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Abstract

Global pop culture and media consumption have influenced contemporary Thai
society and its traditionally perceived national culture and heritage. Such cultural
impacts are not only from the global trends of Western cultures, but also from the
more local influential Asian cultures, such as South Korean and Japanese. In
response to this, within a general strategy, Thai television has been utilised as a
principal source for promoting a projected contemporary Thai cultural identity. This
study examines the discursive construction of nostalgic Thai identity in popular
television variety shows whereby a form of integrative cultural identity for the country
is envisaged. The research covers processes of production and consumption of
certain television texts to provide an understanding of the ways in which this Thai
identity is constructed, represented and perceived. It intends: a. to analyse the
textual features of the shows (including visuals, language, design, narrative etc.); b.
to examine the perspectives of the key figures in the television industry; and c. to
analyse and compare the viewership’s perceptions of Thai identity representations in
the shows in relations to their own lifeworlds. The study adopts qualitative research
methods: multimodal discourse analysis, in-depth interviews with key figures in the
television industry, as well as focus groups with various viewerships. The study finds
that the construction of nostalgia around the perception of Thainess has been at the
centre of these particular identity discourses which promote the country’s perceived
traditional culture and heritage as core identity markers. In this way, the Thai
representation in the shows is constructed in line with the reflective nostalgia which
focuses on reflecting the nation’s past and culture, rather than a restorative nostalgia
which relates to total restoration of national past/symbols i.e. an uncompromising
return to “origin”. In addition to the cultural concerns of the text producers, the
television shows have actively been substantiating this notion of Thai identity in line
with the government’s cultural policy, which envisages contemporary Thai identity as
a form of inclusive collective identity incorporating modernism as well as
traditionalism, rather than a form of openly nationalistic and exclusionary identity.
This representation of Thai identity both arises from and is compatible with the
country’s socio-cultural and historical circumstances as a way to underpin the
maintenance of the traditionality/distinctiveness of Thai culture, while simultaneously

integrating a form of multiculturalism. The inclusive vision of Thai identity



construction/representation can also be supportive of the international policies of

cooperation and relationships between Thailand and other (neighbouring) countries.
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Chapter 1. Introduction and Socio-cultural Context of Thai Society

1.1 Introduction

1.1.1 Background of the study

Debates about the role of television in constructing national identities are familiar
ones in Media and Cultural Studies. In Thailand, the significant aspect that needs to
be addressed is the issue of how television has been used as a main cultural agent
in the construction and representation of national cultural identity. Thai society has
developed in line with multiculturalism. Farrelly (2016) claims that globalisation has
delivered significant improvements to living standards and introduced new
technologies to Thai society. Also, Thailand has allowed large parts of its cultural
orientation to accept foreign influences. This has resulted in changes to the lifestyles

of Thai people across the entire nation in not only urban but also rural areas.

The cultural influences of foreign cultures on Thai society are also reflected by media
culturalism. With globalising media, there has been an increasing trend of popularity
of foreign pop cultures among Thais. Such pop cultures include not only the trend of
Western cultures which have been already globally popular, but also the influential
Asian pop cultures (particularly South Korean pop culture such as television dramas
and K-pop music), which have become very popular in Thailand and have had a
great influence on Thai (especially the youth) lifestyle and social values (Chutima,
2007; Dissanayake, 2012; Kim and Wang, 2012; Papanggon et al., 2013). Since the
widespread popularity of South Korean media products, Thai society has been
impacted and embraced these cultural trends. The trend of admiring foreign pop
cultures is reflected in not only the media consumption among Thais but also the
increasing trend in foreign cultures influencing Thai lifestyle. For instance, Thai
fashion trends, language use and social attitudes towards beauty have been

impacted by South Korean attributes (see Chapter 2).

Pattana (2010, p. 60) claims that the Westernisation of Thailand “has often incited
uncertainty and anxiety among the Thai about the legitimacy and authenticity of their

modernizing project.” The cultural problem (greatly induced by such media

1



culturalism) to be addressed here is that whereas there has been a popular trend of
embracing foreign cultural forms, there are concerns in some quarters that there has
been a concomitant neglect of national culture and heritage among Thais. While the
Minister of Culture has tried hard to arrange various cultural projects to encourage
the national cultural identity, the fact that Thai youths prefer to focus on adopting
modern and foreign cultural forms rather than pay attention to their role in preserving
national culture has been a barrier. For this study, this neglect might lead to the
collective “forgetting” (Holdsworth, 2011, p. 4) about distinctive national culture and
national history among Thais.

According to Thitinan (2007), cultural imperialism in the age of globalisation has
played a role in creating a sense of national belonging, which has led to the
strengthening of Thai traditional identity. This is in line with Robertson (1992), who
notes that a globalisation that facilitates “the universalization of national (and other)
particularisms” (Robertson, 1992, p. 155) can play a significant role in the rise of
nostalgic inventions of traditions. The fear that “globalization will homogenize and
standardize Thai culture into a single, Western-defined mould” (Thongchai, 2010, p.
150) and the fear of cultural problems caused by excessive multiculturalism in Thai
society has led to the government, together with media institutions (as one of the
main platforms of production and consumption of identity construction), feeling it
needs to articulate and propose a form of national identity revivalism. Smith (2010, p.
30) explains the essence of rediscovering and restoring the unigue/distinctive cultural
attributes of the nation. He suggests that “where such a distinct culture has been
‘lost’, ‘forgotten’ or ‘submerged’, it can be and must be found, remembered and
brought to light”. Coping with the “fear of forgetting” (Holdsworth, 2011, p. 4), the
nostalgic form of Thai representation has been used to highlight the “existing” Thai
identity and also to revive the “nostalgic” (or “vanished”) ones. Nostalgia - viewed as
a way to facilitate a continuity of identity (Davis, 1979; Robertson, 1992; Tannock,
1995; Wilson, 1999; Bergin, 2012; Niemeyer, 2014; Wilson, 2014) - has been an
essential element for promoting and reviving national identity and also evoking the
collective memories of the nation. In the construction of national identity, the
“‘invention of tradition” (Hobsbawm, 1983, p. 2), in which the establishment of a
connection between the past and the present is the key, is used. Indeed, in the

construction and representation of Thai identity, the invention of tradition is utilised as
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a way to maintain continuity with a desired and suitable historic past, together with
the cultural borrowings to develop and (re)construct such identity (this will be

discussed in detail in section 1.2).

Focusing on nostalgia media, a process of discursive construction of Thai identity
through media has broadly been at work to facilitate the continuity of Thai identity. As
Lewis (2002, p. 85) points out, media has been a powerful source of organising the
“cycle of remembering and forgetting” in public communication. The crucial role of
nostalgia media discourse in constructing national identity and unity is reflected in
several nostalgia media products. They not only display the good values of the past
life and traditional Thai culture but also represent the national past and history to
generate such a discourse of Thai identity. The nostalgic film Nang Nak mirrors the
vivid vision of past Thai life in the 1870s to represent history, cultural identity and
Thai beliefs (Natthapon, 2003; Harrison, 2005). Historical films such as Bang Rajan,
Suriyothai, and Thawiphop - underlining the role of national heroes and solidarity
among Thais to defend the nation from enemies - are “framed with the express
intention of generating a sense of national unity” (Harrison, 2010b, p. 117). The state-
funded film The Legend of King Naresuan, which represents the story of one of “the

greatest Thai warriors” (Veluree, 2015, p. 103), also serves this cultural function.

Despite the attempt to construct the discourses of national identity through the
nostalgic films referred to above, their short-term period of distribution in the cinemas
seems to be a barrier. This might be a reason why television, the most popular
medium in Thailand (Itsariya, 2013), has also been used as a principal source for
promotion of national culture and history. Holdsworth (2011, p. 4) asserts that
nostalgia television has the ability to produce “an abundance of memory in response
to the fear of forgetting” and that television memory canons are “particularly
significant for certain understandings of national identity - the dynamics of
remembering and forgetting are endemic in the stories each nation tells of itself”
(Holdsworth, 2011, p. 88). Indeed, the government has used television to support
Thai tradition and values (Thitinan, 2007), and many television programme producers
have attempted to present a nostalgic identity in order to inspire people to appreciate
and encourage Thai culture.



The televisual construction and representation of Thai identity has been
substantiated in many forms of television shows, for example period/historical based
television dramas, television documentaries, and variety show programmes. The
findings of research examining popular television and the construction of
contemporary Thai cultural identity (Thitinan, 2007) indicate that Thai television has
played a significant role in the construction of a unified and distinctive Thai cultural
identity. Thitinan argues that, despite the influence of Western forms of television
programmes in format and style of Thai television (for example, the programmes
exemplified in The Weakest Link, Who Wants to be a Millionaire, Big Brother, and
Pop Idol), Thai television programmes, as an “imported cultural form” (Thitinan, 2007,
p. 83), have taken on Thai features by creating their own styles as a hybrid of
Western genre and Thai specificity. The popular gameshow The Weakest Link
Thailand is a good example of this. This game show presents the traditional features
of Thainess by representing the Thai characteristic of compromising (Krengchai),
which is a mannerly characteristic among Thais indicating consideration of others’
feelings and compels people to refrain from criticising one another. This shows the
way in which television discourse is constructed to safeguard a Thai identity which in
recent years has been challenged by the influence of western media and the patterns
of behaviour they broadcast. “Western” cultures, in the sense of this study, following
Stuart Hall’'s conception (Hall, 1996b), stand for not only European and American

cultures but also influential Asian cultures (see Section 1.2).

The interesting point is that Thai television programmes present not merely existing
Thai identity, but also the vanished elements and aspects and the perceived positive
values and traditions of the past (hence, “nostalgic”). Many television programmes
have this focus in their productions. The meanings of such an identity are
represented through linguistic and semiotic aspects of the programmes’ contents.
The Khunphrachuai (Oh my god) programme, broadcast on Modernine TV, is one of
the well-known variety programmes that portray the traditional national culture, past
Thai life, and distinctiveness of Thai identity (Chanthana, 2005; Kanittha, 2007). In
brief, the contents of this programme focus on encouraging Thainess, including belief

in Buddhism, loyalty to the monarch, the Thai language and literature, arts and



music, local games, traditions, characteristics, values, appliances, and costumes
(Chanthana, 2005). In addition to its contents, other components of representation
also represent Thai identity, such as, hosts who are familiar with traditional culture
and guests who are cultural specialists. The scenery, costume, light, sound, and the
overall screened pictures also reflect past Thai life and tradition. Another television
variety programme called Talatsot Sanam Pao (The fresh-food market at Sanam
Pao), broadcast on the Royal Thai Army Radio and Television Channel 5, has a
similar focus. This programme represents the value of culture through Thai
approaches towards food and style of traditional markets, which are hard to find in
contemporary Thai society, especially in the urban areas where people tend to be
more modernised (Kanitta, 2010). Also, the variety programme named
Chingchasawan (The Ferris wheel), broadcast on Modernine TV, portrays Thai
identity towards country music (Lukthung songs), which tends to be neglected among
the youths and likely soon to be lost if it not preserved by the new generation of
Thais. In the face of the popularity of music influenced by foreign cultures, especially
Western and Korean pop music, Chingchasawan plays a role in encouraging and
preserving Thai country music through song and dance contests for young people
who appreciate national culture and are keen to preserve it. As outstanding television
programmes in the sense of being media products which encourage and conserve
the cultural identity of the nation, these three shows have been selected for analysis

by this research project.

1.1.2 The current project

Academic studies have examined different aspects of nostalgia through a variety of
disciplinary lenses, including studies of nostalgia as feeling or emotion, a kind of
(private or collective) memory, and attitudes toward the past and so forth (Sprengler,
2009). Situated within the field of media and cultural studies, this research project is
an attempt to gain an understanding of nostalgia television discourse and its role in
the construction and representation of Thai cultural identity. A gap between studies of
the construction of discourses of Thai identity through nostalgia television and its
cultural impacts on audiences prompted this research project. Despite the fact that
various forms of Thai nostalgia media have been used to represent a national past
and a national culture, scant literature has concerned itself with this phenomenon.

Although there have been studies on nostalgia media in the Thai context - on



nostalgic films (Pensiri, 1998; Supa, 2002; Natthapon, 2003), music (Nilobol, 1992),
on magazines (Karanik, 2005), on television (Chanthana, 2005; Suwannamas, 2009;
Kanitta, 2010; Suwannamas and Sutee, 2010; Suwannamas, 2011a), and a
discussion on communication and nostalgia phenomenon (Suwannamas, 2011b) -
only a small amount of these studies have focused on the issue of nostalgia media
and their role in constructing national cultural identity. Of those that have been done,

most of them emphasise the media representation of the past in general.

Focusing on television which has been the most popular medium in Thailand
(Itsariya, 2013), whereas several nostalgia television shows have functioned as a
source of representing/promoting Thai culture and heritage, a small number of
studies are concerned with nostalgia television’s role in constructing Thai identity,
together with its connection to viewers’ cultural attitudes and behaviours. On the
contrary, the studies on nostalgia television focus mainly on examining television
texts and the way they represent the past in general. Additionally, these studies
seem to lack an understanding of “why”, which can help to understand the
connections between television, culture and society as the main focus of media and
cultural studies. The obvious examples are a number of my previous studies
(Suwannamas, 2009; Suwannamas and Sutee, 2010; Suwannamas, 2011a), which
examined the representation of the past in a particular television show in a very
general sense and in a superficial way. That is, they merely provide an answer to
“‘what” and “how” (for instance, what kinds of the past are represented in the text and

how they are represented).

As noted, this interdisciplinary research project therefore seeks to fill this gap in
research on Thai media and cultural studies by bridging critical analysis of nostalgia
television discourse, analysis of the discursive construction of Thai cultural identity,
and audience studies. This research project will achieve an in-depth understanding of
the construction of discourse of national identity through popular nostalgia television
shows and its cultural impact on Thai people as not only an audience but also as
members of a nation. Adopting an interpretive paradigm, this study is developed in
light of the constructivism assuming a relativist ontology and a subjectivist

epistemology and employing a qualitative research methodology in relation to the
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critical analysis of media discourse. By employing the framework of critical analysis of
media discourse suggested by Fairclough (1995b) as the main approach, the
research covers processes of production and consumption of certain television texts
to provide an understanding of the ways in which Thai identity is constructed,
represented and perceived. In this way, the study adopts qualitative research
methods including multimodal discourse analysis, in-depth interviews with key figures
in the television industry, and focus groups with audiences. As the contextualisation
of the data is crucial to achieving a critical understanding of why things are the way
they are (Khosravinik, 2010b), the study draws on the socio-cultural context of
Thailand (including the government cultural policy) to explain the way in which such
discourses of Thai identity are constructed, shaped, and justified, and how they

become influential.

This research project will shed light on the important area of television, culture, and
identity studies, specifically aspects in relations between Thai television and the
formation of contemporary Thai identity. It draws together media and cultural studies
and the study of television in contemporary Thailand. The research attempts to make
a contribution to both academic and media professional practices. The results of the
research might be utilised by media intermediaries to promote national culture. This
can be applied to the design of nostalgia television (and also other kinds of
multimodal media texts), which is viewed as a positive contribution to the cultural and
national heritage of the country; and to inspire Thai people, especially the new
generation, to appreciate their (traditional) Thai identity. Theoretically and
epistemologically, the study will examine and incorporate theories and concepts such
as the critical analysis of media discourse, media semiotics, the social construction of
reality theory, and the concept of nostalgia in the analysis of Thai television
programmes. This research will make an academic contribution to the field both in
terms of its overall analytical approach to the issue as well as providing a country-

specific case study.

1.1.3 Research questions and objectives
This research project is an attempt to achieve an understanding of the discursive
construction of Thai identity in contemporary Thailand within its current status of



surrounded multiculturalism. Through the lens of television and cultural studies, this
research investigates the way in which television discourse functions as a cultural
intermediary to construct and represent the meanings of Thai identity. Additionally, it
examines the way television is used to ideologically (re)construct the national
discourse of identity in the socio-cultural circumstances of modern Thailand.

The study specifically aims to answer three main research questions:

1. How do the textual features of the shows and talks on Thai television
programmes represent Thai identity?

2. What are the perspectives of the key figures in the Thai television industry
towards the cultural functions, impact and popularity of Thai identity

representation in television programmes?

3. What are the audiences’ perceptions with regard to the importance,

relevance and value of Thai identity as represented in television programmes?

The research project is conducted with three main research objectives:

1. To analyse the textual features of the shows and talks constructing and
representing Thai identity in the television shows;

2. To examine the perspectives of the key figures in the Thai television
industry towards the cultural functions, impact and popularity of Thai identity

representation in television programmes;

3. To analyse and compare the audiences’ perceptions with regard to the
importance, relevance and value of Thai identity as represented in television

programmes.

1.2 The Socio-cultural Context of Thai Society

This research project focuses not only on an analysis of TV texts, the perspectives of
the text producers and the audiences’ interpretations, but also the contextualisation
of research findings which is central to Critical Discourse Analysis (CDA) in its

argument for interconnecting textual practice and social practice (KhosraviNik,



2015a). This section will therefore provide an explanation of the socio-cultural context
of Thailand in terms of the history, culture, changes and developments of Thai

society to help critically establish such a link.

1.2.1 Construction of national identity: Inventing Thai tradition, nostalgia,
cultural borrowing, and (in)authenticity

This section establishes the idea that Thai cultural identity is significantly constructed
through a process of cultural borrowing and of “nostalgizing” (Niemeyer, 2014, p. 10)
the social past. In this manner of identity construction, various forms of Thai cultural
identity, despite being articulated in comparatively modern times (especially in the
twentieth century), are a product of what Hobsbawm (1983, p. 2) calls the “invention
of tradition”. The invention of tradition seeks to establish and perpetuate social
cohesion based on a collective identity and shared understandings of a continuous
history (Hobsbawm, 1983). It has been used as a way of forming a distinctive identity
of a particular community or nation, an “imagined community” (Anderson, 2006), in
which the establishment of continuity with the past is central. As a product of the
invention of Thainess, numerous forms of Thai cultural identity (which will be
discussed throughout this thesis) can be seen as an “invented tradition” (Hobsbawm,
1983, p. 1). As Hobsbawm states:

“Invented tradition is taken to mean a set of practices, normally governed by
overtly or tacitly accepted rules and of a ritual or symbolic nature, which seek
to inculcate certain values and norms of behaviour by repetition, which
automatically implies continuity with the past. In fact, where possible, they
normally attempt to establish continuity with a suitable historic past. A striking
example is the deliberate choice of a Gothic style for the nineteenth-century
rebuilding of the British parliament, and the equally deliberate decision after
World War 1l to rebuild the parliamentary chamber on exactly the same basic
plan as before.” (Hobsbawm, 1983, p. 1)

Interestingly, several traditions as markers of national identities (including those of
Thailand) that are claimed to be old/ancient are actually modern, in the sense that
they are recent in origin. Hobsbawm (1983, p. 1) argues that, “Traditions which

appear or claim to be old are often quite recent in origin and sometimes invented.”
This is evidenced by the modern form of pageantry/rituals of the British monarchy,

implying an ancient history but actually “the product of the late nineteenth and



twentieth centuries” (Hobsbawm, 1983, p. 1). Likewise, the invention of new
traditions is reflected in the invention of the Scottishness and highland myth - the
“artificial creation of new Highland traditions, presented as ancient, original and
distinctive” (Trevor-Roper, 1983, p. 16). The Scottish Highland tradition of wearing a
kilt woven in differentiated clan tartans, and the tradition of the bagpipes are, in
contrast to widespread perception, actually quite modern. As Trevor-Roper (1983, p.
15) states, “This apparatus, to which they ascribe great antiquity, is in fact largely
modern. It was developed after, sometimes long after, the Union with England
against which it is, in a sense, a protest.” This is a Highland mythology about the
antiquity of such traditions. Additionally, according to Morrison (2003), the four styles
of Scottish traditional dance - including Scottish Country Dance, Highland Dance,
Scottish Stepdance, and Cheilidh Dance - are traditions which emerged in the
twentieth century, invented as a manifestation of Scottishness. Symbolising Scotland,
these genres of dance have become “markers of Scottish culture and identity”
(Morrison, 2003, p. 12).

The essence of invented tradition is its link with a suitable past (Hobsbawm, 1983).
This can be made through the utilisation of ancient materials/traditional practices
adapted to form a new tradition, particularly invented to serve a new purpose. As

Hobsbawm explains:

“...the use of ancient materials to construct invented traditions of a novel type
for quite novel purposes. A large store of such materials is accumulated in the
past of any society... Sometimes new traditions could be readily grafted on old
ones, sometimes they could be devised by borrowing from the well-supplied
warehouses of official ritual, symbolism and moral exhortation - religion and
princely pomp, folklore”. (Hobsbawm, 1983, p. 6)

Modifying the old cultural material, the inventors of the Scottish dances as mentioned
above adapted certain elements of prior dances and incorporated new ones to
represent Scottish identity. As Morrison (2003, p. 3) clarifies, “Prior to this, dance in
Scotland was neither labeled ‘Scottish’ nor ‘traditional’. Communities simply adapted
dances and movements, incorporating new ones..., to express their respective

cultures”.

10



Focusing on the Thai context of inventing traditions, many forms of Thai
culture/tradition as sources of national identity are also modern/recent in origin.
Despite being claimed/perceived as long-standing Thai traditions, they are actually
recently invented ones which contain references to a selected and desired historic
past. The practice of tree ordination, which was especially “invented to save local
forests from logging” (Morrow, 2011, p. 53), is one such tradition. According to
Morrow (2011), tree ordination was firstly witnessed in 1988, invented by the ecology
monk Phrakhru Manas Natheepitak, of Wat Bodharma in Phayao Province, Northern
Thailand. It is a tradition in which traditional practices and ideas which had long-
standing roots in Thai culture are blended to create new meanings of ordination for
new purposes. In this way, the practice of tree ordination employs Buddhist symbols
to establish a connection between the idea of forest preservation and Thai beliefs in
spirit trees as a response to the need for forest preservation at the time. Despite
employing Buddhist symbols, including Buddha images, chanting of scripture, and
monastic robes to ordain trees (thing) as monks (human) (Morrow, 2011), it has been
claimed that the tradition of tree ordination is not an original Buddhist practice.
Rather, it is an invented tradition that has a close connection to prior Thai traditions
and beliefs. As Morrow (2011, p. 53) claims, “Tree ordination is not meant to be an
original eco-Buddhist invention, but an invented tradition that asserts itself as
continuous with Thainess (khwampenthai)”. This illustrates the function of invented
tradition as “responses to novel situations which take the form of reference to old
situations” (Hobsbawm, 1983, p. 2).

Moreover, the aspect of authenticity plays an essential role in the creation of cultural
identities and the formation of invented traditions (Morrison, 2003). Morrison (2003)
suggests that investigating how authenticity functions can indicate the way different
national identities are constructed. It has been claimed that authenticity means “the
original or unaltered” (Bendix, 1997 cited in Morrison, 2003, p. 5) and that
authenticity relates to “traditionalism, originality, or reality” (Park et al., 2018, p. 5).
Searching for “the authentic cultural experience” is therefore a “search for the
unspoiled, pristine, genuine, untouched and traditional” (Mcintosh and Prentice,

1999, p. 589). Despite the fact that the “traditional” is defined as one of the features
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of authenticity, as noted above, in this thesis it is too ill-fitting to consider traditional
Thai culture as authentic. Although many forms of traditional culture of Thailand were
formed many centuries ago and have been handed down from generation to
generation, the formation of Thai culture has included a form of cultural borrowing
since the very beginning (see sections 1.2.2-1.2.4). Hence, this study sees the
construction of authenticity as a formation of the original, unaltered, pristine and

unspoilt culture(s) rather than of the traditional.

Turning to nostalgia, there is a close connection between this term and authenticity.
To construct an authenticity of community/national identity, maintaining the original
traditions of a community is the key. Park et al. (2018, p. 6)’s investigation of a link
between nostalgia and authenticity in relation to tourists’ visiting Jidong mural alley in
South Korea, where the preservation of the old atmosphere of the alley was made
through the creation of a mural project, reveals an interesting causal relationship
between nostalgia and authenticity. Park et al. (2018, p. 6) claim that “the community
constitutes its own authenticity” by combining its original cultural features with the
murals, which are considered a recent tradition (this invented tradition was initiated in
2011). Despite a variety of themes on the murals, their most characteristic attributes
are connected with a nostalgic depiction of collective memories - “the memories
Korean can share” such as the theme of traditional fairy tales (Park et al., 2018, p. 2).
Also, the quality of being surrounded by an “old-life atmosphere” (Park et al., 2018, p.
2), in which a traditional market and historic buildings are maintained and highlighted,
contributes to the community’s distinctiveness from other communities. As a tourist
destination where “old community traditions” exist and the nostalgic representation of
such a community identity is set, the mural alley has therefore become a place for
visitors to recall the past and have a nostalgic feeling (Park et al., 2018, p. 6). This
shows the way in which nostalgia is closely connected with the maintenance of a
community’s original culture/tradition. Indeed, through this process of preserving the

original, authenticity is thus already constructed.

In the process of inventing traditions to express a national identity, either authenticity
or inauthenticity can be formed. If the authenticity is a key, innovation and change
are limited. A study by Morrison (2003) reveals that different invented traditions allow
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a different degree of authenticity and innovation. This is reflected in the fact that each
of the four Scottish dances allows a different degree of innovation, depending on how
identity in communities is preferably established. On the one hand, if the construction
of identity in communities focuses on maintaining authenticity/traditionalism, the
innovation and change (which can be made through cultural borrowing and
adaptation) are limited. As Morrison (2003, p. 19) states, “In those communities
where identity is defined by their traditions,..., there are few opportunities for
innovation. Change is controlled, and the constructed identity maintained through the
language of authenticity” (this seems to be in line with restorative nostalgia, which
focuses on a total restoration of the past and getting back to the origins - see Chapter
2). On the other hand, in communities where the maintenance of the original and
unaltered is not a key, change and innovation are boundless. This is reflected in the
idea that whereas the Scottish Country Dance and Highland Dance adhere more to
authenticity in terms of following specific codes of dress, movement and behaviour,
the innovations in the invention of Scottish Stepdance and Cheilidh Dance are
unlimited (Morrison, 2003).

Regarding the construction of Thai identity, it is crucial to consider if it is an attempt
to create a sense of authenticity. Following the conception of authenticity as outlined
above, it can be argued that the way Thai cultural identity has been constructed is
not in line with a total maintenance of authenticity. Despite being perceived as
traditional, Thai cultural identity does not always mean authentic. If authenticity refers
to the original, genuine, or unaltered, as noted above, and closely relates to the
notion that innovation and change are limited/resisted (Morrison, 2003), the
construction of Thai identity, in which the cultural hybridisation and borrowing foreign
cultural elements are significant, is arguably the opposite. The cultural borrowing that

has taken place is an important indicator of this.

In addition to the modification of traditional practices/ancient materials to form a new
tradition, cultural borrowing also plays a vital role in the process of constructing
community identity. The formation of Islam, which drew upon the Judeo-Hellenic
tradition and “borrowed creatively from Christianity” (Said, 1978, p. 74), is one

example of this. This way of identity formation indicates the “working together of
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cultures that overlap, borrow from each other, and live together” (Said, 1978, p. xxii).
In the Thai context, it is evident that national identity is a product of cultural borrowing
and cultural hybridisation. The development of the (re)construction of Thai identity
explained in this chapter (see sections 1.2.1 - 1.2.3) clearly shows that Thai identity
is a product of cultural borrowing, and has been since earliest times. This includes
not only its age-old form but also modern form. Understanding Thai identity as hybrid,
transformable, changeable, and adaptable, this thesis thus sees it as dynamic rather

than static or unaltered. Thai identity is hence not claimed to be original/authentic.

Identity construction/reconstruction as such is shaped by various power relations.
Power, evidently, is influential in building national identities. As Foucault (1995, p. 27)
contends, “power produces knowledge”. Whereas the way Occident sees and
explains Oriental cultural entities is claimed to be artificial or man-made (Said, 1978,
p. 5), the way Thais see themselves following from the constructed and circulated
discourses of national identity can also be claimed to be similar way. Said (1978, p.
5) notes that “men make their own history, that what they can know is what they have
made” and that “ideas, cultures, and histories cannot seriously be understood or
studied without their force, or more precisely their configurations of power”. National
identity is therefore a man-made discourse constructed and reconstructed through a
web of power relations in a particular society at particular stages in time. The way
Thai identity has been constructed is through a process of shaping/governing through
various power relations across time. Forms of tradition have been invented, elements
of other cultures have been borrowed and adapted, elements of the past or ancient
practices have been selected and hybridised with new ones, and so forth, through
the choices made by those who possess power in society. This will be explained in

the following sections.

1.2.2 Nation, religion and monarch: The national institutions that have shaped
Thainess and national ideologies

It is important to account for Thailand as a nation-state, “a hyphenated form, a hybrid
creature in which two very different entities reside on either side of the hyphen: the

nation and the state”, rather than as a “nation” or “state” separately (Reynolds, 2005,
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p. 23). Whereas the state is considered as physical, i.e. it “has structure and
hierarchy” and “is concrete”, the nation “is more amorphous”, “has little structure or
hierarchy”, and relates to the “emotional and nostalgic” (Reynolds, 2005, p. 23). As
Anderson (2006, p. 6) argues, the nation is, “an imagined political community” - a
community which is not an actual community but a communion of thought and
ideology among its members who do not know one another. Reynolds (2005, p. 23)
metaphorically states that “the nation is soul, while the state is the body, the
container of the nation that provides the armour for its protection”, because the nation
is connected with the shared feelings and ideologies among the members of the

nation that help to facilitate the generation of national harmony.

Thailand, a nation-state officially called the Kingdom of Thailand (Knutson, 2004), is
a country located in Southeast Asia sharing land borders with four countries: Burma,
Laos, Cambodia and Malaysia (Worldatlas, 2015). Thailand was historically known
as a@7u(Siam) (Fine Arts Department, 2016, p. 10). The term “Siam” had been used
from olden times by other nations, for example “Champa, China, Cambodia, and
Vietnam to designate the kingdom dominated by the Thai-speaking peoples of the
Chaophraya River valley” (Reynolds, 2006, p. 248). According to the Office of the
Royal Society (2011), the term &&uis defined as the official name of the nation in
the reign of King Mongkut (Rama IV) (r. 1851-1868), who drove Siam into
modernisation (Hoare, 2004). In 1939, the name of the country was changed by the
cabinet of the government under Prime Minister Field Marshal Plaek
Phibunsongkhram from “Siam” to “Thailand” (Hoare, 2004; Reynolds, 2006; Fine Arts
Department, 2016), which means “land of the free” (Hoare, 2004, p. 19; Farrelly,
2016, p. 331). As Farrelly (2016, p. 331) suggests, the assertion that “Thailand is the
land of the free” emerged from “the country’s earlier efforts to remain uncolonized by

European powers”.

Thailand has a long history*. The origin of the Thai people has long been a

controversial issue. On the one hand, it has been claimed that Thai people are

1 See the list of the key events in Thailand’s history, from 4000 BCE to 2001, on pages 205-208 in
Hoare, T.D. (2004) Thailand: a global studies handbook. ABC-CLIO, Inc.
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“‘descendants of the T’ai people” who originated in the area which is now part of
southern China, but then migrated to the area which is now Thailand to settle in the
Chaophraya basin in the 13" century (Lewis, 2002, p. 78; Hoare, 2004) (see the
extensive debates Lewis, 2002; Hoare, 2004; London, 2008; Pranee, 2014). On the
other hand, it is argued that the archaeological findings of Ban Chiang history support
the claim that the migration as such was merely a return of the indigenous people of
“Thai land” (Hoare, 2004, p. 26). In 1238-1350, the Sukhothai Kingdom was
established, bearing the claim of being “the first truly independent Siamese kingdom”
(Hoare, 2004, p. 26). The reign of this kingdom was followed by the Ayutthaya
Kingdom (1350-1767), the Thonburi Kingdom (1767- 1782), and then the founding of
Rattanakosin Kingdom - the current Kingdom of Thailand since 1782 (Hoare, 2004;
Fine Arts Department, 2015).

Despite the diversity among the members of the nation in several respects, such as
different ethnic and linguistic (dialect) backgrounds from different parts of the country
with their local cultures, social beliefs, lifestyle and political views, Thai people have
generally been unified by a shared national culture around the national institutions of
Nation, Religion and Monarch (“Chat, Satsana, Phramahakasat” in Thai), to which
there is a strong allegiance among Thais (Lewis, 2002; Peleggi, 2007). Peleggi
(2007, p. 118) points out that “the national community invoked by chat transcended
ethnic as well as social differences for it was unified by the Buddhist religion and
loyalty to the monarch acting according to the dharma (Thai: tham), or moral law”.
One of the most outstanding events showing the power of this unity is the way it
facilitated resistance to colonialism. Lewis (2002) claims that:

“The Thai people’s unity made them distinctive. This unity - secured by

allegiance to ‘Nation, Religion and the King' (Chat, Satsana, Phramahakasat,

in the formula developed in King Vajiravudh’s reign (1910 - 1925) - helped

them resist the Western colonialism that overtook all other Southeast Asian
states by the end of the nineteenth century.” (Lewis, 2002, p. 78)

These national institutions have also been the fundamental basis of the construction
and practice of Thainess (Suwilai, 2014). As Pinkaew (2003, p. 157) claims with
regard to Thainess: “To be Thai is to be loyal to [these three principles/pillars]”. For

instance, Theravada Buddhism, as a national religion, has played a major role as a
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“spiritual power that links to Thainess” (Veluree, 2015, p. 150). Thailand has a long
tradition of Theravada Buddhism - one of the two main schools in Buddhism, spread
into Sri Lanka, Burma, Thailand, Cambodia and Lao (Erricker, 2015, p. 88) - with a
94.6 percent Buddhist population, 4.6 percent Muslim (primarily in the south and
Bangkok) and less than 1 percent Christian (Phillips, 2007). Pinkaew (2003, p. 157)
argues that Thainess is a collective identity that is “constituted by shared
commonality” of language (speaking Thai is an indication of membership of the
nation), religion and monarchy”. Likewise, Suwilai (2014, p. 19) maintains that the
practice of Thainess normally refers to “the (central)Thai language which is the
official/national language used to unify all people into one nation, with Buddhism as

the religion of the majority, under the universal patronage of the monarchy”.

Thai national flag?, called the Tri-Rong Flag (tricolour flag) (shown in Figure 1.1),
symbolises Thainess and the three national institutions (Peeranat and Kettawa,
2015)3. In addition to its function in representing Thailand as a nation state, the three
colours of the flag refer to the three highly respected national institutions (Peeranat
and Kettawa, 2015). Designated by King Vajiravudh (Rama V1), it was officially
interpreted that “the red refers to the nation; the white refers to the religion; and the
blue refers to the monarch” (Fine Arts Department, 2016, p. 11). In the article “The
Signs of the Tri-Rong Flag”, written by King Vajiravudh in 1921 (cited in The
Government Public Relations Department, 2013; Peeranat and Kettawa, 2015, p.

44), the meanings behind the tricolours are explained as follows:

“the red refers to the blood that Thais can sacrifice to save the country; the
white refers to the purity of Buddhism and the Dharma (the teaching of

Buddhism); and the blue refers to the monarch.”

2 The Tri-Rong Flag was developed by King Vajiravudh in 1917, after the use of previous forms of
Thai national flags since the first national flag in the Ayutthaya Era Fine Arts Department (2016) wsan

Sausssulne [Thai cultural heritage]. Bangkok: jsfailmsiiud 1977 [Rungsilp Printing 1977].

3 See further discussion on the meanings of the colours of the Thai national flag in relation to different
situations where the flag was used in Peeranat and Kettawa (2015).
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Figure 1.1: The Thai national flag, the Tri-Rong flag (Association of Southeast Asian Nations,
2017)

There has been a strong top down promotion and ideological construction of national
unity, evidenced by the government's promotion of the ideals of nation, religion and
monarchy. This has been promoted among Thais in several ways. One obvious
practice is the governmental promotion of the Twelve Core Values for Thais, in which
the idea of upholding the three main pillars of the country - Nation, Religion, and
Monarch (Royal Thai Government, 2014) is promoted. This has also been promoted
by the education system (Meyer, 2014a), evidenced by a government’s educational
development scheme that focuses on the enhancement of teaching the national
history and civics at every level of education, consciousness-raising about virtue and
morality, and the application of the Twelve Core Values for Thais to practice (Ministry
of Education, 2017). Moreover, such core values have been nurtured in Thai schools
through not only classroom teaching but also encouraging students to undertake a
particular practice to help to inculcate a sense of Thainess. This is reflected by
reciting the core values each morning, singing the national anthem while the national
flag is raised, and offering Buddhist prayers in most parts of Thailand (Farrelly,
2016).

These core values are not new. They are ideas that have existed for a long time,
together with King Bhumibol’s (Rama IX) ideas of Thai living (National Science
Technology and Innovation Policy Office, 2014), especially the King Bhumibol's idea
of sufficiency economy which has been promoted as a guideline for Thais to handle
the effects of economic crisis and social change (Pranee, 2014). The set of twelve
values has been propagated and promoted by the current military government
through not only the educational schemes mentioned above but also through media
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for mass appeal. This is reflected in the fact that these values have been upheld by
television and radio programmes and also the free set of Twelve Core Values for
Thais Line stickers (Farrelly, 2016), launched in 2014 by the government. As Prime
Minister General Prayut Chan-o-cha states, the government’s aim is to “define clear
core values of Thai people so that we can build a strong nation” (cited in Farrelly,
2016, p. 333). The full list of these twelve values is (Farrelly, 2016, p. 333):

1. Upholding the three main pillars of the country: the nation, the religion and the
monarchy;

2. Showing honesty, sacrifice and patience, with a positive attitude for the

interest of the public;

Practicing filial piety towards parents, guardians and teachers;

Seeking both direct and indirect knowledge and education;

Preserving Thai traditions and cultures;

Practicing morality, integrity, considerateness, generosity and sharing;

N o o &~ w

Understanding and learning true democratic ideals with His Majesty the King

as Head of State;

8. Maintaining discipline and respectfulness for laws and the elderly;

9. Being conscious and mindful of one’s actions in line with His Majesty the
King’s royal statements;

10. Applying His Majesty the King’s sufficiency economy ideas to save money for
times of need, being moderate with surpluses for sharing or expansion of
business, while at the same time having immunity to hardships along the way;

11. Keeping physically and mentally strong, unyielding to evil powers or desires

and having a sense of shame over guilt and sins in accordance with religious

principles;

12. Putting the public and national interest before one’s own interest.

1.2.3 Thai identity formation and transformation: Selective cultural
hybridisation

Poole (2005, p. 61) suggests “our national identity is the primary form of identity
available to us... it underlies and informs all our other identities”. Similarly, Thai

culture is an essence of the construction of national identity as it has been part of the
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collective national memory and has collectively been shared by the members of the
nation. Thai culture has hence played a significant role in the construction of a sense
of “We are Thai”. As Hall (19964, p. 613) argues:
“National cultures construct identities by producing meanings about the nation
with which we can identify; these are contained in the stories which are told

about it, memories which connect its present with its past, and images which
are constructed of it.” (Hall, 1996a, p. 613)

Thai people are proud of “their long history of independence; the country has never

been colonised by a European power” (London, 2008, p. 151). This has been

considered as the distinctiveness of Thailand. As Benedict Anderson states, “Siam,
..., hot being ex-colonial, was taken as ipso facto unique” (Anderson, 2014, p. 19).
Based on the historical background of Thailand, despite the colonising efforts of the
European powers in Southeast Asia at the end of 19" century (Lewis, 2002),
Thailand is the only nation in Southeast Asia that remained independent from formal
colonisation (Lewis, 2002; Phillips, 2007; London, 2008; Kéng, 2014) while other
countries became European colonies*. For example, Indochina (including Laos,
Vietnam, and Cambodia) was a French colony, while Malaysia, Burma (Myanmar),
and Singapore were controlled by the British (Phillips, 2007). However, in considering
its cultural forms, Thai identity has nevertheless been influenced by the cultures of
“the West”. The West, in this sense, does not refer to merely the nations located in
the western part of the world. Following Hall’'s conception of “the West”, the West is
no longer about geography, but it is “an idea, a concept”. It therefore refers to both
the European countries/the United States as well as certain Asian countries
(although they are geographically in the East), such as Japan, which for some

decades now has been a highly developed country (Hall, 1996b, p. 185).

Thailand has a pattern of cultural borrowing and fusion (Jackson, 2008, p. 148). The

fact that Thai culture has formed and transformed through a multicultural pattern

41In a wider context, since the late 15th century, the countries in other parts of Asia, such as India,
Taiwan, Japan and China were also controlled by European colonialism. See more detail in Widodo, J.
(2009) 'Morphogenesis and hybridity of Southeast Asian coastal cities', in Ismail. R., S.B.J.a.L., O. G.
(ed.) Southeast Asian culture and heritage in a globalising world: diverging identities in a dynamic
region. Ashgate Publishing Limited.
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probably leads to difficulty in identifying what is purely/authentically Thai. The way in
which Thai cultural identity has been formed/transformed is in accordance with what
Hall (1996a, p. 598) suggests:

“‘identity becomes a moveable feast: formed and transformed continuously in
relation to the ways we are represented and addressed in the cultural systems

which surround us.” (Hall, 1996a, p. 598)

Despite the fact that Thai identity is selectively culturally hybrid, the way that the
identity has been formed, transformed, and invented has contributed to its
distinctiveness. Its historical background indicates that Thai identity has shared some
cultural roots with neighbouring countries and has borrowed some features of foreign
cultures to be integrated/adapted to Thainess through which its own distinctiveness
was built. Therefore, arguably, this way of formation and transformation of Thai
identity has contributed to what Farrelly (2016, p. 339) calls “unique Thai attributes”.
The formation and development of Thai identity have been influenced, from the past
to the present, by many foreign cultures. These are not only the cultural influences of
the neighbouring countries in former times but also “the West”, including the powerful
Western and Asian cultures, especially the Korean and Japanese pop cultures which
have become very popular among Thais in recent years as a result of media
culturalism (this will be explained in detail in the Chapter 2). Thai historian Suijit
Wongthes (Suijit, 2012b; Suijit, 2012a) explains that there have been many shared
cultures among Southeast Asian countries in the period both before and after the
advent/adoption of Indian cultural influences in the region. As Suijit points out, in the
period before adopting Indian civilisation, before and in B.E. 1000, the people in
Southeast Asia collectively shared many cultures and beliefs. These include eating
rice as a main staple, living in high pillar housing, believing in supernatural powers
and sacrificing sacred animals, and sharing similar gestures in traditional dancing
and so forth. Afterwards, Southeast Asian people adopted Indian culture and beliefs
and combined these with their traditional cultures. As a result of adopting

Brahmanism-Hinduism and Buddhism® in the period after B.E.1000, Southeast Asian

5 According to Pattana (2012, p.15), “religious hybridization has deep historical roots in Thailand and
other countries in the region”. Thai religious beliefs and practices have been based on the interplay
between Theravada Buddhism and various aspects of beliefs, especially Brahmanism-Hinduism and
Supernaturalism (Pattana, 2012; Sophana, 2014). See for extensive debates in Pattana Kitiarsa
(2012) Mediums, monks, and amulets: Thai popular Buddhism today. Chiangmai and Seattle:
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people created their own distinct cultures as influenced by Indian culture,
Brahmanism, and Buddhism. These include the creation of local alphabets influenced
by the South Indian alphabet, the prostrating and paying respect influenced by Indian
culture, Brahmanism and Buddhism, the adoption of Indian painting to local paintings
(e.g. Lai Kra Nok in Thailand), and Indian-influenced foods such as curries cooked
with coconut milk (Suijit, 2012b). Moreover, the adoption of the ancient Indian epics
Mahabharata and Ramayana had a great influence on Thai literature (Phillips, 2007;
Sujit, 2012b) such as Ramakien, the classic Thai story which is “a version of India’s
Hindu epic Ramayana” (Phillips, 2007, p. 45). Phillips (2007, p. 45) suggests that
“‘much of the country’s early literature was influenced by Indian traditions, ... Religion
tended to dominate early Thai literature until the nineteenth century, because earlier
writings were written primarily by and for the aristocracy.” Another obvious tradition
shared among Southeast Asian countries is the festival of sprinkling water - the Song
Kran festival - the outstanding traditional festival claimed as a shared culture of the
nations in not only Southeast Asia (Suijit, 2012b; Phiphat, 2016) but also some
communities in Southern China (Songsak, 1996 and Pranee, 2005 cited in Phiphat,
2016).

Furthermore, the construction of Thainess has been influenced by many
neighbouring countries’ traditions not only in terms of culture but also other aspects
of Thai society. Pranee (2014, p. xiii) argues that “Thai culture, politics, and social
systems have been influenced by many neighbouring countries such as Malaysia,
Indonesia, Cambodia, Laos, and Burma”. One of the instances is the construction of
Thai hierarchical society influenced by both Cambodian civilisation and the Thai way
of thought, especially in the Ayutthaya era when the “kings adopted Khmer
(Cambodian) cultural influences from the very beginning” (Tourism Authority of
Thailand, 2017). Another example is social practices which have strongly been
influenced and shaped by Theravada Buddhism, which was transferred to Thailand
through the Burmese people (Phillips, 2007; Pranee, 2014). In addition to
Brahmanism-Hinduism and Buddhism, Thai society also welcomed Islam, which was

initially spread through Southeast Asia in the period after B.E.1800 in the region such

Silkworm Books and University of Washington Press. Also, in Sophana Srichampa (2014) 'Thai
amulets: symbol of the practice of multi-faiths and cultures’, in Pranee Liamputtong (ed.)
Contemporary socio-cultural and political perspectives in Thailand. Springer.
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as Malaysia (Sujit, 2012b) and also Thailand. This resulted in a diversity of religious
beliefs in Thailand. Although Theravada Buddhism is the national religion and the
majority of Thais are Buddhist, Thai people are free to follow any religion (Pranee,
2014).

These shared cultures between Thailand and other nations in Southeast Asia
indicate that there has been a collective cultural identity among them, despite their
own creation of the distinct and unique national cultural identity. This cultural facet
might be one of the elements that contributes to the unification of the Southeast
Asian countries through the promotion of the ASEAN Community, which is comprised
of three pillars: the ASEAN Socio-Cultural Community, the ASEAN Political-Security
Community, and the ASEAN Economic Community. Focusing on the socio-cultural
dimension, the ASEAN Socio-Cultural Community is established to achieve the goal
of formation of solidarity and unity among ASEAN peoples/nations. To facilitate this,
some shared socio-cultural attributes have been forged. As the Association of
Southeast Asian Nations states:

“The ASEAN Socio-Cultural Community aims to contribute to realising an
ASEAN Community that is people-oriented and socially responsible with a
view to achieving enduring solidarity and unity among the peoples and
Member States of ASEAN. It seeks to forge a common identity and build a
caring and sharing society which is inclusive and where the well-being,
livelihood, and welfare of the peoples are enhanced”. (Association of
Southeast Asian Nations, 2016a)

The relation between Thailand and other countries, reflected by their participation in
the ASEAN Community, for example, alludes to the cultural vision and direction of
Thailand, which have been in line with multiculturalism. However, together with this
goal of development in the international phase, the encouragement of national
cultural identity and Thai unity have also been underscored. This domestic level of
development is reflected by not merely only the promotion of the Twelve Core Values
aforementioned. It is also evidenced by government cultural policy, which
emphasises the encouragement of distinctive Thai qualities and solidarity/unity
among the members of the nation and the participation in the ASEAN Community at
the same time (this will be discussed in detail in Chapter 5).

23



Apart from the cultural influences of neighbouring countries, the cultural
transformation has also been influenced by other foreign cultures for many centuries.
In the Ayutthaya period, for instance, Chinese cultures were absorbed into Thai
cultural patterns, especially through the Siamese elites. Peleggi (2002); Jackson
(2008) suggests that Siam’s admiration of Chinese cultural forms is evidenced by the
trend of Siamese elites consumption of the luxury goods from India and China in the
17" and 18" centuries, such as silk, silverware and goldware sought by the kings of

Ayutthaya at a time when Western luxury goods were ignored.

Moreover, European cultures were also adopted and adapted to Thai culture. A
prominent event was the cultural influence of Portuguese - the first European traders
that made contact with Ayutthaya, in 1512 (Hoare, 2004) - on Ayutthaya food culture.
The localisation of Portuguese desserts to Siamese cuisine occurred in the reign of
King Narai (1656-1688) - the period when Ayutthaya began “a golden age of cultural
development and international relations” (Hoare, 2004, p. 206). This was introduced
by the Portuguese-Japanese woman Marie Guimar, referred to in Siamese as Thao
Thong Kip Ma (vinanasfiuain) (Thairath, 2015) - the “wife of Constantine Phaulkon,
the Greek who was a minister in the court of King Narai” of Ayutthaya - who was “the
first to make egg-based sweets for the Ayutthaya court” (Cummings, 2000, p. 87).
Heavily influenced by this, there have been several Portuguese influenced-Thai
desserts, such as the Foi Thong (golden threads) which has long been considered by
Thais as a traditional Thai dessert and as one of the nine auspicious desserts (2uu
UIAR) - the special desserts presented in Thai ceremonies such as traditional
weddings, ordinations and housewarming ceremonies (Nakhon Phanom National
Library, 2016).
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Figure 1.2: The Portuguese influenced Thai dessert named Foi Thong (Pattariya, 2013; Born
and Associated Company Limited, 2017)

Thailand’s leaders have played a powerful role in the construction/selective
hybridisation of national identity and cultural consumption. The patterns of
construction/re-construction of Thainess (in which the invention of traditions was also
used) have been greatly shaped by the vision and implementation of the nation’s
leaders, the monarchs and political leaders, all of whom who have played a
significant role in not only “the construction process of Thai nationality and political
identity” (Stithorn, 2011, p. 257), but also the selective hybridisation of national
identity through the pattern of borrowing from foreign cultures to be adapted/localised
to Thai culture. The cultural patterns of selective hybridisation of Thailand have been
dynamic. Jackson (2008) argues that the patterns of cultural hybridisation of Thai
identity, especially in the Ayutthaya Era and the Rattanakosin Era, depended on the
turns of geopolitical influences of the powerful countries in Thai/Siam society. The
dramatic change of Siam’s attitudes towards the West happening in the middle of the

19" century is one of these apparent instances. Jackson (2008, p. 157) explains:

“Historical patterns of cultural hybridisation in Siam/Thailand relate closely to
changes in the geopolitical status of different great powers in Southeast Asia
and correspond to shifts in the place of these powers in the imagination of
Siam’s ruling elites.” (Jackson, 2008, p. 157)

As Jackson (2008) claims, the change in attitudes to the West taking place in the
middle of 19™" century is the obvious event showing the transformation of Siam
cultural patterns from expressing an interest in Indian and Chinese cultural forms into
taking an interest in Western cultures instead. Due to Western power, especially

Britain’s growing military power in the region from the 1830s, the re-orientation
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towards the West changed and a lack of interest in Western culture declined®
(Jackson, 2008).

The prominent example showing the influence of Western cultures on Thai identity
construction is the civilisation of Siam. Thongchai (2000, p. 529) notes that “although
not formally colonized, Siam was under the global influence of European
colonialism”. The re-orientation towards the West was obviously reflected in the
construction of discourse of making Siam “siwilai”, the term referring to civilisation. As
Jackson (2008, p. 160) states:

“Siwilai (from 'civilised’) was the name given to the foreign idiom of ‘civilisation’
as a strategy of rule after it had been made over in the image of the West
during the era of absolute monarchy.” (Jackson, 2008, p. 160)

In the same sense, Thongchai (2000) clarifies that siwilai refers to a wide range of
meaning. It refers to “refined manners and etiquette” reflected in “the changing norms
of Thai men” to wear shirts in order for becoming siwilai like European people. It also
refers to the Thai treatise named “Sombat khong phudee” (qualifications of gentility),
which pointed out the norms and codes of conduct for Thai people. Moreover, siwilai
refers to the Thai word “chareon” (1a%¢y) (“developed”), connoting material progress,
secular development and technological advance, and also “than samai” (ugiia),
connoting the status of being modern. The civilisation of Siam was greatly engaged
with material progress, including, for instance, the construction of “new roads,
electricity, new bureaucracy, courts and judicial system, law codes, dress codes, and
white teeth” (Thongchai, 2000, p. 529).

Making Siam siwilai is to integrate Siam with Western civilisational patterns, which

6 Also, the prominent event that shows the change of Siam’s perspectives on the West was the signing
of treaties with Western countries, in particular, the signing of the Bowring Treaty with Great Britain in
18558, in the reign of King Mongkut (Rama 1V), “followed by similar trade and diplomatic treaties with
France, the United States, and other Western powers as well as Japan in the following decades”
Jackson, P.A. (2008) 'Thai semicolonial hybridities: Bhabha and Garcia Canclini in dialogue on power
and cultural blending', Asian Studies Review, 32(2), pp. 147-170.
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Pattana (2010, p. 66) calls the “farang-modelled civilization and modernization” of
Siam (farang is a term Thais use to refer to Westerners). The outcomes of Siam
civilisation following Western patterns as such, according to Peleggi (2002, p. 4),
have been evidenced by “the establishment in Siam of administrative, educational,
military, and ecclesiastic institutions”. Making Siam siwilai, led by the Siamese
monarchs, has been claimed as the process of “Chakri Reformation” (Peleggi, 2002,
p. 4). This began in the reign of King Mongkut (Rama IV, r.1851-1868) (Thongchali,
2000; Jackson, 2008) and strengthened by his son and successor, King
Chulalongkorn (Rama V, r. 1868-1910) (Pattana, 2010). Following the direction
mapped out by King Rama IV and King Rama V, the westernising civilisation of Siam
was continued by King Vajiravudh (Rama VI, r. 1910-1925) and then King
Prajadhipok (Rama VII, r. 1925-1935) (Pattana, 2010). Pattana (2010, p. 66) notes
that “Siam’s last three absolute monarchs [King Chulalongkorn, King Vajiravudh, and
King Prajadhipok]...continued Mongkut’s initiative to break with Siamese tradition

and pursue farang-modelled civilization and modernization”.

Jackson (2010, p. 196) explains that King Chulalongkorn launched “the state policy
of refashioning Siamese institutions and practices along Western lines [which] was
labelled siwilai” (Jackson, 2008, p. 160). His great accomplishment in civilising Siam
has led to the claim that he was the founder of modern Thailand (Wyatt, 1994). His
achievements include the establishment of modern law codes, modern accounting,
budgeting and auditing patterns, railways, telegraphic communications, a wide range
of educational institutions, and modern military and naval forces (Wyatt, 1994).
Moreover, Harrison (2010a) claims that King Chulalongkorn’s nine-month visit to
Europe in 1897 was crucial in the making Siam siwilai. As Harrison (2010a, p. 23)
explains, “its official aim was to make a positive impression on the West; to assert
Siam’s significance on the world stage; and to acquire the trappings of siwilai in the
process”. Simultaneously, he also utilised his political knowledge and diplomatic skill
to help to maintain the independence of the country during the era of European

colonisation (Anderson, 2006; London, 2008). As Anderson states:

“the long-reigning King Chulalongkorn...defended his realm from Western
expansionism... Squeezed between British Burma and Malaya, and French
Indochina, he devoted himself to a shrewd manipulative diplomacy rather than
attempting to build up a serious war machine.” (Anderson, 2006, p. 99)
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Despite Thailand’s assimilation of aspects of Western civilisation, maintaining
Thainess (khwampenthai), “a common Thai nature or identity” (Thongchai, 1994, p.
3) was still at the heart of the Westernisation/modernisation of Thainess. Civilising
Thainess in this sense was therefore not a cultural imitation but a selective
hybridisation. Such selective hybridisation operated through the process of
“appropriation and localization of the ideas and practices of siwilai” activated by
“Siamese intellectuals and elites” (Thongchai, 2000, p. 529). This indicates the
attempt of the Monarchs in constructing civilised Thainess together while
simultaneously encouraging the essence of national identity. This also demonstrates
their significant role in the construction and promotion of Thai identity in the sense of
cultural nationalism (Reynolds, 2006)

The fact that the monarchs “selectively adopted only good things from the West for
the country while preserving the traditional values at their best” (Thongchai, 1994, p.
3) might be one of the reasons why the essence of Thai cultural identity has
obviously remained in spite of the increasing predominance of the Western powers
and their cultures. This is evidenced by King Chulalongkorn’s establishment of the
Antiquarian Society, whose main aim was to “halt the loss of Siam’s historical record
in both its textual and monumental forms”. More significant shreds of evidence are
the establishment of the Fine Arts Department and the Archaeological Service by
King Vajiravudh (Reynolds, 2006) as a result of his concerns about preserving the
national culture and heritage (Fine Arts Department, 2013). As Thongchai (1994)
states:

“...khwampenthai (Thainess). It is believed to have existed for a long time, and
all Thais are supposed to be well aware of its virtue. The essence of Thainess
has been well preserved up to the present time despite the fact that Siam has
been transformed greatly toward modernization in the past hundred years.
Like other nationalist discourse, it presumes that the great leaders (in this
case monarchs) selectively adopted only good things from the West for the
country while preserving the traditional values at their best.” (Thongchai, 1994,

p. 3)

A prominent illustration of Thailand’s assimilation of Western civilisation is the hybrid

Thai-Western architectural features of the Chakri Maha Prasat (Chakri Thone Hall),

28



built by King Chulalongkorn between 1876 and 1880 (Peleggi, 2002; Jackson, 2008).
Visually, it was constructed as a combination between Thai and European
architectures. As shown in the following picture, the building was presented in the
European architectural style (of the era of Queen Victoria of United Kingdom), but the
roof was built in the traditional Thai style (The Golden Jubilee Network, 2004).
Deliberating the idea behind its cultural hybrid features, Koompong (2006, p. 74)
argues that the Chakri Maha Prasat Throne Hall “holds more importance than simply
evidence of stylistic changes; it is in essence a manifestation of social, political, and

cultural awareness, as well as a bearer of national identity”.

Figure 1.3: The Chakri Maha Prasat Throne Hall, built in the reign of King Chulalongkorn (Rama
V) (H.H. Prince Dhaninivat Kromamiin Bidyalabh Bridhyakorn, 2015, p. 4)

Another illustration of Thai-Western hybridisation was, according to Harrison (2010a,
p. 24), the hybrid Thai-Victorian fashions assumed among the ladies of court.
Harrison describes this style, seen in the photograph below of Queen Saowapha, the
consort of King Chulalongkorn, as a “hybridized fashion combining lacy, high-
collared, mutton-leg-sleeved blouses with traditional jongkraben pantaloons”. This

invented tradition has become one of the Thai national costumes.
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Figure 1.4: Queen Saowapha dressed in hybrid Siamese-Victorian fashion (Nana, 2006 cited in
Harrison, 2010a, p. 24)

It has been claimed that Western influences became more obvious during the reign
of King Vajiravudh (Rama VI). Beginning his schooling in England in 1893 (Harrison,
2010a), he was “the first Thai king to be educated in the West and spent ten years in
England as a student at Oxford and Sandhurst” (Pattana, 2010, p. 67). Apart from his
crucial roles in preserving national culture and heritage, he also sought to integrate
Thainess and Western cultural and political forms. Culturally, King Vajiravudh’s
apparent contribution to Thai-Western hybridisation includes, among other things,
adapting the “traditional Thai dance drama (lakhorn) into Western-style spoken
theatre (lakhorn phut)”, translating many of William Shakespeare’s works into Thai,
gaining “the accolade of ‘father of Thai detective fiction’ thanks to an avid interest in
re-scripting The Adventures of Sherlock Holmes”, and so forth (Harrison, 2010a, p.
27).

Politically, King Vajiravudh’s vision of Siam civilisation towards the European
civilising pattern was in line with Thai nationalism. Anderson (2006, p. 100) asserts
that King Vajiravudh represented himself as “his country’s first nationalist”. His

generation of the Thai nationalist ideology of Nation, Religion and Monarch was a
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result of his refashioning and Thai-ification of “the model for patriotism, king, god, and
country”, which he had learned from his years in England” (Reynolds, 2005, p. 27).
Fishel (1999 cited in Pattana, 2010, p. 67) notes that King Vajiravudh “stirred up
nationalistic feelings in his subjects, drawing on the West both as inspiration and
audience”. One interesting point which emerged in his nationalist programme is that
he revealed his cautiousness about Western and other foreign influences despite
adopting some aspects of Western culture. This was the beginning of Siam
reconsidering the inordinate Westernisation of Siam (Jackson, 2010). Pattana (2010,
p. 67) affirms that “despite the fact that he himself subscribed to farang civilization,
Vajiravudh’s nationalist vision led him to be cautious of Western and other foreign

influences and he warned against imitating the West”.

In addition, Jackson (2010, p. 200) demonstrates that King Vajiravudh’s questioning
and critique of “excessive Westernisation” connoted his awareness of the importance
of rethinking the inordinate Western influences on Siam society which he believed
had undermined the strength of the country not only in terms of culture but also
politics. As Jackson states:

“Vajiravudh’s criticism of what he called the “cult of imitation” (latthi ao yang) of
the West reflected the fact that by the early twentieth century the state policy
of siwilai was so successful that it had spawned a popular craze for Western
culture that escaped the control of its royal authors.” (Jackson, 2010, p. 200)

His repudiation of an excessive adoption of Westernisation was presented in a

polemical pamphlet written by him under the pseudonym Asvabahu:

“Imitation in thought, speech, or deed is a characteristic of a slave (that) and
so is antipathetic to thai-ness (khwam-pen-thai). Being free (itsara) or thai,
means that we can choose to think and do as we please. The only restriction
is that we cannot use this thai-ness [i.e. freedom or independence] in a way
that produces evil consequences for our nation and country.” (Asvabahu, 1961
cited in Jackson, 2010, p. 201)

It has been claimed that his critiques of “excessive popular borrowings of Western
culture” slightly “reflect a genuine anti-Westernness as a loss of control over the

extent of Westernization resulting from plebeian challenges to the style dictates of
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the ruling classes” (Jackson, 2010, p. 201). However, it could be argued that it largely
demonstrates the monarch’s role and attempt to construct/reconstruct national
identity and build the strength of the nation in response to cultural imperialism. For
this reason, King Vajiravudh has been regarded by historians as “the father of

modern Thai nationalism” (Reynolds, 2004, p. 99).

After the political reforms of 1932, from an absolute monarchy to a constitutional
monarchy, the cultural movement of national identity was still being driven by national
leaders, but the position of power moved from the Monarchs to the (military)
government leaders. The most apparent manifestation of this is the dramatic
changes in the cultural movement as a result of the reconstruction of many aspects
of national identity features taking placed during the regime of Field Marshal Plaek
Phibunsongkhram’ (1938-44 and 1948-57) (Callahan, 2003). Phibunsongkhram’s

edicts, called Ratthaniyom, or “Cultural Mandates, followed the practice under the
absolute monarchy of issuing phraratchaniyom or royal prescriptions” was launched
in response to the national goals of strengthening the nation through the ideological
construction of “a sense of collective selfhood” (Reynolds, 2006, p. 248). These
mandates promulgated the idea that “Thai national life should be lived primarily for
the advantage of the Thais. [The belief that] All Thais had to protect and strengthen
the country” was inculcated. The concept of “Thais buy Thai (goods)” was promoted
(Thamsook, 1978, p. 236).

It has been claimed that Phibunsongkhram’s nationalist movement was a kind of
fascism. Reynolds (2004, p. 105) claims that, in a similar way as King Vajiravudh,
Phibunsongkhram’s study and life experiences in republican France during the 1920s
- “an era of extreme ideological contention” - influenced greatly his conception of
nationalism. As Reynolds (2004, p. 105) argues, Phibunsongkhram’s actions “clearly
reveal his attraction to fascism”. As a result, this “had a significant impact on Thai
society and culture” (Reynolds, 2004, p. 106). His popular slogan “w‘?'avg”m A Wuse”

(referring to the sense that the more Thai people trust the leader, the more the nation

7 Prior to his role as the third Prime Minister of Thailand, Phibunsongkhram was one of the seven
leaders of the People’s Party (Khana Ratsadon) who played a leading role in the political reformation
in 1932 (Reynolds, 2004).
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is secure) greatly indicated the nationalist direction of nation-building (Northern Thai

Information Center, 2008).

During his years as Prime Minister, Phibunsongkhram played a leading role in nation-
building and re-construction of national identity following his Cultural Mandates,
which created a new image of Thailand as a civilised country and regulated many
aspects of civilised national culture. As this was nationalistically regulated and
entered into force among the population, his reconstruction of Thainess was
politically and culturally a great success. Despite his retirement after two periods in
office (15 years in total), several reconstructed elements of Thainess from his project
have been handed down from generation to generation right up until the present era
(Northern Thai Information Center, 2008). One of the manifestations of his
accomplishments is the name-change of the nation from Siam to Thailand,
promulgated in the first Ratthaniyom, issued on 24 June 1939 (Thamsook, 1978;
Reynolds, 2006). This was a great achievement in the sense that it has functioned as
a discursive tool in manifesting Thai “ethnic loyalty(ies)” (Reynolds, 2006, p. 245;
Veluree, 2015).

The following figure demonstrates Phibunsongkhram’s ideological construction of
Thai nationalism through the visual representation of government policy noting how

Thais should politically behave and what they should believe.

33
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Figure 1.5: The example of Phibunsongkhram’s ideological construction of Thai nationalism
(Chulaphit, 2016)

Phibunsongkhram made a contribution to the modern form of national identity, as an

essence of cultural nationalism, in several respects. The Cultural Mandates

underscored the reconstruction of some aspects of Thai identity in order to be

acknowledged as a civilised nation (Thamsook, 1978; M Thai News, 2014). In this

way, several new traditions were invented. His Cultural Mandates imposed a new

particular way of Thai values and practices to be followed by populations and

stipulated how people should behave. The apparent evidence is a list of Do and Do

not in the poster of Cultural Mandates (M Thai News, 2014; Veluree, 2015):
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Encouraging Thais to

Encouraging Thais to stop dress in the Westernised

wearing traditional costumes style
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Figure 1.6: An example of the Ratthaniyom (Cultural Mandates) edicts (M Thai News, 2014)

As illustrated in the figure above, this poster of Cultural Mandates presents pictures
and list of clothing for Thais in the form of Do not (atinvin) and Do (9%1). On the left,
the picture and the statements “usisn1anuuiilailalnaaisas” (dressing like this is not

civilised Thai) and ° QALEAWLAIN LT ( (stop dressing like this) indicate that

traditional way of dressing was no longer acceptable. In contrast, the right picture of
Western-style clothing proclaims “Ineansagsaduaaniauu i’ (civilised Thais must

dress like this) and “agusionauuuil” (dress like this).

In addition, the use of language was affected. Some forms of language use were
changed by introducing new terms. For example, introducing the term “SaWat Di”
(8¥&6), to be said in Thai greetings, and creating the term adapted from Western

style-greetings such as “A Run Sa Wat” (aqma‘i’aﬁ), referring to good morning, and
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“‘Ra Tri Sa Wat” (sm"fia‘?slé‘{) for good night. Moreover, old Thai personal pronouns
were changed to modern ones, for example changing the terms “Ku” (1) and “Kha”
(27) to “Chan” (u), “Mueng” (fiv) and “Eng” (1av)to “Than” (vinu) (M Thai News,
2014).

Moreover, the popular national dish Phat Thai was also Phibunsongkhram’s
invention. In the promotion of tourism in Thailand, Phat Thai has been highlighted as
one of the country’s national dishes. The Tourism Authority of Thailand (2016) notes
that Phat Thai “was created during the regime of Phibulsongkhram signifying Thai
nationalism at that time. Phat Thai has been famous since World War II”. Although it
is not native to Thailand (it was possibly adapted from Chinese noodles, in line with
the fact that “Thai food is basically Indo-Chinese in origin”(Greeley, 2009)), Phat Thai
has been considered by Thais as a national symbol. Its name, with the term “Thai”,
and portrayed “Thai-style” stir-fried noodles, contribute to its distinctiveness. Over the
years it has become popular (among Thais and also foreigners) and part of the
national culinary identity of the country, and is often promoted by tourist

organisations.

Figure 1.7: The representation of Phat Thai in the promotional spot, Discover Amazing Stories:
PADTHAI (Tourism Authority of Thailand, 2016)

The case of Phat Thai shows the way in which an invented tradition represents its
distinctive cultural attributes in order for not only the construction of national identity
but also for the national economic development (the tourist industry is a major pillar

of Thailand’s economy). More distinctive cultural attributes will be discussed in the
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following section.

1.2.4 Contemporary Thailand and cultural heritage as a national symbol
Thainess, or kwampenthai (anutilulne), is a common identity shared among Thai
people. This national identity “has existed for a long time and has been well
preserved until the present time” (Veluree, 2015, p. 34). National identity has
continually been utilised as a cultural tool of unification of Thai people as it has
helped to create a shared sense of national belonging among the members of the
nation, despite the fact that there has been a great admiration for foreign cultures.
This is evidenced by many features of contemporary lifestyle and cultural
consumption, which have very much emulated and adopted aspects of Western
culture, partly as a result of media imperialism (see Chapter 2). As argued above, the
creation of its distinctiveness together with the culturally hybridised-formation of Thai
culture, have combined to produce a cultural identity of the nation. An abundance of
national culture, maintained but not popular, indicates that Thailand is culturally rich,
evidenced by various kinds of national culture and heritage which have been claimed

and promoted as national symbols.

Despite the continual transformation and selective cultural hybridisation of national
identity and the diffusion of multicultural consumption among Thais, the distinctive
Thai identity is still very much in evidence. That is, it has been promoted and
preserved by the government sector, culturalists, and some Thai citizens while, at the
same time, has been neglected by a large number too, especially among the younger
generations (see Chapter 2). Thailand’s cultural wealth has been evidenced by, at
least, the display of national culture and heritage in the museums (which are not very
unpopular among Thais) and the Fine Arts Department’s campaigns and promotions
of national treasures. In its publication Thai Cultural Heritage, distributed by the Fine
Arts Department (2016), the Minister of Culture demonstrates an abundance of
cultural heritage that indicates a long tradition of Thai civilisation. These are generally
divided into six main categories: antiquities and artefacts, language and literature,
arts, architecture, dancing art and music, and custom and tradition. One of the
prominent illustrations is the Stone Inscription, or Si La Cha Ruek (#a1313n), the

evidence of the first written Thai script created in the Sukhothai era by King Ram

37



Khamhaeng (Hoare, 2004), as shown in the following pictures:

King Ram Khamhaeng’s inscription in details

Figure 1.8: The Stone Inscription of King Ram Khamhaeng, created in the Sukhothai era (Phya
Anuman Rajadhon, 2015)

In addition to a wide range of cultural artefacts, many of which are marketed as part
of the promotion of tourism (Reynolds, 2006; Farrelly, 2016), Thai ways of thought
and social practices also denote the existence of traditional values, transferred from
generation to generation, that are still embedded in Thais’ minds despite the impact
of modernisation. Thai ways of thought and social practices have been greatly
shaped by Buddhist ideas. As Natthapon (2003, p. 5) claims, “Thai culture and the
beliefs present within society are influenced by primitive ideas of the native, as well
as the precepts of Buddhism” such as employing the Five Precepts in daily practices.
Similarly, Pranee (2014, p. xiv) argues that “Buddhism has had a deep influence on

the Thais’ modes of thinking and behavior”.

The best illustration of values and practices as Thai cultural markers is the traditional
gesture of greeting/showing respect, called Wai (‘143), and the Thai smile, both of

which denote the Thai manner and also connote Thai thoughts behind them, despite
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the fact that the gesture like Wai with a smile can also be seen in other countries.
Although it has been claimed that the Wai has been viewed as “outwardly... more or
less equivalent to a handshake in the West” (Hoare, 2004, p. 242), ideologically, it
serves several functions in society. It engages with aspects of national identity,
utilitarian, status-marking, personal enhancement, and religious functions (Powell et
al., 2014). Regarding the Thai smile, it reflects friendliness, politeness, mildness and

so forth. Suwilai (2014) explains the Thai smile together with the Wai as follows:

“Traits such as a friendly smile by Thais, as ‘mai pen rai’ (not so serious)
attitude and gentle, kind, and generous demeanor are all considered by Thais
as characteristics of “Thainess’. Other cultural markers for ‘Thainess’, which
people are generally aware of, ...the ubiquitous “wai,” the Thai gesture for
greeting and showing respect. ...These cultural markers, together with a
consciousness of belonging to the same group, exemplify Thai identity...”
(Suwilai, 2014, p. 20)

Thailand has been considered and promoted as the “Land of Smiles” (Hoare, 2004,
p. 241; Knutson, 2004, p. 151). It has been claimed that the Thai smile is “famous
throughout the world” (Hoare, 2004, p. 156). This kind of trait has been highlighted
and presented along with the Wai as Thainess and packaged and promoted as part
of the country’s important tourist industry (Farrelly, 2016). The representation of the
Wai, the smile and national costume as national symbols in the promotional spot of
Thai Airways, as shown in figure 1.10, is one of the evidences.

Figure 1.9: The representation of the Wai, Thai smile and Thai costume as national symbols in
the promotional spot of the Thai Airways (Thai Airways, 2015)

Additionally, Khwamkrengchai (a21utn5913), being considerate of and respectful to
other people’s feelings and avoiding anything that might cause discomfort and
inconvenience (Thitinan, 2007; Songthama, 2012), has also been perceived as a vital

Thai trait. Songthama (2012, p. 623) points out that being krengchai is not only an
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attitudinal expression but also an “institutionalised principle of interaction”. Likewise,
the oral expression of the phrase “Mai Pen Rai” (laitilu'ls), meaning “never mind” or
“think nothing of it”, has also been perceived as an essential character trait for Thais
(Hoare, 2004, p. 156). Arguably, these traits are influenced by Buddhist teachings, in

which the concept of forgiveness and avoidance of revenge are emphasised.

The promotion of national cultural identity makes sense in both political and
economic terms. On the one hand, the distinctive qualities of Thainess have been
inculcated as the essence of the nation for the sake of maintenance of a national
culture and formation of national unity (as evident in the government’s cultural policy
and the promotion of the Twelve Core Values for Thais). On the other hand, the
global promotion of Thai cultural distinctiveness has been used as a tool for
promoting tourism. According to Patchanee (2017), in recent decades the tourism
industry has become a significant source of income for both private business and the
public purse. The beautiful tourist attractions, along with Thai food and culture, have
led Thailand to become a popular tourist destination for a large number of foreign
tourists (26.5 million in 2013) from other Asian countries and tourists from Europe
and America. Farrelly (2016, p. 339) points out that “unique Thai attributes have been
packaged for the global tourist market as the essence of the nation”. The Thai smile,
accompanied by a bow, is “a gloriously effective greeting” for presenting a hearty
welcome. The politeness, respect for elders and avoidance of conflict “give the
impression that Thailand is a peaceful and welcoming place”. This shows the way in
which Thai identity is utilised not only for the domestic purpose of national unity but
also for an international reputation that may help to support economic and political

goals.

1.2.5 The political/socio-cultural conflicts: Barrier to a unification of Thais

The current Thai government is headed by Prime Minister General Prayut Chan-o-
cha, Head of National Council for Peace and Order (NCPO) and Commander-in-
Chief of the Royal Thai Army. The current political circumstances of Thailand, with
the military forming the government administration, stems from a series of unresolved
problems, conflicts and tensions. The Prime Minister’s speech after the ceremony in

which he received the royal command on 25 August 2014 places emphasis on “the
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need to strengthen the national administration system in all dimensions; expeditiously
resolve immediate and persisting problems; amend archaic laws; and move forward
the reform and reconciliation process” (Ministry of Foreign Affairs of the Kingdom of
Thailand, 2017). This indicates that the essential goal of the military government is to
resolve the conflicts and calm the unrest in the country to strengthen and secure the

nation.

Despite the attempts of the government to eliminate the domestic problems, there
remain a number of prolonged issues and tensions which undermine national unity.
The disputes between the two main political opponents - the Red shirts (supporters
of the deposed former Prime Minister, Thaksin Shinawatra) and the Yellow shirts
(protesters against Thaksin Shinawatra) (BBC, 2012) — generated political discord
and unrest. The gradual easing of these tensions is an achievement of the current
military government. However, other ongoing conflicts endure, notably the prolonged
unrest in the five border provinces in the South of Thailand. The key issues of this
problem include ethnicity, history and religious beliefs (Pinkaew, 2003; Ministry of
Education, 2017). The violent problem has resulted in the death and injury and also
affected on the well-being of families (Ministry of Education, 2017). In seeking a
resolution, the government has employed religious and cultural policies, coupled with
a plan to further the development of the regions affected (Ministry of Culture, 2016).
This highlights the government’s concern to utilise the cultural dimension as a
political tool to unify the disparate and diverse minorities of the nation and secure the
country, despite the fact that the performance of the military government has widely

been guestioned at the international level.

Overall, there seems to be some evidence to indicate that the transformation,
invention and development of different generations of Thai identity - i.e. traditional
Thai, modern/civilised Thai, and contemporary Thai - reflect one of the key functions
of power, namely the production of knowledge. As Foucault (1995, p. 27) argues,
“power produces knowledge”. The strong top-down discursive practices discussed in
this chapter have a substantial and long history and illustrate clearly such power. The
ways in which Thai identity is constructed, represented and perceived have been

shaped by Thailand’s leaders, who have wielded great power in designing cultural

41



knowledge among the members of the nation along with establishing the national
ideologies behind it. Historically, the leading power in constructing Thainess/national
identity has changed from the Siamese monarchs to governments, either
democratically elected or the current military regime. This change in political
administration resulted in changing cultural features in each period, depending as it
has on the respective leaders’ cultural and political visions. It can, therefore, be
argued that Thai identity and its processes of construction/representation have been
dynamic, variable and have depended on both cultural and related political

movements.

1.3 Outline of the Thesis

Chapter One provides the background to the study and the socio-cultural context of
Thailand. The first part of this chapter explains the background to the study, the
research questions and objectives. The second part sets the socio-cultural context of
Thailand. This provides the overview of the history, sociocultural changes and
development of Thailand. This discussion will be linked to the issues of national
institutions: Nation, Religion and Monarch, Thai Identity formation and
transformation, contemporary Thailand and cultural heritage as a national symbol,

and political/socio-cultural conflicts as a barrier to the unification of Thais.

Chapter Two, the literature review chapter, provides the link between television and
the construction of nostalgia. The first part draws on a review of academic works
along the lines of television and its role in contributing to social changes and
developments in many aspects. This covers the topics of television and society,
television genres and development in the global context, television discourses,
television developments and dynamics in Southeast Asia including Thailand. The
second part explains the theoretical aspects of nostalgia, one of the key analytic
concepts of the study. The main issues discussed include the definition of nostalgia,
the link between nostalgia and identity, and the relation between nostalgia and
television as a popular medium used as a source of nostalgic mediation of the past

and national culture. Other kinds of nostalgia media are also discussed.
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Chapter Three provides an overview of the research methodology of this study. The
key issues of this chapter include the background to the qualitative research,
philosophical considerations, research methods and data collection including the
textual analysis of Thai television programmes, the in-depth interviews with key
figures in the Thai television industry, and the focus group interviews with viewers.
Research ethics and self-reflexivity are also discussed in this chapter. This chapter
also includes the notion of media semiotics and critical analysis of media discourse

as the main analytic concepts and theories which inform the study.

Chapter Four explains the findings of the textual analysis of Thai cultural television
shows. This includes a discussion of the textual features of the Khunphrachuai show
as the main television show of this study and the textual ingredients of Thai identity
construction in this show, which include three main sets of modes of representations.
The main topics include the textual features of the show and a discussion of its
textual ingredients, including the semiotics of Thai representations, the genres of

Thai representations, and the linguistics of Thai representations.

Chapter Five provides the findings and discussion of the views of the producers of
the three television shows on the representations of Thai identity, the link between
the shows and government cultural policy, as well as the cultural values and cultural
impacts of the shows on audiences and Thai society in the way that it is assumed by
the producers. This includes a discussion on popular TV shows as a link to imagined
communities, Thai TV shows and government cultural policy, and the cultural values

and impacts of the shows from the text producers’ perspectives.

Chapter Six: provides the findings and discussion on the audiences’ perspectives

regarding Thai representations in the TV shows, particularly Khunphrachuai, which is
the main TV show of this study. This chapter covers the topics of viewership and core
Thai values as key cultural markers, a stock of knowledge and interpretations of Thai

identity, viewership and nostalgia, and audiences and cultural impacts of the show.

43



Chapter Seven provides a conclusion and overall discussion of the research findings

as well as the contributions and limitations of the research.
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Chapter 2. Television and Nostalgia

Introduction

Currently, although the government still has substantial power to form the direction of
national identity, i.e. setting the cultural policy and projecting the relevant plans and
activities, the mechanisms for promoting Thai identity are discursively driven by the
media, especially TV as a necessary cultural intermediary. This is especially
important because television has been and remains one of the most popular and
influential mass media outlets among Thais. Televisual construction and
representation of Thai identity are also related to the processes of remembering the
national culture and memories which have played a significant role in the revival of
nostalgic national identity. This chapter is a theoretical exploration of the relationship
between television and constructing nostalgic cultural/national identity through
academic works and relevant studies. It explores the key concepts and theories as
well as examines the debates in the field. In doing so, the first part of this chapter
draws on a review of academic work on television’s constructive role in contributing
to social changes and developments in many areas. This includes a discussion on
television and society, television genres, television discourses, and television
development in Thailand and also other countries in South East Asia. The second
part draws on a review of the theoretical aspect of nostalgia, which is the pivotal
concept of this research, and its link with the construction/representation of the past
and national identity through television and also other mass media.

2.1 Television, Social changes and Developments

2.1.1 Television and society

The statement of Williams (2003, p. 3), “television has altered our world”, underlines
the significant role of television in society. Williams illustrates many of the ways that
television has altered our world. Firstly, television power as a medium of social
communication has made alterations to many of our institutions and forms of social
relations. Secondly, television as an electronic medium has changed our basic
perception of reality and our relations with one another and with the world. Thirdly,
television as a powerful medium of communication has resulted in other invented
technologies altering the form of our society. Fourthly, television has served to

provide a centralised entertainment and formation of opinions and styles of social
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behaviour. Lastly, television has served a domestic consumer economy as it is the
machine for the home. Some of the functions of television mentioned above

underline the power of television in terms of its social impact and change.

Television has been claimed as a shared experience (Wickham, 2007). In other
words, it is a mass medium that gives potency to texts and has a capacity to make
many people engage in doing the same thing at the same time. Moreover, Wickham
argues that television programmes are not only media products; they are also cultural
artefacts. In this way, as O’Sullivan (2007, p. 159) claims, television has been a
meaningful apparatus in mediating and shaping social values, directions and

meanings in the contemporary public sphere.

Even though, currently, television programmes can be watched anywhere via
internet-connected devices, the role of television as a domestic medium has still
been essential. Focusing on the relation between television and the smallest unit of
society, i.e. the home, television as a “domestic medium” is watched at home both in
private and with members of family (Silverstone, 1994, p. 24). Silverstone argues that
television as a medium bringing the world into the home has both challenged and
strengthened the dimension of home, including positive feelings of security and
belonging. Television might be watched at home, but home itself both constructs and
is constructed through realities that television mediates. In addition, television can
provide a link between home and identity in the sense that it provides a resource for
individual and domestic identity formation through both its function as a domestic
object and its mediation of images for/of home. Morley (1992, p. 202) emphasises
the role of television as “part of our socialisation”. We learn about others through
television and television viewing is related to family attitudes. As the domestic context
plays a meaningful role in audience perception, Morley (1992, p. 193) stresses that
“studying television as a domestic technology requires a study of the domestic
context within which audience’s activities in relation to it are articulated and
constrained”. In addition to that, it is necessary for the analysis of television to
account for “similarities and differences between families and households” and also
to understand “their place in the wider culture and society, where issues of classes,

ethnicity, ideology and power define the materialities of the everyday-life world”. This
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corresponds with Gray (2002) contention that the cultural study of household
television is not only concerned with the activities of the domestic viewer itself, but
also the micro-processes of television use in their broader social and cultural

contexts.

In a broader context, Lewis (1990, p. 153) notes that television is a part of our social
environment as “it guides us into a whole series of different worlds and asks us to
position ourselves in relation to them”. Lewis (1990, p. 155) argues that television is
what Louis Althusser referred to as an “ideological apparatus”. That is to say,
television is a set of meaning systems influencing the way people think about the
world. Furthermore, Fiske (2011b) suggests that despite the fact that television itself
is not absolutely a creator of social change, it can be part of that change, i.e. it can
provide powerful texts as tools for social change. The power of radical texts in films
on audiences shows this function. According to her analysis of radical feminist films,
Kaplan (1983) suggests four main characteristics of radical texts that have a power in
audiences thinking. Firstly, there is the feature of focusing on the mode of cinematic
mechanisms to produce illusions of the real by using televisual process and
technigues to make audiences view what they are watching as if it is reality. The
second feature is positioning the viewers so that they have to be involved in the
process of the film rather than constructing them as fixed viewers. Thirdly, it is about
replacing pleasure in recognition with pleasure in learning with cognitive processes.
Lastly, it is the feature of mixing documentary and fiction together to create a certain
tension between the social formation, subjectivity, and representation. In this sense,
Fiske (2011b, p. 46) argues that the characteristics of radical texts in radical feminist
films are derived from “a belief in the power of the text to produce a radical frame of
mind in the spectator and thus to effect, if not originate, social change”. The

argument here is that such a mechanism is valid for any kind of television text.

As Caldwell (2004, p. 57) points out, only a few scholars view television as an eye-
witness to authentic reality. On the contrary, many scholars view television functions
as a mediator of reality rather than delivering authentic experiences. Despite the fact
that debates on the mechanism of television as a tool of mediation of reality are still

concurrent, in one way or another, arguably television plays a significant role in
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constructing social reality through not only non-fiction but also the fictional world of
television programmes. Its ability to construct social reality underscores its influence
on the way people think about the world. This ability of television can be linked to the
issue of its role in constructing communities. Television has been utilised as a tool of
constructing what Anderson (2006) calls imagined communities. Specifically, the role
of television in the construction of nationhood is one of the main areas of debate in

television studies (Pertierra and Turner, 2013).

Another more contemporary debate in television studies is concerned with the
possible shift from modernity to postmodernity. According to Barker (1997, p. 10),
modernity “is a historical period following the middle ages. It is a post-traditional order
marked by change, innovation and dynamism”. While modernity is viewed as a
period of capitalism and industrialism, postmodernity is a period engaged with the
notion that we now live in a post-industrial and post-capitalist order. Postmodernity
turns the aspect of universal truth of modernity to an alternative set of beliefs. In the
era of modernity, television as an institution of modernity is globalised to serve the
goal of capitalism and at the same time to contribute to the globalisation of
modernity. Pertierra and Turner (2013) suggest that television is an instrument of
modernity and has been part of the formation of modernity. When television appears
engaged with global modernity, symbols for wider processes of cultural change
emerge. Television set, the satellite dish, and the inclusion of television shows into

everyday life are instances of this.

Barker (1997) argues that as a result of certain social and cultural changes we have
moved into the period of postmodernity with a postmodern culture, and the
institutions of transnational television are now internationalising postmodern cultural
forms. Thus, global television turns a global flow of cultural discourses as well as a
notion of multiple, shifting, and hybrid identities rather than the modern concept of a
nation or national identity. In postmodern culture, consumption and the
aestheticisation of everyday life is central. Television functions as a carrier by
providing advertising and various lifestyles in a variety of television programmes.
Moreover, television is also linked to niche marketing (which Barker claims to be an

aspect of lifestyle construction) through targeted advertising, relating products and
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images to particular social groups. Ang (1996) notes that the prominent characteristic
of living in a postmodern world is living with a heightened sense of cultural
contradiction. That is, a way of living in the sense that order, certainty and security of
structure and progress has become provisional, partial, and circumstantial. This also
reflects on the television audiencehood that is understood as a range of social
experiences and practices getting through with the cultural contradiction. Additionally,
the notion of audience as active audience within cultural studies is a mark of the
cultural turn from the modern to the postmodern sense. The discursive emergence of
the active audience can be taken as a sign of increased cultural contradiction in
contemporary society. According to O’'Donnell (2007), postmodernity has brought
people into an era of technology with multiple electronic devices that lead people to
experience wider communications and alternative realities. This has altered not only
the way viewers use television (for example, changing from watching television
programmes at home to watching via other portable electronic devices), but also the
way of television’s development (for example, the development of hybrid genres
which are derived from a combination of various genres have become commonplace

on contemporary television).

2.1.2 Television genres

Genre in media refers to types or categories of media products. For instance, soap
operas, situation comedies, police series, quiz shows, and news programme are
some television genres (McQueen, 2003). In terms of the definition of genre, Neale
(2008, p. 5), for instance, raises the question “what counts as a genre?” and “what
counts as a genre in television?” This might be answered by Lacey’s argument (2000
cited in Neale, 2008, p. 5) that "the repertoire of elements” serving to identify genres
consists of character types, setting, iconography, narrative and style. Genre is a link
between producers and audiences. According to Fiske (2011b, p. 110), “genre is a
cultural practice that attempts to structure some order into the wide range of texts
and meanings that circulate in our culture for the convenience of both producers and
audiences’. In this sense, Forman (2003) explains that television has been built as
an industry and as a cultural force. The efforts of producers correspond to their
desire to structure an order by creating a system of standards and language to define
it. Additionally, Abercrombie (1996, p. 43) notes that “genres are a kind of complicity

between producer and audience”, that is to say, both producers and audiences of
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each programme know what the genre rules are. For instance, viewers generally
know what is going to happen in a soap opera and perceive such a programme with
a set of expectations set by the soap opera genre, because they know the genre
conventions, which link producer and audiences. As McQueen (2003, p. 27) points
out, “genres are identified by the particular conventions they use which we come to
recognise through regular contact. Conventions are any elements which are repeated
in such a way that they become familiar, predictable and associated in their use with
a particular genre". Conventions, for television include themes, plot, character,

setting, costumes, props, music, lighting, dialogue, and visual style.

Bignell (2013) notes that the study of genre in television regularly adopts the
approaches and terminologies used in the study of genre in film, literature, and other
cultural forms. The study of genre and television is based on not only the formats and
forms of television but also the history of genre as a concept, i.e. the uses it has been
put to and the other art and media forms it has been applied to (Feuer, 1992). As
Feuer (1992, p. 144) points out, the reason why the concept of genre has figured in
the television industry is that “unlimited originality of programming would be a
disaster, because it could not assure the delivery of the weekly audiences, as do the
episodic series and continuing serial. In this sense, television takes to an extreme the
film industry’s reliance upon formulas in order to predict audience popularity". It is
evident that television has adapted the formats and forms from several different art
forms and other media including music, film, written fiction, theatre, journalism and so
forth (Neale, 2008). For example, the genre of soap opera derives from radio
broadcasting, television drama derives from theatre, and television news shares
conceptions of new values and structures of reporters and editors with newspapers

and news radio broadcasting (Bignell, 2013).

Television programmes can be categorised into clear generic categories, for instance
documentaries, news, soap operas, sitcoms, quiz and game shows, talk shows, and
variety shows. In addition, genres can be categorised by considering their narrative
structure. As Butler (2007) illustrates, the types of non-narrative television genres
include newscasts, sports programmes, game shows, reality television, talk shows,

and science programmes. In recent years, television genres and programme formats
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have mutated and have been hybridised (Turner, 2008). It is clear that several
television programmes have been produced as hybridised programmes, i.e. they are
created bearing the main characteristics of its genre along with inclusion of some
characteristics from other genres (Fiske, 2011b). This television genres adaptation
contributes to the argument viewing the instability of genre and considering the
format, which is more stable, instead. Format, according to Bignell (2013, p. 126), is
“the blueprint for a programme, including its setting, main characters, genre, form,
and main themes. A format is like a recipe, and can be the legal property of its
creator so that of another company makes a similar programme”. Furthermore, there
has been a change in the feature of television genres, influenced by audiences’
feedback. Turner (2008) suggests that television producers have changed the
features of their programmes in response to the feedback of audiences. Killing off or
foregrounding characters and switching presenters out of prime time to late night
slots are instances of this change. Moreover, Holland (2000) states that the
development of technology along with criticism of more established forms has led to

a creation of new genres and a wider range of television programmes.

According to Mittell (2008, p. 11), many scholars have studied “how genres work as
part of the system of television production and consumption”, investigating “how the
practices of audiences and institutions are involved in the process of creating and
constituting genres”. Additionally, issues regarding the cultural role of genres
foregrounding the practices and audiences of the television industry have emerged in
the study of television genres. In this sense, genres can be seen as cultural
categories circulating around and through television rather being mere tools to be
defined, analysed, or interpreted in themselves (Mittell, 2008). Furthermore, the three
approaches to genre including the aesthetic, the ritual, and the ideological approach
can be used to the analysis of television genres. As Feuer (1992) suggests, the
aesthetic approach includes all attempts to define genre regarding a system of
conventions that permit aesthetic expression. In terms of the ritual approach, the
genre is taken into account as an exchange, through which a cultural condition is
created, between the media industry and the audience. In this sense, television can
be considered as a cultural forum that is concerned with the negotiation of shared
beliefs and values that help to maintain and continue social order. Genre in the sense

of the ideological approach is seen as a tool of control at both the industries’ level,
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whereby genres can convince the promoters of messages they deliver to audiences,
and the textual level, in which genre can ideologically serve to reproduce the

dominant ideology of the capitalist system expressed in the text.

Television genres are related not only to features of presentation format but also
conventions, which are the structural elements of genre shared between producers
and viewers. Fiske (2011b) notes that conventions incorporate the ideological
concerns of the period in which they are a popular and are pleasurable genre offered
to audiences. Genres can be popular when their conventions carry a close
relationship to the dominant ideology of the period. Presenting the sense of comedy
in the genre of sitcom is an example of this. According to Bignell (2013), the sitcom is
a popular television genre conveying comedy to make a sense of funniness engaged
with the conventions shared between producers and viewers. Various semiotic
resources are used to cue the shared meaning of comedy corresponding to the
dominant ideology of what can be funny and what cannot in each period and each
society. These resources include, for example, the jokes and comic actions within the
programme text, the excessive speech and behaviour of characters designed to
express the recognition of social norms, and the comical contrasts between the
discourse of one character and that of another providing a comical misunderstanding
of interpretation. Different ways of cueing the shared meaning as such might be the
answer to why different group of viewers are satisfied with different television
programmes. Moreover, it is clear that there are differences within the same genre.
Abercrombie (1996) highlights how differences within the soap opera genre are
evidence of this. The differences might be attributed to either cultural aspects or
types of audiences. Thus, a soap opera might be changed as a result of changing
audiences. Abercrombie explains that a higher proportion of men in the audiences of
daytime soap operas in the United States can result in a change of soap opera. As
shown in the soap operas Brookside and EastEnders, male characters are treated
more sympathetically, and the relationships and actions of male characters are
investigated as widely as female characters. This shows the meaningful role of

audiences in changing the features of television genres.
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The genre of Variety Show

Historically, as Paterson (1998) points out, the variety programme emerged as a
result of the fading popularity of certain genres. In other words, the decrease in
popularity of certain genres led to the changing of television schedules across the
world, especially in more competitive environments. The Variety Show programme
format in the early days of television in both the USA and the UK was popular. The
popularity of The Ed Sullivan Show in the USA and Sunday Night at the London
Palladium in the UK, both of which presented various kinds of show - including
singing, dancing and comedy acts along with moderation by celebrity hosts - are
instances of this. Afterwards, in the 1970s, such shows disappeared from American
and British television schedules. Nevertheless, the variety programme has stayed on
the television schedules of many countries, especially in Europe, Latin America and

Asia.

The Variety Show, which is the genre of television texts studied in this research,
adapts and combines many prior television genres, for example talk show, game
show and talent show, into a genre of variety television programme. The Variety
Show programme is one of the television programmes that come under a form called
television light entertainment. According to Lusted (1998), light entertainment,
including variety programmes, game shows, talent competitions and chat shows, is a
global television form found in any nation’s television programming. In addition to
that, the same programme format can be found in different national contexts, such as
the TV dating programme format: Dating Game in the USA became Blind Date in the
UK, Take Me Out in the UK was called Take Me Out in many Asian countries
(including Thailand) and If You Are The One in China (Yang, 2017). Newcomb (2004,
p. 2427) states that the variety genre, as a spectacular form of entertainment, make a
significant contribution to television continuing to be a popular medium. In terms of
characteristics of the variety programme, it features diverse shows, such as musical,
performance, comedy, acrobatics, animal tricks, magic tricks, and dramatic. It also
has the popular celebrities as hosts, for example musical and comedy stars, showing
their own talents or introducing other performers as guests. The forms of
entertainment in variety programme genre highlight the presentational or
performative aspects including immediacy, spontaneity and spectacle through the

story line and characters development in the show.
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One interesting point behind the popularity of variety programme in recent years,
according to Newcomb (2004), is the issue engaged with the power of remote
control. That is to say, the viewers can create their own variety programmes by using
a remote control to switch from one genre to other genres they prefer to continue. For
instance, switching from a stand-up comedy programme to ballet and opera show on
another programme and switch to other programmes afterwards. Arguably, this
circumstance has challenged the development of television genre in contemporary

television world.

Television Genres and Development in the Global Context

It is evident that television genres have developed in terms of both programme
format adaptation and global programme distribution. According to Chalaby (2013),
the global television format trade has dramatically expanded since the late 1940s and
continues to do so now. One piece of evidence for this is a rise in television format
adaptation between 2006 and 2008, showing that 445 television formats led to 1262

adaptations in 57 territories.

One issue behind television genre development is the relation between its global and
local practices. Chalaby (2013) argues that although television formats are global to
the industry, they are always local to the viewers because they apply the
transnational rules to create characters related to specific localities. One instance of
this is the impact of Lascia o Raddoppia, a quiz show aired on Italian television which
was adapted from an American quiz show called The $64,000 Question, on local
culture in terms of national unification linguistically. This indicates that global
television genre can make the local visible and the global invisible. Additionally,
research by La Pastina and Straubhaar (2005) exploring the separation between
telenovelas (Latin American serial fiction) global distribution and local consumption in
Brazil and Italy raises the significance of the genre proximity of global television
programmes. The research emphasises that the transnational telenovelas,
transported from Latin American national media products to global markets, are more
attractive than local programmes in Brazil and Southern Italy. That is, the local

people in Brazil view a Mexican telenovela as more attractive than national Brazilian
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telenovelas. Likewise, local people in southern Italy view Brazilian telenovela about
Italian emigration to Brazil as more attractive than Italian programmes. This indicates
the role of genre proximity in the sense that television genres can facilitate their
ability to be shared across different culture contexts. In addition, evidence of genre
proximity can be seen in transnational franchised television programmes. The Voice,
Big Brother, Got Talent, The X factor, and Take Me Out, are instances of global
popular television programmes which have been reproduced in many different
countries, including Thailand, and different cultural contexts based on the same
format as the original.

Another interesting point is that television genres are adapted in response to the
development of communication in a period of modernisation. The research examining
the Dutch television genre by Selm and Peeters (2007) indicates that the global
advance of communication technology is utilised in terms of genre modification in
Dutch television. Television genres in the Netherlands use additional communication
channels corresponding to audience age. This includes the short message service
(SMS), utilised most frequently for reality programmes and often used for
programmes which aim to attract young audiences, emails and websites used for the
information genre, teletext used for sports programmes, and merchandising used for

the children programmes.

2.1.3 Television discourses

According to Lorenzo-Dus (2009), projects on media in the 1970s focused on
language in terms of how media use language, as well as the linguistic ordering of
society and consciousness. The work of Barthes on semiotics is one example of this.
In the 1980s, the works shifted to focus on the meaning of media texts in the sense
of interpretation rather than in the texts themselves. In the 1990s, academic study
renewed interest in the spoken discourse of broadcasting. The Broadcast Talk,
Scannell’s edited collection published in 1991, was the first and the most influential
academic work focusing on radio and television talk. It was followed by Fairclough’s
Media Discourse in 1995, which considered the importance of media texts. In 1996,
Hutchby’s Confrontation Talk analysing verbal confrontation in radio discourse was

published.
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In recent years, academic works within a broadcast talks research framework have
focused on specific broadcast format e.g. on the format of talk shows and broadcast
news, as well as overviews of the discourse of broadcasting. Current studies of
television discourse (including this one) draw on and are derived from the linguistic
and the textual analysis in television studies which aim to understand the
communicated meanings within television texts, focusing on a variety of semiotic
resources, including language, images and sound components, as well as the
relationship between those components (Bignell, 2013). For Hartley (2002, p. 31), the
link between the long tradition of textual analysis in television studies and discourse
analysis textual analysis is concerned with genres of discourse in the sense of
researchers studying “questions of power, subjectivity, identity and conflict in the
context of everyday life, popular culture and disagreement from the official cultures
and politics of the day”. It can be claimed that discourse in this sense is reflected and
substantiated in television texts, and thus the way to understand the social function
and signification of a television text is through conducting socially oriented discourse

analysis.

Several facets of the study of television discourse have been examined, such as the
analysis of discourses within different genres of television programme and
ideologically dominant discourses in television texts. These studies show the role of
discourses as tools which producers draw on and contribute to in communicating
certain structural meanings regarding, for example, identity, politics, gender,
ethnicity, leadership and citizenship. The work of Marshall and Werndly (2002)
illustrates how particular discourses might be articulated by popular television
genres. As Marshall and Werndly explain, television documentaries may articulate
discourses of science and nature as facts of the world. Dramas may articulate social
discourses about gender, age, ethnicity, regionality, social class and sexuality. Sport
quiz programmes may articulate discourses about masculinity. The discourses in a
situation or stand-up comedy may be articulated to spoil the effect of serious

discourses by satirising or mocking politics.
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The study exploring the discursive construction of environmental citizenship in
German and British public service television (Inthorn and Reder, 2011) is an attempt
to understand how television teaches viewers to be green. The main argument of this
study is that television discourses in German and British public service television
maintain an approach to environmental politics which is supported by governments.
The results of the study emphasise the role of television in constructing a model of
citizenship, in this case regarding the environment. Additionally, a study by
Tenenboim-Weinblatt (2009) exploring the uses of television dramas in mediated
political discourse reveals that fictional events and characters can function as political
discourses in the same way as nonfictional people and events. That is, they can
provoke political debates, as well as be utilised in several other contexts for uniting
political positions, demonstrating political processes, and influencing public opinion.
However, the obvious difference between them is that the openness of politically
relevant fictional texts functions as a device for political discourses, while nonfictional

texts do not serve this function.

Research by Summers (2008) examined the construction of poverty in texts within
two television documentaries about homelessness in New Zealand. Using discourse
analysis, Summers analyses the way that language is used and television
documentary techniques (such as editing and composition) that serve to construct
discourses of poverty. This research reports that the construction of poverty in
television texts is concerned with the difference and lifestyle to demonstrate the

homelessness, rather than being engaged with the structural causes of poverty.

Fiske (2011b, p. 42) argues that reality is “a product of discourse”. Corresponding
with this, Lorenzo-Dus (2009, p. 189) maintains that “television discourse reflects and
constructs particular values and beliefs about different aspects of reality”. Lorenzo-
Dus’ analysis of television discourses indicates that the storytelling in television
formats is an effective tool in the construction and promotion of particular values and
beliefs. The analysis of daytime talk show storytelling reports that verbal resources
are used by ordinary participants to construct their identity by using terms like “doing
being ordinary”. Additionally, the mediatisation of reality can be seen in live television

news, with an increased emphasis on speculating about the future rather than

57



reporting the hard facts, which contributes to debates about what reality news is

actually delivering.

2.1.4 Television development and dynamic in Southeast Asia

As a result of uncertain footing regarding the colonial past and slow development in
Southeast Asia, television industries, compared with in Europe and North America,
developed later to the region. As there are differences in the socio-political contexts
between the nations in Southeast Asia, for example diversity in ethnicity, religion,
culture, political history, government structure, and the level of economic
development, television in the region needs to be considered in particular national
contexts (Kuo and Keshishoglou, 2004). However, one general aspect of the context
in Southeast Asia is the impact of what Ang (1996, p. 128) calls “cultural imperialism”.
Ang (1996) notes that cultural imperialism engenders a “process of cultural
homogenisation” caused by a “domination of subordinated peoples and cultures by a
clearly demarcated powerful culture”, generally designated as American, European,
or as Western culture. Following Hall’'s conception, as mentioned in Chapter 1, the
West in this sense is no longer about geography, but is an idea/concept (Hall, 1996b,
p. 185). Therefore, Western culture can refer not only to the culture of European

countries/United States but also to the culture of the powerful Asian countries.

Barker (1997) explains this in terms of media imperialism, which implies both cultural
and economic dimensions. In terms of television, Barker argues that this imperialism
is the consequence of the domination of local cultures by foreign values, especially
the influence of American values which dominate through the purchase of US
television programmes, international co-productions dominated by American themes,
as well as the US-dominated information services and local adaptations of American
formats for domestic consumption. As a result of this sudden increase in both
distribution of Western media products and Western-originated media products (a
hybrid of Western and Eastern media forms and content in Asian countries),
concerns surrounding media and cultural imperialism have been raised in media
studies. On the one hand, some arguments emphasise that the increase of Western-
originated media products in Asian countries has led to the development of a

specifically Asian media, especially the contribution to a high level of media
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professional practices, for example the development of television genres outlined
above. On the other hand, it is claimed that this has brought cultural disadvantages
to Asian countries because it threatens to undermine the cultures and national values

of these countries.

The role of television in constructing the nation has been one of the major focuses of
research and debate in television studies (Pertierra and Turner, 2013). According to
Ubonrat (2000), the media plays a major role in constructing nationalism and a
nationalist consciousness in Southeast Asian countries, especially in the former
colonised nations. Focusing on television, Banerjee (2002) points out that an
increase of Western-originated cultural content in the form of television channels and
programmes has stimulated responses from governments, scholars, and institutions
in Asia. In particular, television in Asian countries has been linked to state discourses
and policies on national identity. This is reflected in the fact that governments in
these countries have seized control over national television and have claimed the
cultural imperialism as ideological reason for justifying such control. Banerjee (2002)
argues that television has a capacity to create a mutual symbolic reference system
across various nations, and is thus considered a powerful instrument for the cultural
production of a national identity. As a result, governments in Asian countries attempt
to control over television. For instance, governments in Singapore and Malaysia - in
which the colonial legacy had left a profound diversity of populations drawn from a
variety of geographical origins, races, religions, and cultural traditions - attempt to
control broadcasting. This includes the control of the nation-building activities and the

media’s role in the process of construction of the nation.

Focusing on television in Southeast Asian countries, the issues of controlling
television and national identity formation/promotion in an era of multiculturalism are
hotly debated. Richards (2000b) notes that due to governments’ awareness of the
consequences of cultural and media imperialism in Asia, television has been utilised
to promote notions of national identity. One work focusing on television and nation-
building in Malaysia (Nain and Anuar, 2000) shows that television can play a central
role in national formation. As a multi-ethnic, multi-cultural and multi-religious country,

the state attempts to form and regulate a national identity. In this sense, Malaysian
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television dramas are used by the government as a cultural tool for promoting
national harmony. For example, the television drama Angin (Wind) promotes the
ideological message that, “Malaysians of diverse backgrounds must promote and
maintain ethnic harmony in the country” (Nain and Anuar, 2000, p. 160), and the
television drama Semalam di Kuala Lumpur (A Night in Kuala Lumpur) illustrates how
the government attempts to promote a positive portrayal of Malaysian characters in

order to encourage national community morale.

Behind the attempts of encouraging national identity in response to the cultural and
media imperialism, the influences of Western-originated television still remain. While
televisions in Malaysia and Singapore have inherited structures along the line set by
their British former colonial masters (Green, 2003), television in Philippines, the
country that was formerly a colony of the United States between 1898-1946, has
been influenced by the American model of television in terms of the pattern of
broadcast network as well as the contents. As Richards (2000a) explains, the US
model has dominated television in terms of the pattern of Philippines broadcast
network. It has been patterned on the US form and content such as patterning the
tabloid style journalism to television news and current affairs programmes that have
become a combination of celebrity and scandal reported to entertain instead of to
educate and inform. The study of Banerjee (2002) reveals that the channels
distributed by cable in Singapore and satellite in Malaysia have led to a significant
increase in Western contents. Thus, the public service monopoly of broadcasting
systems in these countries has been restricted to the flow of Western programming

and contents.

In the meantime, it is evident that television in Southeast Asia has culturally been
influenced by not only Western television but also other Asian televisions from the
East Asian countries including Japanese and Korean television programmes. The
study of Dissanayake (2012) examining the dynamic of Asian television illustrates the
popularity of Japanese and Korean television dramas in other Asian countries,
including in Malaysia and Thailand. In addition to that, the study of Iwabuchi (2004
cited in Dissanayake, 2012) emphasises that Japanese television dramas have a

transnational power and appeal in Southeast Asia. To demonstrate the reasons for
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this popularity, Dissanayake (2012, p. 192) argues that Japanese and Korean
television dramas have been very popular in other Asian countries because they
have “the common communicational philosophies and visions that they share”.
Arguably, what they share in this sense can be considered as the shared culture
among Asian audiences. Namely, the Japanese and Korean media products have
presented an Asian flavoured Western culture that Asian audiences can share
together. Japanese and Korean pop songs and television programmes presented as
a hybrid of Asian and Western culture are the evidences of this. This way of
presentation can be claimed as one of the reasons why they are popular and

impactful in other Asian countries.

In addition to the role of television in the formation of national identity, another
important aspect regarding Asian television adaptation in response to globalisation is
“glocalisation”, a term frequently used by scholars in the area of media studies to
explain the way that Asian media have developed in response to globalisation and
globalisation discourses. Chang (2003, p. 28) argues that “rather than regarding
globalisation as a process that uniformly subverts local imperatives, it is a process of
glocalisation in which the local exercises influences in constituting global”. This is one
of the arguments emphasising an essential dynamic of television in response to the
globally changing circumstance of the contemporary media world. Chang (2003)’ s
analysis of the development of global television broadcasting in Asia, reveals that the
global television broadcasting in Asia including STAR TV, MTV Asia, ESPN Star
Sports, and CNBC Asia are the leaders in programming glocalisation by means of
localisation of their television programming. STAR TV and MTV Asia, for instance,
have localised their programming by dividing channels into language blocks as well
as providing particular channels with language customisation along with original
programming co-produced with the local sectors. The argument here is that it is
essential for global broadcasters to adapt their programming to local conditions in
order to make the contents more relevant to and interesting for local audiences. The
glocalisation of Asian television underscores the meaningful role of media in
advocating the idea “think globally, act locally” (Thitinan, 2007, p. 12), which has

been adopted in Asian media in these days.
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2.1.5 Television in the Thai context

First launched by a government enterprise in 1955, Thailand was the first nation in
Southeast Asia to begin regular television transmissions (Kavi, 2002). Current Thai
television includes both free TV and Pay TV systems, providing audiences with a
wide variety of choices of channels. However, free TV is the most popular. There are
six free TV channels, including four commercial free TV channels: Thai Television
Channel 3; Royal Thai Army Radio and Television Channel 5; Bangkok Broadcasting
Television Channel 7; and Modernine TV (Channel 9). Another two free TV channels
are The National Broadcasting Services of Thailand, or NBT (Channel 11), run by the
government’s Public Relations Department, and Thai Public Broadcast Service (Thai

PBS channel), run by the Thai Public Broadcast Service.

In terms of ownership, since the beginning of television distribution, state agencies
have controlled television through concessions (Supinya, 2009). According to Kuo
and Keshishoglou (2004), Thai free TV stations can be categorised into three main
groups: 1) the state-owned television stations, including Channels 5, 9 and NBT; 2)
the private television stations, including Channels 3 and 7; and 3) the public
broadcast service, named Thai Public Broadcast Service (Thai PBS). In terms of
television transmission, since the year 2014 there has been a significant change in
Thai TV broadcasting in the sense that digital terrestrial television was launched for
the public along with the use of analogue terrestrial television transmission
(scheduled to be switched off and to be completely replaced by digital television in
2020) (Office of The National Broadcasting and Telecommunications Commission,
2014). This change in transmission systems might contribute to alterations and the
further development of the Thai TV industry and audience consumption in the future.
Also, the effect of this change will become a major area of research and debate in
and about Thai TV Studies.

It is claimed that political authority blurred the freedom and independence of Thai
television in the past. As Supinya (2009) points out, Thai broadcast media, including
radio and television, were under political control in the period after the political
revolution in 1932, which changed Thailand from a monarchy into a parliamentary

democracy (as explained in Chapter 1). During that period, the military, as the
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supreme political authority, used radio as a tool for political propaganda, and later
used television for the same purpose. This circumstance shows the lack of freedom
for Thai broadcast media as a watchdog in reporting political events and information.
A period of political liberation in 1973 led by a student uprising, and later an anti-
dictatorship movement led by the middle-class in 1992 were meaningful incidents for
the liberalisation and democratisation of media regarding politics in Thailand.
Although these events did not completely achieve their goals with regard to freeing
up the media from state and military control, they led civil society to become
concerned about media freedom and aspire to free the media from government
control. Finally, an opportunity for this success was provided under Article 40 of the
1997 Constitution, which specified that “airwaves are public resources, and should be
allocated based on public and community interest, and fair competition” (Supinya,
2009, p. 25). This provides broadcast media in Thailand with more freedom not only
in terms of business competition but also in presenting the content and form of media
products, following professional media ethics and social responsibility. This
development has also led to debates in Thai media studies concerned with media
freedoms and social responsibility.

According to Itsariya (2013), television is the most popular medium in Thailand,
taking 98 percent of the population access rate and valued at 58 percent of overall
advertising income in Thailand (AGB Neilson Media Research cited in Itsariya, 2013).
Free TV is the most popular format as a result of its ability to provide a diversity of
television programmes which fulfil audience demands, as well as obviously being
free to watch and broadly accessible to Thai viewers all over nation. The report into
free TV audience share in 2012 by MCOT Public Company Limited (2012 cited in
Itsariya, 2013) shows that Channel 7 is the most popular channel, followed by
Channels 3, 9, 5, Thai PBS (the only television channel which is intended for public
benefit without commercials), and 11. The increasing competition in the television
industry has influenced programme scheduling. Most Thai television stations,
especially the commercial ones, aim at high ratings, which can provide them with
benefits from advertising. Consequently, the programme schedule of these television
stations is arranged to serve that goal by putting a large number of entertainment
programmes that are very popular among viewers. The apparent evidence is that the

majority of television programmes broadcast on commercial television stations
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includes many forms of entertainment programmes, for example dramas, variety
programmes, talk show programmes, game shows and talent shows, rather than
educational and informative programmes. In contrast, NBT and Thai PBS mainly
present programmes concerned with educating, giving information and public service
(Aachavit, 2012). However, in recent years, the commercial television stations have
tended to be aware of their role in presenting informative/educational content,
evidenced in the many shows which combine the contents into several forms of
entertainment, such as presenting educational content through the form of variety

shows and game shows.

As the majority of Thai viewers consume the television programmes broadcast on
free TV, the free TV stations are utilised as a principal source in the promotion of
Thai cultural identity. Apparently, Western and other Asian cultures (especially South
Korean and Japanese cultures) have emerged not only in Thai people’s lifestyles but
also in Thai media. American culture has been the main Western culture influencing
Thai television and Thai viewers’ values. A study by Tan and Kultida (1998) suggests
that the American television programmes which were broadcast on Thai television
channels (37 American television programmes were at the time broadcast on Thai
television channels, and more than 80% of them were dubbed into the Thai
language), had an influence on Thai viewers’ perceptions of the social stereotypes of
Americans. Furthermore, according to Ubonrat (2000, p. 117), in the mid-1980s to
the 1990s, prime-time television dramas offer convincing evidence of the powerful
influence of Western culture on Thai television. In that period, television dramas
developed two additional attributes: “the un-Thainess” of the main characters and
“the foreign setting” of the drama. Ubonrat argues that this was a period in which “the
twin process of sublimation of un-Thainess and sublimation of Thainess became
intertwined at the same instance”. The apparent defining event of this cultural change
was the promotion of the “imported Miss Thailand” Pornthip Nakhirankanok, the half-
Thai half-American lady who grew up in the USA and who contributed to the
popularity of Western characteristics among Thais. Her acquisition of the 1988 Miss
Universe, an even which was highly shown across television media, played a
significant role in driving the admiration for Western features in terms of both physical
characteristics and social values (Ubonrat, 2000, p. 177). Ubonrat (2000, p. 177)

further claims that the presentation of Miss Pornthip “sets the tradition of the
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globalised beauty in the Thai cultural spirit”. Even though she speaks perfect English
but poor Thai, she proudly presents Thailand in “the juxtaposition of Thainess and
un-Thainess”. She has thus been considered the “Thai beauty queen”, one who
promotes “cultural and aesthetic hybridity” (Harrison, 2010a, p. 31). Consequently,
this has been viewed as the event that “provide Thai society with a sense of
psychological security in competing successfully in the global arena” (Ubonrat, 2000,
p. 177). Also, Harrison (2010a, p. 31) argues that Miss Pornthip’s success at Miss
Universe “modelled her as signifier of a global recognition of Thailand’s aesthetic
prowess” and as “symbol of national success on the world stage”. As a result of this,
a modern form of Thainess as a mix of Thai and un-Thai identity in this sense has
been extensively and popularly represented in the Thai media since then. This is
evidenced in the emergence of the Western characteristics displayed in Thai
television through the presentations of actors/actresses, singers, fashion models and
television hosts who have a combination of Asian and Western appearances
(Ubonrat, 2000). Furthermore, this seems to have resulted in an increase in the
number of half-Thai, half-Western celebrities, or “half-Thai, half-farang or luk-khreung
celebrities” (Harrison, 2010a, p. 31). This indicates the way in which the popularity of
traditional Thai characteristics in the sense of both physical characteristics and

traditional social values have been blurred.

Contemporary Thai lifestyle and media have been influenced not only by Western but
also by other Asian cultures. In particular, South Korean pop culture has been very
popular among Thais since many versions of South Korean media products,
especially Korean songs and television series, were introduced into Thailand. As a
result, Thais, especially Thai youths, appreciate South Korean pop culture, not only
in terms of media consumption but also lifestyles and fashions, for instance trends of
dress, make up, hair styles, patterns of speech and non-verbal communication, and
the popularity of Korean food and products imported from South Korea. Moreover,
this trend is also evidenced by the fact that South Korea has become a popular and
desirable tourist destination for Thais of all ages and even family holidays. This is
consistent with the findings of Kim and Wang (2012), who explore the influence of
Daejanggeum, the Korean period television serial drama which is very popular in
many Asian countries, on audiences in Thailand, China, Taiwan, and Japan, in

relation to screen-tourism. In Thailand, this drama was broadcast on a prime-time slot
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on a popular free TV channel (Channel 3) in 2003. The results of their research show
that exposure to the Korean television drama, which portrays the history and past
culture of Korea, influences audiences’ desires to visit the locations portrayed. As
Kim and Wang (2012, p. 437) argue, “the more audiences emotionally engage with a
media programme, the more likely they will visit screen-tourism location”. This
reflects the way that South Korean television products affect Thai audiences’
perceptions and behaviours (including the emergence of nostalgia for the traditional
Korean culture among Thai viewers, which will be discussed in the section of

nostalgia).

Arguably, the South Korean entertainment media products have played a significant
role in the behavioural imitation of Korean culture among Thai teenagers (Chutima,
2007; Papanggon et al., 2013). The study of the behavioural imitation of Korean
culture from Korean entertainment media products among Thai youths reveals that
the most important reason of exposing the Korean media products is the aspiration to
follow up the shows of Korean singers and actors/actresses. This study argues that
the Korean pop stars are the key factor having a powerful influence on Thai youths’
behavioural imitation of Korean culture. The evidence of this is that the popularity of
cosmetic surgery among the Korean pop stars seems to play a meaningful role in a
change of Thais’ attitudes on the cosmetic surgery, from negative to positive
attitudes. As a result, there has been an increasing trend of cosmetic surgery among
Thais (either among celebrities or Thai people in general) in response to the desire to
have the perfect physical features like Korean pop stars (Chutima, 2007). The
representation of the Korean cosmetic surgery, as the way that helps to
change/modify the abnormal or unpleasant physical figures of Thai people to be a
good-looking person, in the Thai Television show Let Me in Thailand is one of the
shreds of evidence showing this beauty trend and the social values behind it. The
values as such include the idea that cosmetic surgery can help to change ones’ life in
the sense that having the good looks and pleasant personality might provide them
with more opportunities of life. The popularity of Korean pop culture among Thais has
also influenced the creation of many Thai media products, especially music, films and
television programmes. That is to say, they have been produced based on the

application of Korean pop style to Thai media, such as many television dramas and
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films which have been constructed through the mood and tone and presentation

techniques as same as in Korean television dramas.

To cope with the increasing trend in the popularity of foreign cultures, television has
been utilised as a principal source in the promotion of Thai cultural identity. The
results of the study examining television and the construction of Thai cultural identity
by Thitinan (2007) emphasises that globalisation has an influence on creating the
sense of nationalism in Thailand that has led to the strengthening of Thai traditional
identity. The evidence of this is that the government has utilised television, a powerful
mass medium in Thailand, as the instrum