek Ratanaruang were released to
commercial and critical success. These two films sparked Thai filmmakers again and
shed light on the Thai tilmindustry. In 1999, Nonzee’s Nang Nak, opened a new era
of Thai film, including Fhai horror film, by earning 150 million baht at the box office,
breaking the record forboxsoffice receipts_i_in Thai film history. As a result of this
film’s huge successy the Thai film industr:yJ ;evived from the economic crisis of 1997
and, Thai film had ‘seeond golden age’.

From 199710 2001, approximatcly‘I'O ﬁlr_ns were produced per year. However,
the number of Thai film incréaséd from 2093 until 2008, averagely more than 45

films produced every year. =1,

2.4 Thai horrorfilai-in-1999-2008

In the period 1999-2008, Thai horror film significantly changed in narrative
and cinematic techniques, There were dramiafic ups and downs in both the Thai
political“and theé economic situation. After the 1997 economic crisis, while the early
2000s economic situation bounced back fast, the Thai film industry also turned
around tosexperience anew-erarof Thai film history +In every each year sincei2003, an
average of 45-50 films were released: While Thai films, such-as Suriyothai=(2003),
Ong-Bak (2003), Faen Chan (2003) were big successes at the box-office domestically,
Thai films also became well-received internationally. In particular, Sut Saneha (aka
Blissfully Yours) of Apitchatpong Weerasethakul received an awarded from the

Cannes Film Festival in 2002, and Ong-Bak was released in many countries, such as
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Japan, US, France, bringing popularity to Muay-Thai boxing all over the world.
Together with globalization, there has been the trans-culture phenomenon and thus the
Thai film industry has been significantly influenced by other countries, as well as
Thai film has had influence outward.

In 2002, Thai, Hong Kong and Korca cellaborated to produce a horror film,
Arom Athap Akhat (aka Three Extremes, dir. im Ji-woon, Peter Chan, Nonzee
Nimibutr, 2002), which affected the horror filis in all three countries. This Pan-Asian
collaboration in film business was aimed mainly at commercial effects, and moreover
promoted the trans-culture sphenomenon and cultural intcrchange among Asian
countries. The faet that ASian countries that_' shared the IMF trauma, picked the horror
genre as a means of cogperation had sigiljﬁcance, and 1ts resonance and impact on
Asian film industry roused the revival of hérrd’r film in each Asian country.

Since the early 20008, Thai horror'fl.lm h_as significantly changed into a more
serious horror genre ffom comédy;horror. I\:;/I%ny.critics agree that this is because Thai
horror film has been influenced from othe:.:c;olhnstries, especially Korea, Japan and
Hong Kong. Thai horror films have change(ﬁ(j be more fearful, gory, and gruesome
than before, while comedy;l'féfror film reniz{fﬁ_s,"ﬁrﬁlly entrenched and still amuses
audiences. HoweVei-hoiiific-horioifilinhas-consolidated-itsposition at the same time
in Thai film market,

The period-from 1999 to 2008 is classified as a new-period in horror film. Of
course, Thai folktalés and, old ghost stories have continued to take a great part of the
horror films. | However, with respect to narratives; many new: approaches for horror
have been made. Mae Nak was revived again in 2004 (Nak Rak Thae Winyan
Khwamiai, aka, Ghestrof Mae Nak) after Nonzee’s/Nang Nakyin #999withy a story
totally different from othetr'sequels of ‘Mae Nak' Phrakhanong. Two ‘Krasue=stories
were released in 2002 (Tamnan Krasue) and in 2006 (Krasue Valentine), both having
different plots. Due to the fact that there is no specific pattern of krasue story, except
the feature of the krasue ghost being the flying head of a female with intestines

trailing behind, krasue brings a greater variety of narratives, but krasue ghost film
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have proven less popular than Mae Nak Phrakhanong on that account. In 2008, Mae
Nak appeared one more time, along with almost every Thai traditional ghost, through
animation (Nak the animation). Nak, in the animation film, is no longer a fearful

ghost, but a lovable and cute little g is even a patriotic ghost for Thailand,

fighting with alien monsters, such as th crawls out of the TV screen, a
reminder of Sadako of Ring, 1999, Ti , i Pob also visited audiences in
¢ ago with the same plot of
old versions. Rongrae ﬂ 7 ongpim, 2003), Tukae
Phi were remad : arc more solid, with the
features of ghos : ' _ . ine technology being far

more developed.

- Total Gross (USD)
2,584,600
521,900
497200
e 454,500

U

Athap Kae Bon Phi 308,900

ai Tha 800

f mmfi*&m%’wmﬂ%
Khon Phi Pisat 204, 000
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Table 2.3. Thai horror film box-office index 2005

Rank Title Total Gross (USD)
1,708,500
879,300
834,200
730,800
730,200
512,900
485,200
116,800

N e R N > )TV, e VS B )

77,700

Total Gross (USD)
1,609,247
4 /1,186,500
3NN 92078
4 B 908,435

i¥
Sop aka Acharn Ya1 603,082

ﬂﬂﬂﬂﬂ&ﬁbwawnix

Colic: Dék Hen Phi 277, 435

QW] ﬁﬂﬂ‘fﬁﬂaﬂMﬁ?ﬂﬂTﬁﬂ

Phi Yak Klab Ma Koet 120,000
12 Lang-Lok-Lon 104,423

65
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Table 2.5. Thai horror film box-office index 2007

Rank Title Total Gross (USD)
1 2,040,003
2 1,346,634
3 928,176
4 629,759
5 620,876
6 426,623
7 384,135
8 373,713
9 354,786
10 244,512
11 180,797
12
Table 2.6 Thathostor fil e index 2008
Rank " AlGross (USD)
1 m T 2435026
2 Long Khong 2 1,483,738
m Na Wlnyan 1,394,256
ﬂﬂﬂ?%&%‘ﬁﬂ T o
Phi Tawan kab Achan Tabo 545,216

amaqmﬂmmnwmﬁ’a

Ban Phi Pob 2008 290,463
9 Patihan Rak Tang Phan 237,402
10 Saphai Brue... aw aw 139,062
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The characteristics of Thai horror films in this period can be divided into four
types: first, hybrid horror film, meaning horror mixed with comedy or romance or
action, e.g. Buppha Ratri, Variety Phi Chalui, Koi Thoe Yom, Phi Mai Chim Fan, Ban
Phi Pob 2008; second, horror fil

from old ghost stories or folktales, e.g.
Tamnan Krasue, Takhian, Winyan Khwamtai; third, slasher

film, which typically in sychop et away from mainstream

civilization or far W pfte invo g Khon Len Khong, Long
Khong, Athap Kae Bo ka  The l ontr1 Kong-Im, 2004);
fourth, psycholo !r ' b rs, guilt, beliefs, and the
emotional instabi V further the plot. In
psychological horror films, the obj ot of h ok like a monster, but
rather a normal umglbalit 7 Bosd okl ! ten not revealed until the
end of the story, e:g. gmakanan, 2006), Faet (aka
Alone, dir. Banjong P; om), The Body #19 (dir.

;-"-:""' ‘horror films have been welcomed by
= .nl‘i...e"jl-..-‘; = i
Hollywood anﬁher countﬂ‘e"s"')“iﬂf)’fr exaf'n j?- Khon

Today, the sources an stories

Phi (aka The Eye, dir. Oxide

. : :
and Danny Pang ditected-b

b .
Eye (2008) by Da .., orea

Pang, was remade to The
X )

Jessica Alba, and Shutter Kot
Tit Winyan by jong Pisanthanakun and Pakpoom Wongpoom was remade to

Shutter (2008) by Mésayuki Ochiai.

ﬂﬂﬂ’l'ﬂﬂ‘ﬂ‘ﬁﬂﬂ?ﬂ‘ﬁ
ammmmwnwmaﬂ
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2.5 Summary

The most distinctive aspect of Thai horror film can be said to be its hybrid

10st popular genres among Thai
¢ the early 2000s Thai
earlier period. Today,

evelopment of cinematic

ﬂ‘IJEI’JVIEWﬁWEJ’lﬂ‘i
ammnmumawmaa



Chapter III
Images and Meanings of the Monster in Thai Horror Film

“We live in a time of monsters. Monsters provide a key to understand the

culture that spawned them.”” (Cohen, 1996)

The monster is an important part of the iconography of horror films, with
horror films havingeeffered nuterous features and types of the monstrous. Film
critics and scholarsshave anmalyzed and examined the monsters in horror films using
psychological, historical, and/cultural nllethods, as well as many other approaches.
The widely known werk about monsters.of Nogl Carroll, The Philosophy of Horror
(1990), states that thescharacteristics offm(a)_nsters 1s a compound of ‘threat’ and
‘impurity’. The monster,may be psycholfégi@lly, morally, or socially threatening;
impurity involves a conflict betweéen two oi*’ﬁa'ofe' standing cultural categories. Thus, it
should come as no surpuise that many of t.l-i!e smost basic structures for representing
horrific creatures are combinatery m nature. i”

The author of Monster Fheory, Jeffre;j._-lg_f;ome Cohen (1996), asserts that the
ultimate definition of a monster is something or someone who has a psychological
effect on a perso£1 that invokes fear. The method by which.a.monster does this is
subjective, but there are a few basic principles monsters tend to follow. First,
monsters have Various physical aspects that make them moﬁstrous. Monsters tend to
be deformed in| séme mannér or have a kind of half-human aspeet-to their physical
appearance. This ranges from monsters suchas circus freaks ‘with'body deformities, to
monsters like Dracula that are not niormal humans, butshave a basic humafi form. They
are often large and have/the capability of causing harm to humans, whether physically,
emotionally, or psychologically. Monsters cannot be put into set classifications of
animals or humans, but cross those lines of categorization. Monsters, such as satyrs,
cannot be defined as human or goat and are, therefore deemed monstrous. Monsters,

characteristically, are messengers of evil. Monsters cause harm to humans or animals
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and often perform the work of Satan or a devil. They cause suffering, death and
destruction and their actions lead to complications in our otherwise simple lives. They
do not bring about a common good, but fight against peace and the lawful order of
society. We fear them because they show us that we have reason to fear them. We can
see the evil they cause and the pain they inflict; monsters threaten what is normal.
They force us to go beyond what is comfortablesand routine and examine the inner
depths of our minds. They force us to evaluate why we fear them and their actions,
and, in doing so, we have«to understand parts of our mind and personality, parts that
often we would prefer torhide fromithe Yvorld. Monsters often embody what we hate
most in ourselvess Monsters stem from tf}e }nner workings of our mind and can often
be used as displacement or as a symbol 5£ éome childhood regression. They become
scary because we know that if we have td';lfadé that monster, we have to face what is
scary and real to us. =

Monsters that appear- it-l horror} fllms have their obvious and rigid
characteristics, mostly relevant t(});evil. Hbiﬁ;gv;eri outward features of monsters are
relatively varied, and, hyp(:)thetically, areﬁi:lfl_:erentiated by each culture; here
‘monster’, there ‘normal” (Préscott, 1996). F6;-'€ié;ﬁ1ble, on 22 June 2009, the story of
a little girl injIndia-was-aiied-on-the-National-Geogiaply-Channel. The story was
about a four-year=old young girl who had surgery to remove six of her arms and the
operation was sueeessful. Now she is a normal child, but when she was born she has
eight arms on her body.s*While this generally.8ounds monstrous, for her parents and
for some' Indian people she was a' reincarnation of Lakshmi, a Hindu Goodness and
consort of Vishnu. This little Lakshmi was worshipped by thousands of Indian people
rathenthan suffering disdain-onfright /

Monstrosity is bound to'social'norms, mores and culturey and ‘at'the same time

collective fear is originated with incidents and traditions which people in the same

society or terrain share. Therefore, objects of fear reflected in horror films are spatial

' See figure 3-1p. 71
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and temporal memories of a group of people, rather than an individual. Each culture
has created the configuration of the monster. When collective fears cross the cultural
boundary, temporal or spatial gaps produce unpredicted results; thus horror characters

rder to maintain their horrific features.

have developed and adjusted themse

ged. In Asia, Pan-Asian thought

IIor film genre, the black, long-

w.g. Sadako of Ringu") is

At present, the phenomenon

has been dominated by po

such th
ical

haired female gho@im l%
enough to evoke fear for any Asian. '

rl Bord-wit *E';g' -‘VI. Thrives in India
octor: It Has to-ﬁ's ne Kind of Divine Intervention'
il '

By BOB BROWN
June 13, 2008

In a remote village in the B £ theast India; i er 2005, a woman named Poonam
Tatma gave birth to an extraordin: - four legs who was destined to

become famous worldwi i
] l.r—'u"- ol

L

image of a multi-limbed Hindu goddess

worshiped as a deity of wealth and good

as also named Lakshmi.

crowds of people came to
shmi had been born

" After she was born, fo
see her," Tatma said. "

=

¢ o L7
religion’s, belie all creation in the universe have spirits, has produced various

creatures and ghosts. These creatul‘is and ghosts can'Be divided into ‘good>and ‘evil’,

ARIANNIUNAINETR Y

" Ring (Japanese:Ringu) is a 1998 Japanese horror mystery film by Hideo Nakata, adapted

from the novel of the same name by Koji Suzuki, which draws from the Japanese folk tale Bancho
Sarayashiki. The film stars Nanako Matsushima, Hiroyuki Sanada, and Rikiya Otaka as members of a

divorced family, each cursed by a videotape. The film was later remade in the United States as The

Ring (2002).
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and both have often appeared in Thai folk tales and films. For example, Khun Chang
Khun Phaen is assumed to be the first classic literature in which ghosts appear in the
story (S. Plynoi, 2002: 9), such as Phrai, Kuman Thong, and the ghost of Wanthong.
Monsters in Thai horror films are mestly evil ghosts, whatever they were when in
their human life. Ghosts that appear in the films are mostly victims who were
murdered or died unexpectedly, and then beeomevengeful and ruthless ghosts after

dead. Klausner (1993) explains some prf;minent ghosts feature in Thai culture;

The most feared ghests ‘arise’ from tllle corpses of those who have died violent
deaths. In fosmer times, falling from‘_a tree, being eaten by a tiger, dying in

pregnancy, being strangled or stabbed to death; all would have qualified. Today,

il

being run over by a hitsand run driver or m_urdered by a ‘hired gun’, two of the
more prevalent forms of violent deathjl__would make one prone to the fate of
roaming the earth in the frighténing shabéi-bf’ihese malevolent predators. Those
who die violent deaths traditionally havé’.l;ﬁ.er-l buried rather than cremated, and

sacred chants and incantations used to fores-télﬁﬁfre ghosts of these dead arising to

plague the living (Klausr}er, 7] 993:358); g

The gehdéf of ghosts in Thai horror films is mainly female. It is female ghosts
that primarily tI;reaten people and relentlessly seek revenge iﬁ the horror films. Of
course, women ar¢ naturally physically less superior to men, thus they can easily be a
victim forgbad men. However,.if one considers that horror film has been treated as B-
grade or low quality, this matter seems to be more complicated. Because horror film
has low quality, it can include to female monsters, or, perhaps, because the female
morister 18 ‘considered 10w, grade, maybe that iS why/ she is “qualidied’to be a
protagonist in the horror film (Baek, 2008: 19). Therefore, the fact that women have
been typified as evil in Thai horror films is provocatively research-worthy, and
different from feminism studies with regard to western film. Feminism theory in

Hollywood horror films is mainly associated with female victims, since the monsters
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in the films, largely slasher films, are psychopathic males. In Thai horror films, on the
other hand, women are the monsters inflicting murder or mayhem. Interestingly, the
one who is the decisive factor causing the female ghost to become a monster, is
mainly a male wrongdoer; however, her revenge is not limited to the wrongdoer, but
the fury of the female monster leads to the killing of every member of the family
(Khon Len Khong), a group of his friends (Shutter'Kot Tit Winyan), or his neighbors
(Nang Nak). This gives the reason why'f[he female monster must be eliminated in the
end; because they cross.eversthe line of morality and the sympathy of audience,

becoming a ‘threat” to se€ictyand mores:

Edward Ingebretsensstates that every moné_‘gelr 1s, essentially, a political entity; that our
production of monstess is partiof our broadler political understanding of the world and
part of our notions'of good and evil. Some"fnitial_ evidence for this claim can be found
in the observation that horror!ﬁlrjn tends :tc;;be.come more popular during times of
social upheaval (1998: 24-34). Paul Wells (2"({2-0—0).}.;01‘ instance, asserts that the history
of the horror film is essentially a-history of aﬁety in the twentieth century. When the
culture is in turmoil, for sOme reason au&ii-.e-:ﬁéé;s: flock. to horror films. Monsters
particularize indiVidual-aid-social-feais-Hoiioi-monsteis-haye dlso been interpreted
as expressions of,-or as metaphors for, socially specific fears-and anxieties. From this
perspective, monsters help audiences (and perhaps film-makers as well) to engage
with and come to termsiwith those fears.

In addition,"Robin Wood offers a more politicized engagement with the horror
monster, one that seeks to combine the Freudian psychoanalytical concept ‘return of
theyrepression’ywith Marxist-ideas about soeial eppression. ForiWoed, theymensters in
horror film ‘are expressions of' social’ and psychological repression that can reveal
truths about the political and social structures within which we all live (Wood, 1986).
He also suggests that in his own culture, the concepts of ‘Otherness’ are immanent
and admits the sense of distances if it states the theme of horror film itself; however,

many critics and scholars agree that it is still probably the best method to explain the
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horror genre. In his research, he mentions eight concepts of ‘Otherness’ in his
culture: other people, woman, the proletariat, other cultures, ethnic groups within the
culture, alternative ideologies or political systems, deviations from ideological sexual

norms, and children.

Exploiting Wood’s holars have developed a monster
theory; for example, Ru i : stresses that it is the fact of

monsters as Other, i 7 Self, that classes them as

or all of the aspect ic ficld, and may be' ified within the discourse,

£ 5 i
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the terrifying imp ;

I

the audience/reader i i ‘ -of the / I ignification of the term.

1970s horror films, it is true at-his o S~ has significantly influenced many

film scholars and it 1 f'the most practical n in analyzing horror films. In

this chapter, the “examine how monsters
Vo )
are created in Thai ho om his list in accordance

with the particula# characteristics of Thai horror films. But-first, a classification of

monsters will be made bynvarious angles, such.ds outwards and inwards of monsters.
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3.1 Images of the monsters

“We humans aren’t the only beings roaming this world, but the spirits are also living

among us” - Pen-ek Ratanaruang (Kong Rithdee, 2009:14)

3.1.1 Ghost
J

The ghost is the prumaryshorror object in Thai horror films. Most monsters in
Thai horror films-are ghosts, apparitionslof dead people, and, as noted above, mainly
female. Ghosts in the Thai horror films h_ave a vast range of meaning. The Thai word
‘phi ()’ is generally tramslated as ‘ghosfz;'and ‘nang phi (1A, ghost film)’ is a
widespread term usedfinstéad of horror ﬁ}lmﬂ'(uﬁaaﬂawﬁy, nang sayong khwan).
Etymologically, seme goncegive that ‘phi® comes from the word ‘phit (Ag)’ which
means ‘shadow’, while others: a;seﬁ tha% f,phl’ transfers from ‘phee (W) which
indicates a dead person. According to Phray;-:A:m_}gnanrachathorn, a Thai authoritative
philosopher and scholar, ‘phi’ has been divided ijﬁ;o both good and evil, and definitely
refers to not just dead pebﬁég In the A—h(-)'f-ﬁ-;T'f-l:ai- language,‘phi’ means ‘tewada
(\1IAN)’° translaled-as—god-or-angel;-in—Yar-Thai-it-meaiis ‘a-manut (auywe)’
translated as ‘un-human’ and it is divided into both ° good’ and ‘evil’ as well.
Consequently, to*summarize the definitions; first, ‘phi’ cafn be ‘good’ and ‘evil’,
second, its power or position is beyond humaf, and third, its body is different from
humans. H.RIH. Phraongchao Srisaowaphang notes that there are two kinds of ‘phi’;
one that has a seeable body, e.g., phi reuan (ft3au, house ghost), phi pa (A1, forest
demon / junglcispirit), phitkhiamot (Rluue, will-of-thé-wisp), and one that is invisible,
e.g., thepharak (\»WI5nw) or thewada nopkhro (LI UNWLATILH), which 1s a deity
of the terrain (S.Phlainoi, 2000).

Barbara Leitch Lepoer (1987: online) states that phi in Thai Buddhism are the

spirits included in the rather heterogeneous category of phi, thought to have power
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over human beings. This category includes spirits believed to have a permanent
existence and others that are reborn from deceased human beings. Phi exists virtually
everywhere — in trees, hills, water, animals, and the earth. Some are malevolent,
others beneficial. The ghosts of persons who died violently under mysterious
circumstances or whose funeral rites were umproperly performed constitute another
class of phi; almost all of these spirits aresmalévolent. In contrast, the ghosts of
notable people are said to reside in small shrines along the roads and are referred to as
“spirit lords.” They are_eften.petitioned in prayers and can enter and possess the
bodies of mediums to_give oracles. Athong the more important of the spirits and
ghosts is the evilpht pop'(ghoul spirit), \;yhif_:h, at the instigation of witches, can enter
human beings and consume their internal égf,;ans.

Synthetically speaking then, phi or-';ghd'st means good and evil spirits including
dead people, both'visible and inyisible. W.hile_bad and malicious spirits dominate
Thai horror films, seme good- sl;irits apﬁieér and protect the protagonist or other
characters as well. In Hian (aka :fhe Unbor-;l;].-(llji’r].JBhandit Thongdee, 2002), a scary
female ghost shows up, but she protects theifé:;n‘;lle protagonist who is in the same
situation of her, Furthermoré, this female gl'lf(;)'-é-t"{élies the role-as the protector of a
collapsed moral” systein—of-pieseciit-socicty;—ii-this—filiii;'She warns the female
protagonist not to-try to abort her baby. However, her appearaﬁée is quite threatening
to the protagonist-and audiences. She squats under the bed;-jumps up in front of the
protagonist, floats andflies intimidatingly. She is in white pajamas, with disheveled
long black hair, pale, white face and bleeding, dark “circled eyes. This image of a
ghost is, to some extent, the pan-Asian horror character. In Phi Liang Luk Khon (aka
Ghost'Mothery diny Thorathen Siriphanwaraphorn, 2007)3 Nantha isstherauntyof three
children. She' 1s killed 'by"gangsterswho killed" her brother;~the children’s-father.

However, she comes back as a ghost because of the promise to her brother that she

would take care of the three children. Every night she does housework and makes
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pathongko.” She plays the role of mother to the children, but at the same time she
brutally avenges the murderer of herself and her brother. Thus, it can be said that she
has double characteristics in the film; she is visible for the children, but invisible for
the other people; she is a good mother for the children, but inhuman for the gangsters.
Her appearance to the children has not changed from when she was a human. The
thing that distinguishes her from being a human issthat her body is extremely cold.
Most ghosts in horror filis are ‘évil, even if they are good with some people,
but their brutality, monstrosity. and grotesque is mostly toward bad people, but,
inadvertently, innocent people are somet-}mes included, and they are excessively gory
and fearful. Therefore, ghosts in Thai h01:_r0£ films can be generally assumed to be bad,

=

evil, and threats.

)
Ghosts that appear in Thai horror films can be divided into several types by gender,

age, human or un-human. £
o i

F e
1) Female, méle, and the thii‘@geﬁder

The types-of-ghosts-by-gendei-can-be-categoiized-by. fémale, male and the
third sex or hermaphrodite. The sheer number of female ghost in the horror genre is a
phenomenon oveiall Asian countries. This can be explained by the nature of
women’s status in Asiafi'society, being genetally underprivileged compared to that in
western countries as women'’s status [in patriarchal societies s typically inferior to
men. Under these circumstances, women have been repressed and, according to
Freud’s,mnotien, ‘return~ofirepressioniyof womeny is“manifested; throughy they screen.
However, 'I suggest that the female ghost 1s ‘also a *return’ of-repression’ of-men in

Thai horror films and I will analyze this in a following section of this chapter.

" Fried dough originated from Chinese food that Thais like to eat for the breakfast with coffee

or milk.
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In contrast, male ghosts have not appeared very often and are not as fearful
when compared with female ghosts. One of the most famous horror films in which a
male ghost appears is Rongraem Phi (aka The Hotel, dir. Anukul Jarotok, 2002). A
rich and venerable old man, Luang Naruban, is betrayed by Sarapi a young beautiful
girl, and kills himself to be reborn as a ghost to take revenge on Sarapi’s family a few
decades later. His apparition is in the same appcarance as he when died, an old man in
a high-leveled governmental officer’s uniform, I1e 160KS ore like a man in love than
a vengeful ghost. In Phi_Mal Chim Fan (aka Vow of Death, dir. Piyapan Choopetch,
2007), a male ghost alsefappears. He is a deity of a Banyan tree’ which is located at
Soi Fang Mongkhon and'1s well-known ‘_forrfetishes. Whatever people pray for, their
wishes come true. His spifit seems very gér{erous, but at the same time this spirit has
another side that 1s brutal in natuie. A dog-'}lrifl'ates on the tree in which he dwells, and
then the dog is found dead in front of thé?‘tree._ The owner of the dog is angry and
swears at the deity, and then sh;e bécomes cra;y He stabs people and causes people to
get electric shocks. Cruelty of the}::male gho;t;n ’};}}e film is not defeated by a female
ghost. The male ghost in the filin appears Telnf old-styled military uniform. Male
ghosts in Thai.horror films ‘éippear to IOVé:ti-i-iF-)i‘n:lS as. they fight for their honor,
reputation, or eredit-"Fhis-ieflects-the-iepiessivi-ofimen-fioithe struggle to survival
in social life, whichi seems to be relatively more serious than for women.

Gay and lesbian people form a minority culture in That society; this group has
been presented in Thai“film for a long time, however they usually do not have a
chance to be the main character. Homosexuals usually play supporting characters to
the heroes and heroines as assistants and also as comic relief (Patsorn Sungsri, 2004).

The gthirdy sexwor bisexual=ghest hasnoften appeared, inyvecent shorror~films: In the

" In Thai’s belief, every big tree in a forest is supposed to be the residence of a tree spirit
either male or female. A tree with no such economic value, as the papal and banyan trees for instance
has a male spirit called rukha thewada (3nut1301( or tree guarding spirit. When a tree felled, its spirit
or essence is superstitiously believed to be still in it (Phraya Anuman Rajadhon, 2009: 209). See also
Page 83-4.
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comedy-horror film Koi Thoe Gay (aka Ghost Station, dir. Yuthlert Sippaphak, 2007)
a hermaphroditic ghost is located at a ruined gas station on the outskirts of a city. A
gay couple, Wut and Yai, move to the gas station dreaming of their newly happy
marriage life. But the station is haunted by a crazy mischievous ghost which entices
them. The ghost in the film is able to disguise iiself as a man or a woman — although
mostly manifesting as a woman — and can even beeome an animal such a dog or a cat.
Another example is the ghost that uséd to BE 4 BOsE of gangsters and becomes a
zombie by being infecteddby SARS Noi4, in Khun Krabi Phi Rabat (aka SARS War,
dir. Taweewat Wantha,2004). He was a wild tough man, but after he is infected, he
becomes a youngsschool gich and has se;g vy_ith the male protagonist. With respect to
this type of character, such ghosts can be é_gf;aminate (Chumthang Rotfai Phi aka Train
of the Dead 2006) or shrewish/(Koi Thoe éE:Iay);

o

2) Young and old £
A o
i ey
The type of ghosts can be divided into three age groups; fetus or unborn baby

i

and children ghosts, adult gﬁdsts, and old.:;lééai ;gflosts. A fetus ghost has special
power, with the best-kiowi-oie-beiig-that-fioi-the-Thai-historical romances Khun
Chang Khun Phagn. This kind of fetus ghost is called ‘kuman.thong’, which is known
as a sacred spiritual being and a valuable asset for those who own one, and can be

greatly beneficial to thetowner.

The kuman thong was one of the most powerful items that Khun Phaen has,
beside his, sword.and grayish herse. After-Khun Phaen, and Nang-Boukiey, the
daughter) of Mernharn, fbecome husband and wife,fshe becomes pregnant. One
day, Meunhan gets upset with Khun Phaen, his son in-law; therefore plots to kill
him by letting Nang Boukrey put poison in his food. Luckily, Khun Phaen has
Hoong Phrai (ghost spirit), and it warns him that his wife is trying to poison him,

and he should not eat her food, therefore saving his life. This outrages Khun
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Phaen, and he then seeks revenge by plotting to kill his wife for her baby so he

could make it into kumanthong (or golden boy). Before killing her, he has to ask

his wife for her baby; this is according to the instruction and guideline of how to

make kumanthong; that the kuman (dead baby) has to be given by both parents.

Since Khun Phaen is the father, all he needs is for the mother to give him her

baby (Nye Noona, 2008: Online).

J
In Khon Len Khong.(dir. Tamt Jitnukool, 2004), Boem, a young unwed mother,
aborts her baby aftewa mali¢ious car accident caused by the baby’s father. She gives
the fetus to a spirit. doctop(VNaK, mo plhi) to cast evil spells over the family. Even
though the fetus ghost dogs not appear its supernatural power is evident throughout
the film. 1 4
Besides kuman theng, there is anotflder baby ghost called ‘luk krok’, which has
similar power of kuman thong. Iy the past, ﬁavihg faith or believing in luk krok was
very common. Although it is rase-in this da-ylI and age, it still exists in some areas of
Southeast Asian. Professor Prakhong Nlmmgriiliﬁl recorded in 1999 that luk krok is
an item that is used in black magic. Luk krorkﬁ._is*__,r!nade from a full term human baby,
fully developed,#but is extremely small in size (neonatal baby), which dies shortly
after birth and th;:n times, with both the mother and baby dying during the birthing
process. The mother or owner will then take this luk krok and sprinkle it with kaminh
powder (drying agént) that is golden yellowish in color to pre;c,erve the luk krok as part
of the drying process./The luk Krok {is then placed in arsacréd:location, where the
owner can worship-it. It is believed that luk krok will bring them'luck and prosperity.
If by chance there is any bad omen or luck drawn near, the luk krok willitell or warn
the owner in'advance (Nye Noona, 2008: Online).
In Koi Thoe Yom (aka See How They Run, dir. Jaturong Mokjok, 2006) a baby

boy ghost shows up and startles people in the village. He is allegedly a fetus, but he is

larger than he is supposed to be. He barely wears any cloths, his skin is bluish pale



81

and very thin, so that his blood vessels and sinew are reflected. He makes villagers
scared and to shiver, but he does not intend to harm any people.

Almost every school has shared a similar ghost story since universally
students have repressions of studying and the future. In Dek Ho (aka Dorm, dir.
Songyos Sugmakanan, 2006) young school boy, Chatree, meets a weird friend at a
school dorm. They get close and Chatree feels sympathy for him. However, Chatree
finds he is not human, but an apparitio‘fl of a previous student of this school named
Wichian, who committed.suicide in the school pool. This boy ghost looks as normal
as other students, but hefappeats only at night. A common trait of these baby ghosts
and children is that theysdo not'have the‘_in‘Egtntion to harm people, but they appear in
front of the people because they feel loneli. lHowever, in the third story of Si Phraeng
(2008), Yan Sang Taifaka Titfor Tat, dir:';'PaWeen Purikitpanya) a child ghost begins
to perform atrocities no/less than an.adulf ghost The rage and brutality of this little
boy is no longer the perfect symbol of | mnoce!,nce but just another type of monster.

Exemplary of Thai horror film thatJ has an aged ghost is the very popular
movie series Ban Phi Pob. In 2008 the class;ﬁl Ban Phi Pob was revived. Phi Pob in
the new version of Ban Phi Pob 2008 was the same as the old-one and the storyline
was not changed sigaificantly—li-the-filin-an-old-giandmother is possessed by a
malevolent ghost.who eats young women’s intestines. In Chumthang Rotfai Phi (aka
Train of the Dead,«dir. Sukhum Mathawanit, 2007) an old weman’s apparition haunts
a young knave, who, infasburglary, accidentally murdered this woman. The woman is
old, but she gets horrific power aftet she dies, as she appears with scary nightmarishly
features to aftlict the bad doer.

Interestingly, .ghosts=never grow joldes. At the, moment; theysbeeomena jghost,
their time ‘also ‘stops. Ghost'also cannot'change their-fashionsy-what'they wear when
they die will be their permanent clothes. With white pale faces and skin, dark circled
eyes, bloodstained body, while they look creepy and scary these seem to be more
decorative devices rather than to threaten, although this does indicate how they were

killed and how miserable they are.
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3) Humanoid or bestial human

According to anthropology, the traditional animal-double inhabits ambiguous
areas of the social structure domain, habitually presiding at funerals and ghost
sacrifices. It has been suggested that the anunalsdouble presides over areas of social
and cultural life that are by mature ambiguous, unpredictable, and dangerous. Some
societies accept it as a matter of certaiﬁ{y that many people have secret animals, like
the tingler* living 1nside«theis bodies. These are either people with the power to
assume temporarily the formsof.an anim‘?l, or animals that can assume a human form
(Brottman, 2004:.264-282). 7 : p

Abjection, another concept used wllén referring to monsters, is described as a
process integral to the formation of the sé'j,f, one that involves the exclusion of those
elements that might threaten or undermin’e:‘th_e ipdividual’s sense of themselves as a

d

distinct entity. Hence Variousrbocjiily ﬂuid_-s gnd substances passing from inside the
body to outside become abjerct‘ inééfnuch as ‘tﬂ:éf;/;l?]rfach the body’s borders (Hutchings,
2004). In Thai horror films, Thumans often Wm‘i);ne with animals. In the concept of
Thai ghosts, besides apparfti(ﬁié o:f dead pec;p‘fl-e':-: iS:e_E)i)le who arg possessed by a ghost
are also included in-the-categoiy-of-ghost-Accoidiig-to-That beliefs there are some
animals that are freated as spiritual things. In fact, everythiné is believed to have
spirits, whatever-¢'is animate or inanimate. This animistic“belief creates many fairy
tales and fables that’have.been transmitted for/a long time. Animals in fairy tales act
like human or humanoid, sometimes they have special power, such as being able to
transforming themselves into a human. For example, Kinari is a well-known animal,

body:doublesm, Thai classical literature, theyupperpartiofithe body issa woman and the

lower'part is-a'bird. There‘are'some ‘animals, such as'a cat, a-snake; a‘tiger,-that are

" A creature living inside of every human, feeds on fear and is controlled by screams, in the

movie The Tingler, a horror-thriller film, released in 1959.
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believed to possess special power as spiritual things. The beliefs relevant to these

animals in Thai folklore are:

over the coffin at the funeral, the dead
inside of the coffin is haunted and of the dead hangs around where

he or she used to live. In Chin )1k i initely spiritual animal and

it has nine lives aly.in Asiag cou@val Europe a cat was
- cats were killed just
al :\51. <

ouis i VI bannok.com, 2009:
‘Phet Ta Maeo’ i of 7‘ ula talismans a o Thais, which originally
’s eye would become
hard like a stone is belie at anyone ngs thi ’s eye stone will have

(Somporn, 2010: Online).

Serpent: The Thai i,‘ ale’ or “phayal eans gigantic serpent. The belief

of ‘nak’ originated from Tndiawhere i s a deity of the river and people
AT T r

worshiped it. Severa ent all over Southeast Asia,

such as @ phayana g at ‘pa himaphan’ or—p akl’ Jiving under the

W - o

D€

Mekhong' is treated as a

vicious evil. |The record erpents be traced from

Trlphumphraruaag in that it has the ablht of disguise itself as human with its

AU ﬂﬁ‘P‘T’WI 8 (r
Sl TN e kiR DL

ve times, a certain disease is coming

owner of the house will be in trouble..... (Horoscope, 2009: Online).
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Tiger: A long time ago, there was an atrocious and frenzied tiger that ate many
people. One day, the tiger was haunted by the dead that the tiger had eaten, and

this is called ‘suea saming (t&a&#iv)’ (TLC Thai, 2010: Online).

The scene in which a black cat crosses over a coffin is quite familiar in Thai
horror films (Nang Nak, Phi Liang Luk Khon PhiKhon Pen 2006). In the earlier
period, people possessed by a cat appeared in the Thaiherror films (Nang Suea Dau
1985, Pisat Maeo Dam 19949, but in the period from 1999 to 2008, no Thai horror
films have featured'the cat'spirit. |

Tukae Phi ig'one of the famous mlj(.)nster stories based on a horror novel. Tukae

J

is a Thai word for gecko,/a commmon-anital in Thailand. The first Tukae Phi movie

il

was released in 1969 sand the sametitled, but different plotting movie, Tukae Phi,
directed by Manop Udomdgj, was releasefld_ in 2004. In the film, a woman writer is
haunted by the spirit of a tikaé when she gets a '-strange wooden casket from a reader
of her books in Chiang Mai. She comes bef::E -_hpme to Bangkok with that wooden
casket and she feels her body a;”nd spirit se_gel(’iljby the gecko monster. When she
transforms into a reptilian .monster, her féétﬁ-éget fangs, her body turns into a
quadruped animgllz but her beautiful face is not changed. Tn-Thdi horror film history,
this type of monster, such as half-human half-beast, has been argued to be associated
with sexuality. Unlike the female sexuality of Hollywood films such as The Cat
People (1982),* halfshuman half-beast in Thai horror films are rather related with the
revelation off male sexuality.' As'mentioned “in chapter two, the period when bestial
humans dppear in the horror genre for the first time is when Thai films were under the

strong, restriction ,of censorship. In particular, films" that had  sexual scenes were

banned from being released or theiprablematic scenethad to be cut out. Horror film is

" Robin Wood points out that The Cat People is centered on the repression of female sexuality
in a period where the monster is almost invariably male and phallic (p.183). The focus of The Cat
People is on the fear of a sexually aggressive female, in the guise of a cat, unrepressed and on the

prowl. It is a film that is almost progressive in its treatment of women.
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a perfect exit for an audience’s sexual desire, especially the male audience.
Furthermore, horror film with bestial humans, mostly staring sexy actresses, is a good
excuse to express sexuality; on the other hand audiences, in particular male, can
satisty their sexual desire.

Needless to say, a serpent is an anim{l_xhja‘_t appears most frequently in Thai
horror films. The fact that the female ghost, ‘Nal;’,'ig the most popular movie sequel
of Mae Nak Phrakhanong does not seé'r'fl to happen by coincidence in that Nak lives
by the river and later she, obtains supematural power. Conjecturing from Thai belief of

serpents, aka nak, or naga, Nak in/the 1lms 1s supposedly related with the serpent

spirit. ﬂ',;
/ S

L ——

.~ Figure 3.2. Tukae Phi (2004) Takhian @93)

In additio_r_f. to the fusion between human and aniﬁ;al, there are monsters
combining human.and natusesueh ;as, astree.and ;water; most probably coming from
Thai animistie'beliefs. In Takhian, human féatures'are.combined with the spirit of an
old large tree. The first horror mowie of Takhian was released in 1966.(Chao Mae
Takhian Thong).sTakhian isithe name of tree, on which"a woman hangs, herself on a
Takhian tree in the first film. Her miserable spirit cannot go to the spiritual world, but
inhabits the tree. Thus, people have had the connotation that the Takhian spirit is
female. There is another possibility that explains why Takhian spirit is female. It is

known that around a Takhian tree it is always clean, as if a diligent housewife sweeps
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the garden everyday; so people believe that there must be a woman spirit residing in
the Takhian tree. Eventually, people created ‘Nang Takhian (Ms.Takhian)’ with
detailed features that she is very beautiful wearing in Thai traditional sabai (&'lu) and
phathung (#19), looking like an ordinary village girl in the forest. But whenever she
feels her territory has been invaded, she suddenly turns ruthless (Wikipedia, Online).
Phraya Anuman Rajadhon, a great scholar as«well as a popular author, mentions
regarding Nang Takhian or Lady Takhian in his essays that in the imagination of the
people, Lady Takhian uswallystakes the form of a beautiful maiden who sometimes
makes a wailing and piercing sound when the tree, her abode, is felled. Unforeseen
and mysterious ealamities will befall the person or persons who destroy her abode. A
Takhian tree growing near the bank of a rl'yer with its roots protruding above ground
is to be avoided, for the Lady Takhian ofl iI.that- tree is a fierce one. Whoever relieves
himself near the base ofther free will suffer from uleers. To add to the belief, Takhian
is usually found in a temple where all sorts of,ghost stories emanate (2009: 318-319).
Phi Mai Chim Fan is also about the sp;n 9f a dead man manifested as a tree.

This male ghost lives in a Banyan tree and: has uncanny power that makes people’s
wishes come true. The reason why he is stuck to the tre@lis thathe perished in front of

this tree. This Banyan=tree=was=cut=to=make=toothpieks=taicr in the film, but the

supernatural pouver still hung around.
4) Haunted place

Ban Phi Sing (aka The House, dir. Monhon Arayangkoon, 2007) is a haunted
house: that haSyhuinan. features. The hous€ iS oftenadoptéd i Thaiy hortor filins, as
well as Hollywood horror films. However, if the house is to“be haunted, there are
some prerequisite: first, isolation. It has to be located away from the city so that
people can not ask for help from other people and merely survive in the house; if it is

in the forest, it is perfect. Second, antiquity — an old thing that has a long and varied
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history. It is believed that old things have humanlike spirits; the older they are, the
greater the power. Third, hugeness. The house should have many rooms that offer
hiding places for both ghosts and victims. The antique and evil house is the genre’s
physical representation of this theme. Inside are monsters frequently described as
germinated from past events, however remote (Hutching, 2004). The haunted house in
Ban Phi Sing is set up by these three conditions,.at'is a large, old wooden house set in
a rural area, and there is a horrible storsf hidden in the house. Koi Thoe Gay and Dek
Ho are other prominent examples of this category. Peter Huntchings (2004) notes
about the metaphoric meaning of the hou‘fe in the horror films that:

J

The house itself can also be characteriz:e_’dl in psychoanalytical terms. The hidden
room features ingthis respect as ‘an 'c]i‘ixpr_ession of something that has been
repressed psychologically by the:characters associated with the house. Within the
Freudian approach, things r'épréssed do I-i;;)%'isiff-qp]y disappear but remain present,
albeit hidden, within the min’d,‘*just as tfi'ef;iidden room, an irrefutable sign of a

past crime, waits pateritly behind a wall for the inevitable moment of its

discovery, a moment which marks the retu_i’gjq_f thg repressed.

Wong Pi_éat:(aka Dark Water, dir. Jaran Wongsajja, 2007) is a horror film in
which a spirit under the water appears. The narrative of this movie is typical for a
Thai horror film iﬁjthe past. The overall immanent idea is overt Thai animistic belief
under thesslogan of “Allitheywater;hasspirits™. Nuan is a pretty-young girl living with
her father and‘a’grandfather.'Her mother died after being gang-raped'by villains in the
village and then her body was thrown into the river flowing along the village. But her
body, is not tound, in the endy and the villagers believe/that the river is haunted by her
spirit. Unfortunately, Nuan is also killed by the villains in the village similar to her

mother, becoming a ghost of the water.
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“Some places are like people: some shine and some don’t”

- Dick Hallorann, The Shining

Some places are believed to be sacred places but not for humans, such as
around the Takhian tree, and the Kamchanod ferest in Phi Chang Nang Athap Pa
Kamchanot (aka The Screen at Kamchanoly diwSongsak Mongkolthong, 2007).
According to Traibhumikatha, there is a domain forspirits. In Phi Chang Nang Athap
Pa Kamchanot, whoever gees inside the place called the Kamchanot forest will be,
attacked by dark-shadowy spirits and killed. The old engineer of a theater, who has
lived in that placefor long time, mumbllqs that ““we shouldn’t be involve where does
not belong to us humans?. La-Tha;Phi (51.1;1 Ghost Game, dir. Sarawut Wichiensar,
2006), was the most-talked:about.when the film was released because it featured stars
from Academy FantasiasThe film is abou:;-e_ln ancient war museum in Cambodia that
was used as a Khmer Rouge -]pr:i-son twent?: ;liaars before. Thousands of innocent
people were tortured and killed there duriﬁé tﬁe Cambodian war in the 1970s. Now

)

the museum is abandoned, and-no one d&l‘?gé—_tcf) step inside because the place is

believed to be haunted. In other words, the p'léé'éﬁe‘longs to the spirits of dead people,

not human. Evety contestant who enters inside is killed-one-by 0ne with no survivors

since they have¢rossed over the border where one i1s never ableto come back.

3.1.2 Diaboli¢c human

While most Thai horror films are ghost films, some horror films include
monstrous humans. The monsters, ate human,.but they attain, supernatural power
through certdin routes. They have superpowers and use these uncanhy powers to
create mayhem or kill people for revenge, or sometimes for greedy purposes,
including sexual desire. Dek Hen Phi, directed by popular Hong Kong brother
directors, Oxide and Danny Pang, is the story of blind girl who has the ability to see

dead people. Chomkhamangwet is a science-fiction thriller horror film about people
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doing the uncanny. The most malicious female monster can be considered to be
Boom in Khon Len Khong and the teacher, Panor, in Long Khong (aka Art of the
Devil 1 and 2, dir. Pasith Buranajan & Kongkiat Khomsiri, 2005 and 2007). These
movie series are really slasher films totally different from earlier Thai horror films. In
Sop or Achan Yai (aka Cadaver 2006), two typesof monsters appear; the apparition of
the dead and a human monster, a cold blooded killer. In addition, Body Sop #19 (aka
Body, dir. Paween Purikitpanya, 2007) eresents a psychopathic killer. This film is also
full of atrocities, inhuman and disgusting scenes similar to the slasher films
mentioned above, but this film can be distinguished from Hollywood’s psychopath
horror films in.that cposs Concepts be_tvs{‘e_een reverie and real object are shown
throughout the entire film, even giviﬁ;g laudiences illusions. This film is also
reminiscent to Dr. Jekyll and My. Hyde m,. that Cholasit, who 1s a student struggling
with nightmares and hallucinations, and th§ Doctor, who is a rational and respectable
man, are the same person; Ch(;lasit implieé al, sense of guilt, while the Doctor means

I F
the ego who expresses an ugly unconscious. =,

#oak 4

Faet (aka Alone, dir. Banjong Pisﬁéﬁakun and Parkpoom Wongpoom,
2007) is another. Self-Ego tyﬁéd horror ﬁlm-."-.S-'i_ali'l;qés'e twin sisters, Pim and Ploy, are
very close. Howeveis—afiei-Piii-falls—ii-love-with-Wee,-a handsome boy, their
sisterhood is broken. Finally they decide to have an operation to divide into two
bodies, even if iteans taking a big risk, and Ploy dies duriag the operation. But the
film has a big reversalplot; Pim is not really Pim but she is Ploy who has disguised
herself'as Pim, and she is haunted by the real ghost of Pim. Pim in the film represents
both Pim, who is a good and adorable girl, and Ploy, who is a selfish and jealous bad
girk Herface“inside burning-flames imythelater,partyof the mowie does not logki like a
weak ‘adorable woman any more, but aruthless monster.

In Suai Lak Sai (aka Sick Nurses, dir. Piraphan Paoyont, Thodsapol Siriwiwat,

2007), except for one ghost, the rest of the nurses and a doctor are considered to be

monsters as well. All of them are killers, morally soiled, and sexually distorted.
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Diabolic human monsters have appeared since the late 1990s, influenced by
Hollywood horror movies. Starting with the horror-thriller Cloning in 1999, human
monsters first appeared in Thai horror films. Similar to Dr.Jekyll and Mr.Hyde, M7,
the clone of Niwat, comes out of a cell of Niwat as the result of an illegal scientific
experiment. However, considering the name M /¢¢an be reckoned as a sort of cyborg,
not as a human being, In any event, Niwat répiesents “good” and “self”’, while M7
represents “evil” and alter “ego”. 4

Tanit Jutnukul’s Khen Len Khong appeared as a new styled Thai horror movie,
combining outlandish taint and."Thai traditional devilism. This horror film, without
ghosts, was commercialfsuceesstul and _cr%t_ically acclaimed so that a series of this
slasher film has been produced. From it legj‘[limate horror genre films with a Thai style
have been created amidst a plethora Of, ghost narrative based horror films. The

monstrous humans do not wear leather masks and do not use any weapon, such as a

saw, but their atrocitigs or absolute powers afg beyond any human’s.
o

; =74,

3.1.3 Characteristics of'the monster‘fj

As Beal “Slatess—inoisteis—aie~conglomeiations—of-inany different forms of
otherness — cosmological, political, psychological and religious otherness, monsters or
the monstrous have different features and characteristics, while they have sameness
from one to anothet culture. So it is that ©né culture’s gods can become another
culture’s monsters. This is one way to look at the history of western colonialism,
making monsters out of other people’s gods. Americans and western Europeans often
hawesmade gtheir ymonsters=ftom other) people’s godsyythatmis; from~thergods of
unfamiliar, “other’™ religious traditions."In"fact, monsters on'the silver screen often
reflect a long history of western European reactions to religious ideas and practices
that diverge from the familiar and normative (2002: 103-4).

Beal adds that the politically and religiously conservative function of the

monstrous is to encourage one to pull back from the edge. The monster is a warning
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or portent, demonstrating what to avoid, and remonstrating with anyone who whould
challenge established social and symbolic boundaries. Without denying that this is
often the conservative aim of monstrous horror, and without denying that this is also
often its achieved effect, it cannot be denied that horror swings us both ways,
soliciting both conservative and radical impulscs: Perhaps this is because the monster
is never entirely outside or other; can never bé a.purely negative image of us and our
world (2002: 195-6). 4

In the term of religious background, Thai horror film is definitely different
from western horror film; 95% of Thais,I are Buddhist, whereas most western people
are Christian. And'if considering that Th:c_1i 5:_osmology is deeply related to Buddhism,
the characteristics of monsters can not be tlle same as in Hollywood horror films.

Thai horror films in the decade froi‘F 1999 to 2008 have immensely developed,
especially due to the development Of ciné_r‘natic_technology, so that horror monsters
are more tangible, scary, and r-eali-stic. Althio-;{!,lgh. the narrative of the films have been
more varied than in the previous izériods, larJg:c;ge’l]r}s of the films have relied upon old
Thai legendary ghost stories. Besides reviveﬂ?@:‘f _fMae Nak, phi krasue, and phi pob,
many films stick to the ﬁés’f,' ‘both narrati\.félg; ‘and thematically. Malicious female
ghost still play the-impeitantiolesand-the-main-motif-of-cause and effect’ covers up

through most of the horror films. Thus, I have examined the narratives of Thai horror

films to find out what are the characteristics of the monsters. -
1) Living_.in the past

Ardapeing dikayswemansin traditionalThai costumeroftensappearstas an jobject
of fear in Thai horror film. “They ‘put white'powder on'their faces, red lipsticks‘on the
lips, with garlands over the head and wearing traditional Thai dancing costumes. This
beautiful face sometimes produces fear, with dancing girls being associated with
ghosts or monsters in many Thai horror films, e.g., Athap Kae Bon Phi (aka The

Commitment, dir. Montri Kong-Im, 2004), Phi Mai Chim Fan, Arom Athap Akhat
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(aka Three Extremes, dir. Kim Ji-woon, Peter Chan, Nonzee Nimibutr, 2002), Thon
Khaen Nang Ram (The Arm of Thai dancer) of Phi Sam Baht (aka Bangkok Haunted,
dir. Oxide Pang, Pisut Praesangeam, 2002), Phi Khon Pen. In addition, traditional
Thai music and dance are sometimes used as cinematic background, e.g., The Wheel
of Three (2002), Poeng Mang Klong Phi Maaut(aka Perng Mang The Haunted Drum,
dir. Nuttapeera Chomsri, 2007). Most of these fims do not depict why the revenant
dancing girls come back to haunt innocent people. The victims are there by chance
and accidentally receive mediums, such as an old drum. The unrelenting apparitions
from the past are revived forthe satisfaction of their grudge, but the linkage between
monsters and thewictimsiis not always very _‘elear.

The revenant from the past incesszi;r}tlly comes to see the people in the present.
The linkage between them and the Victim-s‘lI in'the present represents karma; what you
are now is what you wete before Karma i§.bey0nd time and space; you have to pay
for what you did in a'previous hfe gven thopgh you do not know at all. Sometimes
you have to take responsibility for what y0u1-r.l p;n:ents or ancestors did in the past. This

‘cause and effect’ theme is représented over fh‘e’ whole of the Thai horror movies.

In Thai.culture; accor'aing to Niels Mulder, there.are three different concepts
of time which infosin-the-behavioi-ofthe-people~The-fiist-concept of time expresses
the idea of continuity, which links life from the ancestors to-the contemporaries, and
spans across generations from ancestor to descendants and-successors. This notion
transmits generational wisdom, traditions and experience, and spans the past, through
the present, with the future. The second notion of time used by the Thais emanates
Animism. At the root of this notion is a belief held by many people that a large cloud
ofpi‘diffuse amoraly power’=isgspermanently floating=around thems~and=thatyspecific
“short term’ contracts must be made with the protéctive powers of good spirits to
ensure safety and protection against its influence. The third perception of time is
interpreted according to the theory of karma. It is understood that the present fate of
each individual is determined by actions of the previous life. Since the present actions

cannot affect the immediate or short range events in one’s life, this perspective of
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time frequently results in fatalism, or an attitude of resignation towards the present,
hoping that the future will be better (Mulder, 1985 cited in Kapur-Fic, 1998: 48-50).

Regarding the sin that people commit, drastic chastisement follows in the
films. Unlike ghosts in the films of the previous period that forgive the wrongdoers
and leave peacefully to where they belong, monsters in this period are not stoppable
and kill the wrongdoers and even innocent.pcoplé. Earlier in this period, monsters
visited to finish their Undone missions or to appeal for their mortifications; however,
monsters have become mere venomous and brutal i the later period. Monsters now
return for the ‘satisfaction oLtheir grudge’; transformed into monsters for ‘revenge to
the wrongdoers’.«Nak im"Nang/Nak wants to remain for her love, even though she
accidentally kills seme innocent village i_)‘elople, but in the end she accepts to fade
away from the human world. The female-‘lghdst im Hian shows up in front of Por to
petition her deathy not for searing PUrposes. Bu_ppha in Buppha Ratri (dir. Yuthlert
Sippaphak, 2003) seems as il; SBG woulci llke to stay in her apartment forever.
Although she kills her ex-boyfriend and b;.fr;yf{, she still stays in her room. Her
grudge lasts long through a S&fies, with BHDpha Ratri 3.1 and 3.2 having been
released, and it.may bea nevér ending horrof";;foS';._ :

The héad monk-ofthe-teimple-in-a-village-was-a-father, but he does not know
he has a son. Without knowing that his ex-girlfriend was pregnant, he left the secular
home. Now he is-avenerable monk. But in the end he realizes-that the fetus ghost who
makes disturbances in the.village is his ownSon (Koi Thoe Yom). In The Letter Khian
Song Khon Tal (aka The Letter of Death, dir. Kapon Thongplap, 2006) a young
transfer student was tormented by all his classmates. One day, he tripped on
someone’s leewandslippedrdownythe stairsrand no, one, sawrhim afterthatsdayy Fifteen
years later, the '‘classmates are killed one'by one. The little boy in'the past hasreturned
and begins to take revenge.

Ghosts from the folktales, revenants from the past and karma are the most
important motif of the narratives in Thai horror films. Bak Moon-im (2006) argues

that the horror film is based on its own culture and collective memories. Thus
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narratives of horror films are not supposed to be wholly new, there must be some
linkage to our memories; at the same time there must be something different added so
as to intrigue audiences. In this sense, horror films are to some extent related to
nostalgic stories.

The nostalgia in some films can fuel conservatism, in that many of the new
films suggest that in our devotion to the new,.t0 the modern, we have created an
agonistic and antagonistic culture of narcissisiil and HAve lost something that held us
together, something that gave ot lives a sustaining cohesion and “value”. The flip-
side of nostalgia will shew up'in'such ﬁlrlns as a discontent with, or a suspicion of, the

new as decadent,malevolentymorally inadequate.

=

il

2) Ambivalentjmansters -‘,-

o

In Hollywood hortor ﬁims:, the chér;!,cte.r of monsters seems quite clear. No
ambiguity, no contradiction, the;{just thréa-:;ér;,; Pf)rrify and kill people without any
excuse or reason from the beéinning to-the-end: lh; Thai horror films, the character of
the monster is-more compfib%itéd. Mostly th.ef};'-'-sfé;ft as awictim,.soon they become a
monster to harmQikill-people-but-ii-doing-so-theii-chaiacieristics are still ambivalent,
and in the end they return to good. Therefore, monsters in Thai horror films are not
always the same and are not the only monster in the film. Many monstrous characters
appear through the film{'thus various confrontational structures can be represent in the

film. In this section, I examine character of the monster looking through confrontation

happening in narrative of Thai horror film.
2.1) Gender-confrontation
Confrontational female and male opponents can be found universally, not only

for Thai horror films, but also for Asian horror, as well as western horror films.

Especially in an androcentric and patriarchal society, such as Asian countries,
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including Thailand, women’s social status is inferior to men and women are more
oppressed than man compared to western countries. Under these circumstances,
manifestation of monstrous woman in the horror film is natural and no doubt that it is
a ‘return of repression’.

The most common plot of Thai horror films is that a young pretty girl is raped
and killed by the villains, but her chagrin spirit cannot leave and begins to avenge the
wrongdoers. Here, a confrontational form between female and male is generated. The
weaker woman in human lifé becomes physically stronger and more powerful than the
man and pays back as much as she suffeted from them. Supernatural power and black
magic are essentially accompanied when woman punishes man.

The castration anxiety of Freud ligé often been referred to in horror films.
Women are often portrayed as antagonists-;’which can be seen as a reflection of men’s
pathological fear of women, thelr power and menstruatlon resulting in castration
anxiety in Hollywood horror ﬁlms (Murray, 2009) Women in Thai horror films are
mostly the object of fear; and at the same t-;mza they are the object of sexuality. For
men in anxiety of castration, wotiéin are always the object of fear as ‘Otherness’.
Confrontation betweeii-feinale-and-feinale-has-a-diffeient-aspect ftom female and male.
Supernatural power or black magic does not have significant meaning in this
relationship, because as compared to a male, the physieal relationship between
woman and woman is equal and thus, they dé'no6t have to rely on supernatural power.

In this confrontational form, the woman is not usually the direct wrongdoer,
but mostly a conspirator. Nonetheless, to form a confrontational relationship between
female and femaleyisepresumably due to theyfaet the, filmryisgproduced=from a male
perspective, ‘in"that in the ‘end the male is the last surviver,-even though he'is the
wrongdoer, e.g., Suai Lak Sai. Mulvey (2005) argued that in a world ordered by
sexual imbalance, the role of making things happen usually fell to the male
protagonist, while the female star occupied a more passive position, functioning as an

erotic object for the desirous look of the male. Woman signified image, a figure to be
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looked at, while man controlled the look. The case of Thai horror films are a bit
different from Mulvey’s argument in that the male usually does not take the role of
protagonist in Thai horror film. However, although the death is not the ultimate
atonement, the survivor of the male may imply men’s supremacy.

In Hian, the conflict between  mother-in-law and daughter-in-law is
represented. This conflict 1§ very common in“Cenfucianist cultured Asian countries,
such as Korea. In Khon Len Khong, a minor wife Wields fier supernatural power over
the whole family of her ex=secuet lover, who gang-raped her with his group of friends
and killed her baby. First; she'kills liim, 2|lnd then she inhumanly kills his first son and
every member, oné by onc. Confrontation P_etween female and female here signifies
female’s defiance to'the family System, tli;qtl 18, the mechanism of patriarchy, not just
the wrongdoer or a certain individual. .

2.2) Mor;stér VS. Hel;c;ZHéroine
o

Thailand is the countryifi the world Wlﬁh t_-he highest percentage of population
as Buddhists; the governmeit quotes 94%0f ‘the 62 million. Thais as Buddhists
(National Statfistical-Office-of-Thailand-2009:-Oiline)-HoweVet, it is often claimed
that Thai women.are discriminated against by Thai Buddhist law. Thai horror films
usual end with a-Btiddhist monk repulsing the malicious female ghost and saving the
village people from therdevil. As a Catholic priest exorcists a little girl possessed by
devil in EXxorcist, /a Buddhist monk takes the rolelas a hero or savior in Thai horror
films.

The eonfrontationsbetween monster and+yBuddhistymonk sheresis inevitable.
Adam Knee(2005) writes-about Nak’s defiance in' the face<of various levels of
patriarchal power in Nonzee’s Nang Nak. Her spirit repeatedly shows an indifference
to the apparatus of the patriarchal Buddhist state; indeed, her very existence is an
affront to Buddhist epistemology, as she is a ghost and thus a holdover from earlier

belief systems that have tenaciously continued to coexist with Buddhism in Thailand.
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Nak repeatedly ignores the injunctions of the local head monk, whose rituals seem
utterly irrelevant to her. “Scaring the monks is a sin,” he reminds her when she
appears on the ceiling of the temple. However, when he goes on to insist she stop
bothering Mak, she responds, “I listen to no one.”

In Thai horror film, the monster oun the bad takes the leading role in the
narrative, not the hero/heroine or the good. Tronieally, most monsters regret their bad
things by themselves in the end, thus, the hero/heroine’s role is much less important.
In other words, monsters do notalways act like a monster; they are not just eliminated
or expelled by the herg/heroine; but the}/ turn to be good. Due to the fact that most
monsters in Thaishorrorfilms are ghosts‘_ ar}_d they have supernatural power, it is not
easy to see a human‘hero/or hergine who Lgﬂatll win over a monster. Thus, the only way
to win over a monster s to/move.them em;'}tioﬁally or make them regret their sins, and
only someone wheo is beéyond hunian power, su_ch as a god, or the Buddha in Thai

horror films, can do that. £

In Thai horror films durii{g 1999-26(:)5,:_?Jnew trend of narratives has often
been presented. Unlike the earlier-Thai horrg)Tﬁir;ls that ended with winning over the
monsters, these movies remain unsettled;.;;ﬁ-f)ﬁ'-s‘_te‘rs are still.there, for example,

Buppha Ratri, Shutter-Ket-Tit-Winyan-Long-Khongs-La-Tha-Phi-
2.3) Good vs. Evil

Opposition.between good and evil 1sione of the essential elements in horror
films. Evil in horror films is an important device in the narrative. Philosophically,
how.to define.good and eyil has always been questioned. . The world’s.religions and
social/cultural norms [provide ayvarietyof answer§ to/this question. Therefore, evil is
bound to society and culture, and all good is based on evil.

In a Buddhist society, such as Thailand, Buddhist doctrine has a great
influence on the distinction between the good and evil in Thai social values. Most

Thais place little emphasis on the achievement of nirvana, whether as a final state
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after many rebirths or as an interior condition. What is hoped for is an improved
condition in this life or the next. In Thai thinking, the ideas of merit and demerit, so
essential to the doctrine of karma, are linked linguistically to those of good and evil;

good and merit are both bun (wew); evil and the absence of merit are bap un). The

Theravada idea of karma charges the individual with responsibility for good and evil
acts and their consequences. Thais do not rely“solely-on the accumulation of merit,
however gained, to bring that improve‘;l state into being. Other forms of causality,
ranging from astrology.to thesaction of|spirits of various kinds, are also part of their
outlook (Babara Leitchdfepger, Online). |

In Thai horror filmsshowever; the dividing line between good and evil is not
quite so clear. It sgéms as if there is-no f;rever good and evil. One-time a good man
becomes maliciously@vil; @ favorable neigl}lb(;fhood yesterday changes abruptly today.
Every character has both good and evil si-d:e'__s__,ir;__one body, and the evil side is rather
more emphasized than the good} 7sride. In VJ\AO_rJg Pisat, Nuan is a beautiful-hearted
young pretty girl in a small V{llage until she diés;l lb;ecause of her best friend’s betrayal.
After she becomes a ghost, she is the terror ofﬁﬁé neighborhood. She kills villains and
her friend brutally and fri}gﬁéﬁs the Village}s-. -I-\-I'e;n:[a, in Phidiang Luk Khon, is a
perfect aunt for-the childien and the neighborhiood: Biit after she is murdered by
gangsters, she rriercilessly kills everyone who was involved Witlrli her and her brother’s
death. In The Lettér Khian Song Khon Tai, Seri is a well-behaved, humble and polite
young man who is working at the post office. ' When he was young, he looked friendly
and nice to his«classmates, but he was the mest devilish doer behind horrible incidents.
One more time, he chooses the evil side in order to kill his grumpy boss.

Horroi films fepresent‘the bad side of human nature, and in thi§.sense, horror
films can be defined as the story of evil. Good in the horror film 1S an opposite

concept of evil, and it does really depend on how evil it is in the film. In other words,

good is the human opposite to the ghost, men is the opposite of women, and I is the
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opposite of the Other. Obviously, evil is associated with ‘Otherness’, and, thus, good

and evil can be listed as the following:

urban signifies westerni ural eans trz di ion. A highly-educated, smart

young man from the cit ¢ four films, he is mostly on the

good side, but he easily becom =" _' st local ghost or villains. Mostly,

R |
llagérs from the malicious
.

Z ;f n can be used as a

local heroes or he
evils which b'ib" ig to the vill:
device to emboss “Thaine owever, in conclusion, there are no

urban and rural confront standmg for good and evil confrontation.
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‘¢haracters. Tudor claims that it is difficult to generalize about the kinds of character
typifications available for modern horror movie victims. In the emergence of
‘everyperson’ as the genre’s non-monstrous centre of gravity, we can certainly see the

differentiation of the horror movie’s traditional character resources, an infusion of
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character types from elsewhere in popular culture. But the net effect of such
developments is to absorb the horror movie’s dramatis personae into a more general
character pool, in which anybody can be made into a narratively convincing victim
(Tudor, 1986).

In Thai horror films, victims in zombie movie such as Khun Krabi Phi Rabat
are anonymous people. Many people inside the building become victims and they also
become zombies by being infected With SARS No. 4. In La-Tha-Phi, all 11
contestants who enter thesmysterious place in Cambodia are killed. All protagonists
are killed by invisible souls and.no one s'-}lrvive. Even though all people who enter the
place are killed by'vengeful ghosts,_‘the f{lrQ implies that the human greedy for money
and fame is more dangegous and ila:rmfuLtlllan a ghost, and we can be the monster.
The female ghost indProgram Na Win;’gn "Akhat (aka Coming Soon, dir. Sopon
Sukdapisit, 2008) revenges to kill every m'%:'fn?er_ of the audience who sees the movie.
This film takes copyright inffingiement or ﬁ;i_ra‘-te CDs as a main subject, which is
currently an issue in pop-cult_‘u_r,ed(;_rm entenaiﬁjr;;n}ﬁ,.}vaming the audience to infringe on
the copyright can harm other;people, even o@_lf So, the monster is not only the old
lady ghost wha_is killed in '"ﬁir’n-i’ng, but al.éfc;?.h'ﬂ of usywho infringe other’s rights
without any coﬁééiense-th@ugh%ctin@s-aﬁe-mm%theﬁeeﬁle Wwho are killed in the
film, but also all of us who are have our rights infringed by Sb}};eone’s unintentional
doings.

However, the vietims in most Thai hotror films are represented as recipients of
appropriate punishment. They are seen to ‘getting what they deserye’. This is well
represented in Tanit Jitnukul’s films, such as Narok (aka Hell, dir. Tanit Jutnukul,

2005)s and Lbong Khong lrand*2. Vietimsyand monstersyin the films are, thoroughly

followed by their karma; and theirroles are'switched overand over.



101

3.2 Representations of the monster as Otherness in the Thai horror films

Marxist film scholar Robin Wood presents the concept of ‘Otherness’ as it

ﬁt' n to repression and oppression, and of

p/ :alyzes Hollywood horror films,

operates with American culture, of i

how it is characteristically

especially from the 1970 ess, his as been adapted and used in

understanding horrw. Heg I CX%Othemess’ to adapt it to
Thai horror films, and e 1 ‘O ess’ of Thai people, and how this is

related to ‘repression

Dr. Ro n article on “Racism

d on the perceived

their own expressed

lifestyles, or

ven aware that
they do disc11 inate ese criteria. Many do not

see discrimination as a problem as far as they are concerned since they are not
thﬁ‘eﬂoﬁeﬁnﬁmﬁ %a§W zri;ﬁlgﬁ( %1)
Dr. Rom%'so claims that Thais are a&ery conscious of their position within a hierarchy,

L e/
IR T AR EL
lowed to overstep them; th: aviour of tho o do is 1ot acceptable, inviting

retribution. Hence this form of discrimination among Thais is extremely prevalent.

And he further says:
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What is also interesting is the reverse discrimination of the Thai mass media and
entertainment industry in the past decade towards people of mixed Asian and
Caucasian parent-age and now even towards Afro-Asians. It sould be obvious to
most that the Thai public accepts western forms of physical beauty, especially the
Caucasian look, judging from the number off Thai beauty queens, models, movie
stars and singers with these qualities, whichsarc semetimes acquired through

cosmetic surgery.

BecauseThailand was'never colonized by any foreign power during the height
and might of European colenialism in Southeast Asia, Thai society has never been de-
cultured by the imposition of foreign values.and, in fact, Thai people have been quite
successful in preserving and protecting t‘fleir_ culture, religion, traditions and other
values of their natignal heritage.’ This the;"n 1s the foundation of their pride and the
source of unique aspects of Thai nationalisr.ri;.-which is more culturally than ethnically
based (Kapur-Fic, 1998::45). Thus, Thai‘ll’a.ﬁc_l, never faced a challenge of ‘forced
modernization’, with its both positive and nég-a-lt'iv;é aspects, and hence allowed many

modern day problems to go unresolved some even to grow, such as problems related

to women. Therefore, hypothetically the ‘Otherness in Thai lorror films is different

from western and other Asian countries, and it has unique featurgs.
3.2.1 Monstrous Female

Wood explains that in a male-dominated culture, where power, money, law,
and social institutions are controlled by past, presentsand future patriarchs, women as
the Other asstunés particular significance. In patriarchal societies, especially in/ Asian
countries, women’s status in society is relatively inferior to that of men, the anatomy
and capability of women is easily ignored, particularly women’s sexuality. Horror is
one of the least respected genres of cinema, and yet it portrays much of today’s

culture and values within its context.
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In Thai horror films, social structure and norms are well described, moreover,
social problems at the time are mainly the motifs adopted. In political circles, which
have been male-dominated for a long time, a female minister is nominated and many
women are working in high-ranking pesitions in business and government. However,
there are still considerable numbers of young women degenerated into being trifled
with men by their own wishes or unwillingnesse*Monsters in Thai horror films are
mostly female and most of them are séxually abused or murdered by male villains
before becoming a ghost with a'powerful rage. Some of them are based on traditional
old Thai ghost stories, some are adapted from novels and some are influenced by
films from other eountries. _

The most famous/female ghost iﬁ;Illlailand must be Mae Nak Phrakhanong,
which has been revived more than 20 tin&gs through TV and the screens since 1936
when the first Mae Nak ghost appcarcd at the f[heater. This old, legendary ghost is
believed to be a legacy of Thai jculxture. Tociagl, péople merely believe in the existence
of ghosts, however, this ghost story givesa;c: ir.jr.lapression of being a realistic event
because of its actual location afd-the time {0 Wﬁlch it refers. The shrine of Mae Nak is
still located by the Phrakhaﬁoﬁg canal, at Wé{ Méﬂaﬁut, and many people and tourists
visit there to Consele-theii-soriow-aind-untulfiled-love-ii-this ife. In Nang Nak, Mae
Nak appears in a different way from previous films. First, she has short hair, which is
based on historieal evidence that women’s hair style was-short during the 1800s,
while Mae Naks in thesprevious films are long-haired and feminine looking. Unlike
the other female ghosts' with loosen long hair ‘and" raised leyes, she looks more
humanlike.

Besides, female“ghests sthere is angther typerof monstersjthat appeans;in Thai
horror films, which are beautiful 'women who are wholly' human beings, but have
supernatural power by black magic with an evil mind. Similar to witches, not devils,
they are analogous to the cruel evil serial killers in Hollywood horror films, although
they are not usually psychopaths. The way of threat is distinguished from Hollywood

films in that they kill the victims with black magic, such as enchantment, or tearing a



104

cursing dummy. The female monsters in Khon Len Khong, Long Khong land 2 are
examples of this type.

Beauty seems to be one of requirements for female monsters in Thai horror
films. Monstrous women use their beauty to seduce victims, mostly male, so beauty is
a strong power and strategic necessity. Monstious. female in Thai horror films, no
matter whether they are ghost or human, are“beaufiful and sexy. This is, of course,
because most Thai horror films are commercial filins and filmmakers aim for the
effect of star power or geoficism, and, at the same time, this is a reflection of the
repression about beautyrof the present-lpeople in Thai socicty. This repression of
beauty is well reflected in Sual Lak Sai. I‘_\Iqu_ses working at a hospital have some dark
secrets in that they sell hiiman internal o;_gellns. Six female nurses and a male doctor
enthralled by beauty,‘brands, and trends-';in “fashion, kill patients to extract organs
without any feeling of guilty. One of the nurses constantly eats cakes and food, but
before going to bed, she throws- up- all whatj;s-l-;e has eaten in order to maintain her slim
body. Another one among the nulzéés isa so;t(:f bllrand-aholic, she is crazy for brand-
name bags, and in the end she digs covering h@‘_%a;/orite luxury bag in her head.

Many of the womien are shown half élgfﬁéﬁ_ahd hyper-sexualized, taking away
the audience’Sability-to-syinpathize-with-them-because-they-areSeen as less valuable
to society. Classic.slasher films usually show a direct causc and effect link between
sex and death, with murder serving as a symbolic punishmenéfor any kind of immoral
intercourse. This symbolism illustrates a kind of unconscious moral lesson to the
viewer.

Laura Mulvey’s book, ‘Visual Pleasure and Narrative Cinema (1975)’, is one
ofithemost referred tosoureessin feminism studiesIn thissboeks Mulvew; asgues that
mainstream cinema is organized around'a male gazing at and mastery over the-female
body. The women in cinema function as a site of visual pleasure, but at the same time
they are also a source of anxiety for the male spectator. This is because the woman

lacks a penis and therefore represents for the male the possibility of castration. Steve

Neale argues that the horror genre is primarily concerned with anxieties about
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castration. He relates this in particular to the centrality within the genre of the monster,
a figure that in various ways embodies a form of difference which horror narratives
strive to manage and contain: ‘Hence the monster may represent the lack, but
precisely by doing so it in fact functions tto fill the lack with its own presence, thus
coming to function as a fetish, simultaneously representing and disavowing the
problems of sexual differenee at stake’ (Nealey#2004: 356-369). Similarly, Karen
Hollinger argues that the fact of most movie HIONSErs being male is ‘an expression of
the connection between the Lmage of the monster and the filmic representation of
castration anxieties” (Hollinger, 1996: 297).

In the scene in Nang Nak, when Nak cooks dinner for Mak, her beloved
husband, she stretches her arm grossly lép;ger to pick a lime that has fallen on the
ground. Audiences shriek at its grotesqﬁqry,‘fbut it is a very important part of the
movie because Mak realizes that Nak is a gho_st. Nak, who used to be a beautiful
woman in prior scenes, changés ililtO a hor;*i;;ic z;ghost and, at this point, audience are
reminded one more time, that Nak is differen-t.l.:fr.—o_rglshuman beings. The motif of ‘cause
and effect’ throughout Thai hoffoi films redu@e’s'jﬁionstrosity of ghosts to some extent,
or converts into sympathryr to ghosts, but-';l-i-ffé;dli'sm and fantasy of supernatural
macabre inflictioh-of-ghosis-aiouses-aiiinosity-of-audicices or| interacts to provide
indulgence to wrongdoers for audience.

Khon Len-Khong is a legitimate horror film that is quite brutal. The identity of
Boom, who is the maiftscharacter in this film, is not a ghost but a human being.
However, she has supernatural powet from black magic she obtained by asking a
spirit doctor for a kuman thong that was once her baby from a secret lover killed in a
carjaccident /Fhe methodsof killing in these films aresunlike Hollywood-horren films,
buttend to involve'the ones-they were-acquainted with in'a former life, be'they-lovers,
relatives, friends or enemies. Boom is a beautiful young girl, who has a secret love
affair with a married man. She does this for the promotion of her social status and for
money, but not for love. When she gets pregnant, she intends to use her baby to

threaten her lover. However, he does not accept her as his family because he also
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thinks of her as a tool for his sexual desire. She is raped and almost killed by him and
his friends and her revenge begins. She uses her beauty to seduce the man’s son. In
the end she kills all the members of the man’s family. But she also gets punished for
her guilty desire for money and sex. Glen Lewis (2005) notes that the female
temptress as a murderous ghost 1s common in—’zl"_h'ai‘ghost movies, but the twist here is
the element of implied incest when Boom becon;es"iﬁvolved with the family’s eldest
son after her aborted affair with the faﬂ{er. Mia noi (minor wife) remains a common
source of conflict for Thai far_nilies. This film portrays the mammonism of Boom, and
may be a substitlifff‘:ﬂng people, c%pitalism and the scxual desire of the secret
lover, a high rankt 1ddle aged male - and the prejudice against appearance,
polygamy, incest, and t e breakmg “of 0 _tijler social norms, but yet remain deeply

beneath the surface, biding "Ehe_ ‘time to'be }__‘anféd.

ot o
Figure 3.3. Boomf{(;hon Len Khong (2004) / Buppha, Buppha Ratri (2003) / Panor, Long
Khong (2005)

Interestingly, and different from Hollyweod horror films, thesmonsters in Thai
horror films are mostly female, as has been mentioned several times above, and the
victims of outrageous female monsters can also be women in many Thai herror films.
Even if the female monstets ate played, or killed by a'male, in the end the revenge is
often with another woman or another female monster. In the later part of Hian, the
target of the monster in the film switches to the female doctor, who is the mother of

the spirit’s lover and murderer. Interestingly, the film shows that the female monster
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threatening Por, who is the protagonist in the film, in the first part of the movie
diverts to another female monster, not a male, in the later scenes.

Kamjohn Luiyaphong (2006), a Thai film expert, argues that the existence of
female monsters reminds us that we were once living in a matriarchal society where
women were the key players in the social stuucture. This remained until the adoption
of Buddhism and Brahmin dectrines, which shified the power from females to males.
In Thai tradition, a ghost can be a p';otector and an antagonist. But women are
generally chosen to be.wengeful female monsters to represent bad deeds and
misconduct against social nosms. As the'world has evolved, this meaning has become
more fluid. In today's patriarchal society, ;che female image is often portrayed as a
reflection of male desires Male charac‘[eréa lespecially comedians, can verbally tease
female ghosts or even'touch theit breasts.-‘llln many movies today, we still see female
ghosts in see-through pajamas and postures tha‘F suggest sexual rapture. This would
seem to have a tendency to de;/al{le wome;q;é status in society, as well as perpetuate

R
chauvinism. :

; =31,

As with Mae Nak, the féimale ghost W‘H‘odles in pregnancy has often appeared
in Thai horror films. In Hian; directed by Bhancﬁ'f Thongdee, Por is beaten by a drug
dealer and wakes up-ii-a-hospital-to-discovei-that-she-is-pregnant. While there, she is
haunted by a female spirit who was raped and killed while ptegnant. The female spirit
comes out to askefor help to get revenge of her own, but at-the same time, she is a
protector of the baby that Por tried to abort, . Jn Khon Len Khong, directed by Tanit
Jutnukul; Boom is a beautiful young girl, who has a secret love affair with a married
man. When she gets pregnant, she is dumped by her secret lover, and he even tries to
kilh herybutshe loses~henrbabywand hecomes a“vengeful imonster with=supernatural
power through'black 'magic by a spirit“doctor. Buppha Ratritis’also exemplary of a
scary vengeful female ghost who died while pregnant.

Giving birth is the prerogative of women; women are weak, but mothers are

strong. Maternity, thus appears to be another detonator for normal women to become

monstrous in Thai horror films. Pregnancy is one of the most blessed of gifts;
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however, it turns to be an omen for inappropriate couples, such as Boom in Khon Len
Khong. When she gets pregnant, she tries to use her baby to upwardly mobile her
social position. She claims large amount of money from her secret lover. However,
when she loses her unborn baby, het wrath culminates and changes into evil. It is
ambiguous whether her vengeance starts becatise she has lost her baby or because she
has lost the effective means to promote her sociakstatus.

The perpetual gender power stm'égle within society and culture does not allow
the female to overcome the male in physical combat, but the female is in no way as
weak an Other as'the female/olthe Self (Waterhouse, 1996:°36). Women have been
under pressure by Oppressive men, or some‘gi_mes among women, or by discrimination
in favor of men in patriarchal Thai socieiy.l Women who are socially repressed and
physically weak become uncaniy and (igstfactive absolute monsters in the films,
using their beauties and Supernatural powers to commit mayhem or kill the

wrongdoers, but also innocent people: f
ol

do 2 Ao

3.2.2 Male bourgeois —.a

Even if it is-a-inale-dominated-cultuie-colonized-by-bourgeois ideology, the
repression of men.can be as much as for women. A rich man.in the upper class who is
venerable, generous and even good-looking incessantly appears in horror films, not as
a good man, but an wvil doer. In Rongraem Phi, Luang Naruban is a retired
government officer, who is rich “and| respected in the village. Apparently he is a
perfect dteam man, even if he is elderly, and if we take a closer look at his life, after
hisy wife~dieswhe flivesy like+an=ascetic jand rpuritan-<Heweven, jitsis not, difficult to
imagine thatthow hard he has restrained all of his avarice and-desire behind his stoic
life. The movies that have motifs about the eruption of a puritanical person’s
repression, in other words Freud’s “return of repression”, are easily found in stories

about the Catholic priest who becomes a devil in Hollywood films and Park Chan-
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wook’s” latest movie, Bakjwi (aka Thirst, 2009), of a Catholic priest who becoming a
vampire.

Luang Naruban, after his fiancée, Sarapee, runs away with Pun, a young man
in the village, loses all what he has kept for his life, such as honor, faithful and respect.
But he bequeaths his whole fortune to the twosrun away and kills himself, leaving
something of an enigmatic story behind. Whilé hiesdoes not abandon his honor, that is,
the repression of social credit, at the same time, it 1s the beginning of the payoff of his
grudge. Two decades later; hetis teborn as a vengeful ghost and his revenge starts
with the betrayer’s children./Likewise ta}le story in which a monster annihilates the
whole family of.the wiongdoet. tl}e re;,enge over a generation, that is, the unpaid
grudge is expressedithis time by a male méplster.

Thai society is definitely-a hierarcl?ical society, like many others in Asia; the
king represents a father figure, with many ﬁemb;rs of the royal family taking leading
roles at all levels of society. It séems to t;e-;giifﬁcult to be upwardly mobile in Thai
society with some reasons brejmgr -_féligious ‘réis_;r;%ssions and social structure. People
earn more respect with incréasing age, weejl’rﬂ;l_,’__;nd education. As a general rule, a
subordinate listens to, servéé; ’éhdjfollows th.e‘f(-i-i.-rE'IcEibns of his or her superior without
comment or queét@.#n%@&u%upeﬁoﬁakescare of-the subordinate as a mentor
of sorts. To place-ane in relation to another, Thais will ask quéstions that may seem
rude, but are not-micant to be; for example, one may be asked about age, salary, and
marital status.

The bourgeois male in Thai horror film has sometimes been produced as a
violent outlaw. It is hard to classify this type of monsters or criminals to metaphoric

formyofra, ‘returnpofrrepression’, however jit seemsymore; likey veflection of jsocial

problems ‘which happen quite’ often’ in real life. in Khon«ken Kheng, ‘the rich

" One of the most popular film directors in Korea. He is also a director of Old Boy (2003)
which won the Grand Prize of Jury from Cannes Film Festival, and he also won many prizes from

various international film festivals.
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successful married middle-aged man, who has a minor wife, is very violent, immoral,
and a sexual pervert. He commits a crime by raping his minor wife with his group of
friends, tries to murder her and his own baby without compunction. An intelligent and
high-class young man in Ban Phi Sing appears as a monster consumed with so much
jealousy he murders his wife. A young and gompetent doctor is presented as an
erotomania and killer for his.ewn opulence. in Sep aka Achan Yai (aka Cadaver, dir.
Duloisit Niyomkul, 2006) a generous and respected professor and medical doctor in
the university commits murder.and falls in forbidden love with his young student.

Male monsters ia#Thai hotror ﬁlnlls are very brutal and immoral and, although
they do not play.the main part of 1n ma;_ly ’(_)f the narratives, they are contributors to
causing the scary ingidents perpetrated by:t;etnale monsters.

Due to the belief intkarma, which 1§ assumed to come from the Buddhist belief
in ‘cause and effeet’, Thai people rarely eicessively covet other people’s wealth or
situation. They believe what they are—at” prgsent i1s caused by what they did in a

=1

previous life; someone ina better s1tuat10n deserves to be blessed with what they have
because of some good deeds they did in the+; p;ekus lives. If they do something
good in this life, they will be compensated b§; belng ‘reboin in a-better situation in the
next life. Howe[e%atgh@c%amem%se;neone who-is-ii-a-higher rank, a better status,
or is more powetful, is a fearful object. In a hierarchical soeiety, the relationship
between people 48’ subordinative and society is colonized-by bourgeois ideology.
Bourgeois needs an ‘apparatus to control the'proletariat, and under this circumstance,
the proletariat often appeared as' a monster in horror films in the past, such as
Frankenstein in Hollywood film. Yet, while modern Thai society is hierarchical,
people haye beenrchanged=both, inward: andyoutward, and, socialsideglogyralso has
been transformed. In'this prospective, the fact that the bourgeeis is represented as a

monster in the horror films implies that Thai social structure has been meaningfully

changed.
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3.2.3 Other cultures

In Hollywood films, the perpetual vampire Dracula is often referred to as the

,701% Kedall R. Phillips (2005) asserts in
...... but manplnue(ﬂo feewuropem immigrants
who had floo nto i o the First World war. While

re i

igrant, ] ited States, as Bill

exemplary of fear of other culture

his book ‘Projected Fears’ thg\

the war yearn

increase. Wides igrants from the war-
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restrictions opean immigrants, was
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for “Americans”).

ote, no problem, they can
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be 51multaneous‘j

deprived of their true character and- ; if they are

inconveniently closefvﬁave the example ofithe American Indian.Obviously,
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now thatqlle world has been globahzmg and one in As1a knows what has happened in
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From diplomatic history, Thai people have been quite open and permissive to
other cultures. According to Thai tradition, King Ramkhamhaeng of Sukhothai (1279-
1300) was proficient in the art of cultivating friendly relations. He has often been

described as a brilliant diplomat, establishing cordial relations with the Emperor of
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China. By the time of the Bangkok period (from 1782), which coincided with the
period of western colonialism, foreign affairs became an increasingly prominent
feature of the Kingdom's activities, leading to the conclusion of a series of treaties
with foreign powers in the reign of King Mongkut or Rama IV (1851 - 1868).
Western culture had been introduced to Thatland a long time ago, and at present,
Thailand is one of the most popular countries forWwestern tourists to visit, especially
European. Nevertheless, western cultures have tended 1o be treated by Thai people as
morally un-venerable, in particalar, sexually indecent.

In the New Y orkeTimes on Marclll 20, 2007, the title “Xenophobia in Thailand
on the rise’ wass¢posted: As noticed f£on}_ the title, it reported about racism and
xenophobia in Thailand, and gited cases arlgi linterviews from Thais:

)

o

On the southern resort island of: Phuket,-.,r-qads_ide billboards, written in English,
advertise million=dollar condominiums — _‘El}if in a country where a schoolteacher
is lucky to bring home a few hundred dollars é ‘{nonth. In northeastern Thailand,
men from Germany, Switzerland, Britain Eiother Western countries live with
their Thai. wives on rieﬁfl& groomed streets -fil-at‘ stand. out from ramshackle
neighboring=villages.

"T've seefl so many old farangs with young Thai womeén," said Nattaya
Rattanamanee, 31, an accountant working at a hotel on the resort island of Samui,
using the Thai word for Westerners. "These old farangs damage the reputation of

Thailand; they turn Thailand into a'land ofprostitutes." (Fuller, 2007)

Long one of the most open and accommodating destinations for tourists and
busingsspeople iny, Asia, the well-advertised "land of smiles" ‘is showing signs of a
subtle frown directed toward foreigners. “As foreigner crime has increased more and
foreign investors and companies have more power of influence in Thailand during
past decade, there has been a trend that suggests rising economic nationalism," said

Thitinan Pongsudhirak, a professor of political science at Chulalongkorn University
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(2007). Furthermore, as the concepts about foreigners, especially Westerner, are
related to sexuality or sex, sometimes foreigners are blamed for sexual diseases in
Thai horror films.

In Khun Krabi Phi Rabat, by Taweewat Wantha, the insolent farang” played
by Andrew Biggs, is beginning to spread the disecase, SARS No. 4. This disease is
transmitted by a bite from the host, and whoevewis infected becomes a zombie. The
incident mainly happens at a night clﬁ;b, a symbol of western pop culture, where
young Thai people get together and shake their bodies to western rhythms and get
drunk with whisky andedrugs. Slapstic%< and dirty toilet jokes run throughout the
whole story. Asswell, some sort pf “r;,atignalism” 1s represented in the film; for
instance, the “StopsVirus Bullet” made ir} lThailand or the use of the very famous
motto by Thaksin’s govemnment, “Onc "I'“?mbon One Product”. When Thai film is

associated with ‘nationalism’, it is also referred. to ‘Otherness’. For example, farang

Sl g

means foreigners or foreign, éspécially werstlgrn people, used in both good and bad
ways. In particular, SARS No.. 4 is originate(‘l.}gollr}l Africa, and a mosquito, which is
the host of this disease, by chance flies into Thailand by a vessel from Africa. The

L

farang in the film is bmtailsi’fﬁde, and he shoufs insults to his.Thai employees and
neighbors. Afterih@e@m@s%a@%his%paﬁment as-a-blood-thirsty zombie, he starts
chasing his neighbers. Residents become zombies because of him, and his appetite for

blood does not step'at people, but even a snake that a neighber raises.

" The Thais refer to all foreigners living in or visiting the country as “farang. There are many
theories concerning the origin of this word. For example, one theory claims that the word is an Arabic
derivate; second believes that the term was used to refer to the French to whom large territorial
concessions had to be made by King Chulalongkorn in 1893 and 1904 to preserve sovereignty of
Thailand. ‘Farang’ are not treated with what could be called racial discrimination, they are treated just

“differently”. (Kapur-Fic, 1998: 46)
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Figure 3.4. Farang zombie (Andrew Biggs) ua Khun Krabi Phi Rabat (2004)

Kamjohn Luiyapheng (2007), a Thai film-expert, notes that there is political
allegory between phi pob and Tsan (and Lao). In Ban Phi Pob (1989), the protagonist
is an old femaleraged ghose” who scares and startles villagers. Later, the male

protagonist, who is: a"'(ioctor comes from Bangkok to expel the phi pob; however, the

L

phi pob will not gg andy furthermore ‘Constantly spreads her species to younger

women, despite the endeayors of the male protagonists, even a male spirit doctor.

Victory of the phi pob répresents twio meamngs first, the power of female ghosts in

Fad d

Isan society; second, a trlumph over Bangkok Phi pob represents Isan, fighting to
protect the traditional cul_ture’_ofTsan and Lao.T-hl pob, as the female, also represents
- - = :..IFJ

the vulnerable local people iﬁlisrarrcompeti@g"ainst the strong and powerful central

government system, which -is™ the male, pgrtle'tﬂarly from 1987 to 1997, when

Thailand changeé_ into a more industrialized and centralized sfr:cj-ety during what has
been called the"gglden era of Newly Industrialized Countries (N-I(Jis).

Even though Cambodia 1s a neighboring country, their culture is reflected as
‘Other’ in Thai horror films. Cambodian language is spoken by malicious monsters
when they curse the victims (Khon Len Khong), and old Khmer letters are tattooed on
the bodies! of the spirit doctors. In Tamnan Krasue, a Khmer princess, Arawathi,
becomes.a phi krasue living as a, young Thai girlin a small village in Thailand.

La-Tha-Phi is about 1 1 contestants on a reality TV show who must stay in an
abandoned military prison where atrocities took place years before. The film was
controversial because the setting closely matched that of Tuol Sleng Genocide
Museum where the Khmer Rouge in Cambodia tortured prisoners. Cambodian-like

ghosts kill every contestant one by one without clear reasons. The Cambodia
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government remonstrated with the Thai government about this film, which
depreciated Cambodian history and banned its release in Cambodia. The series of Art
of the Devil (Khon Len Khong, Long Khong 1, Long Khong 2) presents Khmer black
magic covering evil deeds. People in the films chant Khmer language to curse and kill
people and incantation to get something they want. This Khmer black magic is
stronger, more dreadful, and evil. A Cambodiansstudent posted an opinion about the

stereotype of Cambodians in Thai movies on 4 community website:

I've watched quite asbit off Thai moviels in the past and some today and what I've
noticed is the Fhai digectors like to stereotype us Khmers as people who use black
magic (asian voedoo).and anything that i.rivolves curse and spells. For example I
was watching thiss moyie called 'P" t{le main character was suppose to be a
Khmer chick ftom a poor small Thai Vililgge who became a bar girl to get money
so she can help her sick grandfnother. SHe-Was-'using magic to get her revenge. In
another movie I watched called Art of ;ch'é Devil 2 the sexy lady teacher was
chanting Khmer words every:time she cast 'TélriJg.fVil spell. T am not trying to stir
anything up but is that how people in Th;_i?nd_ view us? It's not just these two

movies butyin many other Thai movies. I just can't¥mamg them right now

(Thewiseguys2009=Onlife):

Knee (2006) analyzes Pob Wit Sayong, directed by Heamarn Cheatamee,
saying that the film’s référence to foreignness-includes an Afro-Thai character, Kong,
whose face, in'its physical difference, initially scares one of the male protagonists
when he unexpectedly encounters him in a library. While the film’s sexual anxiety is
relatcd £03 among other things, ‘'modérm! téed: sexual ‘maores i ansage ©f AIDS, and
more particularly to female'sexual desire, this anxiety is also linked to a'concern over
foreign socio-cultural influences; not surprising, given that foreign forces are often
held to blame for various modern problems in Thailand in a rage of popular and

governmental discourse. For example, in the eyes of many, foreign media influences
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are the key to the loss of tradition among youth, and foreign money is what has
reshaped Bangkok into a modern metropolis, one teeming with tourists who may
bring negative moral influences, not to mention sexually transmittable diseases. One
linkage the film establishes between sexual panic and the influence of things non-Thai
rests on the fact that one of the first of Ger’sipromiscuous conquests is evidently
Afro-Thai. In one of the film’s many crude,«throwaway gags, Ger pulls out a
magnifying glass to disappointedly exdmine {1 TAN"S genitals once he disrobes; a
gesture that engages racisésstereotypes to simultaneously indicate the lascivious nature

of the young woman’s sexualappetite and links such appetitc with foreignness.

3.2.4 Ethnigigroups

J

Zee-Oui (dir. Nida Suthat Na Ayut‘gﬁaya ?.Ild Burani Ratchachaiyaboon, 2004)
is a horror-thriller film base(i 0;1 a truez s}ory Zee-Oui was a serial killer and
cannibalistic Chinese immigrant to Thailaﬁa:i;l; .}.?46. He, in the film, kills children
and makes soup with their orgafis-and then e?it?them to solve his health problem with
a folk therapy from an unpfdizén traditionai"i.o-éiié;t:. This.middle-aged man, who can
barely speak the*Fhai-languages-iepieseiils-the-iepiession-by Thai people of Chinese
in Thailand. At the present, the ratio of Chinese immigrants-is 14% of population of
Thailand (CIA Werld Factbook, 2010: Online). However,-many Chinese are high
ranking and engaged in“politics, have social'status and commercial supremacy. Most
Chinese tmmigrants are entirely assimilated into Thailand at the moment, but many of
them constitute a Chinese ethnic community, make their own territories in each
proyvince;ssueh, asgY aowarat: inBangkok, rand show=of stheir spower, in#vastrareas in
Thailand.

The period of the background of Zee-Oui is the late 1940s to the early 1950s,
during the period of Field Marshal Plake Phibunsongkram’s premiership (1937-1957),

when Thailand saw the Chinese as an enemy. Thai scholar Sulak Sivarak suggests that

during this period Thai people were taught by Phibulsongkram’s government to hate
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the Chinese because Phibun was trying to increase the solidarity of the Thai race and
create the belief that Thailand was a great nation (Siwalak, 1999: 104). It has only
been in the past ten years that the government has allowed the teaching of putonghua
or Mandarin Chinese. After more than half a century of suppression, the government
is now enthusiastically promoting the teaching of what was once called the
“communist language”, requiring at least 5,000 language teachers from China (Kavi
Chongkittavorn, 2007: Online).

Wood’s notion thatacceptance can be in either of two ways: either they keep
to their ghettoes and don’t treuble us Witlh their “otherness,” or they behave as we do
and become replieas of the good bourge;_)is}_their otherness being reduced to the one
unfortunate differenee of.color. For exami_)}é, we are more likely to invite a Pakistani
to dinner if he dresses in a busiiess suit -(;198'6). Interestingly, Zee-Oui is a Chinese
immigrant, but hes a poor proletariat with‘out any good skill or ability, cannot even
speak the Thai language ‘well, having noth}ng but his body. The reason why he
became cannibalistic was owing to Chlnese fo].k’] remedy that if one eats children’s

alllt™

organs, one can get a strong body, or-it-cam eure some kinds of disease. Thai people

I --__|_ -

feel aversion to.him as “Othef.”

3.2.5 Homosexuality and bisexuality

Thailand has'been labeled a ‘gay paradise’ in Asia. It is easy to see ‘katoei
(nzwnel)” | in the street, as well as the “Miss Tiffany’ beauty contest for transgender
people every year. Many famous katoei actors (or actresses) and scholars appear on
TVirand many, mevies havingrhomogexuadlsfas @, main thémethave been released in
Thailand. Nonetheless, the“status ‘of 'sexual minorities seems-as tenuous as-ever, as

they are restricted from social systems and often have to struggle for identity.

* . .
Men dressing and acting as women



118

Thailand, at least in Bangkok, seems quite open to acceptance; however, stereotypes
are perpetuated on TV or films where they are portrayed as nothing but a flock of
facetious and loud people; although, in a positive way, they are mostly the friend of
the main actress, caring for and assisting the protagonist.

Although homosexuality is considered abnormal by many people under the
mainstream concept of sexuality, it was neitheraegarded as serious misconduct nor
subject to severe punishment in Thai hi§tory. Homosexuality was prone to gossip and
gentle ridicule rather tham scrious penalties or death sentences, according to the
foreign memoirs. A number of Siamese court ladies werc lesbian, but faced no
penalty. A law isSued during the reign‘_ofJ King Rama V' (1868 to 1910) imposed
punishment for sodemy by men against wérﬁen, not between men and men, according
to Chalidaporn’s research (Pichaya Svasti,-"j arwary 2009).

The questioning of the ambivalcncé:_‘and contrast in 1deology of homosexuality

is how gay, lesbian and bisexual people COL{}d be “the other” in this ‘gay paradise’.

| il ' il
Peter A. Jackson and’ Gerard Sullivan (2099) explain the social context of

alllt™

homosexuality in Thailand that: —
In parallebwith-Thailand’s-iapid-cconomic.developmentthe Thai gay subculture
has also bl6omed in the past decade and a half. In 1997 almost 20 monthly Thai
language gay magazines competed on newsstands across the country, and also in
1997 the first edition of an English language magazine for lesbians and gay men
was, published in Bangkok. Wiile tolerated in ¢ertain contextsy male.and female
homosexuality femains unacceptable behaviors'in Thailand. Jackson (1989, 1995)
has described the psychological, interpersonal andssocial difficulties faced by
Thai homosexual and transgendered men and has developed'an accountiof anti-
homosexual sanctions in Thailand. These are not based on legal or religious
interdictions as in the West, but rather on cultural norms of appropriate and
inappropriate masculine or feminine behaviors..... While there is no gay, lesbian
or transgender rights movement in Thailand, some gay and lesbian organizations

have been formed in established the Fraternity for AIDS Cessation in Thailand,
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or FACT, which conducted HIV/AIDS education activities among gay men. Also
in the early 1990s, Anjana Suvarnanonda and a small group of other Thai lesbians
established the Anjaree group to give a public voice to issues concerning Thai
lesbians and to organize social activities for isolated “women-loving women”,

and now has several hundred members throughout Thailand.

Jackson also adds in his books ‘Dear Uncle Go: Male Homosexuality in
Thailand (1995)’ thatfrom thelate 1980s, Thailand suddenly emerged as a “shock-
horror” country with"HI\g#thus, /AIDS| provided a focus for the previously diffuse
anti-homosexual sentiments, /as homo;exual men were publicly labeled as the
“source” or “origin” of HIV infection.in Thailand. A number of Buddhist writers were
involved in this stigmatization of ’homoseg;lal‘ men, drawing on Buddhist teachings to
construct arguments against homosexualf_'lty t-hat confributed to the fear and angst
surrounding much public discussion of HIV‘/A’ID'S in the country in the late 1980s.

There has not been any legal "'sén(:_tion or relevant laws relating to
homosexuality in Thailand. Presumably, the}_ﬁ-%;;fﬁ.f)er of homosexual has increased as
their voices have been loudei at-present. Howzvéﬁ,-as long as relevant laws to protect
homosexual rights have not been established, we will contintie to see transgenders
crying at the ph;yéical examination for the army, and homoéexuals will live as ‘the
other’. 7

Recent Tl;ai horror films express homosexuality relatively directly or
indecently, atid mdie sefiously. According to-Aniicke Smelik(2000);-homosexuality in
cinema has becn thére since the movies began. Homoséxual characters could be seen
in films — as they still can be today. However, theitspresence has characteristically
been coded, while gay characters have been taunted, ridiculed, silenced, pathologized,
and more often than not killed off in the last reel. Smelik refer to Dyer’s stereotypes
explaining that stereotyping works in society both to establish and to maintain the
hegemony of the dominant group (heterosexual white men) and to marginalize and

exclude other social groups (homosexuals, blacks, women, the working class).
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Stereotypes, then, produce sharp oppositions between social groups in order to
maintain clear boundaries between them.

Koi Thoe Gay, a parody of Koi Thoe Yom and Brokeback Mountain (2005)
directed by Ang Lee, is Yuthlert Sippapak’s recent comedy-horror film. Two
homosexual couples appear in the film, one is asmale couple and the other is female.
Udd and Yai are a gay male eouple who love:cowboy movies and move from the city
to a rural area to have a more intimate,Jmstic setting for their relationship. However,
Udd then finds that Yai isthavang an affair with Tangmo, a local woman who has a
lesbian lover, Jenny. Neither Yai nor 'll"angmo arc aware of either of their sexual
histories, but Udd disgovers the affai£_ e&r_ld plans to have anal sex with Yai’s
grandfather out of sévenge. However, noL_r;el of them know that the grandfather is a
zombie and lives with some scary spirits-.';lBésides homosexuality, there is the age’s
sexuality expressed by Yai’s grandfather. -

Unlike comedy films -in- which ih;mésexuality is lascivious, ridiculous,
misbegotten, homosexuality in lel:éﬁ horror t:';lrr-;s ’]r.s:presents the grave, normative, and
to some extent the insatiable:, although conﬁl‘}?—l‘;orror such as Koi Thoe Gay is as
much a comedy as a horior. Phi Khon.:'fli’-éﬁ'; (aka The Victim, dir. Monthon
Arayangkoon,2006)-is-a-labysinthine-ghost-inovie~Ainong-tht 1tertwined stories in
the film, female doctor Fai, who loves actress Min, manifests herself as a killer of Min,
whom she loves,=due to jealousy. This lesbian killer is shown as sophisticated, rich,
and intelligent, but at thessame time self-indulgént and morbid.

In Suai_Lak Sal, three same-sex or bisexual couples appear; a female-female
couple, amale-male couple and transgender female-male couple. Tawan who is killed
byrsix’ nursesmincluding her own sistery andyherylover, (Dry Ta, jbecomes, agvengeful
ghost, but'surprisingly she ‘was'a male homosexual who 'had a-sex change se-that he
could marry Dr. Ta. With that ambiguous sexual identity, the ghost of Tawan looks

something hermaphroditic with elusive features, plus part Japanese horror cartoon

character. The ghost Tawan is not she or he, but a creature with asexuality.
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Nuch, in Long Khong, is coupled with Te, as high school girlfriends. This
lesbian couple is the first target of the monstrous woman, Panor, their teacher. Unlike
the other victims, the reason why Nuch and Te are killed by Panor is not clear, except
perhaps because Nuch wears low-cut tops and short pants, with colorful manicured
long fingernails, and she is a lesbian. T¢ and#Nuch are not monster in the film,
however, they are social mores breakers, at least.éhfough the eyes of teacher Panor, so
that is why they die by the monster. Even though they are only victims, the film
focuses on the homosexuality©0f this young lesbian couple and implies this as the
reason why they are killed, and it might represent that homosexuality is the fatalist

factor among ‘Otherness#in present Thai society.
3.2.6 Children

As with women, chlldren: are-also -;elatlvely weak in physical and social
position. As Wood notes, children are the rr-:os—t oppressed population; the repression
of children must be as much asthéir oppresswn Not only in Thailand, but universally,
children are under the shadow of adults because “children are still growing and their
mental and physiCal-states-aie-quite-changeable-and-unstable. They are young enough
not to know good.and bad, right and wrong, that is why they are often involved in
crimes such as -a<drug trafficking and prostitution. The*exact number of child-
prostitutes in Thailand ismot known, but Thailand’s Health System Research Institute
reports that children make up 40% of prostitutes in'Thailand.

However, poor and isolated children have not been adapted in the Thai horror
filmgyChildren, who haveappeared agya monsteroryasmediumyin the horsor films are
school boys,not girls as of-yet, or-otherwise,'as an unborn‘baby aborted before their
naturally birth.

Children have figured prominently in horror film as ghosts. Dek Ho, directed

by Songyos Sukmakanan, contains a very familiar ghost story about a school dorm

where a child ghost is hovering about. In Koi Thoe Yom by Yongyooth Thongkonthun,
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an unborn baby ghost startles the village people by wandering around the village
where his biological father lives as a head monk. Yan Sang Tai, directed by Paween
Purikitpanya, which is one episode of Si Phraeng (aka 4bia, 2008), also tells the story

of a school boy’s curses, a boy wh bullied by a group of friends at school.

;ﬁ in Thai horror films are mostly
used b A y their parents, or discarded
before being bomw becgse thmr they want to be loved.
Children monsters in Thaishots /. Ir - family problems; domineering

father, blindly lov ' il i If er or sisters. Direct or indirect

Children, or babies

victims of adults. They w

experience in sex in'a child’s gro i ild’s unconsciousness,

house one night. I e *that ad to hatred regarding his

e T 1
father and, later at the ( 7 e om a boy ghost hanging

- ‘.""ll:l" e -
CE)st childre;f"ﬁp'ﬁe“é"l‘ because onely, they need to talk, and
II g (1

harm people.

want to be ta

much as adult mj ers or hor onster in The Letter Khian

Song Khon Tali, waits until the victims grow up, the victims‘are classmates when they

were youni and the ﬂcﬂer was their victint’at that time. This movie depicts the ugly
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3.2.7 Machines and New technology

“The Industrial Revolution and its consequence have been a disaster for the human

race.” — Ted, Kaczynski

In modern society, everything changcs with'Super-rapidity attributed to new
technology, especially-IF:Sometimes a day equals-a~year and not knowing about a
new model of mobile phonesnew IT term, or the latest internet feature, means you are
a lame duck, or you are wréated as a‘hopelessly out-of-date person. It is no doubt that
many people have technology phobia, l‘Fechnophobia, which has been observed to
affect various societies and commi;nities-‘_’t_‘ﬁéough the world. In some of these cases,
the new technologies conflict with:estaﬁlishgd beliefs, such as personal values of
simplicity and modest lifestyles. Franken?:ie_in is an example frequently selected of a
movie that expresses this techh-.op;}-lobia id&é;l?:“;f-lat 1S unknown can give anxiety and
fears to people and offer ideas fora horror ﬁfm‘motlf

Another anxiety has :érow-n up togetﬁé;;{th the development of technology;

alienation. The more the depen’déncy on machine civilization has grown, the weaker

human relationSﬁips have become. Modern people spend-most.of their time with a

computer, chatting with friends on-line, working with compﬁferized systems, and
even seeing movies and TV shows through the computer monitor alone in their own
rooms. Modern people live with their mobile phone, talking to friends all day, and
even while sleeping, holding their mobile phones in their hands.

Semething invisible manifested through photographs is quite a familiar story.
Long.ago, when the cameras were fitst introduced, people.believed. that.the .machine

would deprive the'soul of someone who, had their photo taken. Some people believed

" Dr. Theodore John "Ted" Kaczynski (born May 22, 1942), also known as the Unabomber
(University and Airline Bomber), is an American mathematician and sociel critic, who engaged in a

mail bombing spree that spanned nearly 20 years, killing three people and injuring 23 others.
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that the camera could take the apparition of dead people. On account of these ideas
about machines which makes images, such as TV, video camera, and still camera,
many horror films with these machines as a motif to arouse fear have been produced,
e.g., Ringu (1998), One Missed Call (2007), The Phone (2002), with the movie Ringu
becoming a textbook of this kind of horror filmaIn Thai horror films, Shutter Kot Tit
Winyan (2004) is a movie that takes the camera.as'a motif, with a grudged ghost that
appears through photos. 4

In Ngao (aka Happiness) directed by Yongyooth Thongkonthun, another
episode of Si Phraeng, a'ghost turs upivia a mobile phone. The film brings up two
motifs of fear; the relationship between hugl_lan and machine, in this case the mobile
phone, and the solitude of humans in mocl@rln city life. A young woman, stuck in her
apartment due to a cast on her/leg, commﬁpic*aites with the outside world via a mobile
phone and text messages. The mobile phoné, her only friend in this situation, however,
suddenly turns into a monster through an 1nv1§1ble spirit that has a young man’s voice.
The enigmatic voice thatdefines itself as a f:;le—n,d appeals to her loneliness and drags
her to death in the end so that'theéy can be ﬁends forever. From the Thai belief in

“ghosts everywhere”, now thére isa ghost connecf’ed via the mobile phone.

Despite all-the-positive-aspects-that-science-has-piovided for humanity, there is
still an inherent distrust towards members of the scientific community. There is just
something about-s¢ientifically minded or medically minded-people that strike an ill
chord with the lesser-edtieated people of the world. Cloning: Khon Copy Khon (1999)
is about scientific advancement in pursuit of human experiment. Cloning experiments
are one Of the most controversial topics at the present time, with two separate ideas;
one @eclaimgrthat it is“thesfuturestechnologyfor-humankind, and the, other opposes it
being" unethical and inhuman. “Even “though many agree-that cloning'«is high
technology for future human life, the fear of the side effects is inevitable. This fear of
future technology induces Niwat, a computer programmer and victim of an illegal

cloning experiment to fight with the other Niwat, M7, Niwat’s clone. This catastrophe

starts with Dr. George, the creator himself, and soon involves others who are not
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within the parameters of the experiment. But there is Somjate behind the illegal
scientific experiment, the owner of a hospital, who wants to maximize profit from the
cloning.

The belief that science is dangerous is as central to the horror movie as is a
belief in the malevolent inclinations of ghosts, ghouls, vampires and zombies. Tudor
analyzed Hollywood horror movies and found.that science is postited as a primary
source of disorder, and many horror films are given flesh in the person of a ‘mad

scientist’ (Tudor, 1989: 133).

3.3 Summary

Monsters it That hotror films are Tnostl_y ghosts and mainly female ghosts.
Although not as frequently as rfenrqale ghos_t:s-;, male ghosts also appear, and recently
gay people have often appeared in horror ﬁlins‘ aﬁ.__rnonsters. In Thai belief, a ghost is
more complicated and unique; father than wh: jt,;is usually conceived of as a dead
person or an apparition. A ghOSt i Thai mea-ri-.iﬁ;g:fﬁcludes bestial. human (half-human,
half-animal), Spifits-of-natuiesuch-as-a-tice~and-soine-spiritvial places, such as a
haunted house, as.well as dead people or apparitions. Diabolic humans appear in
recent film, and their brutality and evil doings are extreme and grotesque.

Elaborating on Weod’s ‘the Otherness’;'seven types of ‘the Otherness’ of Thai
society, that appear in Thai horror film are examined in this study; female, bourgeois
men, other culture, ethnic groups, children, homosexuals, and new technology and
machines:

Monsters in Thai horror filmsthave originated from ‘the-past. 'That means that
monsters appear from what they have done or what they have been in the past, and
this is thoroughly relevant to Buddhist belief, such as karma. For that reason, the

characteristics of monsters are ambiguous. For example, physically weaker women

are mostly victims in the human world, but they can become monsters after death.
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Thus, for whatever reasons that women become monsters, women usually play an evil
role. Nevertheless, men do not always play the good part. Men in many horror films

survive until the end, even though they are bad and wrongdoers.
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Chapter IV
Social/political and cultural contexts represented in Thai horror film

“The history of the horror film is essentially a history of anxiety in the twentieth

century.”” (Paul'Wells,;2000)

“Horror films are our coIIecti\Le nightmares.” (Robin Wood, 1986)

Upon enteringsthe 21st century, the most effective theme in horror film is the
fear and anxiety of the fastimetamorphosis caused by technelogical development and
the unforeseen resulis  from  the information and communication technological
revolution. In the'late 4990s, ‘apocalyptic phenomena, along with the fear of the
millennium, such as “Y2K Bug”, had &en;endous influence all over the world.
Predictions of its potential effects ranged from disabled financial institutions and
failures of essential infrastructuré  services ﬁ_)_,the utter collapse of modern society.
Some took the predictions of technological}féﬂljfe even more seriously and many
apocalyptic films were prrordruced reﬂect_@: f_h_e_se predictions (Phillips, 2005;
Hutchings, 2004), ) o

Howe\}er, the millennium or apocalyptic phenomena did ﬁot have much effect
on Thai horror film because of two definite reasons; first, given that the state religion
of Thailand is Bﬁddhism, there is a different cosmology from the apocalypse of
Christianity jand Fhailand efficially uses the Buddhist; calendar inwdaily life, even
though the computerized business.and banking systems: still'had to suffer the anxiety
from the “Y2K Bug”; second, ASia, including Thailand, had its own jparticular
problem, thatws,sthe 1997 Asian financial ctisis — sometimes.called the 1997 IMF.
Most Asian countries suffered from this economic crisis for several years, with the
1997 IMF leaving a mark of trauma on every genre of film. For example, Tum, in

Ruang Talok 69 (aka 6ixtynin9 1999), directed by Pen-ek Ratanaruang, is fired from a

financial cooperation during the 1997 IMF and gets involved in dirty crime; Satang
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(2000), by Bandit Rittakol, reflects people in adversity and poverty overcoming the
hardship; the purpose of the film was to console and cheer up the people in the hard
time of the 1997 IMF (Production note, 2000: Online). In addition, many other films
that were produced during the years shortly after the economic crisis reflect the 1997
IMF trauma.

By 2001, Thailand had recovered from the financial crisis and the Thai film
industry also revived from its recession. Since 2003, an average of 45 films have been
released per year — altheugh.the number of films produced has been much less
compared with the 100 films produced iln the earlier period. However, film scholars
and critics assertsthat Thai film signiﬁc:';m‘gly developed 1n its cinematic technology
and the narratives of the film, which wa§_1. allso a change from the earlier period. As
film critic Nanthakhwang mentions, “Noi'y the bubble in the Thai film industry has
gone, and only what is essential is 1eft” (In't_érviev_v, 2005).

A burst of Thai horror ﬁ]m started W}th .Nonzee’s Nang Nak in 1999, which,
coming together with the econoﬁ}ﬁc revival-:.:;o;l?]tlilnued its popularity. The narrative
trend of Thai horror film from 1999 to theﬁi}; 2000s can be said to have follow
“tradition” or “nostalgia”.iBﬁ't' since 2004,.%ﬁ51';1_16rr0r film began to have various
cinematic styles and-nairativess-with-moie-individual-issues-iathet than political issues,
such as “Otherness? from gender and sexuality. Thai horror films have become more
serious and grotesque, the laughing matter having been gradually deflated from the
horror films. Many filmrseholars and critics agree that this is because Thai horror film
has been influenced by Japan, Koreajand Hong Kong horrot films, owing to brisk
cultural exchanges among Asian countries as a part of Pan-Asianism.

Meanwhiley domestie politicalyturmoil eontinuedyand the geonemicysituation
was poor ' for years after the“economic revival' from the' 1997 IME: In ‘addition,
catastrophic natural disasters, such as the 2004 tsunami, floods year after year, and

pandemic diseases, such as SARS and avian flu, have had significant impact. The

anxiety and fear of the people for not only national crises, but also small and large
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social crimes and immoral incidents have continued to increase with these anxieties

and fears assumed to be reflected in horror films in one way or another.

In this chapter, I scrutinize so¢ial and cultural contexts, including the
economic crisis and political issues, in some outstanding Thai horror films; Nang Nak,
Phi Sam Baht, Rongraem Phi, Buppha Ratriy Takhian, Khun Krabi Phi Rabat, Long
Khong 1 and 2, Bang Phi Sing, Faet, Ban Phi-Poeband Si Phraeng, and examine how

these issues are represented along with the allegorical relationship between them.

4.1 Trauma from the 1997 economic crié_is
- Nang Nak(1999) / Ph! Sam Baht (2001) / Rongraem Phi (2002)

i

Bak Moon-im (2006) élai:ms that thp IME trauma opened the door to the
imagination of another horror world WhichJi:s-—di.ijferent from before the IMF. Asian
countries under the IMF managément systemﬁ(jir ;0 change and transform their socio-
economic and political sysférﬁé; The IMF ur;g;-c-i;r'é;f_or'm of the pelitical system and the
restructuring of the-deimestic-econoiiic-systeii-As-well-people needed to adjust to
the globalization of the world economy. Reform and restructuring inevitably served to
cut excess from the existing systems, which brought fear and anxiety to the people.
This restructuring or re€organization has beén'represented in contemporary Korean
horror films.

The Findings reveal that the economic crisis of 1997 caused the high
popularity, in=honrergsmoyie+ production: [The ;,economig; erisis phas, alse, stimulated
patriotism, a-revival of the-past ‘and ‘the values of locality ‘that'have been presented
through various forms as well as an upward trend towards the cult of god and holy
being worshipped in the country. This phenomenon is directly relevant to the content

of Thai horror movies which have been made according to tales and stories of local

beliefs. The insertion of local beliefs, folklore and culture in various aspects was
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aimed at demonstrating the identity of locality and Thainess. This is also applicable to
the content of the supernatural made in response to the public favor of the mentioned
period (Thanatat Khongthong, 2008). In the same context, Hiiemde explains the
function of legend in her article, saying that legends present us a complex system for
manoeuvring around the world filled with mythological dangers. Narrative samples
with frightening ending should prevent a persem”from repeating the condemnable
deed, helping thereby to escape a sitnilar punishment, whereas legends that end
happily for the main charactciillustrate the need to follow certain moral standards.
The aim of the legends, ebvigusly,is to rrllediate something more and not just imitate a
real situation — the nagratiyes jace interbrqt_ations or elaborations of facts and can
become accepted and understood in tradiﬁ_gtllal narrative communication only as such
(Hiiemée, 2004: 65-80). During the perio-'ﬁl of hardship, it is natural phenomenon to
consolidate morality and mores, and parad@iicall_y horror films are used to reduce fear
and anxiety in accordance with -leg-end or foil{}oré narratives.

According to May Adadol Ingawanlj (2007) from the late 1990s to the early
2000s, history flooded commercial Thai c1nemé as never before. In general, Ingawanij
situates the heritage films Teleased after the' 199’7 economic crisis as a symptom of
what political theerists—Kasian-Tejapitas—conceptualizes—as’ the schizophrenia of
Thailand’s culturally hegemonic bourgeois strata: the urban white-collar middle class
who simultaneously yearn for Thainess and global prestige-in globalization (Kasian,
1996).

Since/the late 1990s until the early 2000s, epic and mythological films became
increasingly prominent in Thailand. Nonzee’s 2499 Anthaphan Khrong Meuang (aka
DangyBaileysand Young Gangsters; 1997)pwhichwwasya bigihityat the bex-office after
the long term recession of ‘Thai ‘film-industry, is the story of+Thai ‘gangsters'in the
1950s. Many film studies have touched upon ‘Thai nationalism’ and ‘Thai identity’ as
an issue from an academic standpoint. In the late 1990s, when the economic crisis
swept over the country, the Thai film industry attained its renaissance and ‘Thai

nationalism’ became increasingly visible. Thanit Jutnujkul’s Bangrajan was released
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in late 2000, just prior to the January 2001 national election. Bangrajan was based on
the brave, but vain, battle by the villagers of Bangrajan who fought against Burmese
invaders in the war of 1767, prior to the sacking of the capital at Ayutthaya (Sunait,
2000). Bangrachan rapidly became a success, grossing more than 150 million baht
and it became the largest box office earnings of any Thai film up to that time. The
success of Bangrachan was soon overshadowed by the long-awaited release of
another historical epic, Suriyothai by Than Mui (M.C. Chatri Chalerm). Costing 400
million baht, the epic filmswas«the most costly and ambitious Thai movie ever made.
The film received unpreeedented official support, as well as one of the most costly
marketing campaigns ingThai filn history. _§_uriyothai earned 500 million baht at the
box office and set'a new box office f;qc;eipt record. These two films are both
nationalistic in their orientation and both éiln be read as warnings about the danger of
national disunity (Glen, 2003). Ong-Bak, a'jﬁlm a_bout ‘muay Thai (Thai boxing)’, was
released in 2003. This very Theli f";lm was a Eug.e suceess in many countries, creating
a ‘muay Thai’ boom worldwide, making To-ily— Je}% a world star with this film. In the
same year, Fan Chan by six new directors, v&‘a’sjéﬁbox—ofﬁce hit, bring up a nostalgic
look back at the childhood fr’féhdship of a boyan"d a girl.growing up in a small town
in Nakhon Sawan piovinee-ii-the-1.980s:

With respeet to the horror film genre, starting with-Nang Nak in 1999, the
stories of legendary Thai ghosts, folktales, and old familiar ghost stories were revived
through the screen; forsexamples, Phi Sam Baht (2001): three ghost stories which are
very familiat to Thais; Tamnan Krasue (aka Demonic Beauty, dir. Bin Bunluerit,
2002), a"phi krasue story, Phi Hua Khat 2 (2004), the first version of which was
released-in 1980; Rongraem-Phiv(2002), based on,ahorrormoyelfrom the, 1970s, first
produced on-film and released’m-1975; Takhian (dir. Chalerm’ Wongpim, 2003), a
female ghost who haunts a Takhian tree and produced as a film many times before;
Tukae Phi (aka Lizard Woman, dir. Manop Udomdej, 2004), based on a horror novel,
the first film being released in 1969.
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- N .
Figure 4.1. Rongraem Phi (2002) / Phi Hua Khat (2004) / Tamnan Krasue (2002) / Tukae Phi
(2004)

\
As well as'the gestoration of horror film, Thai films revived along with

Thainess in the pemod of this co}ljlectiv-el ‘:'rauma, 1.e., when the IMF management
system was imposed. The 1997 ecorilomid._l crisis started in Thailand and then rapidly
spread over Asia. Many people lost ‘their' ;robs during 1997 to 1998 because of the
financial crisis. Therefore, this econom1c GTJS}S éreated the product of ‘fear’ and there
must have been some heahng treatment fo.r Tflal people to strengthen Thai national
unity. As Kendall (2005) has noted when the—euiture is in turmoil, for some reason

audiences flock to the hotter” filin. Perhaps',‘-'&uﬁﬁg these times of general social

anxiety, the horr_br film functions to shock its audience-out oi: their anxiety. Anxiety
tends to promote-a sense of helpless fear, while on the oth,er’lhand, it provides an
impetus for change. In this sense, horror’s encounter with Thainess might have been
the best choice for the time. Horror films were produced during the Great Depression,
with thefimplication being that the. films offeted an escape into an unreal world away

from the'dépredations of a grim economic reality (Hutching, 2004).
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4.1.1 Economic contexts

At the start of the 1990s, a combination of trade expansion, private investment,
and tourism provided powerful driving forces that gave Thailand three consecutive
years of double-digit economic growth. However, the economy began to slow down
toward the mid 1990s as a result of unsustamable exports and tough competition in
the world market. In the late 1990s, Thailand’s economy suddenly faltered under its
heavy financial burden —.expost growth almost came to a standstill, the international
financial position worsened,sthe baht v‘Yeakened, and Thailand went into its worst
recession in recent history. By early 199i,7, ;[he Thai economy was in serious crisis in
many areas. Several shout and long term :ry(laasures were introduced to revive certain
sectors and slow the decline of others. Ecc;'}loﬂiic growth for 1997 was estimated to be
negative and forecasts for 1998 suggest a GDP dechne of 7-8 percent. A $17.2 billion
loan was arranged through the Intematlonall Monetary Fund (IMF), along with a
reform package aimed jat macroeconomlc jst-ellbl}hzatlon and to tackle the serious
problems of the financial instittions. As rep@;é{l :by the Ministry of Labor and Social
Welfare, more than half of the workers who ‘had' Been laid off by October 1997 were
women. Unemplpymeg%@*emdmxg%h%@asonally inactive-daborforce, is estimated to
have risen to 1.1 million persons in August 1998, up from 293,000 persons in August
1997. Since mostof the jobs lost came from labor-intensive #adustries such as textiles,
garments, shoes and'leather goods, a high prépértion of the unemployed were women.
Between January and October 1997, 647 Thai companies reported 32,214 layoffs. Of
those companies, 181 cited a permanent shutdown of operations, 44 cited temporary

shutdowns and 130 sblamed ity on guts piny production; (Eneyelopedias ofsNations

Thailand Poverty and Wealih, ‘Online). ‘After the 1997-1998 currency erisis,-millions

* Asian Development Bank [Online], 1998. Source www.adb.org; Thailand Development

Research Institute [Online], 2001 Source www.tdri.or.th; Pasuk Phongpaichit and Chris Baker,
Thailand: Economy and Politics (UK: Oxford University Press, 2002).
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of people were unemployed and impoverished and it was not until 2001 that Thailand
regained momentum over the baht and economy. Restructuring and reform were
undertaken by every level of society. The Prime Minister Chuan Leekpai of the
Democratic Party was discredited with the 1997 economic crisis, and in the 2001

election, Thaksin Shinawatra replaced him.

4.1.2 Cultural contexts

1) ThesNostalgicturn
|

Disappointment of the present n{akf:_s us look back to the past; instability of
the present makes the past beautiful. NoE;cailgia films portray the past as a simpler,
purer, and more wholgsome time. Memorf‘gs of the past carry with audiences not only
a strange juxtaposition of present and past, but also bring an inherent sense of loss.
Whether memories of joyous e-ven-ts oL gri%\;éu; moments, the act of remembering is
always an experience of the distance betwéeJIE :\IN:_I’l]eﬂre we are now and where we were
then. The term ‘nostalgia’ Has—overtones &f:é*éﬂaration between ‘there in the past’
and ‘here in the present’; in other words, nbgféi'g‘ié is based upon the premise of the
overt contrast'between.the past.and the present. Infact according to western studies,
the reason why the notion of this word as a kind of disease changed into a term of
psychological status is because of rapid severance of rural.and urban, tradition and
modernity due to the'medernization process (Moon, n.d.: 328-350).

Anchalee states that the new-generation directors of New Thai cinema, who
started to émerge a few months before the Asian economic crisis in 1997, represent
the, Asian,values in their worksy.on the sutfacesthis-generation tends tosbreaks up of

the Thai film culture, but at the'same time, they always call.for the secking of the

perfect family, home and the longing for the good old days (2006). For example,
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Nang Nak bears the aesthetic logic of the nostalgia film in Fredric Jameson’s
definition (Anchalee Chaiworaporn, 1999; 2000). Its aesthetics are not
representational as such, but consists of the de-differentiated combination of an array
of ‘texts’ signifying either the boran, the national geist, or both and is in anticipation
of the spectator who is now inscribed as beinggSimultaneously, both ‘modern Thai’
and the ‘virtual tourist’ (May Adadol Ingawani], 2007).

J

2) Escapisim

A Chicago writer swrote’ an intéresting article about how escapist movies
become more appealing in@ bad economy (Latham, 2008). It is commonly accepted
that in times of hardship we turn to fantasf'y films and fiction for succor. There is the
popular cliché in times of gconomic gldj"(lm,- people turn to "escapism". In 1930s
America, so the cliché goes, people flocked tothe cinema and theatre to forget their
misery in brash, bright musicals and ﬁlmé—;’J{Z\ﬂl_ile horror has received much critical
attention, other types of fantasy are often rejﬁe?d‘..és being merely "escapist”" — a term
generally associated with Wf(?fks of art that ;q;e_'-ié not supposed to take seriously. In
this regard, most fantasy films are considéred escapist because they temporarily
transport Viewerﬁ to impossible worlds and provide unrealistic splutions to problems.
Fantasy films are defined to be films with fantastic themes, usually involving magic,

supernatural events, make-believe creatures, or exotic fantasy worlds. What is

" Jameson is a literary critic who equates the nostalgic turn in 1970s cinema with a tendency
towards cultural pastiche — the combination of old images and thémes — that signaled the*failure of the
generation’s| inventiveness. The way nostalgia film' or la mode rétro represents theypast-for us in
hyperstylized ways (the 50s in George Lucas's American Griffitti; the Ttalian 1930s in Roman
Polanski's Chinatown); in such works we approach "the 'past' through stylistic connotation, conveying
'pastness' by the glossy qualities of the image, and '1930s-ness' or '1950s-ness' by the attributes of
fashion". The "history of aesthetic styles" thus "displaces 'real' history". Jameson sees this situation as a
"symptom of the waning of our historicity, of our lived possibility of experiencing history in some

active way."
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different for horror films is that horror films include ‘threat’ and ‘impurity’, according
to Noél Carroll’s notion.

In this respect, most Thai horror films are combined with elements of fantasy
in that Thai horror films are mainly compeose of supernatural ghosts, uncanny powers
and mythical creatures, such as pret (1U36) Réstoration of horror film during the
economic crisis in Thailand, thus, had more‘meaning in that Thai horror films from
1999 to the early 2000s implied ‘escapigi’ narratives.

In an article in the'Bangkok Post, Kong Rithdee introduces the term "Village
Escapist Cinema" to deseribe the movie;cf put out by Phranakorn Film, the makers of
such contemporary classics as Phi Hau I%hg_t 2 . Hua Lut Family”, Luang Phi Teng",
Luang Phi Teng 2" Taeq/Te Tin Raboet g_nd Khrobkhrua Tua Dam’. The company’s
mind-numbing comedies and horror comel:glie‘s' feature generally the same cast of TV
and cafe comics, doing the same schitick, rﬁnnlng and sereaming from the same non-
scary ghosts in movig after mdvie: The plQ-_ts-;,gre- usually nonsense to begin with, and

e

by the end are pretty much jgttis-g;ﬁed, o) al!{ _;ﬁ%]t‘is left is a loosely strung-together
collection of double entendre;, idiotic puns :iﬁ_g;é;tological sight gags that are so bad
they actually smell (Kong zliijthde!e, Jan 2009;T5é ‘types of mevies that Phranakorn
makes have aIwé%b%%%%ﬁﬁt:that the-INew~Thal Cinema movement (or
Thai New Wave)-that internationalized Thai film in the late- 1990s and early 2000s
was part of a resurgence of the domestic industry, that hadell into the doldrums in
the late ‘80s and early ©0s.

Even  though other film productions tended to upgrade to the ‘taste’ of

urbanized ‘audiences at the moment, surrealistic and absurd comic elements still

" Auna 2 (2004) director: Komsan Treepong

" Wanaauniid (2008) director: Jaroen Aonlamai

" NaWRL (2005) director: Note Choenim

" Ma9MLYv 2 (2008) director: Bamroe Phongintri
T ushumzhuszie (2009) director: Phot Anond

" ATauAFIGIGN (2007) director: Note Choenim


http://www.bangkokpost.com/entertainment/entertainscoop/9848/low-brow-laughs-and-sensational-scares
http://eng.phranakornfilm.com/en/index.php
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remain in the horror film genre, and this implies ‘escapism’ of reality, which is one of
the most frequently cited reasons by film studies for going to see horror films (Storey,

2003: 82).

3) The Conservative turn

The turn to the nostalgia corresponded with a rise in conservative philosophy
and phenomenon. Home; family, and the oldies were incited as the solution of trauma
from the financial crisis_alongwith religious ideas. particularly Buddhism. Buddhist
notions of karma and rebirthsare profourlldly conservative in the way they legitimise
prevailing social.structuse and hierarchy.‘_lt Ji_s as if one’s place in life was determined
by natural law. Thisiddoesmotimean that sohgizlil change and mobility are impossible, for
one can never tell how one’s karma will w-'?rk‘but. By showing compassion for others,
helping them where possible, they may we'_l'l. be i_n a position to return the favour later
(Strart-Fox, 2006). In Thai Bu-ddﬁist sociejt:f}-f; one person by virtue of wealth, social
position or level of education will}lay the dci)fy;i@??t role. The Thai family in a village
has usually a strong patriaréhal system 1nTﬁIcfh mother plays an important role,
especially in managing moﬁé?énd socializiﬁg children (Karpur-Fic, 1998: 61-2).

During the-late-1.990s-uitil-the-eaily-2000s:-the-disiupted economic situation
created big changgs in the social structure and systems (Pattana 7Kitiarsa, 2007). Most
companies reduced their size by restructuring, with many peeple suddenly losing their
jobs. Men, as the head©f household, after lsing their job, lost their authority. These
men incompetent from losing charge of family finances, are well reflected in the films
in this period. Notwithstanding, the films emphasize home and family, encoraging
mengespecially family'meny-and-building geed wife’ssimage up:

Buddhist morality and ethics were also strengthened. Merality tales are‘one of
the last shared languages of the world; using a metaphorical story has relevance to
most of the societies in the world. Like the science fiction and fantasy genre, horror

can make a commentary about events in the world without any direct narrative link to

them.
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4.1.3 Reading Films
1) Nang Nak

The film’s approach evokes nostalgia for both a past era in Thai filmmaking
and a still earlier era in Thai history. In the opening sequence, the film produces
assorted historical background scenes é{) that audiences are able to easily access the
world in their memories and the film can be a trustworthy entity, not just an absurd
old ghost story. The fim precisely inf?rms about the time being 1868 and some
historical evidenee follows,/such as a EQtE}! solar eclipse in the opening sequence,
which really happened in/1868 dur}n:g thei;elign of Rama IV, or the appearance of the
historical personage of the Buddhist mé);pk‘r'Somdej Phra Buddhajam*. Ingawanij
(2007: 183) analyzed that the visiofn of thé:'écllip§e calls forth from Thai viewers their
collective memory of the natioh-’s i-)ast, or tt-l:e-.;jde-zzl conyentionally held about what this
episode signifies in the master ,ﬁ;l%;ative of .tﬂ:e-_:n}ll]tgon. King Mongkut, Rama IV, died

sl |

from malaria right after the phenomenon of the eclipse, and this historical fact is

i .

superimposed on the preseflf ﬁ?'.{tic;nal crisis, s‘uch"é§ the IMF. T_he foreboding opening
image evokes au_(hen@eis-cgllecm@-fear-aad%aéuees%mlewnh a fear of the present.
Nang Nak.portrays Thai men under the oppressioh";)f men’s duties, in
particular, men’s=@ppression in times of national hardship:-n the film, war carries
adversity, which can'betcompared with the 1997 financial crisis. Mak has to leave his
pregnant wife to participate in a war. War has been male-dominated in the history of
human litfe, men expand the territory and power with a war, but at the same time war
is (the crosspoads thetween=life~and deathy Maksgives mpyhis roleyas=a, father and
husband and-‘chooses patriotism for ‘the cause of the nation.=With' the IMF; many

people lost their jobs and men as the head of the family, were under pressure or their

" Somdej Toh (1788-1872; B.E. 2331-2415), known formally as Phra Buddhacharn Toh

Phomarangsi, was one of the most famousBuddhist monks during Thailand’s Rattanakosin Period.



139

authority was tarnished. Even though Mak enters into a war leaving his family behind,
a strong sense of responsibility for his family and his love for his wife supports him to
survive in the infernal battlefield. When he comes back from the war, he takes the role
as a family man, such as working in the field, gathering wood, fixing the broken stairs
in the house. However, Mak suffers from the trauma of losing a friendship,
unfulfilling patriotism, and the rejection from. going into the monkhood. After he
comes back from the war, a phantom of his friend, Am, who died in the battlefield,
clings to Mak and appearssincessantly. He feels guilty that only he survived from the
war and he could not_save his friend. Incompetence and the inability of men as
paternal forces imsthe economic crisis are re}_ﬂected in the situation of Mak at the war
in that he is also in a'deadly situation and égullnot save his friend from death.

In particular, the first scene of N.‘a}ng‘fNak has beautiful scenery consists of
children swimming in the water, small boé}is rO\_Ning on the river, old styled wooden
houses along the river, which jmi;ght remiliat-i; audienees of those clean and peaceful
days. The scenes that depict old innocentr ‘(li:agls.jgre repeated throughout the whole
story. For instance, Nak ploughs-he field wifi&'fajbilffalo; Nak delivers her baby with a
midwife’s help,. relying on the old Uadifigﬁélé method without modern medical
knowledge; every. villagei-including Nak-and-thehicad-monlks chew betel nut, so when
they open their mouths to talk, the inside of their mouths arc all black colored.

Mak, in the previous film or folktale versions, does net have such a big role in
the narrative, in that Jie, is shown desertiig’ from the barracks, or as a coward
frightened by his ‘ghost_wife. However, in 'the Nonzee’s wversion, Mak is a more
important.character than in the earlier films. Mak serves the country, leaving his
loyving' wife jm, pregnancys-Hereomesyback fiomy theybattlefields after he, isrseverely
injured and then assumes the role'in'taking care’ of*his family:’ Empowering“Mak’s
role in Nonzee’s Nang Nak is due to the film’s focuses on Mak and Nak’s love story
according to the director’s explanation (Nonzee Nimibutr, 1999), but men’s burden in
the difficult situation is also embodied through Mak’s role. The pressure and paternal

responsibility of Mak is illustrated in the scene when, as soon as Mak heals from his
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wounds, he returns to his home, even though Somdej Toh, who saved Mak’s life,
suggests that he ordain to become a Buddhist monk.

Nak, as a wife and mother, works hard instead of Mak, as a husband and father,
during the time Mak is in the battlefield. Nak plows the fields, working the same as
men; however, she does not abandon her maternal responsibilities. She takes care of
her child until she dies and she still keeps*heslovalty to her husband. The film
insinuates the exemplary ideal of woman through Nak.

Nang Nak stressessmorality which people can easily lose in difficult times,
especially during finaneial hardship. N-Iak dies during labor, and even worse, the
midwife commitsd@n immoral cgime by st‘_ealJi_ng the ring from the finger of Nak; which
is why the midwifgdis the first victim mﬁ_gdlered by the ghost Nak. Nak kills people
who reveal her secretfo Mak, or-who try tﬂp break her relationship with Mak. For her
love, many innocent village people die. Sh'_e‘ .also_lies. When Mak is told the story that
Nak is a ghost, she ageuses the-Vil-lagers th;t}he.y are jealous of her. However, Nak’s

Al

excessive brutality must be taken down becau:senﬂshe crosses over the boundary of

alllt™

morality. : —
The solution that Néh‘g' Nak suggests. {s-'-ﬁ'ﬁ;dcfhism. One_of the main pillars for
Thai national 1d€ntitys-Buddhisin-saves-Malk s-sutleiing-fiom war trauma and his
ghost wife. While-Nak is giving birth with a midwife’s futile sﬁperstitious help, Mak
gets his life back-with a Buddhist monk’s ritual ceremony. Nak dies, while Mak
survives. In the originalwyersion of the folktale Nang Nak or the movies Mae Nak
Phrakhanong of the earlier period, a spirit doctor or novice reépels the ghost Nak
instead of'a Buddhist monk, although the stories presuppose Buddhism is behind it.
HoweveryNonzee's Nang Nak presents Buddhistas a'salient partjof*Thaisociety.
After’Mak“has a severe'injury” from the war, he'is=sent to'be under the
protection of Somdej Phra Buddhajarn, who saves Mak from the brink of death,
showing that sacred Buddhist medicines and chant can save Mak’s life. Somdej Phra
Buddhajarn appears again in the climax of the film. Although neither a Brahmin spirit

doctor, nor the head monk of local temple, can save the victims from the outrageous
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ghost Nak, Somdej Phra Buddhajarn appears suddenly from the misty forest and
terminates the scary event and saves the villagers. Somdej Toh seems to be not only a
Buddhist monk, but he also substitutes for the monarchy; first, the head monk in the
village cannot save them, but a monk of virtue, Somdej Phra Buddhajarn can save the
village; second, the head monk is unable to saveNak’s life — when Nak asks the head
monk’s advice about her bad feeling, the hcad monk gives a charm to Nak and says
“ you are safe from all'evil things”, but she dies and Becomes a ghost. However, Mak,
on the brink of death from the severe wounds from the war, has his life saved by
Somdej Phra Buddhajam. la the final scene, Mak ean be scen in Buddhist robes
sitting on a boat.with a peageful che roiwigl_g a boat along the river. Mak leaves the
secular world to deyote himself as a Buddiljslt monk; he finally finds peace of mind.
The narrative of Nang Nak is'a qu:ilite traditional type of Thai horror movie in
that it contains melodrama, supernaturalis’r:ﬁ, _anc_l Buddhism. But significantly, Nang
Nak is “healing film”, WhiCil 1s differqi‘l{;’fr;)m Hollywood horror films. Most
Hollywood horror films show,hé_\;\; fo dest‘r-c‘;;]%o‘nsters, while Thai horror films, in
particular Nang Nak, focus onhow to save]a;—féf;gst or how to relieve its pain. In the
final scene, Somdej Toh clfsfﬁ’[é'toilay Nang N;lk fo rest in peace.and then scoops out a
part of forehead pege%sp%&mspl@%nd soul-foreveitHe Keeps the piece of bone

himself, and until.today the rumor of the piece is widespread but no one knows where

it is.
2) Rongraem Phi

Roengraem Phiralseprovides imagesrof-a, specific time andyplace. The main
character lost'one leg and his loving wife during World War 'Hy and' later he-meets a
new love in Nakhon Nayok province. He wears old styled government official
uniforms, and his palatial mansion in Nakhon Nayok looks to be of the classical

European style of architecture. Rongraem Phi is a classical horror story, based on A.
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Atthajinda’s novel from the 1960s, which was produced as a movie for the first time
in 1975.

Luang Naruban, in Rongraem Phi, is a retired government official in a village
in the outskirts of Bangkok. In his real life, he is an old widower and lame in his right
leg, but a respected and venerable high ranked tich man. He has honor and riches, but
a lack of love. He lost his wife during World-Waedl together with his one leg and has
lived alone being lonely. When he conies back from Bangkok to his hometown after
he retires, he sees a beautifuil young gitl in town. Seon he falls in love with her and
proposes to her t0 marrys Onuthe night of the wedding, his fiancée Sarapee runs away
with a young man; Pun,whom she loves‘_ ar}d Luang Naruban is left alone humiliated
and disgraced in front ofimany wvillagers. Elie rest of his life does not mean anything
to him. He decides to Kill himself, plannin-'% horrific revenge in the future. Twenty five
years later, Luang‘Naruban is born again as a g_host. In this surreal life, he does not
have to live a pretentious life to- ret-ain his dlgglty and honor, because he is a ghost and

TR

people can not see him. He can be as monstrous as he wants because he is no longer a
& e i

alllt™

venerable government official, —

Luang Naruban is an 6ld man limpin.g:\-z'\-/‘ifﬂ 1o right leg. He has to walk with a
stick, an incapable-old-imaii-now-tis-disabled-body-iifecis-a-lethargic men’s situation
in a financial crisis. Although he is rich, his property can not save his honor. He
proposes to Sarapee to marry, who 1s crying thinking of he# young lover, and says,
“Don’t cry. Marry me then I’ll give you all L have.” He offers her everything he has,
but it is useless for'Sarapee, a young woman. She tuns away with a young man, Pun,
who she loves.

uang-Narmnban+was-a gentle andjvenerable man in thesyillage. But his present
situation i8 no longer acceptabie bécause he kills'innocent people and ‘iis revenge is
over the boundary of morality. His revenge starts with a young lady who comes into
the hotel at night. She is running away from abuse of her husband. The hotel people
understand the situation, so they allow her to stay at the hotel. But she also has a

secret love affair with another man. Then, Luang Naruban’s ghost kills her because of
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her unforgivable sin, at least for Luang Naruban. She is murdered because of ‘what
she deserves’, while her husband is also found dead in his car on the way back home.
The next victim is a discourteous worker. Thus, Luang Naruban is a vengeful and
malicious ghost, but at the same time he, so far, is also a guardian of morality.
However, soon he becomes excessive, his rage breaks forth, and now his victims are
no longer related to morality. He kills the housckeeper and every member in the hotel
one by one. He becomes a real monster and a target that must be eliminated.
Rongraem Phi is.a film reminiscent of many Thai traditional beliefs. For
example, a black cat comes up onthe dinner table suddenly, and an owl flies into the
house through the window from somewhe_'r_e and dies. Spirit doctors are invited to
expel bad spirits ong afteganother, but thelpéwer of the bad spirits is much stronger.
Sarapee and Pun betray their savi()-rll, thus their children fall into danger. In the
middle of the filmya monk appears and says, as i_f giving a sermon, “If it will happen,
it must happen. Everything in tile ;7vorld 18 hr;ked to karma. You can’t stop it.” These

o
words show the theme of the film as relevant to 1;hjﬁ:ii Buddhist doctrine of ‘karma’.

3) Phi.sam Baht T

The Thai title ‘Phi Sam Baht” means ‘three baht ghost’, following the title of
comic books of ghost stories a long time ago. Thai comic beoks in the past cost one
baht per book and threg-ghost stories are adopted in the film, thus the name Phi Sam
Baht. This omnibus styled ghost film containg three familiar ghost stories in Thailand.
The first'story is one of the most adopted subject matter, an old Thai drum and a Thai
dancer coming,back fromsthe pastlnythe opening scengiof the firstystory, ardelivery
man reads a‘comic book about'a ghost story in the backside of‘a truck; with-a ghost
watching from the dark corner. This scene makes audiences suddenly look back to
their childhood when they were young and every time they read a ghost novel or
comic book, or listen to some ghost stories, they felt as if something was there in the

dark or behind a curtain and they shivered when there was a little sound or motion.
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The second story is about ‘namman phrai’, known as a magical potion in Thailand.
This ‘namman phrai’ is one of the ‘sequelisation’ themes of horror that accelerated in
the 1980s, appearing regularly alongside ‘Mae Nak Phrakhanong’, ‘Takhian’ and ‘Phi
Pob’. The title of the film and each subject certainly picked something familiar to the
audience in order to arouse nostalgia, which alse can help one escape from hard time
with surrealistic and imaginary story, even thetighwit'1s only two hours long.

Pan, in the second episode of Phi Sam Baht, is a beautiful young lady, but her
real life is not as bright assher beauty. She has to put up with a jam-packed boat every
morning to go to work;sshe does not hayve a boyfricnd. Her life seems to be boring,
thus she goes out'with her girl fuiends to r}ight clubs every night to seek something
exciting. But pleasure is not for her yet. P_an lives next to door to a middle-aged lady
whose life looks to bg fulliof delightful ni?m‘e'nts. She brings home young handsome
men every night, and surprisingly those young men scem to fall seriously in love with
her. She hands over her sgcret !lovje portiot; -‘;par.nman phrai’ to Pan when she moves
out from the apartment. Pan tries to use it ;r;;_g.liian she meets at the night club one
night and finds that it works. Allof suddeﬁ({rr ,-Jlove life is changed. Whoever Pan
wants, she can have them if she uses the ‘naﬁl:.r-f{éii; i)lirai’. The story is quite moralistic,
although scengs 2hid-cameia-shots-ii-the-fili-aie-very-titillating and sexual.

Vinai, an old retired soldier, is a husband of Gunya, a.young pretty girl in the
third story, ‘Chong'Wen (aka Revenge)’, of Phi Sam Baht. Vinai is portrayed as a man
who is incapable of lovexxWhen he was younget, he served the country, but now he is
an old man who cannot love his beautiful wife. He lolls around with his big fat body
all day, never going out from his small room. Yet he always swears at his wife and
hurtsyhery severelyy The mang~who thas fost his ability sto rearn~a livingpand the
productive capacity to ‘have his own “child, is'living ‘a 'disterted, perverted, and
miserable life. This can be compared to men under financial problems, such as the
IMF, they lost their jobs, their authorities in the family declined, and then were finally
incapable as a man. When he finds his wife is pregnant with her former boyfriend,

Tongin, he skewers his wife’s vagina with a long sharp stick to make her fall in the
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same situation as himself. He is only a useless devilish social evil now. He dares to
answer “I have a right to do it” to detective Nop’s question “How could you beat and
abuse your wife in 3 months of pregnancy?” Gunya makes all three men who had hurt

her lethargic. Men’s power and status ath woman.

Gnod’s features ar his monstrous face, he always
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Nang Nak,.Phi be.defined as morality tales

in that they have-a‘supernatural element and they are based'en a didactic theme. The

monstrous figures in the, films have longserved as warrants for the systems of
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4.2 Fear of natural calamities and pandemic diseases

- Khun Krabi Phi Rabat (2004) / Takhian (2003)

Natural calamities and pandemic diseases have occurred repeatedly throughout
the history of human beings everywhere in thesworld. Even though technology and
scientific civilization have progressed, yet many.people in the world still suffer from
natural calamities and epidemic diseases.

Throughout centusies human fear has induced the emergence and formation of
folkloric phenomena. Itds characteristic -Iof human nature to fight against fear, trying
to reduce or prevent it, and this@aim revei_be}r_ates in the folk narratives. The mediation
for fear in folkloresdoesi/not, however, pL_rﬂolVide a tradition carrier relief from these
fears, but proposes soltitions t@ handle the-fjl (Hiiemae, 2004: 65-80). Sharrett notes in
his PhD. Dissertation (1983 ) that folklore l_fas de_scribed society’s attempts to pretend
that evil is an external force Viéite-d on-the ;:;;;,mrﬁunity, or in the Calvinist tradition, a
disease brought about by the i}r}dividual’si_:f;n}r}g out with God. Whereas, even
narratives about dying of plagﬁe often contaﬁgl _‘idea that doing the right thing helps
to escape the disease, reﬂéét’fﬁg both the hérfs-ﬁ-h'-iétbrical reality. as well as the ideal
solution of a dangeious-situatioi-ii-thai-hoitoi-tilins—B. Ketbelit¢, a Lithuanian
folklorist (1998:.16), claims that the outcome of an individual’s conflict with
creatures of the otherworld depends directly on the person’sieéonduct. Narratives were
also the only place; where solutions that have no logic in reality would function
perfectly.

Ini'medieval Europe, the outbreak of the plague spread throughout the
MediterraneamandyEurepe;-and-is estimatedrtoshave-killedy3 0% to~60%of Europe’s
population, reducing the world’s popuiation from an estimated 450 million to-between
350 and 375 million in 1400. This has been seen as the creation of a series of religious,
social and economic upheavals which had profound effects on the course of European

history. Donald G. Mcneil’s essay in the New York Times says, in medieval Europe,

Jews were blamed so often, and so viciously, that it is surprising it was not called the
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Jewish Death. During the pandemic’s peak in Europe, from 1348 to 1351, more than
200 Jewish communities were wiped out, their inhabitants accused of spreading
contagion or poisoning wells. The swine flu outbreak of 2009 has been nowhere near
as virulent, and neither has the reaction. But, as in pandemics throughout history,
someone gets the blame — at first Mexico, with attacks on Mexicans in other countries
and calls from American politicians to closesthesborder (Mcneil, 2009). Every event
has cause and effect, but when people fail to fHdTHETEASons scientifically, they have
the tendency to blame others; someone or something has to become a scapegoat. In
the old days, people oftentried w0 accuse others with religion, such as Satanism or the
devil in western.€ountries. Natural calami_‘gjes and pandemies have produced many
horror films on the themg of apocalypse, fg; example, 28 days later (2000), Resident
Evil: Apocalypse (2004), The Plague (2QO6)’. Interestingly, in Hollywood’s horror
films, pandemics or plague disease mostly!'featu_re as zombie type mosters due to the
characteristic that a zombie Vi’I'LIS: spreads qylckly and can be infected by physical

I
contact such as biting. '

; =74,

Knee (2005) claims that Pob Wid Sayong, (aka Body Jumper 2001) implies a
warning of AIDS. While the film’s sexual anx1ef'y is related to,.among other things,
modern teen sextalinoies-ii-aii-age-of-AlDSand-moie-paiticularly to female sexual
desire, this anxiety.is also linked to a concern over foreign socio-cultural influences —
not surprising, given that foreign forces are often held to blame for various modern
problems in Thailand im-a,rage of popular and.governmental discourses. For example,
in the eyes of many, foreign media influences are the key to the loss of tradition
among youth and foreign money is what has reshaped Bangkok into a modern
metropolis, one teeming with touristsswhoymay~bring, negative meral influences, not
to mention sexually transmittable diseases.

To support this, quoting from gothic theory, the gothic is mutable because it is
bound to historical moment, constantly reworking the material of the past in terms of

the cultural fears of the present. As cultural formations change, in terms of social,

economic, and technological developments, so also do the fears they generate in the
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social imagery. Thus, Bela Lugosi’s version of Count Dracula (in Tod Browning’s
Dracula), appearing in 1931, resonates with an American inter-war nervousness about
its renewed relation to Europe after the long period of political isolationism in the
second half of the nineteenth century. On the other hand, Gary Oldman’s Count from
Bram Stoker’s Dracula (Coppola, 1992), when we first see him dragging a bloodied
razor across his tongue, produces a much moré uncanny effect, for his Dracula speaks
to the anxieties and thtill§ associated with social transgressions that are recognizable
to an early 1990s audience.«The razor pulled across the tongue indicates our
somewhat uncomfortable faseination in the 1990s with erotic piercing and cutting (as
the pragmatic tomgue is‘resignified by _th?_ razor as a site of perversion) while it
simultaneously draws on the powerful feaf; ‘olf disease transmitted through blood in the
era of HIV and AIDS, \

In Thai horror film, apocalypticismfis rafely reflected in narratives because it
is believed, due to the differen;: cﬁlture, mn :i)-éniéular religion — Buddhism. However,

vk
the fear of disasters and pandemies is represented with various features.
- e g !JJJ

4.2.1 The historical background ~ * =~

The AIDS-pandemic came to the Thai public’s notice in 1984. It has since
spread from men-who had sex with men, to injecting drug users, to sex workers, to the
male population at largesand finally to the parthers of the males and their children. A
survey eonducted in 2002 by UNAIDS, UNICEF and WHO found that, at the end of
2001, there were 650,000 infected adults (i.e. 15-49 years of age), 220,000 of these
wereafemales™in additiongthereywerey 21,000 infected children (015 years)yand the
ratio of males/females who'live'with HIV/AIDS has shifted from'4:1 t0'2:1 during the
last decade (Patchanee Malichao, 2004). AIDS has been one of the most impactive
and crucial disease in all over Thailand so far.

In 2003, severe Acute Respiratory Syndrome (SARS) started in Asia and
resulted in a global alert being issued by WHO on March 12, 2003. The outbreak of
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SARS in Asia caused adverse social and economic impacts in the region, especially in
the tourism and transport sectors.

Disease epidemics or outbreaks are considered as major unexpected factors,
which might affect the tourism industry, one of the most remarkable economic and
social aspects in Thailand. The impact of SARS.in developing Asia revealed the chain
of effects in the economy, such as inflows of for€ign tourists falling sharply, which
leads to cuts on both sides of the bafénce—of—payments service account and more
losses in travel-related jobs. Ultimately, all these channel effects have an impact on
GDP growth. The outbieak of SARS in -IAsia caused minus growth of GDP Thailand
(-0.9) in 2003. Insthe last two decades, 'l:_haJi_land has enjoyed increasing international
tourism receipts, from 2.68 percent of GDE iln 1980 to 5.93 percent in 2002. However,
the GDP share decreased o 5.25 percent rip 2003, owing to the reduction of inbound
tourists as a consequence of the SARS outb_feak c_luring the period from March to June
2003. Tourism income increase-d from 145-”I;-jlli(.)n baht in 1994 to 312 baht in 2003.
Tourism income increased with the d1m1n1;h1;1g growth rate: 12 percent before the
1997 Asian financial crisis; 9 percent duruﬁg—fhe period 1998-2002; and the lowest
level, 8 percent, was.in the year 2003. The numBer ‘of tourists,to Thailand increased
from 81,340 "'m=1960-i0-10:08inillioi-ii-2003-Howevei; Thailand experienced
negative growth ia.tourist numbers in 1976, 1983, and 1991 when there were political
conflicts within “the country or in the region, and again~in 2003 owing to the
unexpected outbreak ofidisease (Steinmuellet; 2005: 14-22).

No less.than a year after becoming free from the SARS fear, another epidemic
disease attacked throughout the world. In September 2004, Sakuntala Premphasri, an
] lsyearsold Fhai willagergand~her mothen, ;Prance~Ehongehany died framgbird flu.
Days later, the'girlss aunt, Pranom-Thongchan, also became ill=In the same ‘month, a
26 year old Bangkok woman died from bird flu. The death toll of avian flu raised
fears among Thai people immediately. Southeast Asian countries and China had great
losses and Thailand was the one of the countries that had the biggest losses

economically (Hamilton, 2004).
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On December 26, 2004, the Indian Ocean Earthquake Tsunami swept
throughout Southeast Asian countries. The Thai government reported 4,812
confirmed deaths, 8,457 injuries, and 4,499 missing after the country was hit by a
tsunami caused by the Indian Ocean earthquake. The Thai authorities estimated that at
least 8,150 are likely to have died. The popular tourist resort of Phuket was badly hit.
The economic impact of the tsunami on Thatland was considerable, though not as
great as in poorer countries such as Indonesia ot Sti Lanka. Thailand has a liberalized,
flexible and robust econemy, which has shown powers of rapid recuperation after
previous setbacks. Thesectors most badly damaged were tourism and fishing. The
beach resorts alefig thetAndaman Sea .coast were extensively damaged, and the
rebuilding of the infrastructure took severél lyears. Many Thai-owned hotels and other
small businesses werg ruined, aid the Tﬁlai government provided large amounts of
capital to enable the gecoyery of the pfivate sector. This tsunami caused Thai
economic growth to slump 4.5% (Reyal Thai govemment 2005: Online).

Besides natural galamities, great an-a ;mall disasters by human error occur
incessantly. In 24™ September 1990, PhetchW1 road was enveloped with the flames
from a gas truck explosmn. Front this 1nc1dent, 59 were dead,-89 were injured and
over 40 housecs weie-buint-along-the-sticet-(Raimiuek-19-years, 1990: Online). About
ten years later, this horrible incident was represented in the horror movie, Khon Hen
Phi (aka The Eye;dir. Oxide and Danny Pang, 2002), by Pangbrothers in 2002.

Strong economicsy, growth has brought some environmental problems to
Thailand: Over the last_decade, Thailand has been increasingly threatened by the
problems of industrial wastewater, hazardous wastes, natural resources degradation,
worsening airand waten,pellution andra deeline inytheslevelof biodiversity

Despite’ the annual southwest “monsoon; Thailand fs+ subject’ to “drought,
particularly in the northeastern region. As of 2002, Thailand had less available water
per person than any other country in Asia, and nearly one third of its water was
‘unsuitable for human consumption.” Like air pollution, water pollution is most

serious in the populous Central region, with high levels of industrial and domestic
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wastewater. The depletion of the water table around Bangkok has led to land
subsidence. Water pollution has become obvious in many areas. In 1997, hundreds of
thousands of fish and other aquatic life in the Nam Phong River died as a result of
industrial river pollution. Large amounts of arsenic were found in the groundwater in
the Nakhon Si Thammarat province, a result of mining industry in the area (Gill,

1997: Online).

4.2.2 Reading films

1).Khun Krabi RPhi/Rabat (29_04)

Ostensibly, Khun Krahi Phi Rabat-%s based on the fear of SARS. This film is a
comedy-horror film that depicts the victfms o_f the SARS virus as zombies and
contains lots of sargastic rerrjlaﬂ:(s and s%a‘;;re o political and social issues. An
influential rich businessman with corruptionj.;b—sg.hoolgirl full of conceit in a Japanese
styled school uniform; a femal& minister tryi’ﬁg?tjdfsweep the irregularities of societies
under the carpet — her features réminding (-)i-.l-é-;f)_f-tl-le former minister of the Public
Health of Thaksin’s-goveinment-wearing-black-fiaime-of glasses and formal suits;
teenagers whooping it up in psychedelic lights stepping with western pop music in
addition to drinkmag alcohols and drugs; a big farang (foreigner) living in Thailand,
but looking down Asiansi(Thais), and so on.

In the film; the most fearful thing is to become a zombie. Richard Greene

(2006) states that films about the Undead,” such as Night of the Living Dead (1968),
Dragula“y Nosferatu (1922)y and, White Zombie*(1932) gradegon this most terrifying

" The term used by Bram Stoker in his novel Dracula (1897). In Richard’s notion, the Undead
includes all vampires, mummies, and ghosts, most zombies, some skeletons, and miscellaneous other
animated corpses.

" Dracula (1931), Dracula (1958) (alternative title: The Horror of Dracula), and Dracula
(also known as Bram Stoker's Dracula) (1992)
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prospect; they threaten us with the possibility of becoming Undead ourselves. There is
no shortage of examples of zombie and vampire films of characters that either kill
themselves or ask others to kill them so as to avoid becoming Undead. Being Undead
is generally regarded as a worse state than being dead. In Khun Krabi Phi Rabat,
swordsman Khun Krabi tries to kill himselfwhen he is infected by the SARS No.4
virus; he chooses death rather than the life of a zombiec.

The film points to ‘foreignnes‘é’ as-a scapegoat. SARS No.4 starts from
somewhere in Africa, and the host who brought the discase is ‘farang (foreiner,
especially westerner)’. Fhailand, which tilsed be a clean and pure zone, is infected by
the epidemic disease bys“foreignness’. A‘_nqune infected becomes a vampiric zombie.
These zombies are mot limited to only hllmlans, but any animal can be infected and
become a zombie algo, such as'a pythof}. This python is recognized as Burmese,
which was a neighbor’s pet of the ‘farang’_‘zomb_ie. By Larry Hauser’s notion (2006),
zombie animals, as conceived b3-/ Descar%e}, are indistinguishable from our pets,
wildlife, and cattle, because they }a{fe our pet-;;].dw;i}(}life, and cattle. Hamish Thompson
(2006) claims three general jﬁstiﬁcations for’xzf):ln;bie termination as follows: a) they
are (or are very close to béiﬁg) brain-dead;. :l';-)-r-la"e;éahse of their.radically altered life
goals, what perSonality—is-left-lacks-the-saine-peisonal-identity as the original
individual, releasing it from prior obligations; and ¢) afte: zombification they are
usually homicidal-€annibalistic killers (Thompson, 2006: 28). He also adds that the
sharpest moral challengeioften arises when a'character is faced with the realization of
the altered state of a loved one and the choice of eitherterminating the loved one, who
is thus transformed, or being transformed oneself. In Khun Krabi Phi Rabat, Khun
Krabirknowssthat be is'infected-by thewombieyvirus,she triesjtokill himself tossave the
girl whom he loves and so'others will not'be infected. Dr. 'Diana runs'a bloekade to
the building that is already infected by the zombie virus in order to save innocent
people, including zombies who were human before.

The victims who become zombies are morally degenerated. Most of them are

infected with the virus while they are dancing, drinking and doing drugs at the
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nightclub in the basement of a building where the first farang host lives. Villains and
bad guys are depicted as sexual perverts, thus, the only one survivor from the disease
is Khun Krabi, because he is a virgin.

In zombie horror movies, association with a particular place seems to give an
opportunity to control fear, or at least to prevent it to a certain extent. Or, in other
words, excessive fear for some danger is projecied outwards and is associated with a
particular location. An individual, then,Jdid not have to keep the fear inside him, but
the feeling of danger and.fear was transferred to this place (Jeggle 1990: 62). Fear of
ghosts, for example, was not felt ever‘y(where, but in particular building, ruins or
graveyards, which wercsrenowned :for bie;in’g haunted. As to the more recent media-
based narrative traditiony logalisation is :z_p;alogously applied to murder and crime
scenes. In the film, the'incident happens inl:;hérbuilding. People who become a zombie
cannot go outside of the building bccaﬁiﬁ‘e a _building 18 blockaded by the Thai
government to prevent the diséasé spreadiﬁé;’oﬁt to the country. Zombies inside the
building instinctively and ravgnf)-}i.sly attaci({;};lélg,ﬁuck up blood on and on. When a
number of bloodthirsty zombies realize that Tlﬁ*’:e Es no more human fresh blood, they
try to go outside of the blfiid’i'ﬁg,ibut the g(.)\‘f/éfﬁi:l{eht plans to.explode the building.
Khun Krabi, Liué,Masé@gap&aunéD%ADJana aie-thedast-huian-being who are left in
the building, but.they encounter another obstacle besides thc zombies, which is the
government that #s-Supposed to protect them.

In the film, therepidemic of SARS Wo.4 is regarded as a human-error. The
supercilious government assures that Thailand is utterly safe from SARS No.4, and
tries to cover up the fact that there is an outbreak of the epidemic zombification virus,
whilexdeterminingito sacrifiee people’s lives in the buildingtossaverthe people outside,
and, 1n the end, is apparently accused-also of'spreading the SARS No.4Virus=People
in the building have to fight with people outside whether they are villains or good

people.
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2) Takhian (2003)

Phi Takhian is a popular subject matter in the horror movie genre, along with
Mae Nak Phrakhanong, phi krasue, and phi pob. The Takhian ghost movies were
made several times in the previous period. mostly relevant to female sexuality, but
Takhian in 2003 focuses on a different themeTt Fakhian ghost movies in the previous
period portrayed the resentment or gru‘(Jlge of women, Takhian in 2003 emphasized
the selfishness of human beings‘and the power of nature.

In the film, people destroy nature under the banner of civilization. People cut
trees indiscreetly.for construetion dam, v&;_ith_nature being devastated by the actions of
people. But the ghost in the film does not E_gém to be bad or evil. The Takhian ghost is
like a guardian of the forest, by’extensi(;'il, nature. The beginning is when Wittaya
tries to cut a Takhian trge and the Takh1an ghost gets outraged to get back at him and
other members of his team. The Takhlan ghqst tries to protect green nature from the

S ol ol
mindless human beings. '

244

The first victim is Wlttaya s friend, WH@ comes to hunt animals in the forest.
He is killed under the charge of profanity to nafure, especially the spirit of the trees, in
that he urinatcs oh-the-ticesevei-though-otheis-to-dissuadeiim.“Those who try to cut
the Takhian tree ate all dead or injured. Even Wittaya gives offéring and consoles the
spirit of Takhians-but her rage does not stop and she kills<him. Whoever does not
respect nature, they arekilled without mercy:

Under the water, there are'many of ‘the Undead’ suffering from the polluted
water. They are the victims of dam construction and, at the same time, of destroying
nature’byshumans sWhen Pornpaddles;a beatalong the rivern, Nangs/Fakbian isplaying
on the trunk swings. Nang Takhian'smiles at Porn‘at first, but suddenly Wang-Takhian
screams out with pain and says “Please stop hurting me, it’s too painful.” It is clear
that Nang Takhian represents the forest or to expand on that, nature.

Thong Kam is young man from the Karen tribe. He is identified as a pure,

honest and upright man who stands for the disadvantaged compared to the men from
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Bangkok or more civilized people in the city. The powerless Karen people who love
nature and are innocent must leave their home to move to the infertile land on the
mountain because of dam construction. Their lands are getting smaller and more

barren, just like nature. Not only i idence taken away but also the village

rs from Bangkok. The innocent

Nosoeng, who loves Thong Kam, is orkers from Bangkok.

Trai, an engit ] <, rn a daughter of Wittaya.
He gets involved in sk | ", rs up all the bad effects
from it. The watéf 1 lagers get sicl ecause of his bad decision at

first, the situati orse.enyironment -1e becomes a monster. His
bad conduct is uns ; )00NS 4 V 1d, beats Wittaya and tries to kill
Thong Kham and Po i iz > ng ¢ u\ ang Takhian’s wrath and
he is killed by N -. akhian is also exploded by
the bomb which Trai > Takhian dies is portrayed
similar to one in which 7 oilis 1 e factory. This oil stain covered the

sea and the bodies of V111ager and workers

n Bangkok fill the seaside along with
= J""' J . .---r

dead fish and birds.
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4.3. The matter of the female
- Buppha Ratri (2003) / Long Khong 1 and 2 (2005, 2008) / Ban Phi Sing (2007)

There is not much question that Thailand is a male-dominated, patriarchal
society, with political and corporate leadership ua'the hands of men. On the other hand,
the power of Thai women, especially in rural”soeietics, lies in their domestic role as
the mother-nurturer (Keyes, 1985). Women in Thailand look at the role of
motherhood as an ideal. Aswoman's status really changes to being an adult at the point
of childbirth, after whiclhrshe.is recognizefd semi-formally as mae or “mother” (Keyes,
1984; Pyne, 1994): Some have made the ‘_arg_ument that Thailand in ancient times was
a matrilineal societys however, since the SLBklhothai period, Thai society is recorded as
a patriarchy and women’s status was inferi'?r to men until 1932 (Benedict, 1952: 40).

The fight for theprotection and/or 'r_écogn_ition of women’s reproductive rights
has been slow to develop iﬁ 'l;hai]and :c:c}m[.)ared with Western countries. The
traditional view of men as pro}féctors, Ie;df-;'r aﬂnd breadwinners, and women as
followers, homemakers and ﬁlothers, remaui_s" I;e;'vasive, despite the fact that many
women now work outside thé home. From anea'fly agey girls are taught to help with
the family’s domestie-choies-and-to-take-caiec-ofyouigei-siblings. In contrast, boys,
particularly in rural areas are encouraged to assist their fathets in the fields and to run
errands outside thethome (Thomson and Bhongsvej, 1995)

The variety ‘andextent of women's nurturing responsibilities are superbly
illustrated in two studies in two vastly different contexts: Penny Van Esterik (1982)
depicts the household and religious responsibilities of well-to-do women in western
central Fhailand; Susanne;Fhorbeks (1988 )rdetails, thesendless householddutiesjof the
slum-dwelling “women ‘in “Khlong ¥Toey, Bangkok: Since ‘the economic-elimate
changed in the 1960s and 1970s, women have accounted for almost half, and
sometimes more of the large number of rural Thais who migrated to the cities in order

to augment the family income (Keyes, 1984). Today, women account for 80 percent

of total employment in the ten largest export industries, and 45 percent of the
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manufacturing work force (data cited in Pyne, 1994). Over the years, Thai women
have made significant contributions in the arts, education, and commerce. With higher
education, women have also risen to leadership positions in the middle class.
However, the “glass ceiling” still exists for women in academic and corporate settings,
as evident by the fact that, although there are many women in high positions, a man
still occupies the topmost position of most organization.

Women in Thai horror film have mostly two faces; one is of the frail and
submissive woman, and the'other is as a cold-blooded and powerful woman. They can
have both characters in ene body, and thqse two characters are mainly separated at the
time of living and posthumously. Wh‘_enrthey are living as a human, they are
physically weak and obedient to men; hovhgﬂe;/er, after their deaths, they utterly change
into monstrous ghostss Most women arc pi}ysiéally weaker and inferior to men in real
life, but after dying from some hortible ifl_éiden‘_ts such as rape or murder, they have
supernatural power and an un‘t;reeikable boid:}‘-;, sometimes without shape. Most well-
known plots in Thai horror ﬁlm}s:are as fo-lll:c];\lwsgﬁ;lI ordinary, and perhaps, vulnerable
women are menaced by some horrible thingﬁﬁ:ilc_‘il is a figure with its face hidden. It
generally becomes clear that " thie “horrible thlng"is in fact the.victim of some long
hidden injustice “about-which-iio-one-speaks.Siice-the-injustice is hidden, women
must suffer; once-the protagonists work out the cause of the initial problem, it is
possible to lay theainquiet spirit to rest/slay the vile monsterby setting right the initial
injustice. It is reasonable to assume that miost Thai horror stories represent some
trauma affecting women in a male-dominated society.

Thai horror films that are dominated by female ghosts are often claimed to
showsthepatriarchal Thai soeiety, andrinferiorjstatus/of womeny In the tpaditional Thai
horror films;" most' narratives “are-composed of ‘a story of physically- and-socially
weaker women, who die under a false charge, and are reborn as a ghost with
supernatural power to avenge the assailant, mostly men. Female ghosts in the earlier

films appear because they want to tell about their unjustified deaths, while female

ghosts in the contemporary horror films appear for revenge. In the past, they would
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ask someone to help to vent their spite; while today, female ghosts take revenge by
themselves without anyone’s help, in addition to being ruthless and brutal. In their
revenge, sometimes innocent people are killed by the furious women, as the raged and
irrational women get more and mere brutal and grotesque. Now they are not just a
woman, but they have become an object of fear, or ‘the excessiveness’, which must be

suppressed.

4.3.1 Social contexts
1) TheséxtensSion of/feminism — Female sexuality

Women'’s issties started to be seridgsiy discussed in academic institutions after
the 14™ October 1973 incident, the polit{?al*event that sparked the democratization
movement in Thailand (Somswasdi). Hc;Wever, systematic studies of gender and
sexuality in Thailand are relativeiy new. Mgstly spurred by the HIV epidemic, the
majority of data on sexual behavjor was codlll:ezzte]c} in the early 1990s in response to
public health demands. Although considerabfe.‘tié;a have been generated, critics have
pointed out that synthesis on a concepiual 1evel s Stillsneeded. Also missing is the
documentation-of the ancicnt sexuality in this region, which«veuld have provided a
historiographic insight into the dynamics of the Thai sexuality over time (Taywaditep,
Eli & Pacharin).

Chalidapon Wwhesteaches at Thammasat University’s Faculty of Political
Science reports in her recent research that sexuality inold Siam was much more open

and diverse than we think,

As almatter of fact, we have no foundation for beliefs/that gave importance.to
virginity. This is because men in Siam would move into their wives’ houses after
their wedding, unlike in the Western world where bloodlines and inheritances
were and are still passed via paternal kinship... The Siamese were actually

practical about virginity. There were beliefs against premature sex, but this didn’t
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mean an absolute guarding of virginity as a sacred thing. They could have sex
with their lovers if they were sure about future commitments. A few ancient
documents on people’s ways of life and beliefs in Siam confirm that sex was not
limited to marriage and that women didn’t have to preserve their virginity until

the wedding day (Pichaya Svasti, 2009).

And she adds that women’s sexuality contains different meanings for different social
classes. To the elitegmartiages-were for forging political alliances, stability and power
and focused on the"impertance’ of legitimate children. Upper-class ladies were,
therefore, brought under control sexuall}ll and sexual misconduct would be subject to
serious punishment.

In a hierarchical society such a{ ‘T}}_ailand, where people diligently make
obeisance to persons of a'higher status, thi’sd rnéant that some women in ancient times
showed their husbands extreme couttesy, W-hich' today would be reserved for elders,
teachers, or monks. In the pasi few decadé;,alower-and middle-class women have
increasingly worked outside<of the home \ilil%j}continuing to be in charge of the
household chores and child care -Men, howgyég-have not been expected much to
adopt the househiold responsibilities; it is still uncommon to-expect married men to
take on the samevextent of responsibilities as their wives in.cooking, cleaning, and
parenting. In middle-class families; the women’s double responsibility is usually
helped by live-in parents or, if they can afford it, maids. In families with lesser means
and no live-ii parents, the burden on the women can be significant and often becomes
a commonly cited Cause of sexual disinterest and marital discord (Dumronggittigule,
Sombathmai, Taywaditep, and Mandel, 1995).

One (of the most consistent findings from sex research in Thailand is that
minor wives and commercial sex are common sexual outlets for men of all ages,
social standings and marital statuses. This tolerance of married men’s extramarital sex
is merely a part of the larger double standard regarding sexual practices, which

mandates different rules for men and for women. As confirmed by studies on child-
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rearing practices, Thai parents train girls more strictly than boys in the behaviors that
are part of gender roles (Archavantikul and Havanon, 1990). Girls are taught that a
good woman remains a virgin until marriage and continues to be emotionally and
sexually faithful to her husband afterwards. As adolescents, Thai fathers are known
for being particularly protective and possessive of their daughters, exercising great
control over their friendships with teenage bovs (Fhorbek, 1988). For boys, however,
sexual abandon is accepted or evenJencouraged. As Sukanya Hantrakul notes:
“Culturally, Thai society.flatters men for their promiscuity... Women’s magazines
always advise women o tolerate the si:ltuation and accommodate themselves to it”
(1983Sukanya Hantrakulcited n Kgime-:%t‘ge;rhog, Ard-Am, and Sethaput, 1994).

The image of Thai wemen i}n:term:s_iolf sexuality can be divided into two types;
‘bad girl’ and ‘kulasatrii’ (virtuous Wonl'}anjl . Historically, the Thai tradition has
defined a kulasatrit as proficient ‘and so'iihistigated in household duties; graceful,
pleasant, yet unassuming in hé-r ai-apearancg-:e ;;_nd- social manners; and conservative in
her sexuality; while the ste{e_ot;/-;_))é of a ‘badqgll]r.%’ 1s @ woman who is jealous and
manipulative, and sexually flirtatious (Tayw@-ﬁ%ﬁj Eli & Pacharin).

In contemporary Thai ‘ﬁOr-ror film, \.26!;:1-.1-176';1_@ status ha_s been upgraded from
that shown in thg ppemgus-ﬂlms,—such-as-b@ia%aéeemrfpm@sor, or teacher, but the
image of women.as the object of sexuality is more furtive aﬁd violent. Monstrous
women in the filims are not kulasatrii any more, but they are more active and
provocative in their Sextiality, sometimes evén.more than men.

Unlike feminism_theory in western horror films, images of female ghosts or
monstrous ' women in Thai horror films can be considered by two dimensions; first, the
returi’of*"women’syrepression under the jpatuiarehal societyjand familystructure; and
second, the manifestation of' men’s fear as threatened by the extension of feminism in

contemporary society.
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4.3.2 Cultural contexts
1) Family horror — The faltering family / The broken maternity

According to William J.Klausner’s (2000) argument, Thai family structure
was quite different from western countries in'that the obligation to one’s parents is a
cultural and moral imperative in Thai socicty, wath family tightness and blood ties
being very strong. However, owing to the economic, social and geographic mobility
of a highly competitive wdustaalized society, as Thailand is today, family structure
and family characteristies are considerablly changed. As results of this social change,
family members_have astendency to bé_ s?parated. Children go to the city for the
purpose of studying, separating them frozl}ltheir parents in the province, or parents
living in a city, sendd¢their childten ‘to tﬁf grandparents’ home in the province for
economic reasons. -

Besides economic reaso-ns,-families;r;.e Groken due to divorce. According to a
report of the National News Bufeau of Th;ijgrgc}].l})ublic Relations Department from
May 2007, Thai divorce rates are increasing.’;ﬂrel beputy Prime Minister and Minister
of Social Development and Human Security tevedled that the Tatest information from
the Department of Provincial Administration, Ministry of IntCrior] indicates that in the
last 10 years, Thailand's divorce rate has increased from L0 percent in 1994 to 26
percent in 2006. 89,153 married couples filed for divorce last.year. Oddly enough, the
most significant drop ,jim,marriages was inithe Northeastern part of Thailand. The
government fears that it shows a weakening in Thailand of the family institution or a

loss of faith in the family unit.

2) Sexual thireats

The Deputy Prime Minister reported that domestic violence is increasing, with
14,000 women and children have been physically abused in 2007. Close relatives or

family members are responsible for up to 40% of physical violence. The Deputy
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Prime Minister encouraged family members to engage in group activities in order to
peacefully resolve disputes and strengthen family relations ( NNT (National News
Bureau of Thailand Public Relations Department), 2007: Online).

Foundation for Women in Thai

ports in its research about Thai women
that about 37% of wom o in the other provinces who
experienced physical vio elr experiences. Among the
0 thelr immediate family
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There is one more interesting research questioning done by Suan Dusit, again
in January 2009, which also covered the same questions about social problems in

Thailand. This time 5,474 were surveyed nationwide:

Table 4.2. Thais most urgentisogial problems (2009)

Drug ) 20%

Murder, thieves, bandits 19%
Sexualthreats, rape 17%
Corruption 15%

ice -4 P 10%

Hraud, Deceptibpl 9%
Brawls .;.l 8%

o

B iguré 42, Violenée-'"agziinst women
i
o

. . b et ' .
Violence against women remains a threatin Thai society

Pongphon The Nation Publication Dater15-08-2008

- il -

Reports of violent abuse of Thai women and children have increased. The Public Health Ministry's One Stop Crisis Centre was
informed of about 20,000 cases last year.

"Violence, including sexual-violence;remains-an-everyday-threat-forwomen-and-girls;**Dr-Chanvit Tarathep, director of the
Bureau of Health Service System Development, said yesterday (Aug 14).

The health ministry's records for 2007 show that 8,172 women aged over 18 and 9,579 girls-suffered abuse last year.

The ministry found some 109 elderly people, both men and women, had also suffered violcnt abuse by relatives or family
members.

A researcher at Mahidel University's Population Research and Social Institute, Kritaya Arehavanichkul, who has conducted
studies on domestic violence against women, said she had found 17,529 news reports on violent attacks on women over the past
10 years.

Some 64 per cent of these related to sexual violence, such as rape orf women who had been harmed. Some women had retaliated
by cutting their husband's organ.

Kritaya has found that females of all ages were vulnerable. The youngest gitl reported raped (by a family/member) was 13 months,
while the oldéstwoman raped was 105 yeats old.

Meanwhile, the youngest boy who suffered abuse was six years old and the oldest man abused was 83.

"Most of women and girls were raped by family members and friends," Kritaya said.

Meanwhile, 721 students were interviewed in Pathum Thani for a study by Ramathibodi Hospital's Domestic Violence Knowledge
Management Centre.

Dr Ronnachai Kongsakont, who conducted study, said 65 per cent of respondents said they had experience of domesti¢ violence in
their family. ‘And 83 per cent of these students|said they had suffered depression, loss of self-control, addiction to narcotic drugs,
compulsion te'gamble ‘and self harm because of this violence.

Kritaya said she would ask the national health commission to submit a proposal on sexual health, which she hoped would help
reduce the level of violence in Thai society.

The proposal includes a plan to promote sexual health and women's health, plus a massive campaign to educate the public,
government agencies and the media to try to stop domestic violence and violence against women. It would be a key measure to
help the public understand the issue better and to eliminate violence.

"The question is why does Thai society still ignore violence against women? The ignorance about violence against women in
society is a kind of violence itself.

"We have to eliminate this attitude from our society and help each other to improve," she said.
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As can be seen from the above data, sexual threat is as serious as the number
one social problem. For Thai horror films that primarily have women as the main
characters, sexual threats are the trigger of the horrible story. Gang-raped scenes are
often represented in horror, such as Khon Len Khong, Shutter Kot Tit Winyan (dir.
Banjong Pisanthanakun & Parkpoom Wongpoom, 2004), and Wong Pisaj; adultery
and the minor wife theme is not a surprising-€veat'in Thai society; Khon Len Khong,
Dek Ho, and Long Khong; teenager’s free sex ideal and abortion which is considered
as its consequence, are byrand‘large well-used subject matter for Thai horror films,
such as Hian, Khun Krabi Phi'Rabat, Yan Sang Tai, Sop aka Achan Yai, and Suai Lak
Sai.

4.3.3 Readingfiim

1) Long/Khong 1 ané 2 (2005 and 2008)

3

Long Khong is a sequel-of the ﬁlm,-:&rf p}‘. _the Devil (English title), following
on the commercial success of Khon Len Khong (Art of the Devil 1, dir. Tanit
Jitnukool) released in 2004: Aceording to 'i[hé:‘.(fiCtionary definition, Long Khong
means to try te wsc.a.thing with magical power, Thus, as.can<ee from the title, Long
Khong is full of black magic, supernatural power and superstitious belief. The
storyline of Long.-Khong 1 and 2 1s related to each other, with the second part
explaining the background of the first.

The monstrous woman in~the film 1s Paneor, who is a local school teacher.
Many men in the village fall in love with her due to her femme fatale-like sexual
attraetions, First, Ta’s fatherpwhe,already; has:a happy-family, falls insloye.at first sight.
While Panor.comes to teach his wife’s*sister, Phen, ‘for the school entrance.exam at
his home, their relationship develops and the love of Ta’s father for Panor becomes
deeper and stronger. Panor’s flirtation is no less than Ta’s father, as she throws
meaningful words to Ta’s father, “You are so warm and gentle. And look like a

family man”, and she does not shake his hands off. Finally, Ta’s father poisons Ta’s
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mother with the support of his own mother; Ta’s mother dies leaving her secret diary
to Ta. After the death of Ta’s mother, Ta’s father and Panor get married.

If one considers her occupation as a school teacher, her sexual conduct
transgresses the bounds as to be hazardous. Karpur-Fic states about the Thai concept
of a teacher that the individuals in the roles of teachers are accorded an exalted
position because they personify self-reliances wisdom and moral independence. The
source of their special attributes is rooted ifi the perception which sees them as
benevolent and wise, whoampatt knowledge, and who are supposed to be good to the
students. We are cternally indebtcd tol them for their kindness and guidance and
should honor andirespegt thems A teacher has no special powers of his own, except
that they are good and beneyolent, and bép%luse they depend on someone higher for
protection, which is r@oted not in moraliti but power. He also adds that teachers, as
well as mothers in‘partigular, are believed't*o be the most dependable and full of love
and kindness. However, one is cautloned aga}nst outsiders, and to be aware that they
may have powers, and use them, to retaha’ceﬂl 1f thelr ego is bruised [Kapur-Fic 1998,
55-6]. Panor has a secret love affair with theﬁgym teacher of the same school. They
have sex in the classroom and in every corner of the school. Panor has sexual
relationships Wwith-hei-studeits—One-of-Ta’s-fiicidsPois2ls0 is one who has a
relationship with Banor. Her sexual misconduct is now unforgivable. She is not just a
woman who broke one family, but also a breaker of soctal norms. But, she often
shows her identity “asta, teacher, which pteSents the ideal image of a woman.
Apparently, it represents a 'gap ‘between reality and ideals, and_‘repression and
oppression’ of ideal woman in Thai society. In preparing for her revenge, Panor
changesher elothes to~formal suits suitable forsasteacher; fromythereasual, cloths. Her
formal suit empowers her social status; her status'is no longer-as Ta’s sicpmother but
as a sophisticated authorized teacher in a formal suit. When all five children visit her
house in a Khmer village, she cooks foods for them and says, “I really want to teach
at the school again when I see you all.” Her life at the moment is no more than a

village woman, and her aspiration and resentment are reflected on those words. While
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her repeatedly saying, “Don’t be afraid. I’'m teaching you correctly, and then you can
be a good boy/girl” inculcates her authority as a teacher and her superior power over
the students.

Not only is adult female’s sexuality exposed, but also female teenagers’
sexuality is as strong as the adults. Kim is at presenta medical student. Of course, she
was a good student when she was in high schooksShe is a pretty and virtuous young
lady from relevantly the upper class, as ‘éood as to be called ‘kulasatrii’. But she is the
one who uses black magicpower on Ta to make him love her.

Ta is obviously aproblem boy. HF does not do well in study, fights often so as
to be caught by the police. Panor, as thé_ s}gepmother of Ta, is often called from the
police station to pigk up Ta.,The relatior;_sﬂhlip between Ta and Panor does not seem
like mother and son. For Ta, Panor is just-';p monster who stole his mother’s position;
while for Panor, Ta is an gbstacle for hé:_f. succ_:essful family idealism. Panor is an
immigrant Khmer asgimilated -int(-) Thailar;d:I and the best way of assimilation is to
make a family. But Ta isithe son (;:fi‘rthe form;{‘ ;vlfell of her present husband.

Panor was an ugly little girl from a I@‘nllér village. She was different, so she
was continually, beaten and bullied by her c.lig-s'-s;ﬁi;e[te‘s. Thus, young Panor decided to
borrow black magic-fioii-a-Khinei-spitit-doctoi-She-asked-that everyone would love
her. She became the most attractive woman in the village. Her wish comes true and
men in the village-fall in love with her. Ta’s father, the gym teacher, young student
Por and many other meft'mo matter what theit age, have sexual relationships with her.
But Ta’s father'is the only one who Panor selects by her own wish. The gym teacher
and Por also use black magic to make love with Panor from their sexual desires.

Imthe-superstitiousreeremony ito call baekythesspititiofTa’s*mother, theyscene
presents a'gory, grotesque and-disgusting atmosphere. Black wizardJa-Dit makes an
order for Phen, who is the sister of Ta’s mother and a nurse, to take something out
from Panor’s body through her vagina. Phen push Panor’s belly strongly over and

over and some slime flows out from her vagina. And then Phen holds big tweezers

and put them into Panor’s vagina to take Panor’s womb out. Ja Dit burns it to
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exchange the two spirits. The womb is the origin of birth, the beginning of life and
women’s privilege as well. To take out the womb implies eliminating femininity, and
destroying the family. Panor cannot have her own flesh and blood. Considering the
meaning of family for Thais and Panor’s idealism of family, it has a more significant
meaning. For the payback of Panor to Phen, Panor attacks Phen’s womb, which has a
baby in it at the moment.

The way of revenge of Panor is “An eyc for an eye, a tooth for a tooth,” which
seems relevant to the main theme of ‘All evil doing have a relation to each other.’
This is the thread of connection with the Buddhist doctrine of “cause and effect.” If the
underlying threat.of Long Khong 2 is Panog,_ in Long Khong 1, Ta is the center of the
narrative. Ta is a boy whe lost his own mdlthler by his father’s misconduct, but accuses
his mother’s death onshis stepmother Pandr}. Panor is also Ta’s teacher, thus, for Ta as

a little boy she is a'formidable antagonist. ~

2) Buppha Ratri {2003) =71,

Buppha Ratri is a young woman who _sﬁff_ér_s hardship and frustration. She was
sexually abused by her stepfather since she Was very young. The absence of a father
as her protectér mtade her life miserable, she was not even prote;:ted from her mother
either. Her family is unable to give her shelter and rest, but is only a hotbed of
suffering. Becausé of this trauma, she is always dismal and depressed. She cannot
trust people,tbecausel shesknows that even herparents cannot protectther. But one day,
she accepts a many-who'manipulates and deceives'her~His name is“Ake, who is the
son of a rich family. He devotes himself to her for asmonth just for a bottle of whisky
as a bet with his*friends. But without knowing the truth, she opens her mind-to him.
Even after Ake tells the truth, she trusts him continuously. She also agrees to abort a
baby because she believes Ake’s promise that they will get marry after they graduate
from the university, which is a lie and she is abandoned by her lover again. The guilty

conscience of Buppha from aborting her own baby is portrayed in the scene when the
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ghost Buppha suffers bleeding from her vagina, crying out loud every night in her
room. She is one of the mothers who cannot protect her own child like her own
mother, and at the same time she is a home wrecker.

Buppha Rahtree is not a revenge story of a grudged ghost as in earlier female
ghost movies, but rather the story about ‘family’#'She is depicted as a horrific monster
that threats the neighborhood, but she does not desmayhem or kill any innocent people.
When Ake comes back to her, she welcomes hiimn warmly. Although Ake is the one
who had Buppha abort thebaby. she cares for him like her own husband in order not
to break her family. She‘protects her balby’s father from another girl’s seduction by
cutting his legs off’ ‘_ p

Ake is also an exemplary of the félt;ering family. He is the son of millionaire
parents. But he is spoiled, addicted to drué‘;, alcohol and sex. Money cannot save him;
money is a part of‘his ruin. Ake’s father f('?fces Ake to go abroad regardless of Ake’s
intention. His father is patriar(-:ha-l, while h1§ mother is a traditional woman of the
upper class in Thai society. Ake’gmother nJev-ér r?ises her voice to her husband, but
quietly cares for her spoiled son—Even thouﬁﬁ‘g&l‘;e has a mother, she cannot protect
Ake from his patriarchal fathér and from the.é.)%{-e}-l;l;ll‘ dangers. Ake’s family is another
example of ‘absehce-ofinaternity —Eveiy-time-whei-Ake-falls 1h a bad situation, he
talks with his mother first, but he gets nothing to help him. Fiacing Ake, her son’s
death, she is just helpless.

In the opening scene, Ake narrates, “If.she were a book, it is a book which no
one has opened before.” The narration of Ake insinuates men’s ideology about the
‘virginity’ or ‘innocence’ of women. Buppha becomes the target of a boys cruel bet
becausershe seemsitorbe inmogent.;She neven smilesyyshe does not*hayesanyyfriends,
she does not'havetany boyifriend ¢either; she'appears'to ‘be the-perfect'kulasatree to
maintain chastity. However, ironically, she lost her virginity a long time ago by a
family member. Ake’s romance for the chastity of woman is represented in the ending

scene as well in Ake’s narration, “Her name means Night Flower. And I’m the only

one who can feel the scent of the flower.”
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3) Ban Phi Sing (aka The House 2007)

The location where the film takes place is a private house. A house is
supposed to be a comfortable and safe place. But Chalinee’s house is unable to
provide rest for her. While she, a heavy smokeg, is smoking in her own house, as soon
as his husband Phanu comes back home unexpcetedly, she has to hide the cigarettes
embarrassingly. Even in her own bedroom, she is not fully free and comfortable
because her husband. whines to-her to make love with-him in order to have a baby.
However, Chalinee, who thinkshet work is a priority, feels that a baby would just be
a big burden. |

Chalinee, a doeumentary reporter of a broadeasting company, covers a cold-
blooded murder ease that happened six yfars_ago. To cover the story, she visits the
crime scene of thatiincident, that is, me(jfi_.cai doctor Chalerm’s house. It is on the
outskirts of Bangkok, dooks big and antiqﬁ_e, very old and even dismal. A house,
mostly a palatial mansion, 1s oftenuused as ‘—{h"e_b_ackground of western gothic films or
classic horror films. Dr. Chalera’s house is Z-d:bsed tight and deserted. Chalinee
infiltrates the house Withoqtftrl}_e, janitor’s per,n;is_s-i_'c')p,‘ goes up to second floor and gets
into the room where a woman in a blue dfess was standing near the window that
Chalinee saw fréﬁ; the outside through a labyrinthine corridor. E

The house i§ a far distant world from the ideal house in the film. The situation
in which a house {s not an ordinary, comfortable and privater place any longer due to
the appearance pf'a ghost, in otheér words, the haunted house,isithemanifestation of
‘The Uncanny™ that Freud asserted. Not new and unfamiliar, but familiar and old;
there is no place more suitable than a house to present the situation in which hidden
fear from opptession is revealed.

In these types of horror films, the house that is presumed to be owned and
governed, driving people inside the house to the corner of fear and tries to own and

control the body and mind of the resident. The private place that should be behind the

curtain strays from the cognition of the resident and changes abruptly to be an
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inscrutable object; the familiar thing becomes an unfamiliar object to cause
psychological disorder and to maximize insecurity and fear unexpectedly.

Psychologically and physically, the entity inside the fearful place has always
been a woman. Because the house is a private place, and comparing to men who are in
charge of public life, women have been 1mprinted as the entity who stays in the
private place, therefore, people who stay ia“thehouse or housekeeper has been a
woman. Chalinee, in the film, has rejec‘f[ed the mission of a woman. While Chalinee
works actively outside theshouse, she is consumed by the responsibility and guilt that
she cannot play her dutyinside the housel

Women who play‘therole of a ma‘_n, ﬁnd reject the role of a woman and mother
are considered by meén ag'an/object of fee;_rﬂ. lMen who refuse the role of patriarch are
scared of women, and at the same time ai'ﬁe jealous of women. In the film, husband
Phanu presses his wife Chalinee to play th_é.role_ of a mother. But she cares more for
her outside work than being a-m(-)ther, thu.:s::Ph;anu starts to suspect Chalinee’s of a
love affair with her work collegug,' produceri-:dllx;%%. Phanu loses his reason due to his
jealousy in the end, trying to Kithis wife sﬁﬁla; to the murder case from six years
ago. Men’s awareness of a crisis disguised és'fjégféhéy iswell represented in the film.
They lose their paiiiaich-iolesinviting tuin-upoi-theimselves-irthe end. Dr. Sant killed
his wife, Dr. Phusarat, and is incarcerated in prison; Dr. Chalerm also killed his
girlfriend, Jamjuree, who was a university student and is<incarcerated in prison.
Chalinee’s husband) Phanu, tries to kill Chalinee, but he becomes the one who is
killed in'the end.

Wioo Mi-sung (2004) asserts that in western films, the leitmotif of the absence
ofithespatuiasch, asthecorerof fear andthe erigin‘of nightmatesisppresented repeatedly
in order that'audiences reconfirm the ‘traditional value of'patriarchal ideology-in their
unconsciousness as they leave the theater. However, Ban Phi Sing represents the
anxiety of the change in family value in present days. In the film, both men and

women are the victim and the assaulted. The monstrous ‘Otherness’ in the film can be

the faltering family itself.
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4.4, Political unrest

- Faet (2007) / Ban Phi Poeb (2008)

“Political or ideological difference i a catalyst to monstrous representation

on a micro level as cultura ” (Cohen 1996: 8)

Past Prime Shr_s embroiled in several

controversies upo ing 7 n. These controversies

\ﬁ

\ none of these controversies

included alleged g in Shin Corporation
and a violent cr.
caused significant | arity, P \ became the first elected prime
minister to serve a ful subs; ily winning re-election in January 2005.

lay 19 September 2006,
when the Royal Thai Ari threw, “Thaks yvernment. The coup d'état,
which was Thailand's figst nor ange of government in fifteen years,
followed a year-long political—¢risis invelving Thaksin, his allies and political
opponents and occurred 1ess- -a month bef tion-wide House elections were
originally scheduled to be held. It has been widely reported-in Th land and elsewhere
that General Prefi i .1 cil was the mastermind
of the coup d’¢ :l! The military cancelled the upcoming L ections, abrogated the
Constitution, dissolfﬂarliament and ba@d protests and all political activities

BRI G

J anuary

QW']@NﬂiELJ UAIINYIAY
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http://en.wikipedia.org/wiki/Thailand_political_crisis_2005-2006
http://en.wikipedia.org/wiki/Thailand_legislative_election,_October_2006
http://en.wikipedia.org/wiki/Prem_Tinsulanonda
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4.4.1 Cultural contexts - Invisible power rules

Thai politics is not only about political one-upmanship through money, power

( c.

The ritual took pla 1 @t Umong, where a trance
medium told th ide sn Chaisit Shinawatra —
Thaksin’s co : i CO! ed forces — that the
fugitive politi lif yﬁ;\r\-'- ce warrior in an unknown
&Sbu}g and Jao Sin, who

northern princi thefnames o \
killed and burgl '1__' 'ma.... This rite is just the latest in a

E\‘ \ na,... the pro- and
10nsense. ... Interestingly, the
2006 coup was also li y K sin tale, ough it is a completely

different versio : : I ) : ksin camps (Sanitsuda

For Thais, Ca lia or Khmer incan e fearful and a symbol of

long history. Ho S csch day Cambodia is in a
poor economic situation and has a less developed social envisonment. As neighboring
countries, Thailand 'ﬁlﬂjambodia have aficlose relationship, but after the Preah

R T AR -

antagoniajc relationship. )

ARIAIN TN INYINY

" Preah Vihear temple listed as World Heritage Site in July 2008 by UNESCO. But this has

caused a territorial dispute between Thailand and Cambodia, and the conflict iss still unsolved.
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Cambodian Prime Minister Hun Sen’s wife Bun Rany yesterday hosted a huge
ritual at the Preah Vihear temple to bless the country with good luck and to give it
power against the backdrop of a dispute with Thailand over the area surrounding
the temple. The Cambodian ritual at the Preah Vihear temple raised fear among
many Thai people, who say it could bring bad luck to Thailand. The anti-
government People’s Alliance for Democraey (PAD) leaders last night led
thousands of their supporters in a rival ritual to-protect the country and block any
ill effects from the Cambodian one. Many Thais believe some Cambodians have
expertise in blackemagics'Thai people in Si Sa Ket and nearby provinces who
heard about the Cambodian ritual at tli‘e Preah Vihear temple persuaded others to
wear yellows a colof they say will help the country stave off the effects of the
ceremony. (Bangkok Post, August 3, 20§8l)
)

According to0 the international pres's_;.Tha?land has the distinction of being one
of the biggest markets for coll-ect;)rs of' an;iaue.amulets, especially jatukam. This is
actually an industry that has a siéﬁiﬁcant in-;l:)];c:_t’]?n the country’s economy. In 2003
there was a 40 percent increase i demand fg)Tle:lefancient amulets that coincided with
Thailand’s recovery from the 1997 econc.)'r:;i'-irfz";éri‘sis. The Nation reported on 8
December 2003 that-collectois-ofantique-Buddhist-amulets-pustied profits at related
businesses to almost 10 billion baht that year, a 40% rise since the gloomy post 1997
economic crisis. Fhe Kasikorn Research Centre estimated that the trade will grow 10
to 20% per year on‘average. According to ‘@report in Kao Sod newspaper, 28 May
2007, there were over 1,000 models of Jatukam, a non-Buddhist form of amulet, with
roughly 55 million distributed across the country, racking up a total of 22 billion baht
inamuletsales,sinee the end-oflastjyear.

In Thailand, amulets, which are believed 'to ‘offer magieal protection-against
bullets and other violence, are sought after by those involved on both sides of the
country’s war on drugs. At election time, the amulet industry becomes very active.

Many political parties will issue them wholesale in the months before an election to

encourage citizens to vote the way the gods intend. All over the country, extra staff



174

will be employed to meet the expected upsurge in imprecations and incantations
(Marmur,1998: Online).

Local newspaper reporter Jirat Prasertsup described regarding Jatukam fever

without Reason" or "Expolding 1€ that have added to the hype

surrounding the charms (Jirat Prasert ’ ne owner was involved in a

supernatural power and the W" > 1t or not, real life in Thailand seems

to exist with inyisible g A new st omeone.survived from a gun

shot with a bullet-piee m"m'mmm}'a‘ from a car turning

Y

!: . .
over, and some politici ~.But the most important

thing is whoeveruses the magical power, it brings responsibility, and Thais know it.
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Figure 4.3. Prime Minister can boast of his Thai amulet
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PM protected by amulet shield
By Traithep Krai-ngu

The Nation on Sunday

Published on December 13, 2009

Prime Minister Abhisit Vejjajiva can boast of only one notable piece in his Thai amulet collection - the
Luangpor Thuad M16 - while the other prized specimens.are "on loan", an expert says.

Following speculation that he was wearing light armour.for selisprotection under his shirt due to the political
turmoil, Abhisit unbuttoned his shirt to show journalists 10 amulets-around his neck.

The public especially. amulet enthusiasts wondered what was.in.the premiere's collection.

Abhisit reportedly had been given several outstanding examples, so his collection could be worth an eight-digit
figure.

However Democrat MP for Bangkok; Thana Cheeravinij, who frequently visits the Sunday Moradok Thai amulet
club at Pantip Plaza's Mall Ngam Wongwan branch, said Abhisit was Western-schooled so he was not into Thai
amulets.

When Abhisitfirst took thé top job, he had none of the highly-regarded Benjapakhi amulets, but only the
"Luangpor Thuad M16" anointed at Pattani's SaiiKhao Temple in 1991, which was the only one that could
impress enthusiasts, he said.

Other significant amulets the premiere obtained later on were "ones that people lent to him to wear for a period
of time". They include the Jatukham Ramathep amulet's Lakmuang 1 edition anointed in 1987, which Democrat
MP Thepthai Senpong lentto Abhisit, and the Luangputhuad Wat Changhai clay amulet anointed in 1954.

Law expert Sukit Pulsrikasem said amulet lending needed to take into consideration the period of time because
an indefinite lending period could be the equuvalen'l‘ﬁf giving as a gratuity.

Thanadech Rakchugheep, an expert in Jatukham FE}lma;hep amulets, said the Jatukham Ramathep amulet's
Lakmuang 1 edition @anointed in 1987 at Nakhon Si Thammarat's Phra Mahathat Temple was highly valuable.
Especially thosewith a black celour body and tints of silver could have fetched Bt1.8 million each during the
Jatukham Ramathep craze of 2007, he said. Even with the price dropping to Bt800,000 to Bt900,000, most of
those obtaining this edition would not want to part with it because they it was regarded as the "super Jatukham
Ramathep amulet”, he said. i

Chainarit Panthong, an expert on Buddha statues an amulet enthusiast association's Phra Luangporthuad
amulet, said the Luangputhuad Wat Changhai clay.amulet anointed in 1954, especially the "large A Hua Khid
print edition” amulets in good condition,'could be worth'BtSimillion each.

The "large B print edition® amulet Was-Worith about B2 million to Bt3 million, while the "large C print edition” was
worth about Bt1 million to Bt2. _.n]llhon he_said. r e ia ’;

The Luangputhuad Wat Changhai clay amulet anointed in 1954 could appreciate in the future because it was
regarded as a highly revered taliSman-among people, -especially Trang residents, he said.

As for the Luangpor Thuad M16 that the premiere. owneg ‘many southern amulet collectors agree that it was
"highly experienced" and “belicved to bestow on the anrt_er-th,d outstanding feature of immortality”. It was
nicknamed "M16" because of a story in which the amulet wearer was shot at with a M16 assault rifle until all of
his shirt was torn but the bullets could not penetrate his skin. ¥

This amulet.anointed by Phra Ajarn Nong Thammaphuto was worth-from hundreds of baht to over Bt1,000.
Chainarit wmhmmmmmus reverse was printed with
“Nor 72", meaning that Phra Ajarn Nong made them when he was 72 yearsold. ./

The glvmg' of-a Buddha amulet as a souvenir and for self-protection was reportedly T.Sopular among Thais from
the past until'the present time. Some villagers offered them as a gift to Abhisit 6 Several occasions.

On January 2, during Abhisit's visit to the Tha Chin riverside community in Nakhon Pathom's Nakhon Chaisri
district, Lor.Khiewkhramchin, 79, presented him a Luangpu Boon amulet and a Luangpu Pherm (First Edition)
amulet from Klang Bang Kaew Temple, both worth over Bt100,000, to show moral support.

On March 20, while Abhisit was conferring awards to the outstanding health volunteers of this year at Muang
Thong Thani, one of thérecipients, Payom Kaewwongchan, handed him a Buddha amulet.

Shesaid;in an.interview.that:shesgavethe premiere the,Luangputhuad clay amulet from Pattani's Changhai
Temple as a sacred gift that'would protect him from all'harm and let'him serve as the prime minister for a long
time.

On November:23, Demacrat MP for Bangkok Samart Maluleem invitedwenerated Thai tattoo.master Ajarn Noo
Kanphai to meet the premier at Government House. The master also gave the premiere and his bodyguards a
medallion inscribed with five lines of sacred Thai scripture and a Luangputhuad clay amulet from Pattani's
Changhai Temple.
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4.4.2 Political contexts - Political polarization

After the re-election of Thaksin in January 2005, the political situation
strikingly divided into two parts; pro and anti Thaksin, or red and yellow shirts.
Sonthi Limthongkul, a Thai media mogul and eld friend of Thaksin, established the
People’s Alliance for Democracy (PAD) underthe slogan “fight for the King”,
wearing yellow as their official color. PAD™ largely composed of urban
upper/middle class, royalists, seme journalists, academics and intellectuals. While the
majority of pro-Thaksiafprogesiers are composed of poor rural dwellers, especially
from the Northeastern (Isan) and Northe_rn_‘part of Thailand. These people benefited
most from the populist policies of Thaksiéj lThey also heavily depend on government
subsidies. They were less sophisticated arigi less educated than the PAD (Suksamran,
2010). = i

The dichotomy of the Enatjion had cqme to the surface gradually. The 18"
military coup took place by a junta fed byé}:e;lﬁ.jssonthi Boonyaratglin on September
16, 2006. However, the People’s Power Péﬁ?jé’PP: formal Thai Rak Thai Party)
recruited Samak Sundararvre'j': and he becéi-ﬁg"i’_rihle Minister in January 2008.
Nevertheless, the conflict-betweei-the-two-sides-icached-airextreme. The People's
Alliance for Democracy (PAD) on August 26 besicged Government House,
Thailand's seat off power, vowing to occupy the manicured grounds until Samak
resigned. However, the®PAD protests only €scalated after Samak resigned when the
Constitutional Court found him guilty of being paid to host a ¢ooking show while
acting as Prime Minister. Somchai Wongsawat, brother-in-law of Thaksin Shinawatra
and @ymember,of Peaple’s*Power Pantyy suceceeded=Samaky agyPrime Ministerjon 17
September 2008. In November 2008, PAD ‘moved'to Suwannaphum- International
Airport to urge Somchai’s resignation and the airport was closed. In December, the
PPP was eventually dissolved by the Constitutional Court and its executive members,
including Somchai, were prohibited from politics for five years for vote-buying

committed by Yongyuth Tiyapairat. After Abhisit Vejjajiva, a leader of the


http://en.wikipedia.org/wiki/Electoral_fraud
http://en.wikipedia.org/w/index.php?title=Yongyuth_Tiyapairat&action=edit&redlink=1
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Democratic Party, took power, stability in the political and economic situation was
expected; however, the phenomenon of division into two parties has remained serious.

Being divided into two parties does not mean only pro and anti-Thaksin. It has
becomes a color battle — yellow versus red, and regionalism — northeast and northern
part versus central and southern part of Thailand. The conflict between the two sides

has still continued to the present.

4.4.3 Reading Film
1) Faet'(aka’Alone 2007)

According to'the assertion of Allis;grll Pingree, the first Siamese twins, Chang
and Eng*, were usedgin an ideology of d}amcracy and domesticity in America, as
“United Siamese Brothers™ (Pingree, 1996; 92-114). Chang and Eng, conjoined below
the chest arrived in Boston in Auéust 1829: ’l:hey died in 1874, but during their life —
and after their death — Americans viewed; réac—l ?H,d collected lithographs, newspaper
articles, cartes de visit, satires; poctry, draina;!})hotographs, novels, and cartoons
regarding the twins, and even dressed a5 Aot Tor masquerade parties. From its
national beginning,.the United States has been subject to pohtieal debates generated
by the paradox¢s_of division and unity, of democratic individualism and sameness.
This conflation of.the “inseparability” of Chang and Eng with an agenda of national
unity continued in thesmajority of materialion the twins created in the 1830s and
1840s.

Thomas Nast, one of the most vocal antagonists of socialism, published his
political-eartoon “The-American-Twins.”> The.cartoon-depiets two whitesmensstanding
side by side, one“wearing.a worker’s*apron and wielding a.hammer’ in his well-
muscled arm and the other clad in a suit and top hat and carrying a bag of money.

Connecting the men at their chests — at precisely the location that connected Chang

" Chan (u) and In (84) in Thai
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and Eng Bunker — is a band containing the phrase “The Real Union.” The caption of
the cartoon reads, “United we stand, Divided we fall.” (Wu, 2008: 29-55)

Thai movie Faet was released in 2007, the year after the military coup d’etat
by junta Sonthi Boonyanakarin. Coincidently, Faet is a horror film about conjoined
twin sisters, and, in this perspective, Faet can be said to be a film that implies the
division of the nation. In the fitst scene of cuitingaabirthday cake into two parts with a
sharp knife on Pim’s birthday party, it foresHAAOWS ™ Pif’s dark past as a Siamese
twin; but at the same timesit appears that the Thai pelitical situation is reflected. The
anxiety about the dichotemy of Thais is seen throughout the film.

Siamese Wins af€ mot/one, bui_ q_either exactly two. The relationship of
Siamese twin is cleser than other twin bl(.)‘lthers and sisters due to the fact they are
inseparable, and eveniif they can be sepaf'eilj,ble; it must be by taking a life-threatening
risk for the operation. At présent, news of_ ‘succgssful operations to separate Siamese
twin is sometimes issued, but-: tt-le risk 1s }yet. high. Pim and Ploy were born as
conjoined twins. They share the c;?;lter of theilr-ll)g)’]dly (stomach) together, making it too
risky to separate them. They used-to be very?l‘()%é to each other; Pim as a tender and
caring sister, while Ploy wéé‘i:bhgh but foug.hi-'-t:o'r';l_le‘r sister Pim.. They were a perfect
match, but with the-appeaiance-of-a-handsome-boys-Weestheirsisterhood is broken
with jealousy. Weejand Pim love each other, but Ploy also loves ‘Wee at the same time.
Ploy who does neé win Wee’s love gets angry with Pim whe wants to take a risk to
take a separate operatiomsafter a big fighting between them for the first time in their
lives, and Ploy happens to kill Pim unintentionally. They have to take an operation to
save Ploy’s life, and finally Ploy and Pim are separated. However, one is dead and the
otheriis aliverRimpand-Rloy-liketo sayjtojeach othery“wewill be togetherforever.”

However, due to their fate-that they are inseparable, Pim comes back'to her
sister, even though she does not belonging to the human world, and whispers to Ploy,

“We will be together forever.” Pim perhaps comes to be together, not to threatening or

accuse Ploy for mistakes or for living Pim’s life.
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In the opening sequence, a mother is making her daughters’ cloths which are
stuck together. They look like two, but also one. When Pim, who is really Ploy,
comes back to her house in Thailand, she opens her closet. All the cloths are two same
ones and two same shoes. Even a musi¢ box, it has two ballerinas circling while
music plays. Pim takes off her cloth to take a shower. There is a big deep scar on her
stomach. Even though she 1§ alone now, she cannet'erase the scratch from her past.

Pim wants to cut the connection with her twin sister. So, she left her own
hometown to move to Kosea since Ploy had died. When she gets a phone call from the
doctor in Thailand that her mother has fallllen in a critical condition, she says to Wee,
“I don’t want to go baclgto Fhailand. | d;)n:t_ want to go home.” Pim does not want to
listen to the music that Ploy liked. She rej é_gtls all the connections to Ploy.

However, Pim meets Ploy’s appétfiti‘dn every time when she looks into a
mirror after she comes back home in Thail_e‘md. "l_"he dead Ploy appears ghastly; she is
in pajama, her body is badly ro-tter-l, or soﬁé{imés she is bleeding. But Pim sees Ploy
sneering at her from the mirror. P1m thougI:t: };ﬁg.ﬂwas alone, but she has never been
alone, she has been always with Ploy because” ’_;h‘.ey cannot be separable. While Pim
walks on the beach alone, éﬁddenly she 10(.51;(-5'-7-6%'-1&1{ and. finds.there are two sets of
footprints walking-side-by-side-Whei-oie-is-sicks-the-otheitakes the medicine instead.
They used to be always together, wherever they go and whatever they do, they even
love the same man«

When they are separated into two, even though one is dead, and Pim comes
back to her hometown, Pim becomes a monster, which is quite different from what
she has been for last few years in Korea. She is haunted by her sister, Ploy, but not
reallyy she aetually; is*Ploy=SewPimshas suffered fromsher otherysself,They; are not
exactly two,"but one in fact: After Pim knows that Wee asks his‘psychiatrist'friend to
come to their house for a diagnosis of Pim, Pim runs out of the house with
embarrassment and drives out of home, but accidentally she hit their loving dog,

Lucky. After Lucky died, Pim buys another dog, but with same appearance. She keeps

calling the dog as Lucky, but Wee makes her realize that the dog is not the same
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Lucky. In the end, she kills the dog and throws in front of Wee and says, “This dog
cannot be the same as Lucky, right? What is your problem? The face is the same, the
body size is the same, then why this cannot be the same one?” This is the moment that
she realizes not only the difference between herself and her sister, but also the same
destiny of the conjoined twin.

The house in the film is big darkish greem®mansion alongside the beach. This
European colonial styled house looks ol‘c'i, antiquated and has a long history. Inside the
house is also colored withva dismal green and decorated with dark wooden furniture.
The house is where the gwin sisters spent their childhood and it used be a happy and
warm place, however, after they are sep‘ara}ted into two, the house becomes horrific
and unendurable for Pims Pim left her hczgsle for quite long time, but inevitably she
has to come back. When she is alone in tl-'}e house, she suffers from the apparition of
her dead sister. Pim logks insecurc and u'_n‘stablg. Pim feels the absence of her twin
sister. She cannot free herself fr-om- this pre(;zl};,ioﬁs state, because she cannot be perfect
without her conjoined sister. In th}:ﬁ;last SCCHS{}&I?}}OHSC burns down. The place where
they were born and spent theirchildhood is W‘r;e_fd out. Pim, who is locked up inside
cupboard tries to get out, but hef sister comé; to her and lies down by her side. They
die together inside-the-house-while-it-buins-dowii-The-fiouse seems to be a metaphor

reflecting the country. The house could imply anxiety of the future of the country

divided into two during the present political situation.
2) Ban Phi Poeb (2008)

Im2008, two eld phispebs came baeks one, is*exaetly the same Ban RhijPob —
Ban Phi Pob 2008, ‘and the ‘other is just a little bit different Ban Phi Poeb. As
mentioned in the chapter 3, Kamjohn Luiyaphong analyzes the political allegory
between the movie series of Ban Phi Pob and animosity of Northeast residents toward
Bangkok, whereas the appearance of phi pob in the late 2000s suggests conflict and

confusion between development and conservation of tradition or locality through the
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uproar by Bangkok people visiting Isan. Regarding Luiyaphong’s theory and, while
Thai horror film has a plethora of serious horror films, the return of Ban Phi Pob story
has significant meaning in political way.

Ban Phi Poeb begins with the narration of a grandmother in the village of Doi Sa-
ngob (AAaRIURU); there is a Phi Poeb lwing in the village. Phi Poeb is much
stronger and more malicious than Phi Pob. The*shost is getting more ruthless, but
there will be young blood coming fromJBangkok and they will save the village in the
end. Unlike the name of the village, thete is something bad and unpeaceful happening
inside village. \

Somphotwho rums for the commi‘tteJe_ of Tambon Coungcil, buys off the vote of
villagers and plays all kinds of superstiti011§ lbeliefs, such as hiring a witch to chant for
him and buying expensive charms. He is éupi)'osed to be rational and caring of other
people, but he does not care for anyone',_‘hellsagm affair with Chao Mae, fetishizes
amulets and he is a powerless father and h-_u;bar.ld in his family. He collects amulets

| 5l
and likes to ask the appraised-value of amuletg--ﬁggq Sian Noi, who is a fake appraiser

of amulets. He and his folloWers’ behaviorsTaxr;: .:irrational and ridiculous, and their
superstitious rituals seem ‘to be absurd happeﬁfngs that. belong to under-civilized
villages in Isan; Hiewever;-highly-educated-politicians-who-manage the country in the
developed city undertake exactly the same conduct. In other wb}ds, Somphot and the
villager’s absurdity throughout the movie sarcastically represent the present political
situation.

Many kinds of folk beliefs relevant to' horror story are represented in the film,
such as phi fa’, a black cat crossing over a coffin, and nang mai. These scenes have
nothing:to,de"with'thecmaifsubject; phi paeb) butiarejust équipmentitosshow reckless

conducts and folk"beliefs ‘of wvillage*people. The film represents the dullness and

thoughtlessness of village people. Even phi Poeb in the film looks dumb and stupid.

" Phi Fa is another name of ‘thewada’ in north and northeast of Thailand. Phi Fa is a strong
and powerful spirit and is able to cure ailing patients. They are usually a woman.
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Phi Poeb always chases the fresh blood of villagers, but is always hungry too because
she misses all the time.

A group of university students and a professor come to the village to research
Phi Fa. They do not seem to be interested in their research, but only in dating with
girlfriends or boyfriends. Most of them concentrate on sex too much and they are also
irrational and stupid, no less than villagers. However, Nat is the only one who does
not have a partner and his is the one who repels the vicious phi Poeb as the
grandmother foretells. Hesgets.a crystal ball from a monk and he uses it to repel phi
Poeb in the end.

Isan, thegocation off the film, -is P_ortrayed as a peaceful and quiet place
externally, but, internally, it'is full of irigtlional, nonsensical and benighted things,
while the people from  Bangkok are . sexually  decadent, stupid and timid.
Notwithstanding, the students from Banékok save the village, and it seems as if
Bangkok wins. But, Tha, one of thé student_s,:_;is bossessed by phi poeb in the end. The
village in Isan is now baek to being a peace-il?_;ﬂ- p}e}ce, but Bangkok will be in trouble
with phi poeb, which was origifially based in ﬁan

4.5 Summary

Thailand “4¥om the late 1990s to the 2000s has been in a politically and
economically tumultuouss.as well as sociallyand culturally, period. Thai horror films
selected in this chapter represent Thai people’s collective fears and anxieties during
this period, and the monsters in these films are embodiments of contemporary Thai
valuesand beliefs;

Nang-Nak, Phi Sam-Baiit; and-Rongraem Phi‘represent-trauma from ‘the 1997
financial crisis; Khun Krabi Phi Rabat and Takhian are about the fear of natural
calamities and pandemic diseases; Buppha Ratri, Long Khong 1 and 2 and Ban Phi
Sing imply social problems, in particular family matters; Ban Phi Poeb and Faet

relate to political turmoil.



Chapter V

Conclusion

This study aimed to illustrate how the images of monsters are projected in
Thai horror film and to examine the allegorical meaning of monsters with regard to
Thai cultural tradition; and to investigate the social and cultural contexts of Thai
horror film and to analyze how they arc répiesented in the fictional world. My
approach involved using the concept of Thai ‘otherness’, which was elaborated from
Wood’s notion of ‘retusa”offepression’, and premised upon the notion that the
monster in horror film is@n embodimentiof culture.

In horror.films that have dealt w‘ithrcollective fears and beliefs, there can be
found differences im'images of monsters elnd how the monsters are created. Whereas
Hollywood’s horror film mainly relates-';, to Christian beliefs, the images of the
monsters in Thai horrorfilm are created u'ﬁon the basis of Thai cultural tradition and
beliefs, such as Buddhism and Thai animisr%l.; . Horror film usually implies social,
political or cultural problems and}ésues. Soéigty’ﬂr natural calamities in Thai history

alllt™

that have had a deep impac:t are assumed {0 be projected in Thai horror film by
metaphoric representation. L

Thai horroi-filin-is-definitionally-bluried-because-of-its hybridity, and for that
reason it is difficult to provide strict criteria to identify its genréi In this thesis, I have
suggested that the-‘threat’ of a monster is a crucial factor in-the classification of the
horror genre. On the #ther hand, it can beéssaid that ‘hybridity’ is an important
characteristic of Thai horror film. As archivist and filnt-historian Dome Sukwong said
Thai filmiis similar to Thai food, such as tom yum kung, which has all tastes in one
dighs“Thaihorror filmds,netonlyyto scare audience, but alsoitormakepeeple laugh and
cry at'the same'time.

Thai horror film is often combined with comedy, and a large number of Thai
horror films seem to have been under the rubric of melodrama for their plots, leaning

heavily on romance, love stories, conventions or sentimentality. Not just for Thai

horror films, but also world-wide, the horror film genre has been interwined with
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sexuality. In Thai horror films, the issue of sexuality arose since the Film Act of 1930,
in that films containing elements prejudicial to public morals were strongly banned.
Repressed sexuality needed an outlet, which was found in horror film. Nudity, in
particular female, and dirty jokes about sex are often presented, and some horror films
present a carving that symbolizes the penis. The most distinct difference from
Western horror film is the representation of Buddhism in Thai horror film. Thai horror
film, in fact most Thai film, involves Buddhist beliefs, that is, karma and rebirth.
Ghosts appear in almost all.‘Fhai horr; films, and can be tied to the supernatural.
Dead people comes todivingspcople to take revenge for their wrongful deaths, and
most of them have supernatural power.l Even if they are not a ghost, but a living
human, they have the ability'touse black magic. Their uncanny power is an important
factor in making theém a horrific “threat’. ;

Due to the faét that the ‘main taréet ‘audience is rural residents, rather than
urban dwellers, Thai herrorfilm {naintaing:;chql beliefs, traditions, and folk culture.
However, since the early 20003,_ :".Fhai hoﬁgdﬁlm has significantly changed into a

more serious horror genrc from its comedy-horror nature, through influences from
# it " |

Korea, Japan, and Hong Kong horror films. Mensters in these films are no longer

funny, but are more grotesciué),‘ vengeful and Z(;rrl-le-s-'ome than ever before.  Thai horror
films released aftgi 2004 have tended to have endings i which the monsters in the
films do not die P cePpURISHEANCIENETURIERERIMEON K fing). This is mainly, of
course, because of commercial reasons, in order to be able {6 produce a series of the
popular horror film or to save the budget of production. Another possibility can be the
influence from ' the pessimistic and apocalyptic tendency of foreign horror films.
However, the most significant factor can be the effect of Thai Buddhism, in that

Buddhist ideas, such as fcause‘and effect’ or karma,‘are well represented.
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Monster as social metaphor

Monstrosity is bound to social norms, mores and culture, and, at the same time,
collective fear originates with incidents and traditions that people in the same society
or terrain share. Therefore, objects of fear reflected in horror films are spatial and
temporal memories of a group of people, rather than of the individual. Each culture
has created the configuration of the monster. When collective fears cross the cultural
boundary, temporal or spatial.gaps pro&ice unpredicted results; thus horror characters
have developed and adjustedsthemselves in order to maintain their horrific features.
The concept of rebisth s Buddhist lielief, combined with Thai animistic folk
religion’s belief‘that all creation in the unjlverse have spirits, has produced various
creatures and ghosts. These greatures and:ghosts can be divided into ‘good’ and ‘evil’
and both have often appeared in Thai folk i‘}aleds': and films.

The ghost'is the primagy horror o!‘t.)_}g_.ct in Thai horror films. While bad and
malicious spirits dominate Thai h_o%ror ﬁlmgf':;d some good spirits appear and protect the
protagonist or other characters as well (e.g.'?.':f.g@ale ghost in Hian, Nantha in Phi
Liang Luk Khon). Notwithsténding that thefmafé good or the guardian of a certain
group of people rsuch as famlly or family systen-l-: —o‘r that theyydo not harm innocent
people, the reason Wwhy the filii must be called liotror filiii Containing these ghosts is
because of their“abnormality’. Their appearance is ‘threat’ andifear’. However, most
Thai horror films provide the background or the reason why and how the ghost which
has a good spirit, or, even a horribly malicious ghost, has become eyvil. Utilizing this
device, Thai herror films can evoke the audience’s sympathy to the ghosts and this
represents Thai Buddhist belief of ‘eause and effect’” or ‘karma’. This also can be said
to'be the most significant‘différence between Thai hotror filmand Hollywood horror
film, in that there 1s no evil without any reason in Thai horror film, whereas ruthless

serial killers often appear without any explanation or background in Hollywood

horror film.
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Ghosts can be divided into three types by gender; female, male and the third
sex. Female ghost are the main character in Thai horror film. Women are physically
inferior to men so they are easy to become a victim of a bad man in the human world.
However, they gain supernatural power posthumously and avenge the men or
wrongdoers. Male ghosts have not appeared very often and are not as fearful when
compared with female ghosts. Most male ghosts appear in uniforms such as
government officer or military (e.g., Rongraem-Phi, Phi Mai Chim Fan). The reason
they became ghosts is mostly-related to :he ‘betrayal’ of love or friendship, rather than
physical abuse or love aswithsfemale ghosts. While the third sex or bisexual ghost has
appeared in recent hower films, gay people usually appear as supporting characters to
the heroes and heroinesyas assistants and alsp as comic relief (Patsorn, 2004. In recent
horror film, gay characters have finally tals-:en the main role; however, they usually are
featured as comic gharacters or with :facgtious features (e.g., Koi Thoe Gay,
Chimthang Rotfai Phi). -

Horror objects are 0ften combined with animals, trees and places, such as old
s ik

house and forests. Interestingly, . .these supejrriaﬁiral beings mostly embody female

features no matter whether being a serpent; __Takhian tree, or house, and are usually
based on Thai folktales and folk beliefs. ol

In recent-hoiror filins; diabolic himans appearing as @ horrific monsters are no
less than ghosts.r Most of them have supernatural power to kill'or mayhem people. The
significant charactCristics of these films are the ‘Self-Ego’ typed psychological horror

film, which are reminiscent to Dr, Jekyll and Mr. Hyde. This is.a relatively new trend

that implies ““Fhe most fearful thing is that [ am a monster.”

Using the meihod ‘of Robin=Wood to analyze the ménsters in hortor filmis, I éxamined
‘the Otherness’ of Thais, which can be considered an important concept in the
creation of the monsters in Thai horror films. Monsters in horror films are portraits of
our fears, and the evil of our minds, which can change following time and place.

However, at the same time, they are representative of the ‘collective memories’ that
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we share in a culture and society; thus monsters that horrify us are based on our own

particular culture and society. The Otherness in Thai horror films includes:

1) Monstrous female - Wood explains that in a male-dominated culture,
where power, money, law, and social institutions are controlled by past, present, and
future patriarchs, women as the Other assumes pasticular significance. In patriarchal
societies, especially in-Asian countries, women’s status-in society is relatively inferior
to that of men, the autonomy-and capal;ility of women is easily ignored, particularly
women’s sexuality. Mensters” in Thai| horror films are mostly female, no matter
whether they are ghositor human: Beauty and a sexy appearance seems to be one of
requirements for female monsters. This is a reflection of the repression about beauty

=

of the present people in Fhaisogietys. —
)

2) Male bourgeois = Even if it 15 ‘a male-dominated culture colonized by
bourgeois ideology, the repressio?hof men caJm_"De as much as for women. A rich man
in the upper class who'is Venerablc, gener'o,us- ‘,a.nd even good-looking incessantly
appears in horror films, not as a good man, bﬁf an evil doer. Thai society is definitely
a hierarchical Society, llke many others in As1a The upper ciass men should be an
ideal man in the-§ociety; a family man, voluntatily @ holy fhan |(nakbun), a morally
innocent man. The'repression comes from the ‘good man’ comﬁiex, such as what they

should look like, and this is well represented in Thai horror films.

3) Other [cultures - From diplomatic history, Thai peoplerhave been quite
open and ‘permissive to other cultures. Western culture was introduced to Thailand a
long time lago, ‘and at-present; Thailand is one’of the most popular cotutries for the
tourists to visit from all over the world. Nevertheless, Western cultures have tended to
be treated by Thai people as morally un-venerable, in particular, sexually indecent

(e.g., Khun Krabi Phi Rabat, La-Tha-Phi).
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4) Ethnic groups - Only one Thai horror movie about an ethnic group in
Thailand could be found. Zee-Oui is a horror-thriller movie based on a true story

about a serial killer and cannibalistic Chinese immigrant to Thailand in 1946.

5) Homosexuality and Bisexuality - Thailand has been labeled a ‘gay
paradise’ in Asia. Many famous and suceessful katoei actors (or actresses) and
scholars appear on TV, and many movies having gay characters as a main theme have
been released in Thailand. Nonethele;s, the status of sexual minorities seems as
tenuous as ever, as theysare restricted from social systems and often have to struggle
for identity. Although iomesexuality is considered abnormal by many people under
the mainstream €oncept of sexuality, it was neither regarded as serious misconduct
nor subject to severe punishment in Fhaihistory (Svati, 2009). Homosexuality in Thai
horror films represcats the grave, norml'ati\;é, and to some extent the insatiable,
although comedy-horror such as Koi Thoe-ég:_ly is as much a comedy as a horror (e.g.,
Phi Khon Pen, Suai Lak Sal). fj.: !

; :;1}

6) Children - As with women, chil(?’éﬁ are also relatively weak in physical
and social position. Childrér; who have appea}e-ci ?a-'s-a‘ monster of @ medium in the Thai
horror films are-Sehiool boys, fot gifls as of yet, o otherwise, as an unborn baby
aborted before tileir naturally birth. Children, or babies, as monéters appearing in Thai
horror films are mostly victims of adults. Children monsters in Thai horror films are
relevant to family problems; domineering father, blindly loying mother, conflicts with
half brothers|or sisters. Pirect or inditect experience (in sexuality insa child’s growth

has an impact on a child’s unconsciousness, becoming a fear or repugnance that can

leadto images of monsters<(e.g: Kai Thoe'Yom; Dek Ho):

7) Machines and new technology - It is no doubt that many people have
technology phobia, technophobia, which has been observed to affect various societies

and communities through the world. In some of these cases, the new technologies
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conflict with established beliefs, such as personal values of simplicity and modest
lifestyles. Another anxiety has grown up together with the development of
technology; alienation. The more dependent on machines civilization has grown, the
weaker human relationships have become. Fear of machines and new technology
creates a monster which shows up wia the phone, TV, or on video tape (e.g., Shutter
Kot Tit Winyan, Ngao, Cloning: Khon Copy.Khon).
J

Characteristics of the mounster-are definitely relevant to the Thai Buddhist idea of
‘karma’ and ‘rebirth’. Revenant events from the past incessantly come to see people
in the present. The linkage between them and their vietims in the present represents
karma; what you'are now 1s'what you were_.lbefore. Karma is beyond time and space;
you have to pay for what you did in.a pre-vious life, even though you do not know at
all. Sometimes you have to take responsib:ilitgf- for what your parents or ancestors did
in the past. Monsters in Thai horror ﬁlmé,}{@ ambivalent. Monsters are ‘threat’ and
‘evil’, but at the same time they are also VICE'HI}-S Examining through confrontation in
a relationship, four types of confrontation are. foﬁg,d; gender, such as female vs. male,
female vs. female; monsters vs. heroes/heroi?_f?é; good vs. evil; monsters vs. victims.
In the confrontation betwéeﬂtzt”émale and maié,- -s-lllioe-rnatural power and black magic
are essentially accompanied when a woiman punishes @ ihah,| because women in
human life are 7physically inferior to men. However, superhatural power or black
magic does not have significant meaning in the confrontation between female and
female. In.this confrontational form, the woman is not usually the direct wrongdoer,
but mostly acting las ‘a censpirator. In Thai horror films, Buddhist menks largely play
the hero to solve the problem or tosrepulse the malicious female ghost. However, in
recent horrot.[ilms, Buddhist tnonks ‘do not take the role as herg any looget; but has
remained as an important part and present motif of the movie.

The noticeable characteristics of the recent Thai horror films are: first, the
monsters do not die or leave the human world, but they still live with human until the

end of the movie (e.g., Shutter Kot Tit Winyan, Buppha Ratri, Program Na Winyan
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Akhat); second, there is no hero/heroine fights with the monsters, there is no good,

only evil (e.g., Buppha Ratri, The Unseeable, Long Khong).
Social/political and cultural allegory in Thai horror films

A burst of Thai horror film started with'Noenzee’s Nang Nak in 1999, which,
coming together with the economic revival, continued.the popularity of this old story.
The narrative trend of Thai herror ﬁlmerom 1999 to the early 2000s can be said to
have followed ‘traditiom® or ‘nostalgia’. But since the mid 2000s, Thai horror film
began to have variouss€inematic styles and narratives, with more individual issues,
rather than political 1ssues, such as ‘Otheme§s’ from gender and sexuality. Thai horror
films have become more serious aid glz-otesque, the laughing matter having been
gradually deflated fgom ghe horror film}s. Meanwhile, domestic political turmoil
continued and the economig¢ situation waé,fpgog_for years after the economic revival
from the 1997 IME. In addition catastropdl;_r_i(z natural disasters, such as the 2004
tsunami, floods year after yedr, and pandemifc,"d;i!s:eases, such as SARS and avian fly,
have had a significant impact. The anxiety afli_gi’s fear of the people of, not only national
crises, but also small and large éocial crimes and -i-rlrin-loral inciderits, have continued to

increase with these anxieties and fears assumed to be reflected in horror films in one

way or another.

The IMF trauma opened the door to the imagination of another horror world.
There has been a'tendency for ‘Thainess’ or ‘nostalgia’ to be represented in horror
film, and this trend continued until 2002. Nang Nak, Phi Sam Baht and Rongraem Phi
are exemplaty films that repreSent the trauma of the 1997 financial crisis and contain
‘nostalgic” elements. Nang Nak 1s the another version of the legendary Thai ghost
story Mae Nak Phrakhanong, Phi Sam Baht is adapted from three ghost stories taken
from Thai comic books in the past that cost one baht per book, this omnibus styled

ghost film contains three familiar ghost stories in Thailand; Rongraem Phi also
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provides images of a specific time and place, which is a classical horror story, based
on Atthajinda’s novel from the 1960s, and this film was produced as a movie for the

first time in 1975.

Natural calamities and pandemic disgase have occurred repeatedly throughout
the history of human beings everywhere in the werld. Throughout centuries, human
fear has induced the emergence and formation of folkleric phenomena. Khun Krabi
Phi Rabat is based on the.fear of Sf;:RS. This. comedy-horror movie depicts the
victims of the SARS viius as zombies and contains lots of sarcastic remarks and satire
on political and socialassues: Throughout the history of human being, there must be a
scapegoat for pandemie diseases or plaguels. This film points to ‘foreignness’ as a
scapegoat. Takhiam emphasizes the selﬁ;hness of human beings and the power of
nature. In Takhian, peoplg destroy nature ilnd‘ér the banner of civilization. People cut
trees indiscriminately for dam cpnstructi_(_;n_x with nature being devastated by the

actions of the people. ‘:;"

ae sl ,1;.-

At the turn of the 21st century, v?mxﬁen’s social status has significantly
developed. As women’s status 7and roles ha\i.e -c-ﬁ?a'r-léed, social Structure, in particular
family structure-as changed: Ti the traditional Thai hotror films, most narratives are
composed of a s:tory of physically and socially weaker Women,rwho die under a false
charge, and are réborn as a ghost with supernatural power to avenge the assailant,
mostly men; while today, female monsters aré more aggressive and active especially
in expressing their sexuality and/desire. Images of ‘mother’, who are believed to be
the most dependable and full of:love and kindness in tradition, are no longer
represented 1a hotrof «films; motreover, mothers do not.care of their ‘children, they
abort their unborn baby, or they impose their outside work, which was mostly
monopolized by men before, rather than family matters. Men’s anxiety for women’s

higher status or fear of the erosion of traditional values, specifically family, are

implied in recent Thai horror films, and, for that reason female monsters in horror
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films are depicted as more fearful, brutal, grotesque, and excessive. In Buppha Ratri,
Buppha is a university student who was abused by her step-father. But she is deceived
by the spoiled son of a rich family. She aborts her baby and then she dies from
excessive bleeding. However, her feeling of guilty for her unborn baby and her desire
for a perfect family keeps her staying at her apartment even after she has died, and she
lives with her dead lover forever as if her wish in the end.

Ban Phi Sing (aka The House, dir. Menthon Arayangkoon, 2007) represents
the anxiety of the change in family Valu;s in present days. The monster in the film can
be the faltering family. Husband Phanu presses his wife Chalinee to play the role of a
mother. But she cares more for her outside work than being a mother. Phanu’s anxiety
invites atrocious resultsyand, as with other _vyife—killers, it brings tragic consequences;
while wife Chalinge survives, she lives fu1:14of torture in return for rejecting the perfect
family. )

The monstrous woman Panor in Lorfg_ ’Khong 1 and 2 1s portrayed as one of the
most malicious and ‘ruthless characters ar_n;(_mg Thai horror film history. She is a
teacher and mother. But at the-same. time, sh'e"ié a_. family breaker, sexual pervert and
invader. Considering her social position and the fact that she is a mother, Panor is a
symbol of faltering tradltlonal values and collapsmg family structure in modern

society.

From the beginning of the 2000s until the present time, Thailand has struggled
with political turmoil.” Conflicts between “the, ousted Prime Minister Thaksin
Shinawatra and anti-Thaksin groups has grown to cover the wholé country, and at last
Thailand 'seems to be separated into two parts; the reds vs. the yellows; North and
Northeast vs..Bangkok and-thé South; new elite and prolétariat vs! the privileged and
elites. Faet, released in 2007, is the story of Siamese twin sisters, which is often
referred to as ‘unity’ according to the “United Siamese Brother — Chang and Eng”
idea, based on the American history of Siamese twins, Chang and Eng, and was

emblematic of America’s unification due to “inseparability”. Siamese twin sisters,
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Pim and Ploy, were born conjoined at their stomachs. They were very close, loved
and cared for each other until they met a handsome boy, Wee. They fell in love with
this boy at the same time and at last they fought to win his love. But Ploy

inadvertently kills Pim, and Ploy lives without Pim, disguising herself as Pim, for

%ir inseparable destiny calls Ploy to

several years in a foreign coun

come back home and Pim a

This rese -| : i i horror film as related
to many film theﬁ:s. Obviously there is need for more s’:)@lﬁc and detail study of
the Thai 0 ﬁ ¢ issertation foc 0 ‘t i es_and characteristics of
monsteﬁiuc ﬁ%ﬂuﬂﬁﬂ :E[:ﬁjrahjever, there still
needs toﬂ an analysis of the narr%hives of the ﬁlmﬂn a macroscopic perspective, it

YRR IR IATT I TR

qountries, including sian horror film.
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Thai films from 1997 to 2008
Thai Title English Title Year Director
Ta Fa Likit (vt &da) Won is Running? 1997  Oxide & Danny Pang
TusiGdan iadaidla Tav 1997 LRAN J9ANUN
303 AR I/AAY/ EBINIA 1998 JAUITI AIFAIN
Nang Nak (¥19u7n) Nang Nak 1999 Nonzee Nimibutr
Cloning Khon'Copy Khen
gﬁ. . p_}/ Cloning 1999 16 aa35ing
(Taafly rudadilinu)
Pob Wit Sayong (daugiaaeag) Body Jumper 2001  Haeman Chatemee
. r Bangkok Oxide Pang,
Phi Sam Baht (Agauyuan) i 2001 ,
~Haunted Pisut Praesangeam
999-9999:To TitTai i
r 4 999-9999 2002 Peter Manus
(999-9999 A1 GG 1 EL) W
Khon Hen Phi (nuiiui) The Eye 2002 Oxide & Danny Pang
Tamnan Krasue (6 uaszda)  Demonic Beauty 2002 Bin Bunluerit
Phi Hua Khat (R 2n06) Headless Hero 2002
Rongraem Phi (1s9lt5ufi)- The Hotel 2002 Anukul Jarotok
Arom Athap Akhat — o
. Three Extremes 2002 Nonzee Nimibutr
(@518l 21055 21236 - T =
Khon Bok Phi Ba Pacha Taek Chaos At The ' .
T ——— 2003 + /Jaran Wongsujjaa
(Puvandindeuen)y - Graveyard -
Khon Sang Phi (ﬂui‘\"i’\‘l ) Ghost Delivery 2003 " Tiwa Moeithaisong
Takhian (AzLAeI) Takhian 2003 Chalerm Wongpim
Buppha Ratri (Udu15163) BupphaRatri ~ 2003  Yuthlert Sippapak
< " Thammarak
Sanghon«(&y13561) Omen 2003
Kamuttmanock
Lob Phi Phi-Mai‘Lob The'Ghost . . .
R . 2003  wvavnau @MUY
(vauf A'lunaw) Hunter Project
Arphichard
Lon(viaau) Lhorn 2003
Phonpairoj
. & The Mother aka )
Hian (\&au) 2003 Bhandit Thongdee
The Unborn
Six Hok Tai Tha Tai . o
. . Six 2004  Nasorn Panungkasiri
(Six nAaavinaE)
Khun Krabi Phi Rabat
SARS War 2004 Taweewat Wantha

(qunsedl fszunm)
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Khon Phi Pisat (au H Tl@3) Evil 2004  Chukiat Sakveerakul
Buranee Rachjanibun
Zee-Oui (da#) Zee-Ovui 2004 & Nida Suthat Na
Ayutthaya
Khon Len Khong (putauuav) Art of the Devil 2004 Tanit Jitnukul
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The Plot Summary

1. Nang Nak

The storyline of Nonzee’s Nang Nak is similar to twenty earlier versions. In
King Mongkut’s reign, Nak’s husband Mak goes off to fight in a war. Nak works hard
in the room of her husband, while Mak also has difficult time in the battleficld. Mak
gets severely injured and is sent.to Somdej Phra Buddhajarn. In the meanwhile, Nak
goes into labor with her baby,but she and the baby die inthe process. Mak survives
with Somdej Phra Buddhajam’s help anl‘d returns home to Phrakhanong. His loving
wife Nak and his son Deang are waiting.’atﬁhis house and all seems well at first, but
then he is told by a neighbor that Nak dzed,_in childbirth while he was away. Mak
refuses to believe this and thr€atens.his neiig}_lbor. Next, when he is visited by the local
monk who tells him the same thing, the sce-i:;é"isaéhown through the monk’s eyes as he
sits next to an empty baby’s cradlec coveré(ftWith cobwebs. Mak, however, sees his
living child there. The local péoplé NOW. feelijg;ré{f;:ned, as they blame Nak’s presence
for fierce storms that wreek the village. Iﬁ:ta)ﬁt-}..bf the most famous scenes, as she
cooks dinner, Nak drops a lime through the floor -of“their-hdt,"but then she reaches
through the ﬂoo; to get it, extending her arm fantastically. MaksSees this and flees in
terror amid another storm. He takes shelters in the temple where the monk performs a
protective ceremonysfor him. In the meantime, a group of young men angrily burn
Nak’s hut. She emerges enraged, clutehing her shrouded baby and brings the flames
down ongthem, then appears upside down in the temple. Outside, a spirit doctor is
exhuming her grave to retrieve her mummified corpse. He starts to smash it with a
rock, but Nak forees him to strike himself'in the faee instead. The menk of virtue,
Somdej Phra Buddhajarn, and his novice then come to her grave. Her mummified
corpse returns and the novice steps into the grave to chisel out part of her skull,
releasing her spirit with a terrible rush. Mak enters the monkhood and the final scene

shows him sadly paddling his boat away.
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2. Phi Sam Baht

Three young women gather in a coffee bar in Bangkok to tell and discuss three

original ghost stories with each other.

Thon Khaen Nang Ram (aka Legend of Drum): In Bangkok, the young Jieb
receives an ancient.drum not listcd in the order from the truck of a logistic company.
She calls her formeprofessor, Arkom, who identifies the markings for good luck that
she describes and tells the stery of the .Iorphan, Paga. In 1917, the renowned music
teacher Jangwah-Chuem and this wifc P.en’g raise the beautiful Paga, who was the
daughter of a member of a musical troupe_; with their deformed son, Gnod. Paga is a
good and loving sister and daughter and fioﬂec-omes a great beautiful dancer. No one
wants to talk to Gnod, even his own' father, -Ght}'em, except Paga. When Paga falls in
love with the handsome Fond, who s an éuﬂ{ist_of promise in the palace troupe, the
jealous Gnod and she vanish {from their Villaéx 3fe.:'lb, in the present day, dreams about
a mysterious dancer over and over: even ii%.;h'q;;daytime, she sees the dancer. One
night, when Jieb’s husband comes home from a business trip, ‘ghe dancer welcomes
him instead of: Jjeia, and she takes him down to the water. Lﬁckily, Jieb is in time to
hear the splash frofn the river, and she dives to save her husband. Jieb runs inside the
house to get toweis, but when she tries to go outside, the doors are all locked. She
decides'to, cut the drum and' she (finds'Paga’s’ atm there. Paga’s apparition shows up

close to Jieb ‘and suddenly it is'blacked out. The next morning, Jieb brings a towel to

cover her husband as if nothing ever happened.

Namman Phrai (aka Black Magic Woman): Pan lives her life alone in an
apartment in the outskirts of Bangkok. She is a gorgeous and beautiful office lady, but
her life is lonely and boring. On the contrary, her next-door neighbor seems full of joy,

although she is older and not very attractive. One day, Pan receives a sample from her
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next-door neighbor of a love potion (namman phrai) that makes the user irresistible to
men. Pan does not know that the essence is made of the blood of dead women and she
uses it on a man in a nightclub, who becomes an insatiable lover. However, when Pan
and the man have sex that night, the man suffers from an unidentified female spirit all
night, and before the dawn, he throws up unknown green slime, falling down on the
floor of Pan’s toilet. He is brought to the hospital’and stays in a coma for several days
without any reason. His father brings him out to a temple and asks a Buddhist monk
to cure his son. In thesmeanwhilc; Pan spends every night at the night club to find a
sex partner and consele heglonely soul. One night, she meets Tim, who is a charming
acquaintance on theboat every morning’ls on the way to work, but who already has a
fiancée. From the firsg'sight. Pan feels attraéted to him, but he seems not to care about
her. So Pan decides toguse the namman ﬁﬁraj_ on him and she finds the price of the
aphrodisiac. That night Tim comes to be f{yith Pan and they have passionate perfect
love. Pan’s life is not lonely atiy more. Sh’e-'ll'()\fés Tim and Tim comes to see Pan at
her apartment every nightin a hypaotic con:di!tien. One night, after Tim and Pan make
love, Tim goes out to buy some drinks for Pa}p,! btif he does not come back because he
is killed by a car on the way fo the shop. Or:thg next night, Tim comes to see Pan
again with a gaunt looking carrying an ax. Pan is scared to se€ that and runs into the
toilet, but Tim bre;aks the door with the ax to come inside and professes his love for
Pan. In the dark night at a cemetery, Pan and Tim lie together under the ground, and

Tim still whispers to Pan’s cold body, “I come to love you forever.”

Chong Wen-(aka Revenge): Detective Nop is'ifi charge of the investigation of
the death of a woman named Gunya who was foundhanging in a distant.storeroom.
He does not. accept his chief’s position of suicide, as he is ‘convinced: that it is a
murder case. He investigates the husband of the victim, Vinai, and her former
boyfriend, Tongin. With Dr. Jade’s help, Nop finds autopsy evidences that Gunya’s
death was not suicide.He is suspicious of Gunya’s husband, who is an old retired

soldier, and finds that Vinai abused Gunya and beat her while she was three months
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pregnant. Nop judges that Vinai is the murderer of Gunya, and breaks into Vinai’s
house and kills him intentionally. But soon after, he discovers that Vinai was not the
murderer, but Tongin was, so Nop goes after Tongin, who is going to run away
abroad to escape his company’s corruption problem. But Nop kills Tongin
intentionally as well, and says “No one can suwvive if they hurt Gunya.” Nop becomes
a hero, and he visits the place where Gunya died to console her spirit. However,
suddenly TV news reports that there is awideo tape found that shows Nop killing both
suspects and he becomes a mwtderer now. The truth is that Nop is another former
boyfriend of Gunyagalthough he left hér without any reason. Nop is also one of the
men who hurt Gunya: Guaya really did commit suicide. She stacked big ice cubes,
climbed on the top of them and hung herself, She is the one who creates all these

incidents. When Nop is@arrested, Gunya is?s‘tari_ng from under the roof.
lII '

The three girls finish telling their ghost stories, criticizing each other’s story.

o
A waiter comes close to Jieb and asks her to-pay the bills. There is only Jieb sitting on
the sofa in the cafeteria. She comes out fro@!ﬁjeicafeteria and it is raining outside.

She starts to run in the rain. Suddefily her hair‘i_&“ﬂ!uttered in the wind. The backside of

her head has another face; that is the face of Paga.
3. Rongraem Phi

Luang Natuban' leftia’ will and then-killed himself.)Twenty. five years later,
Parinya and Pattama come back from England to theirfather Pun, living in a hotel in
Bang La Moong near Pattaya, which Pun and his wife, Sarapee inherited from Luang
Naruban. Pun and, his brother Pleng are running this hotel afterhis wife Sarapee died.
The hotel is old so they decide to ask a young architect, Visut from Bangkok, to
renovate the hotel. One rainy night soon after they are gathering together, a lady
comes to stay at the hotel and then a man, who claims to be her husband, comes after

her to the hotel. Everyone notices from their conversation that the lady is being
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abused by her brutal husband, so Pun throws him out and lets the lady stays at the
hotel, even though the hotel is under renovation. On that night, the lady is found dead
hanging by her neck from a fan in the ceiling, and her husband is also found dead in a
car. Pun’s fingerprints are found in the car making Pun the suspect for the murder
case, but Pun runs away in a his small boat, Workers are killed one by one and Pleng
possessed by a malicious_spirit, is killed. The_housekeeper, Jerm, is possessed and
tries to kill the chief of police who is staying at the hotel for the investigation. A few
days after going missing; Pattama.s found at the beach'ina coma without any reason.
Thus, the chief of pelice brngsa spirit doctor and witch doctor to expel the evil spirit,
but the evil is too stwong for them. With ;.!hC spirit doctor’s help, Pattama recovers, but
there is no way to repel the evil spirit. Mé-énwhile, Tium, who is Pun’s old friend,
comes to see them'and tells ghe story abou?Ll{ang Naruban, Pun and Sarapee.

Luang Naruban, a retired governm‘;pt ;)fﬂcial was a rich and respected senior
in the village. He lost his wife during an fc'tt-teick-'by the Japanese army during World
War II, and lived alone to keep his faith af;(ii"';i-ignity. But soon after his coming back
from Bangkok to his hometoWn, he fell 'in &::&;ith a young beautiful girl, Sarapee
and proposed to her to marry hinr. Sarapee CO‘:lld;_pO]; possibly reject his authority and

power, so she answered ‘yes’. On their wedding day, Sarapeerand her lover Pun ran

away together. LSeeply hurt, Luang Nairuibra?lrlvkilled himself, leéving a sealed envelop
with his lawyer. According to Naruban’s will, Sarapee and rPun inherited the hotel
from Naruban exgctly three years after Naruban’s corpse 1s moved to a burial site.
The truth'is that before "he died; 'Luang Naruban studied supernatural power to be
reborn, and his"spirit is reborn to revenge the betrayers and their family. In the end,
Pattama looking like her mother, Sarapee, kneels down,and asks forgivengss for them,
shedding tears. [uang Naruban who_has true love for Sarapee, sees fher tears, and

accepts to forgive their sin and disappears with the wind.
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4. Khun Krabi Phi Rabat

Thailand’s leading health official, Public Health Minister Ratsuda, declares
Thailand free from the SARS virus and that Thailand’s superior technology and
medical research will prevent the disease fromireoccurring in the kingdom. However,
far away in Africa, there has been an outbreak of'a mutant type 4 strain of the SARS
virus, which causes patients to turn into bloodthirsty zombies. A hornet carrying the
virus from Africa hides in an-aisliner and lands in Thailand. It flies into the open
window of a farang(Andrew Biggs)’ dfiving a car and stings the man on the back of
his neck. The man becomes patient zero ln the outbreak of SARS No. 4. He returns to
his apartment building and infccts othes ‘in his building. The SARS No. 4 virus
spreads out very.rapidly. AImost every re-gidedr_lt of the building and the people at the
basement nightclubsare all infected now. ?érr;ong the zombified creatures is a giant
Burmese python named Albert;"Meanwhild;"-Séhéolgirl Liu is kidnapped by a gang led
by a transvestite named Yai, whe dresses aéj d’,t’sexy woman in a bikini. Liu’s father, an
influential and rich business’m‘én, “does not w1_sh-'f5 involve the police, so he turns to
his old friend Master Thep. Thep, injurcd frb@--hiéiast outing, assigns his top student

swordsman, thn Krabi, to rescue Liu. Krabi soon finds himself at the building,

where he sees qu and attempts to rescue ﬁ;r, But is then stopﬁéd by Yai and his men,
and then they encdpnter the zombies in the apartment building. Master Thep, sensing
his student needsﬁhelp, goes to the building just as the Hezilth Ministry has sent in
some nien afid a womahn ‘doctor, Dr. Ridnay-who for some'réason is-wearing bondage
gear under. her'bio-Containment suit. She has a trial vaccine that she hopes will cure
the zombies, but instead only makes their heads exploede. Then Khun Kfabi attempts
to use his magic sword, but its batteries are low and it does not function;

In the meanwhile, Krabi rescues Liu; Krabi and Liu fall in love with each

other and have a romantic moment, but then they encounter a pregnant woman who

" An Australian journalist and author and television personality in Thailand
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has turned into a zombie and now her baby also is a zombie. The fetus flies out of her
womb and bites Krabi, who turns into a zombie himself. He is so distraught that he
tries to kill himself by drinking household chemicals. In a stroke of luck, however, the
combination of chemicals does not kill Krabi, but in fact cures him from the SARS
No. 4 virus.

At this time Liu is eaten by the giant'zombic python, but Master Thep saves
her and also retrieves some batteries_from the snake’s stomach, which had been
swallowed earlier, sosthe swordworks again. Finally, the building is set to explode —
part of the containment plan by the health minister — but Master Thep has a remote
control that stops theexplosion. |

In the ending sequence, it 1s revealed that Liu is in fact the transvestite Yai,
wearing a rubber'masky meaning that KraTSi lost his virginity to a man. An animated
back story reveals how Yai found Liu’s cfgthés. Later it is revealed through another
animated segment that Liu survived the stméiglé with Yai, and that she and Krabi will

live happily ever after. t dia '

do 2 Ao

5. Takhian

A village éhief Wittaya and his party hide in the trees.in/the dark night in the
deep forest while hunting animals. One of his party urinates just anywhere and this
offends Nang Takhian,* the spirit of the tree, which then kilis every members of the
party. Wittaya who survived, decides to/revenige Nang Takhian and'he orders his men
to cut evety trée m the woods including the Takhian tree. Anyway, all the trees are
going to be cut for a dam that is under construction. The clearing of the trées is almost
finished, only thei\Takhian treelis left, but every man who tries to cut the Takhian tree

fails in their mission. Worse than that, the wrath of Nang Takhian is getting more and

" In Thai animistic belief, takhian tree is a kind of sacred thing, which has a deity or spirit

named Nang Takhian. (S.Phlainoi, 2000. Legend of Thai ghosts)
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more fierce. After some men die, Wittaya cuts the Takhian tree by himself with an
electric saw. Finally, the Takhian tree falls in blood, which flows to the river. In the
meantime, Wittaya is forced to take care of his friend's son, Thong Kam, who is from
the Karen tribe.” As a young man, Thong Kam falls in love with Wittaya's daughter,
Porn, who has just graduated from Bangkok; but Wittaya prefers Trai, a civil engineer
who came from Bangkok to their village to ceordinate the building of the dam. When
the dam is completed, the village is flooded so every villager of the Karen tribe must
evacuate to the upper” part.of.the mountain. However, the land they get in
compensation is infertile and poor. ‘As Wittaya’s wish, his daughter Porn and Trai
have a happy engagement. ;while Th;lang Kam who lost his village and love,
desperately moves tosthe top of the mountain with some friends. One day, Norsung,
who loves Thong Kam; visits Thong Kar?l’sdhut, but Thong Kam is not there, only
some villains, Wittaya’s /men, who Come f‘ig ﬁer, gang-rape and then kill her. Thong
Kam in rage runs into the construction site"’e-{lbrfé and shoots the villains. Wittaya and
his daughter and Trai arriye justintime andj ﬁnd out what happened. Suddenly, one of
the villains takes Porn hostage and hides uncﬁx ‘fﬂéI Takhian tree, which is already cut
down. But, Nang Takhian _possesses Pomfsibizély and recovers its strength again.
Thong Kam saves Porn, but Porn becomes a permanent sleeping princess. Wittaya
decides to re-pla}i‘; the tree stub again in order to appease ther soul of the Takhian and
hopefully break thé sleeping spell on Porn. However, hidden threats still lurk in the
forest. The dam ha;s a.crack for some unknown reason, so Tréi and his friend engineer
dive down underwaten’ There, Trai and his-friend seé¢ many ‘dcad*people and Nang
Takhian in Porn’s body. The cut down Takhian tree ishitting the"wall of the dam and
Trai tries to bomb Nang Takhian. Wittaya and /Thong Kam follow'after them,
blocking Trai from doing this. When Nang Takhian is about*to smile, the bomb is

exploded by Trai and Nang Takhian’s dies, bleeding green blood. However, furious

" The Karen, known for in Thailand as Kariang or Yang, are some languages and many ethnic
groups in Burma and Thailand. The Karen make up approximately 7 percent of the total Burmese

population of 47 million people.
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Nang Takhian comes after them and kills Trai and Wittaya. The dam, in the end,
collapses, and water sweeps the whole village. Many villagers die, but Thong Kam

and Porn are alive to witness the scene of catastrophe caused by human error.
6. Long Khong 1

Childhood friends, Por, Kim, Tey Nuch and Ko, visit Ta in their home village
for a summer vacations*Ta waits_for his friends at the tramn station and takes them to
his home along thesnatural waterway. |At the small Khmer village near his home,
Panor, their high school teacher and Ta’s estranged stepmother, lives peacefully like
other villagers. The fiwe children, except .Téi-; 20 to see Panor, and each of them think
about what happened tWwo wyears ago in Thelr minds without saying a word. Nuch
receives a phone call from her parerits tha{dhef father is 1n the hospital, so she leaves
to her home in Bangkok alone first. After -t—hey' come back to Ta’s house, dreadful
things keep happening to them..Fifst, to Km;-, awhile changeing her shirt alone in the
room, the door and windows §uddenly open grgl é-.fose on their own. She brings foods
for a cat in the house, but the cat tlns away.rsﬁhé__.ghases the cat and then sees a scene
in which Ta’s grandmother is eating the cat’s fresh intestines: When they are having
dinner, which PaI{or made for them, they find Nuch’s torn bedy in the chicken soup
and they throw up. Te, posscssed by the spirit of Panor, swears at the other children
and continuously éuffers from apparition of dead people. Tﬁe six children run away
into the roomi where Buddha fimages ‘are! displayed, wheré they bend down and pray
for their safety. But'the malicious spirit seems to be stronger and more powerful than
their wishes. Ko suddenly falls down and numerouissgeckos crawl out'through his
body. The two boys that arc left, Ta and Por, decide to go to the Panor’s house in the
forest, and the two girls, Te and Kim, stay at Ta’s house. But Te also dies in a
miserable death, as Kim goes screaming out into the forest. Ta listens to Kim’s
screaming and runs to find Kim, while Por is left alone in the forest, and is brought to

Panor’s house. She tortures him until he is dead. When Ta and Kim run into Ta’s
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house from the forest, they receive a phone call from Nuch’s uncle via Nuch’s cell
phone near the house. Ta and Kim survive and the police, who receive notice from Ta
and Kim, attack Panor’s house. Kim is hospitalized and Ta stays with her all the time.
Kim asks Ta to be her boyfriend again, and they look happy now. At the very moment,
news about Panor is aired on the television, reporting that the local police have found
Ta’s corpse from under the river along Ta’s house. A few minutes after, Kim falls out
from the hospital building, while the burned black Ta whispers to her, “You are the

one who wants us tostick togcthci”
7. Long Khong 2

Ta comes back to his grandfaﬁle{’_s house, where grandfather, grand-
grandmother, aunt Phen and the aunt’s hlgsband are living together. The house in
located in the middle of a salt field and thé"cdi‘pse of Ta’s mother is kept in a salt
storage. Ta’s mother was poisoned to death"-by Ta’s father who had an affair with
Panor. Panor was asked to be a tutor for Pheﬁ Vt-oj-:"'[ake an entrance exam for nursing,
and as soon as Ta’s father saw young and beaﬁ;_ifyj Panor, he fell in love with Panor.

At present; Phen is working at the hospital near home, where Panor is
hospitalized due tb a mental disease. As soon as Ta comes back home, Phen and her
husband secretly bring patient Panor to their home. Panor wakes up in the salt storage,
all of Ta’s family members are gathering together to prepare some kind of black
magic with Panor. Thefelis'a superstitious<ceremnony  to callithe spirit of Ta’s mother
to possess . Panor’s body because they want to make Ta’s mother be reborn through
Panor’s body. With the help of black wizard, Ja Rit, who is a retired!soldier, the
ceremony |is . succéessful land the 'spirit of Ta’s mother comes back {thtough“Panor’s
body. Meanwhile, Ja Dit is looking for ‘Thep sam ta (three-eyed god)’ to make him
immortal and stronger, which he found from Panor during the ceremony.

Panor, possessed by the spirit of Ta’s mother, becomes a benign and loving

mother again. However, owing to the dead spirit, Panor cannot eat human food but
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eats offering for the spirits. She visits her husband and brutally kills him. While she is
coming back home, she is kidnapped by Ja Dit, who wants ‘Thep sam ta’, but Ta sees
this scene and chases after them to save Panor. As soon as she is free from the ropes
that tie her up, she kills Ja Dit and brings Ta home. But she already has her own spirit
back and her ruthless revenge starts with Ta’s grandfather. She inhumanly kills every
member of Ta’s family one by one, and Ta is.alse’burned to death. Panor goes back to
her house along the river after her reyvenge ends. A boat is paddling forward to the
house where Panor.isssitting. A head monk is sitting on the boat, and says “All evil
doing are related tes€ach ether.’> When Panor was young, she was bullied by her
classmates, so she went to see Khmer spi'rit doctor and asked him that everyone would
love her. One year later, Ta is'waiting forhis friends at the train station. The story of

Long Khong 1 has started.

8. Buppha Ratri

: F

Buppha Ratri is a university student fiomja family in the country, who has a
dark past given that she had been taped by hE:I_’ .St;gpfather when she was very young,
which is why, shé cannot easily open her mind to anyone. However, by destiny she
falls in love with Ake, who is a spoiled young man from a rich' family and she gets
pregnant. But Ake makes a toy of her, and although she knows that Ake has abused
her, she forgives him. From the force of his father, Ake has to go to study abroad, and
since he. is iscared of this father, ' helforces. Buppha to abort.their.baby. The next
morning,.he leaves Thailand, and"Buppha, left alone it bad health, dies from severe
bleeding within a month, but she is not willing todeave her room until'! Ake comes
backileaving a word that he has bought jok for her. She becomes ja vengeful ghost and
stays in a small room in an old apartment owned by a parsimonious middle-aged lady
in the outskirts of Bangkok. The apartment building is getting dilapidate and the
residents start to leave. The landlady is in economic hard times and the rest of the

residents try to expel the ghost Buppha from the building. First, she asks a spirit
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doctor, who is well-known around the neighborhood for his strong spiritual power, to
come to manage the situation. But he is a just swindler, so fails in his mission. Next,
she asks another spirit doctor, but all are vain attempts. Even a Christian father comes
to try to expel her, but also fails. While, Ake, in England, who is severly addicted to
drugs, comes back without his father’s permission. Ake comes to see Buppha because
he feels guilty for her without knowing ‘that she is not a human being. Buppha
welcomes Ake warmly and it seems that everything is going well. But the young girl
at the jok bar in frontefthe apartiment building follows Ake trying to seduce him, and
Buppha bursts into.afjealous rage at both the young girl and Ake. Both of Ake’s legs
are cut by Buppha, and the girl from the jok bar 1s about to have her leg cut when a
spirit doctor from Cambodia entersin herroom and saves the girl. After a raging fight,
the spirit doctor.ds ablg to expel Buppha?é spirit from her corpse and he brings her
corpse out of the city. But the incantatory fg_aper on her corpse is blown away and she
gets her strength back/and goes back to heI-’.’ap%irtment. She is living in her room as
usual again with Ake, who has ‘become a -éhost sitting in a wheelchair, and most
surprisingly, Ake’s father tclls the truth on ict 'i;hone that Ake is dead in England
from a drug overdose a month ago. £y

9. Ban Phi Sing

Chalinee is a.documentary reporter of a broadcasting company. She has to
cover a‘murder case from six yeadis ago jagain. She visits theyhouse ©f the crime scene
where medical doctor, Sant, killed his ‘wife, Phusarat. " The house is 0ld and dreary on
the outskirts of Bangkok. But the house is closed tight and the janitor dées'not allow
her to go inside the house. At that moment, she sees a woman it a blue dress watching
outside through the window from the second floor. Chalinee, thus, infiltrates the
house to investigate the case for her reporting.

After coming back from the house, she is haunted by the apparition of the

woman of the house, thus she decides to interview the murderer Dr. Sant in prison.
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But the labyrinthine murder case gets more complicate, and she discovers another
murder case which happened in the same house. The murder was committed eight
years ago when Dr. Chalerm killed his girlfriend, Jamjuree, a university student. She
goes to interview Dr. Chalerm in prison, but she becomes the one who is questioned
by him about the house. She is told that there is some strange and dreadful strength of
the house that made them to be a murderer.

Chalinee’s husband, Phanu, suspects her of having a love affair with her work
colleague, producei.Chen. One-day Phanu follows after-her to go to that house, and
the strange spirit haunts Phanu: He tries to kill Chalinee i the end, but he is killed

accidentally. Chalinge 1s sitting on a chait in a daze in the room with tears.

10. Faet

Pim is born asja conjoinéd twin at t-h'e stomach with her sister, Ploy. Pim is
very sweet and protective of Pim. However’,-i’t is Ploy who throws rocks at a group of
children who are taunting them. While stayingir-l";i' hospital, Pim and Ploy meet a boy
named Wee. Although both love: him, Weef_-o'p_’ly returns Pim’s affections, which
makes Ploy angry and jealous. Finally Wee recovers from hiS.iliness and is able to
leave. As he is gétting into the car, Wee decides he wants to.see Pim one last time.
Since the twin’s room is on the second floor, he decides to call to her. As much as
Pim wants to see Wee, Ploy will not get out of bed. Wee is upset and leaves. Angry
and in/tears, Pimi' demands /that! she! and-Ploy belseparated. {The twins have an
operation. to separate them, but Ploy doesnot'survive.

Several years later Pim, who is now livingsin.South Korea andthas a happy
marriage with'Wee, teceives a phone call from Thailand that*her mother has had a
stroke. When Pim and Wee return to Thailand, Ploy comes back to haunt her. Curious,
Wee looks into Pim’s family affairs. In a stroke of irony, Wee finds that Pim is
actually Ploy. Revealed in a flashback, Ploy strangled Pim in a jealous rage after Pim

demanded they be separated. In order to save Ploy’s life, doctors had to amputate
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Pim’s corpse from Ploy. Ploy assumed Pim’s identity in order to be with Wee.
Throughout the film, Pim’s ghost is actually trying to tell Wee of this. Ploy’s mother
who knows of her actions as well, tries to tell him, but is unable to talk due to her
weakened state. After confronting Pim, Ploy takes Wee hostage, but not before killing
her mother. However, Wee escapes, and the ensuing fight with Ploy causes the house
to catch on fire. Wee escapes, but a shelf falls.on Ploy. Trapped underneath, Pim’s
ghost confronts and holds her down, taking Ploy with her as burning debris rain down
around them. In the.end;"Wee vasits Pim'’s grave, apologizes, and places a necklace on

her tombstone.

11. Ban Phi Poeb

A grandmother Chom predicts that’I:I_’hi Poeb will come back soon, and it will
be more malicious and strong-than Phi Pob-;"Bu't there will be a hero repels the Phi
Poeb. However, the committee of Tambon,'S’e)mphot and his assistants do not care of
her saying. Phi Poeb was PhiFa, who was deio-tfe-a"nal and good shaman for villagers.
But one day on her way back home, she couldjngé stand starving, so stole offering for
‘chao thi (deity-of terrain)’. And then she became Phi Poeb who has to eat fresh
intestines of animéls. But bloodthirsty Phi Poeb starts to attack.wvillagers one by one,
and people in village are scared of Phi Poeb. One day, a group of university students
and a professor who was born and raised in the village, Doi Sangob (Peaceful Hill),
come t@_reséarch Phi Fa'tolthis village./But-théy finds out Phi Fa is.the same one of
Phi Poeb.and the ‘Whole village begins hideand seek play. Some villagers are killed
by Phi Poeb already. One of the students, Nat, got théerystal ball from a monk before,
and he knows' this ball can defeat'the Phi Poeb. At _the funeral, Phi Poeb comes to
temple and Kkills villagers taking advantage of their sorrow. But all students plan to
catch the Phi Poeb, take her underwear off and push the crystal ball into her vagina.

At last, the Phi Poeb is burnt and reduced to ashes. The students save the village and
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they come back to Bangkok. On their way back, one of the student, Tha, turns around

and smiles. But her face becomes Phi Poeb.
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