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PREFACE

The following work is based on a series ol collected data from a very few
and descriptive  sources. Some are even controversial as  in o some  cases
sources of information on one dance have many different vanations. which
can be attributed to the evolutions and chanpes prevalent in the oral folk
tradition. ‘The grearer part of the data preseoted in this book is drawn from
our awn experiences and memorics gained from longtime involvement in the
domain of this ar.

The presemt Khmer [ofk Jance repertoire. which is by far the larpest ever,
has sprung up comparatively recently. within the last two decades or so. as
a result ol the Conservaioire National des Spectacles (Natiopal Conservatory of
Petforming Ans) and the Unsversité des Beaux Arts (Unmiversity of Fine Ans).
The majority of atrbutes. thoughts. and folk dance lives discussed in the
book arc prescated within this parameter. We intend to provide readers with
neither a2 (ofal analysis nor exhaustive information. Rather, we try to
highlight the dance itselt as well as its origin and history in respect to its
practice and development.

The currenml repertoire is drown up Lo the early 1970°s, the majority of
which ure the recent creations of the National Conservatory ot Performing
Arts and the University of Fine Arns. The descriptions contained here are
more elaborate than those in previous publications on Khmer folk dance. We
alse include Ivrics and rranscriptions of musical picces wsed in cach dance.
hoping 10 help readers. particefarly  dancers and musicians. o be able o
reconstruct those dances that have not been realized outside of Cambodia.
Howerer, we also leave out some franscriptions of songs. The chhavam
Ichaiv"am|. for example. has a recitative style and simply dwells on a single
pitch which constitutes the melodic ling. The vanations of this picce depend
on the individual peformer and therclore are 100 namerous 1o st The
peacock of Peilin idance. o, has, been performed with many variations. The
sicrifice of buffelo dance is accompanied by thifteen gongs: cach punctuates
the melody and contributes a single pitch. creating a line which could be
interpreted ditferently by different listeners.

All ol the lvrics and transcriptions that appear in this hook are our
interpretations of the origingl performances by the ensembles of University of
Fine Ads. the tapes of which are in onr collections.

Middletown, June 19, 1986

Sam-Ang Sam
Chan Moly Sam

Gradwates of the Fucuid des Arrs ('.*mr{:;rapr':."qm’s
Unpversité dos Beaiy Ariy
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INTRODUCTION

Folk dance plavs an essential part in social life. It serves not only as a
recreational and entertaining  resource. bt also as a psychological dynamic of
the many-fold sides of life. Tt reflects customn. tradition. and culture. and
underpoes metamorphoses as the social lite does. Folk dance 15 therefore a
findamental device 10 help us understand sociely. bhecause folk dance is the
reflection of its living significance. It is a wealistic art which is performed in
a familiar setting.

Among the tribal groups. dancing is a serious activity and cannot be
dispensed with. Be it at a bith, during a mammiage. at a death. during
planting and harvesting. during hunting., at war. or ar a feast. a dance is
meeded. The dance becomes a sacrificial rile. a prayer. and a prophetic
vision. It summons and dispels the forees of nature as well as healing the
sick. I assumes luck in a chase and victory in bartle. It blesses the Nelds
and the entire tribe,

Anmimism is an elementat part of the way of life of most rural Khmer.
Almost cvery Khmer peasant’s activity takes place in social context. Fears of
catastrophe  dervclop imto certain ant forms  associated  with music.  dance.
dgrama. and folk trance. These art forms serve to increase the communal
sense of sccurity. They give emotional release. They satisfy the desire to
communicate ancestors and other spirits. They provide spiritual satistaction.
They bring pood luck and prevent disaster.

Khmer (raditional society cpitomizes the indispensable concutrence of man.
nature. and pod. Khmer tolk dance exemplifics this concept through s
themes. which are accented on the one hand by religion and bhelief and on
the other by the natural world in which the Khmer Tive.

Khmer folk dince s solely of peasant origin and use. and is considered to
be a part of the peasants’ lives. It is in rural Cambodia where folk dunce
has taken and has retained its deepest root. People dance around the village
green or upon a rough stage built ender spreading mees or leaves and
shielded by a graciows shacke which lends the setting and the site a beauty
all of its own. In the villages there grows a spint of intimate understanding
and candor amongst performers and spectators.

Khmer folk dance has a gremt advantage over other ant forms in that
origmaled in the +illage. It is performed by and for the people of the
vllage. The adults and children all come 10 underszand and appreciate every
nuance of this highly spirited dance form that follows popular themes with
lively movements and gestures that stimulate perfect sympathy and pride.

All over Cambodia afier the harvest 15 over. i is time for music. song.
and dance. There are attractive dances in many regions of the country where
men, women. boyvs. and girls gather in the wvillage for an evening and dance
for sheer jov. The dunce motifs are usually based on local legends and the



life of the people. Dancers dance with easy. improvised and composed -
movemnents and gestures that are designed to invite humor and laughier.

This community dance is part of the people’s social life and. therefore, is -
important for the sociological and group systems. As one of the creative ©
expressions of the people. dance is closely tied to the land and with living
in diverse regions of different environments and backgrounds. Dance still
bears an indesiructible link to tradition and rwends of thought.

Nature is always the strongest inspiration of all dances. coupled with:
customs, traditions. and beliefs. all of which have much in common. Dance ;
is not merely an optional luxury: it is a way of life. Music. song. poetry, !
and dance are all integral parts of Khmer life. The subjeci of Khmer folk|
dance is comprchensive and full of variety. indicating how important a roke |
dance plays in the social. religious. and sociological lifc of the people. :

Throughout the years, people™s opinions towards dance have oscillated ;
berween favor and disfavor. Finally. dance ends up as an art that has:
become confined to a particular group of people who pass it on to posterity :
as an hereditary art. After dance has become traditional. indecd. after it has -
begun the process of its nation-wide decline into the background of cultural §
importance. most of the old art forms are forgotten. except for the few;
famities who preserve them. :

There are various types of folk dance to satsfy the social need for the .
security of happiness and welfare, dances which are nommally related 1o °
belief. tradition. and recreation. The first type is necessary when religious
ceremonies are organized. The second is needed for traditional festivities.
The last is closely tied to the people and is used to cmhance recreational
gatherings. Thus. Khmer folk dance can be categorized into three types of
art: religious. traditional. and popular.

The religious art form of dance emerges from the customs and belicfs that
give value to miracles. nature. the soul. witchcraft. and animism. ‘This fom
of dance is represented by the peacock of Pursat dance and the sacrifice of
buffalo dance.

The traditional art form of dance emerges from traditions practiced by
peasants and farmers as well as by city dwellers.  This kind of art is
usually performed during traditional ceremonics and is represemted by the !
trod dance.

The popular an form of dance is connected with recreation and is
sometimes  called “peasant’s art” or “people’s art.”  After the harvest,
peasamis get together 1o perform their village dances. which express their i
spontancous  jovfulness after the completion of their hard work. as
exemplified by the krab donce and the pestle dance. :

Any existing life has been bom. now transforms. and will die. Under
these transient circumsiances. we cannot ignore the social phenomena to |
which the phenomena of dance are imextricably audached. A performance ls.
regulated by its usage and is tied to a ritual or a specific occasion. H

Only within the last decade or so. during which the political situation in -
Cambodia has been unsiable. has folk dance been seen as one of the most
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elfective means of tramsmitiing  the country™s political ideology. The universal
characteristics of dance can be appreciated by people of all social [evels and
apes. Because dance is a folk art reflecting its society’s everyday life, as a
medium. it is easy 10 wunderstand. Moreover, its form is open o swit any
theme--political. cducational, or recreational.

Indigenous tolk perceive the acsthetics of their dance guite differently than
those in academia. A zood dance in the people’s eves s tied more to the
night context. becawse it senes its originat purposes. the nitual. the proper
occasion. the cormect time. and the methods of perlormance,

Khmer folk dance has been systematized inte a unigue form of its own
featuring distinclive movements and gestures. Though the general pattems of
a dance often prevail. its details vary greatly from place 1o place and [rom
vear w vear. The University of Fine Ans™ dances. for example. have much
more sariety in rhythms, steps. movements and  gestures than are generally
supposed.

While the court Jance is subject o a definite order. a strict form. and a
prescribed lanpuoage of movements and gestures. lolk dance is spontaneous.
and i» created Por emotionalb expressions. As reflected  through music and
song. folk Jance embodies  the  significance of nature and  traditional
occupations.

Foll dance of Cambodia has never been the subject of an in-depth  study
bevond a lew prited books and some local rescarch materials compiled by
the Comanissiont des Mocure et Counnes of the Baddhist Institute in Phnom
Penh. Although folk dances and folk practices are kept ative in diverse
regions of Cambodia. they are shared and appreciated only by people of
those regions.

Unlike other ant torms whose troupes were hired 10 perform across the
counery  durng national and teaditional ceremonies and festivals. the folklore
troupe could not create a reperotre long enough o provide entertainment
for one evening. Therelore, it staved in ils original locahity. Morcover. a
folklore roupe was not intentionally formed tor touring or making a living.
but merely {or casual entertainment and for serving rehigious and tradibonal
purposes whien they were necessary. By and large. cach region had only one
dance peculiar w 1s tradition.

Khmer totk dance is @ group activity in which there is neither hero nor
proagenist. “Grouping” s very signaficont in the Khmer tradioonal society,
People live their lives as a unit--be it 4 communiiy unit, kinship amit, or
family unit. This "unit™ or “grouping” is refiected inothe Khmer social lke.
The Kher live in extended familics in which cvervone. voung and  old.
shares chores around the house according w0 his or her role. duty. and
obligation.  Peuple live wgether in houses as individual rooms are not built
within a house. Instead. evervone owns pan of the house, and together the
lamily forms a big unit. Groups work together 1o build houses, o plant and
to harvest as well as to perform folk dance. Working as a group is thought
w be a conventional necessitv. and almost all types of dances in Cambodia
invariably respect this tradition. It is "we” and not "I7 that dominale the
show



CHAPTER ONE



UNIVERSITY OF FINE ARTS

During the fate 1950°s and early 1960°s. an interest in folk an sprang up
among a group ol teachers who decided o create the National Conservalory
of Pedformimg Ants and the University of Fine Ans. 1o which the majonty of
folk dances that we see today owe their origin. When these establishments
@me into cxistence. their members were assigned 1o search for dances in
various regions of Cambodia. Movements. gestures. and chereographics were
leamed directly from indigenous as well as photographed  dancers.  Music.
songs. and narrations were leamed and taped for lurther study.

After materials were collected and brought back. the Conservatory and the
University had to take a hig siep in deciding what to do next--whether o
follow and preserve the dance tradiion by presenting a carbon copy of the
original. or by modifving the dances to suit a siage presentaiion or a
concert hall.

Putting this organizarion of materals o work was the most dilficult rask.
The Conscrvatory and the University had to confront numerous problems.
especially those pertaining 1o the respoosibility of how “lolklore” relates 1o
the wodd. In spite of what the consequences might have heen. the
Comservatory and the University decided to take off in the direction needed
e modily some of the ornginal elements in order to come up with an
acceplable adaptation for stage presenation.

Reproducing movements and gestures that have been handed down from
faher to son for penerations. as well as capluring the profound sentiments
atached 1o rituals and ceremonics that the indipenous folks have witnessed
all their lives was frustrating.  Yet. so that folk dance could be adapted for
the stage. some aspects of the original dance needed to be moditied. Poor
movements, improper postures. and chorcographies--as seen through academic
eyes-mieeded  alterations and  inmprovements. Long, repetitious.  and
wnecessary  phrases needed  climination or shortening. With grear care and
awareness. the Comservatory and the University were able to presene the
original form. theme. idea. music. and song.

Some people woudd preter the onginal form. but the Consenatoery and the
University  taok  a ditferent stance: 1) 1o colleet and  document all tolk
matcrials: 2y 10 build up and 10 expand the tolk repetoire: 31 to spread the
folk ars o the people throughout the country by having troupes perform
those places wheve the dances were originated: 4) o increase (he people’s
avwareness of their folk arts: 5) 0 imtroduce o the academic circle the
peasanis” arts of Jidactic impulse: 6) to take folk traditions to international
stages: amd 7) 1o bong these traditions up to the wuniversal siandard for
swdy purposes.  The 1969 Festival and Conference on Asian Music and
Drama in Malaysia and Simgapore and the 1971 First Third World Theatre
Festival and Conlerence in the Philippines were two pertect examples that
dlowed the above statement W materialize.
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After a few years of intensive research. study. and practice. the
Conservatory and the University were able to send their [olklore troupes
representing Cambodia to participate in world festivals and conferences. The
troupes teturned with feelings of grear success and pride for their folk arts
and their jobs well done.

In the academic institution called the University of Fine Ars. dancing
flowers again. However. dancing is regarded as a passion and not a pastime,
Training is long and arduous. The 1alented ones are spotted early and put
through a degree program. It is seen, then, that here the casual practice of
peasants is conducted intensively at a professional level. and a career in folk
dance is accepted as a professional trade.

New folk dance pieces were created only after the establishment of the
Conservatory and the University. This dance genre was then browght o
urban audiences for the first time. As a result of long and intensive study
and practice. the Conservatory and the University were able to make up a
folk repertoire long enough for one evening’s entertainment.

The old dances have evolved through stages. from the most indigenous
formn to stage adaptation. and from the exotic or rural area to the university
circle. Some dances have becn modificd many times before amiving at their
present form. and there is still room for more medification.

This century marks a period of a highly developed civilization in which:
theatre. music. dance. architecture. painting. and poetry form part of the
daily life of people of every class and occupation. Thus, there is a great
impetus given to the dance.

Dances that depict centurics of the Khmer's struggle and other folklore!
have been studied and performed as a refined art. People find dances’
interesting primarily because of their good presentation. decor.  pleasing
musical accompaniment. and the new orgimal work. Today. with the
availabitity of concert halls in many leading cities across the country. people:
have a chance to witness highly artistic performances where the dance begins-
to flow uninterruptedly once again into the circles from whence it had been
so long denied a place.

Nowadays royal members and ladies of culture dance. Dancers are very |
well-educated and take 10 the art with seripus purposes. Besides dancing.i
they learn thc theory and philosophy of the ars. knowledge which bn'ngsi
the dance to its peak in both performance and aristry. This study of dance,
is not only of academic interest. bul also can have a very practical .
application in raising the credibility of dancers and arists and stimulating:
them to do more. -

The Censervatory und the University preserve and develop traditional an
forms. As a resuli. they are able o present scintillating cultural
performances. perhaps not as traditional as the purists would like to have i,
but certainly intercsting enough to evoke responses from the people of the
cultures they present. Moreover. these  establishments.  namely  the
Conservatory and the University. have inspired interests in the traditional
cultures through the popularity of their offerings. They have been able to
have indigenous music accepted as normal radio and television waterials,
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rather than as an imelevant oddity in an increasingly Westernized world. As
a msult of this rask. folk dance is now cpitomized as being  equally
important as other art torms. The Conscrvatory and the University have done
much to remove the idea that there is somcthing derogatory and rather low
class about dancing. We are glad to look forward to an even greater revival
of this wonderful an than we have already scen.
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FOLK DANCE PRESERVATION

The act of preservation of Khmer folk dance must be accredited to Mr.
Phon Chheng. the Director of the National Conservatory of Performing Ads,
and the Folklore section of the University of Fime Arts in Phnom-Penh,:
Cambodia. and his team of Moniteurs and Monitrices of the same institutions, .
who started the movement. :

The invasion of Westem civilization into Cambodia has made the Khmer;
feel that their culture is inferior to that of the Western world. This®
inferiority complex endangered the survival of Khmer folk dance. Luckily a
folk dance prescrvation movement was started, a movement that stressed thej
importance  of traditional art. During the tme when we were at the;
Conservatory and the Universily, Mr. Phon Chheng constantly reminded usi
that “traditional is not backward. and modem is not advanced.”  which!
allowed us 1o look back and respect our own traditional art over the,
intruding Western art. i

Once the Khmer agreed uwpon and valued the movement. they worked day:
and night to promote their traditional art forms. namely folk dance, mask,
dance. shadow play. vike [¥ike].' bassac lp’isakl.l and so on. t0 incrcase
quality of the traditional values. For cxample. they worked to correct the
improper wording in the songs and narrations to suit the educational
standards of the coumry. They have improved music. song. movement,
gesture, costume. decor. lighting, and sound systems, They have elevated the
aesthetic of the art to a high standard. They have certainly succeeded in
bringing people’s altention and appreciation back to their own traditional art.
Morcover. during the late 1960°s and the carly 1970°s, the Conscrvatory amd
the University sent teachers to schools and umiversities to teach folk dances
to students. At the same time many tours were organized to bring the
traditional ant to people of every class, occupation. and region across the
country. The movement has sustained the life of our traditional art throughi
the present day. i

s stcotical Form of Muslim arigit mt whech clemens of drama. acting. Jancing, ad  singimg s
imorporaset

a - -
~A thearrical form of Chinese opera in®tuem -

10



FOLK DANCE FORMATION

Betore the establishment of the National Conservatory of Performing Arts
axl the Unisersity ol Fine Ars. troupes ol folk dancers were  organized
rather casvally on an amareur level. They performed on an occasional  basis.
serving  spirituad.  traditionzl,  and  recrcational  purposes  devoid  of  solid
systematic organization. In the 195075 and 1960°s, fullowing the tormation of
the aforementioned  imstitutions.  folk  organization  was  sastentatized  in
Cambodia for the first oinre. The University offered folk dance in s
aurriculem as a professional tradye,

U was during this time that a noumber of new dance pieces were ereated,
making the tolk reperteire lung cnough o be an cvening’s enteranment.
Many  country wide s were organized. The University  scnt Folklore
toupes o paAicipate in world fesiivabs and overseas conferences.

Sluwdents whoe had just finished  clementary school were recruited 1o be
mained as pedormers in the first ovcke of @ fonr-vear program leading 1o the
Dipldme dex Are Chordgraphigues degree. Graduates with this degree could
then tuke an examnation and. if they passed. would then become a Moniteur
des Arrs. They could alse extend their study o the second evele of a three
year program that leads to the Beerolaréer des s Chorégrepivigues degree.
Gradwates with this dJdegree could then take an examination and. if the
passed. would then become a Professeur des Arie

In 1973 the University of Fine Arts recruited sin- and  s<even vear  old
swmlents 10 he rrained in the Folk discipline. The Khmer have been the
unfortunate ¥ictims of the hobwaust and penocide by the Commumist regime
in Cambodia. This irhumane regime has claimed mtlhons of Khiner Bives,
inchuding  the fives of artists. musicians and dancers. Today. many of the
voung students who have endured  the  haedship.  stancation. discases., and
saughiering by the Communist regime. have munaged 1o restore themaelves,
cme back lgether. and continue to practice the dance. Thev are buath the
preservers and the caiers of the future of Khmer arts.



PROFESSIONALISM

Artistic activities are closely tied to the socio-economic factors of a
sociely. No an is promoted unless there is economic sclf-sufficiency. In a.
traditional agrarian socicty such as that of Cambodia. most peasants harvest:
once a year, producing just enough 10 support their family. with perhaps a.
small amount of surplus that is prescrved for the next year's crops without
an idca of stockpiling grain. Many of the Khmer peasants borrow lunding;
for their imitial crops from landowners or businessmen 1o whom they cnd up:
paving a greal amount of interest. wswally paid at the site during the.
harvest.

During the dry scason after the harvest. Khmer peasants may conducti
other trades or merely relax and celebrate. During this time one can observe]
many ceremonies and festivals. Some peasants practice their art specialty.:
Some join festivals and perform in them. As at result. one will noticc many.
artistic aclivities. i

Becausc these artistic Irades are scen mercly as a form of cnlrrlainme!ll
and recreation. and can only he cngaged in ar certain times of (he year
very few lake them scriously and perfect their skills to become professional.|
Professionalism in this sense must be acknowledped by the society in whi
an artistic specialty s required.  Although ceremonics and  festivals am!
organized vear round. an artist can scarccly make a living by pcrformmgg
since scheduled performances are rare. Therefore he must carmy oul a n
performing job in ocder o make ends meel. I

As in other traditional countries of the world. the evervday life of Khmu‘i
agrarian society 15 collective: planiing. harvesting, and building houses are all
group activitivs. The same collective principle is applied 1o the ur,gunizaliaq:
of communal intcrests such as repainng irrigation canals. building roads and!
schools, and observing ceremonies and  festivals. Weddings  and lum:rals,]
though onlv concerning a few familics. are also amplified by 2 collccrive
celebration amd ritwal. Likewise. khmer music and dance are fundamentally
collective. Morcover. Khmer musicians and dancers play and perform for
love of their own art. Thev do not think of perdforming Yor a living: rather}
they do so for sell-enjoyment and s<atistaction. For that reason. they gﬁ‘

together 1o play and dance. in the cveming after working in the ficld.

Unlike artists in a developed courtry where means of  transportation allw
musicians and dancers to travel and be constantly  on the  move, l\hme:l
artists almost always stay in their place ol origin. Khmer artisis arc unlike'
artists in a modem and developed country whose petformances are constan
in demand. where competition and promotion are encouraged. and W
money is Iransacted for anv sort of perfommance. These criteria challen,
people 1o sirive for individualits . high specialization. rich reperoire. and
professional status.  Instead. Khmer artistry  stresses  collectivity.  commuonityl
ideals. social concerns. and a dependable mutual aid system. They have
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levels of specialization and a limited repentoire. Competition and  promotion
are neglected. Since there is only an occasional demand for perlormances.
dancers hardly perform at all in public and get paid littde or nothing. In
such a socicty. "professionalism”™ is almost non-exisient.

The status of musicians and dancers has never been regarded with high
esteem. Women. especially, are rarely accepted as artists, because ards such
as music and dance often have negative connotations and therefore are not
considered 10 be serious. In a traditional society such as Cambodia. the
acceptance of a carcer in art is very difficult. To make matters worse. the
profession could hardly support a family.

The University of Fine Ans makes an exception o the above.  Young
musicians  and dancers are recruited and encouraged to choose their own
careers. The University offers courses in the history and philosophy of an
and literature in theory and practice. enabling artists to achicve high levels
of performance and artistry. Through the availability of radio. twievision, and
concert  halls. artists are exposed to the public. Gradually. the wrade
becomes more acceplable.

As the resett of stale-suppored. full time  intensive study.  practice. and
perlormance. the professionalism  and technical perfection al the otficial.
professional. and educational institutions are now laken for granted as role
models. The casual activitics of the peasants who cam their living by rilling
the soil and practicing and performing on an occasional basis when needed
stand in sharp contrast 1o the new professionalism,

Recently. musicians and dancers have been accepted by society and now
occupy a position of high dignity. Pcople have bcgun to see music and
dancing as both accomplishments and cuoltural asscts. Consequently, the
Khmer study music and damce seriously. making them honored arts and
elevating them to a position ol esteem.



CHANGES IN

KHMER FOLK DANCE

As happens in all countries and among all peoples. the vicissitudes and
prosperity of lite deeply affect art at all times. It has been the same in
Cambodia. Changes of thought. outlook. culre, circumsiances and antitudes ;
have all left their indelible marks on the position of dance in Khmer society.

The old ways of practicing old dances had been neglected and changed
since the dancers who practiced them were nol professionals and lacked the
knowledge and understanding necessary for prescrving the old  traditions,
When the institutional artisis of the National Conservatory of Performing
Arnts and the University of Fine Ans conducted researches and collected and
studied folk matcrals. many aspects of the dance as seen through academic
eves. had to bhe altered. cut. added. or modified. Improper postures.
movements. and gestures were corrected. The old themes were changed o
suit cither the purcly aristic or the didactic and political contexts thar were
neeessary at the time. This issuc can be controversial and debatable. and we;
do not intend to discuss it here. Rather. we would like to present the steps
that have been taken by the Conscrvatory and the University. leaving the
issue open for readers o rationalize.

Khmer folk dance seems to be able to survive only by adapting itsclf to
the social and political situation of the country. It is therctore changed and
differentiated in times of peace and in times of war. In times of peace. folk
dance is seen as a form of cntertainment w which its form and theme
totally conform. Aside from emenaining. folk dance is used effectively as a
means of reenflorcing people’s belicfs, As social life changes out of political
necessity,  folk dance also does. In times of war. the traditional forms of
folk dance arc directed 1o serve solely the political ideology of the country’s
rulers. At this point. folk dance is no longer seen as merely eatertaining but
also political. Conscquenily. the form of folk dance might be changed. The
costumes,. for instance. might be adapred to suil the current events and plots
called for by politics. Music can be freshly composed. Lyrics can be
rewritien to embody new ieas with obvious political overtones. Rhyvthwis and
movements are created anew. All of the above are practical because folk
dance is a very popular form which suits the diversity of any kind of crowd.
be it made up of voung or old. peasants or high ranking officials. laymen
or intcllectuals.  Moreover. it is open to welcome any lhemne and thus can
be used to effectively implant new ideology.

“Change” is an unstoppable phenomenon. Since it affects cvery aspect of
life. one must leam how 10 accept it as a positive ongoing  process. In
dance cven the fortunate Tolk dance embosiasts  sometimes  bring  back
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differing chorcographies or music from the same country. A dance taught by
one¢ teacher may be presented differently by another. Khmer foik dance has
udergone some changes through the vears. Dances have gone from dancer
o dancer. Ieacher io dancer. books to dancers and teachers. and have heen
aktered in the process.

Felk dance is fast disappcaring from rural regions mainly because of the
increasing impact of urban modes of living on the rural life of villages. The
fat growth of industrial development and new means of entertainment such
a radio. movies. and television are also making considerable changes in the
styles of folk dancing.

In remote. _isolated arcas folk dance was previously  associated  with
different animistic ritwals as well as with varoos (rditional and  social
festivals. As long as rural socicty remains cut oll from the rest of the
world. rural folk dance retains its old characterisiies. Vanations. if any. take
place within the narrow framework of their special and spiritual context.

As civilization develops. folk dance becomes more sophisticated.  Simple
folk dance changes accordingly. becoming more social in character. As travel
increases, there is a resultant intermingling of dance forms that  were
formerly kept in their original forrns by geographic isolation.

Another change that is perhaps dangerous. and which unforiunately is seen
only through academic and professional eyes. is the degradation of the
quality of folk dance that  results  from  poor  knowledge.  lack  of
understanding, and low levels of specialization. For instance. the indigenous
dancers and dancers of the University of Fine Ans perform a much more
complicated version of folk dance than the version performed by non-
professionals today. This simplification is a result of. on the one hand. a
lack of knowledge and understanding of the dance. and on the other. that
thosc steps. movements and gestures are oo ditficult for them to leamn.



CHAPTER TWO



MOVEMENT AND GESTURE

Khmer folk dance is pure dance. made up of movements and gestures
foord in the “mother of postures” or  kbach chha banhichoh |kpac cha
paiicu].* as well as those movements and gestures in the programatic dance.
including  the  transitional oncs. that do not convey any meaning. s
movements  and  gestures do not conform to a  Almet |kheat]- a dance
measurermnent o which the closing. openming. height. or size of a posiure
conforms--as  do  those of count dance. Dancers have mwre  freedom o
inerpret the movements and gestures ot Khmer folk dance since these are
less sophisticated than those of the court dance.' Morcover. Khmer folk
dance also includes clements of improvisation in cerlain situations.

The whole context of the dance solely reflects the prasants™ lile. making
his arf form successful when presented 1o the peasanis. Becanse folk dance
meflects social life. 1t is casy 1o vnderstand.

Movemenis and gestures in Khmer folk dance do not cotvey the meanings
that are seen in court dance. Fach dance phrase is important and constilutes
oo theme in which many meaningless movemerts and gestures are realized.
For example. the guwm-loc pounding donce s divided into three scctions: the
search for the gum lac in a sampan. the pounding of the gum-lac. and the
jy after the completion of the task. Each section of the dance denotes only
oe therne within which there are many changes of movement and gesture.
The texts that the choir sings do not dictate movements and  gesiures (o
follow blow by blow as practiced in court dance, but instead tell of the
dnce as a whole.”

There is no role and movement study as such in Khmer folk dance. Folk
dancers simply leam how to dance. The folk movements and gestures are
towched with a sense of humor.

The rhythm of the drum is the important factor to which steps and
movements must conform. and its beat is faster than that of the court dance.
Thereforc. folk dance is perceived as being cxciting and enjoyvable for s
afivity and interaction among dancers.

Because folk dance has no rule as to how a movement or gesture shonold
be cxccuted. it differs and varics from place to place. and from year 1o
year. But undemeath the variations it the dance there lies a tundamental
miformity which is not difticult 0 detect.

‘]'Dam_t alohaler sories 3 basis exercives hor the s

4&1& Khmer Court Dance. by Clhan Moy Sam. 1957

S%ee Khmer Court Dance e Chan Molx Sam. 1957
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Folk dance probably gets more involved with its audience than any other
Khmer art. At times dancers miegract with the audience as excmplified by the
krab dance. Audiences attend folk dances to watch movements. gestures. and
humorous expressions. People watch and participate in folk dancc for
cntertainment and excitement rather than to hear a story.

20



COSTUME

Because the excitemernt of folk dance depends mainly on  interaction,
interpretation. expression. movement. and gesture. costume. especially that of
mdigenous dancers. has usually been neglected. The indigenous troupes were
not uniform in the type or color of dress they wore to dance. Usuadly. with
some minor exceplions. they danced in their work clothes. Modem dancers
tend to dress more uniformly.

Many new dances have bheen created from the observation of peasants
lives and natures. New. more unitorm costurnes inspired by peasants” read
ives arc adapted for stage performance according 0 logical roles and
themes. For cxample. in the fred dance. peacack of Pursat dunce. wild ox
donce. pesile dance. el al.. peasamts wear Sempor chang kben [.szlrpbzil can
kpinf* or pants when dancing, The highlanders whoe inhabit the northeastem
plateau in the provinces of Mondulkini and Rattanakiri wear G-strings when
performing the good crops dunce and the sacrifice of buffalo dance.

When those dances were brought to the University of Fine Arts. the
original costumies wsed by those indigenous dancers in the good crops dance
and the sucrifice of buffele dance wiere closely comserved. The costumes of
other dances such as the twrend dance. peacock of Parsar dance. wild ox danie.
and so on. were changed and modified to suit the theme and conrext of
cach dance. The new costume for the peacock of Pursar dance. Tor example,
s entirely green. Dancers also wear peacock tail headpear. In the wild o
dance. headgear ol wild ox homs arc wom. Dancers whe perform the role
of wild oxen wear maroon dresses. The dancer who portrays the tiger wears
a brown outfit, while the one who plays the bee wears a green outfit with
vellow stripes.

by pivce ol clah appeoainiandy thive dwiees bne wliich i woapped aronms e want, st one end rollal
e in between the legs, amd Tackal at e wanst. then Faallt Bostered wioh o beln
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CHAPTER THREE



MUSIC

The so-called "folk music” is used to accompany folk dance. We do not
intend to discuss folk music as such. Rather. we would like to pursuc the
phenomenon of folk music as the accompaniment to the dance. Having
played and observed the folk dance movement in Cambodia and now in
America for morc than ten years. we could say that accompanied pieces are
dravn from a very old rtepertoire. as found in the peacock of Pursar dance
and the wild ox dance. Others are drawn trom the wedding repertoire as
heard in the gum-lac pounding drnce and the coconut shell dance. The newly
created dances that have sprung up during the last two decades or so are
accompanied by ecither pieces of the mohori [mahofi]’ repentoire pieces or
the newly composed picces as plaved in the krab dance and the magic scarf
dance.

The musical ensembles used to accompany folk dance can be classified
ito two different types: the old combination of instruments and the new
one, The former is used to accompany the indigenous dances of various
regions in Cambodia. Those dances include the peacock of Pursat dance. the
wild ox dance. the sacrifice of buffalo dance. the peacock of Pailin dance. eic.
The latter is used to accompany new folk-dance creations. This new
ensemble accompanics the fishing dance. the harvest dance. the pestle dance.
the krab dance. etc.

Unlike the court dance ensemble--the pinpear |binbadvalf of a set reperioire
of picces. many of which have designated functions—folk pieces are randomly
selected from various repenoires to suit the theme and context of each
dance. The drummer [akes the most important role to dictate the dance
movements and set the pace for the dance. whatever the consequences might
be. The importance of the drum and its beats are generally agreed wpon and
stressed by many dance observers. “When the gestures and body movements
began to fall into a regular pattem caused by the occurrence of accented
beats and movements.” Pholeric says. "people began to dance.” (1980: 1)
Observing Balinese music and dance. McPhee writes:

*Movement and gesture are bound o the muosic through the
drumming. the vital link connecting dancers with musicians.... The
drummer must rehearse many Gmes with the dancers. who rely
entircly on the drum continuity for direction.... Star performers,

Referring w both an ensomble ame ity coperne . Bocompreas wend . siong . and percizeicn imsinesients,

aml o ooften refermed Wods a light emergoeing ensemble.

Kouwen v e wind aod perctssion osemble IC oy considersd o be the stnoneest in wawaity of the Khmer
ey N1 i wwal It acoonpan: cowrl ikace . mese demce, the shadow plax. and seligions cerensonials
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engaged to appear with different companies. prefer to bring their
own lcading drummer and cymbal players.” (1966: 19}

Chemoffl observes Aftican music and dance and says: "The dancer must
listen to the drum. When he is really listening he creates within himscIf an
echo of the dnwn--then he has siarted really to dance.” (1979 143)

Drum patterns wsed in the Khmer folk dance are not necessarily borrowed
from the traditional ones as found in the pinpear. mohori. or wodding
ensemble. Regardless of the origin of the repertoire picces. whether from the
pinpear or mohori or a ncewly composed one. the drum patierns are newly
created for cach dance.

Traditional Drum Pattern
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Drum Pattern of the Magic Scarf Dance
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Khmer folk dance wses a variety of drums for its accompaniment. namely
the hand dJrum of the worship of the spint ensemble” the chhavam dram.
ad the vike drum, cach from the ensemble of the same name. The dJdrums
wed 0 accompany a particular dance are chosen t conform 1o the context
of that dance. For cxample. the hand drum is uvsed to accent the moving
and cxciting  character of the Areb dance. The ke dram s uscd (o
accompany the magic scarf dence of the Cham or Muslim origin from which
the drum onginated. The drum beats and patterns are plaved in various
combinations. dispelling monotony and adding to the overall cffect.

Some of the folk dances are accompanicd by purcly instrumental muo<ic
without song. such as the krab donce. the fishing dunce. the bird wedding
dence, the magic scarf dence. and the sacrifice of buffale dunce.

How is music chosen or compesed for a dance realization? We are going
0 classify ovur dances inlo lwo separate categorics: the adaptation and the
new creation. The adaptation of an old dance picce does not allow as much
oom tor mew ideas as that of the newly created one. Usoally the old music
wsed in the ongmal performance is closely conserved or modificd only
dightly. The music of the secrifice of buffelo dance and \he peacock of Pursat
dance exemplily the above situation.

The process of creating a new dance prece 15 exciting and leads fo a preat
mothation. It opens up new ideas and thoughes. It gives a wide tange ol
parameter in which one can casiby work. Dancers and musicians. cspecially
the choreographer and the lead musician. work both individually and as a
group day and night when creating a new dance picce. First of all. a theme
must be chosen. be it nature as seen in the coconat shell dance. peasants’
life as seen in the harvest dance and the pestle dance, or history as scen in

ansidered 1o e the vkiest of the hhine ensemble 7o prmanly vyl woput @ maliven AR 3 e o
sreh tor causes of illagwes.
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the crossbow dunce.

After selecting a theme. movwements and gesiures are created with various
combinations tv suil it. and then rthey are set to music. Musicians have
many ways t¢ prodoce a piece of music. They can simply borrow an old
pwee from the traditional repertoire. or they can compose a brand-new
picce. Whatever the circumstanees may he. trving 1o fit the first picce of
music that ¢comes to mind with a new dance Jdoes not often work at once.
In most cases. many pieces—old ones or wewly composed oncs- have been
put through many trals hefore rhe artists amive af the nght choice. The
right piece of music serves the right motif of the dance. For example. the
picee called the rurde eots warer convelwnlus was chosen 1o accompany  the
krab dance. for the dance theme and motif call for lively character.  This
picce. subjectively speaking. is perhaps more lively than any other piece.

Some dance pieces require more  than one  muosical piece  for  their
accompaniment. The practical way to hegin 10 choose a piece s to look ar
the gitle of the dance picce. which vontains the moil or idea that pertains
to the dance. Oftentimes this method works perdealy. The gum-fuc powmnding
dance. for example. uses three pieces. cach of which serves a differeat
motif. The first cpisode--the search tor the gumlac in a sampan is
accompanied by the piece called boar rowing: the sccond  episode--the
pounding of the gum lac is accompanied by the piece called  gum-lac
ponnding: and the last cpisode--the jov after the completion of the task is
accompanied by the picee called Loomien dence of an amusing character.

Only when both dancers and musicians feel that the music and the
movemnents suit ong another do they tinish the dance.
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SONG

Song is one ol the most concrete clements of dance. conveving clearly the
sbject of the dance. Khmer folk dance encompasses so many aspects of
education, politics, history. custom. Iradition. and recrcation that the dances
can only be understood clearly through song texts.

Songs uscd in Khmer folk dance are lvric songs which emphasize emotion
more than storytelling and embrace sarious topics such as love. the beauty
and value of nature. beliefs. customns. and tradition. The song of the wild ox
dance denotes animism  and  beliel.  reminding us of our beautiful  and
peaceful natural world that harbors all sorts of creatures. The song brings a
profound nostalgia to those of us who have been away from home and scek
refuge in another land. It can be said also 1o reflect the simpliciy of
Khmer life, The hanest donce is performed 10 a song that perfectly describes
Khmer peasant life.  This song also siresses the tender love. cane, and
beauty of the Khmer women as disclosed through working activities. In the
last episode the song projects the importance of the Khmer agriculture as
well as the peasanis’ joyfulness after they have completed their work.

While some dances are created to senve animistic, religious.  traditional
and recreational purposcs. others such as the pestle dance embody various
impulses and themes. The songs. cullure. art. agnculture, economy. and
politics of the Khmer are all blended together to accompany the dance.
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CHAPTER FOUR



TROD DANCE

Trod donce is said o have originated in folk tales which an: very popular
in Cambodia. These lales are interpreted by a form of stonvtelling--an art
fom that has gradually been forgotten since the inrroduction of radio.
movies and television, When Cambadia was still isolated from the mudern
world. many traditional art forms were greatly appreciated. Many  people

' aiended the shadow play. for example. which pedormed the  reamder
pamakerti|'® story for seven nights straight. Since movies and television have
been introduced. this beautiful art form has been nearly forgotten. and wday
remains unknown o many.

During our primary schoul vears in the 1950°s. "storytelling™ was part of

#e school comiculum. We remember thal twice a week our fricnds used W
il the class a2 story that they learned cither from reading a book or [rom
ligening o their grandparcnts. In the evening after supper in rural
Cambodia. children pather on a bamboo baed outside of the house in a
courtyard to wait for an elder. usuallv a grandparent. to tell them stories
| make their evening joyful hefore they go to bed.
: When more modermn  entertainment  forms  such as radio. movies  and
kelevision came into wse. people frequentdy wmed to them for a larper
variety of convenicnt entertainments. As time goes by little by little the an
‘ of “storvteliing” grows 1o be non-existent.

There were several such folk souries that gave binh (o the trod dance.
The religious one mentions that. before the calightenment. Bodhisatnva®'
wandcred as a monk. During this time. a devil transformed himselt into a
deer 1o prevent Bodhisativa from  attaining His goal. Bodhisattva then
meditated and affected the godly wordd where aboded Brahma, Indra. and
other Devas.'” one of whom transforrned himselt ime an ogre and killed the
deceiving deer.  Bodhisattva was thereafter escorted by the Devas and
Devatas'? so that He could continue His monkhood and succeed in His

enlightenment
The above story is believed o have hecome the thene for the trod dance.

10,

Khimer vevsion ol romancana
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In the dance. an umbrella becomes the kanhchie [kafichae].®* The musicians
portray the Devas. and the dancers portray the cclestial dancers who were
Bodhisativa's escorts. Other dancers poriray the deer and the wild oxen
which represent the devils. One dancer portrays the ogre. who is in the
form of a hunter. (Chap (964: 34-35)

Once upon a time. according to Mr. Long Sann of Battambang ' some
wild animals entered the village, bringing with them some form of bad luck.
This situation provided the basis for the creation of the trod dunce. The
troupe includes a deer. 2 wild ox. and peahens. all of which are wild
animals brought to be present so that villagers can tic threads aroond their
wrists. sprinkle perfume and powder on them. dress them with garlands and
to save the whole village from danger. for it wild animals should enter the
village again. the ceremony and offerings would already have been made for
the security that there would not be any bad luck. (Chap 1964: 35-36)

Our ancestors affixed peacock tails to themselves. These tails symbolize the
“sun”_ which was. according to our ancient belief. a god. People worshipped
the sun for much nceded rain for farms and fields. Consequently. during a
drought scason. the rred dance was performed frequently.

The Commission des Mocurs of Coummes” document by Mr. Mceas Hamm.
Mayor of Sautr Nikum. found that the #red donce existed within the Samre,
& tribal group inhabiting the region morth of Tonle Sap. In ancient times.
the Samre performed the dance for the king during the New Ycar. That is
perhaps why the dance continues o be performed during the New Year ever
since. and remains solely a dance of the Siem Reap province. which was the
former capital city of Cambodia. (Chap 1964: 10)

According to ancient Khmer belicf, the deer personifies evil spirits. This
belicf and practice are found in many Khmer tales and stories. including the
most famous epic ream ker in which Reap |riband]." the demonic King. asks
one of his followers to trunsform himself into a golden deer in order to
deceive Sita {sitd]. Preah Ream's [brah ram) wifc.

One must know about this sormt of belief and practice to wnderstand the
frod dance that we stil witness today. especially in the province of Siem
Reap from where the dance onginated. Nowadays. the frod dance is
performed for many purposes: 10 celecbrawe the New Year, to raise funds to
support a local monastery. to encourage happiness and prosperity. to drive
away evil spirits. to ask for rain. or even simply to have more children. It
is performed during the New Year because the word rod |trufi] means 1o
break™ or “to cut oft” and significs a change from the old vear to the new
year.

M.‘."mmn: sources use the word ke ffar [kark:hor |

5 . .
=Y mrthwesiern paovinee tordenmg Siem Reap. where the frod sk was dlse ool

WAl knoma as Ravame, the wi Faal demoaiy K o Lanka
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Most often. especially in the provinee of Siem Reap.  the dance s
pedformed during the drosght season in the belief that the deer is the ewil
spiit thae stops the rin from falling.  Therctore. the deer must be hilled so
that the people can receive the rain. In some regions the god dance i
performed during a hot day.  After the deer is killed., water i poured over
the deer, symbolizing the rain obtained.'”

At the time of the New Year. the deer is also seen as the ovil spidt of
the village. The deer must be killed to allow the new sear (o begin with
jovfulness, happiness. and prosperity. At those times the dance can last for
hours. The village roupe. followed by children of the village. wanders from
house 1o house to collect money as pant of a tfund-raising.

During the dance a deer hops and dances o the thythm of kanfcithe and
drums as it 5 chased by a hunter. Giants. peahens. long nailed witches. and
wild oxen surround and scare the deer. Finally, the humter shoots the deer.
an act which brings joy 1o the troupe. for evil has finally been deleated hy
good. consequently bringing blessing and pood fortune 1o the village.

The dance is accompanied by the performers” own singing. The aolo
wealist leads the ensemble: evervbody clse sings a chorus altermarely. The
original sciting of the dance was divided into four stages: the arrival. asking
for alms. collecting the alms. and well-wishing the donors.

The lyrics as revealed have no association either with the New Year nor
with asking for rain. but rather with fund raising. The Umvemity of Fine
Arts” Tyrical version eliminates all of the above and emphasizes purely the
aesthetic aspect of the story that tells what is performed in the dance.

The frod dance itself offers many benefits 1o the people. Tt ts educational
and encourages the continuation of public interest. It is performed for public
benefit. People perform this dance 10 raise money to support monasicries.
schools. celebrations. and festivals. and. more importantly. to help preserve
the Khmer culture.

Tin 1969 we observed the stuano in i peronnaace oF 19 avad choge on kacgion gt San Reap
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WILD OX DANCE

The wild ox dence is found in three provinees:  kampong  Chhnana.
Kampong Speu. and Pursat. The dance is believed w have originated in (olh
tales retold by people of the Anhchant Roung village of the Barho district
m the Kampong Chhnang proviace. The wifdd ov dauce concerns a hunter
who was sert by his King in search of game. The theme cnacted includes
nothing more than what was retold by the hunter of what happened and
why he returned empty-handed wpon the King’s request. as follows:  Alter a
fruitless search lasting throughout the night. the hunwer named Por canie o
a clearing where the following strange sight met his astonished gaze. A pair
of wild oxen were engaged in tender courtship, dancing while heautifully
encircled by hees  that made melodious  sounds.  The  hunier was  so
enrapiuresd and hypnotized by the scene that he relrained from shooting at
the oxen. Even the tiger that attempted to kill the oxen cosld not Jdo it
bui instcad tapped his feet in a rhythmic accompaniment to the oxen.  The
hunter then decided 1o hasten home to el the King about the strange aliair,

The wild ox dance 15 based on suwch an incident. It s also helicvad 1o
have originated in the Por tribal group which settled along the Cardamom
Mountain mnge in the provinees of Kampong Chhnang. Kampong Speu. and
Pursat. which are the only places where the dance was lound. Morcover. the
hunter named Por must have had a connection with the Por iribe.

After  the National Conservatory of Performing  Ans  in Phnom Penh.
Cambodia was established. teamy of teachers and  students were sent 1o
diverse  regions  across  the country 1o conduct research and  colleat folk
materials.  Upen thetr retum from the region called Anhchanh Roung. the
wild oy demce was adapicd for stage presentation. In the performance the
attack and faint of the oxen at a slow tempo serve to enhance the mpt
enchaniment of the scene. The present scr-up of the dance inchudes the
hurter with a crosshow sitting in the background. represented by @ singer
who describes the story of the dJdance. The drummer with his drum-roaring
sounds represents the tiger sitting at the side of the stage. The two oxen
play. cacircled by the bees. which is represented by a make-belicve mouth
organ plaver accompanicd by real mouth organ sounds offsiage.

The present sctup of the wild or dance has strong  associations with
animism. The scenes describing the activities of the oxen are revealed by the
song. The old musical ensemble of one mouth organ. one drum. and one
singer is closely conserved.
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WILD OX
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CANDLE
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COCONUT SHELL DANCE

Cambodia is filled with coconut trees that make vp one of the main
agricultural resources of the country. They serve as a means of sustenance
for Khmer country folk. and they are a particular characleristic of Khmer
villages. From a distance one can see coconut Irees risc above other trecs.
hiding peaceful houses, and sheltering lives, human and creature.

During national and religious ccremonies, coconut midribs and leaves are
fashioned into beautiful decorarions to enhance the occasions. It is also said
that the coconut tree 15 a symbol of hospitality. Travelers on foot who walk
many kilometers from village to village often end up under a coconut tree
to catch their breath before they proceed to their destination. Being so tired
and exhausted. the travelers appreciate a few sips of coconut water to
energize their bodies.

When the fruic is left on the trees to rpen. at falls. People collect
coconuts 1o prepare their favonte delicacies. After the meat is taken. the
hard shelfs are often collected. cut nicely. and shined. making them objects
of art for home decoration.

Artists who are inspired by natore use coconut shells as instrumenis for
games. From the same inspiration, teachers and students of the University of
Fine Arts in Phnom-Penh created the coconur shell dance.

Originating in the province of Svay Rieng. a popular game called coconat
shefl provided the idea to use the coconut shells in the contemporary dance
that we see today. The coconut shell game was played during all kinds of
ceremonies, but most ofien during wedding ceremonics, engagemenis, or
times when the groom is escorted in a procession to the bride’s house. The
game was a onc-man show then. and plaved only by a man. In the present
spectacle, a group comsisting of cqual numbers of male and lemale dancers
is required to perform the dance.

Perhaps because it was once used in wedding ceremonies. the dance
inciudes a wedding piece calted sempong |sambof] in the opening. followed
by a folk twne o bring the dance o its closc.

The theme of the present version is didactic. made explicit by what the
song conveys. The lyrcs camy political overtones in addtion to the natural
Khener leaning towards nature and love.  As wsual. an during the present
time is uwsed to serve the country’s political ends. Consequently. when a
governmental regime s changed. as in Cambodia. a newly formed lyvric
containing new motifs replaces the old form.
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COCONUT SHELL
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KHMER STRINGS FLOWERS
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LAOTIAN DANCE
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PESTLE DANCE

Agriculture is a fondamental necessity of the agrarian society of many
countrics such as Cambodia. Laos. Thailand. Indonesia. and the Philippines.
Thus. there is no doubt that this theme. under diverse forms. is depicred in
the various regions of those countries.

The pestle and mortar are wsed in Cambodia a5 an  old-fashioned.
traditional way of milling the nce paddies. Usuvally two people. cach with a
pestle in hand. pound altemately in a constant rhythm. an action which
provides the basis for the present dance.

Long ago. according to the correspondents of the Commission des Moeurs
et Counrmes ol the Buddhist Institute. the pesile dance was tound in almost
every region of Cambodia. Today it exists only in those remote areas where
modern civilization cannot reach. such as the regions of Samrong Chongkal
and Chaom Ksan. and is conserved there in its onginal form.  (Chap 1964:
54) .

According 1w the document of Mr. Koy luwoth of Sautr Nikum  district.
Sicm Reap. the dance was called Kuov dance. (Chap 1964:  63) Many other
sources ol the Conmpnisvion des Mocurs ef Coutumes agrec with this and state
that the dance has a very old origin which can be traced back o Austro-
Asian civilization.

However, the dance in its presenl form is the~recent creation of the
Umiversity of Fine Ants. [t bears many dissimilarities o the old forms. Only
the pestles can be said to be a derivative of the old form. Other aspects
such as performance context. theme. music. dvric. movement and  gesture.
and costume are all new. onginating from the current events of the country.
The old ensemble of onc Afise muov |khsac muay] (musical bow) and onc
angkuoch {ganguac| (jew’s harp) (sometimes with one additional hand drum
and a pair of bamboo skms) has been replaced by a complete  mohord
ernsemble.

In the dance. pestles are aligned on crossbars, one at cach end, and hit
in rthythm by two persons. Couples of male and female dancers dance
between the pestles in perfect  synchronization while clapping hands and
singing. As the dance progresses. the rhythm acceleraes to a climax and
then ends abruptly. Finally. a coda with a slow tempo scis in and brings
the dance to 115 close.
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