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Abstract - This research aims to study origin, components, sequences of performance and approaches to Ram Ok-Parsa (dance 
suggesting foreign characters) of Chaopraya Mahintarasakthamrong (Peng Benyakun) Dance Theatre Troupe. This dance 
approach has been passed onto artists in the Fins Arts Department during King Rama IX reign since 2495 BC until present. 
Three foreign characters in Rajatiraj are Burmese, Mon and Chinese. Qualitative research methods were employed consisting 
of documentary research, In-depth interview, participation observation and  practice  with senior  artists.  The research found 
that, during the King Rama IV and the King V reign (2391-2437 BC), Chaopraya  Mahintarasakthamrong (Peng Benyakul), 
government  officer  and  owner of  famous dance troupe, brought  new dimension to Thai dance, i.e., realistic costume, 
building large theatre, introducing ticket system, and composing drama which combined  with various chronicle resulting in 
various nations’ characters. Therefore,  the new  way to dance called “Chaopraya Mahin’s approach” or “Ram Ok-parsa” was 
introduced  which divided into 2 patterns; 1) for Burmese and Mon character, they generally perform similar to Royal Thai 
dance except body movement method by controlling upper body balancing weight having 4 types which are; 1.1) tilting body 
“Yoe Tao” and “Tee-lai” continuously; 1.2) tilting body “Yoe Tao” and “Tee-lai” to the side and stop for 1-2 second, then 
switching to the opposite side continuously; 1.3) tilting one-side of shoulder forward and opposite side backward 
“Kra-Tai-Lai”; 1.4) begin with tilting body “Yoe Tao”  with “Tee-lai” and finish with “Kra-Tai Lai”. 2) for Chinese character, 
the movement of hands, feet, and body are used similar to Chinese opera in Thailand. Chaopraya  Mahintarasakthamrong’s 
dance approach has been carried on and developed to be prototypes of Ram Ok-Parsa suggesting other nations’ dances.  
  
Index Terms - Ram Ok-Parsa, Chaopraya  Mahintarasakthamrong  (Peng Benyakul)  Dance  Theatre Troupe  
 
I. INTRODUCTION 
 
Since the foundation of Thai kingdom in Sukhothai 
period, Thai dance has gradually evolved in both the 
royal and local groups. They have imitated and 
supported each other unceasingly until Thai dance has 
become one of strong occupations that can practically 
generate income for theatrical entrepreneurs and 
artists. Especially, during the reign of King Rama IV 
and King Rama V, many noble people set up their own 
dance theatre troupes to perform for professional 
purpose and collected ticket fee from audiences. 
Among all of them, Chaopraya 
Mahintarasakthamrong (Peng Benyakul)’s dance 
theatre troupe, which was widely called “Chaopraya 
Mahin’s troupe” was considered one of the most 
famous and successful troupes in that period. His 
troupe initiated several theatrical developments for the 
first time in the history of Thai classical drama, 
particularly dance movement for foreign characters, 
which was called “Chaopraya Mahin’s approach” or 
“Ram Ok-Parsa”. This approach has been passed onto 
the artists of the Fine Arts Department since 1952 and 
also been developed to use in Thai theatrical 
performances of the Fine Arts Department until 
present day.  
 
II. RESEARCH OBJECTIVES 
 

1. To study the origin, components, and sequences 
of Chaopraya Mahintarasakthamrong (Peng 
Benyakun)’ Lakorn Nok and Ram Ok-Parsa  

2. To study Ram Ok-Parsa approach initiated by 
Chaopraya Mahintarasakthamrong (Peng 
Benyakun)’s dance theatre troupe. 

 
III. RESULT OF THE STUDY 
 
Considering the theatrical dance development of 
Chaopraya Mahintarasakthamrong (Peng Benyakun), 
there are several factors contributing the success of his 
dance theatre troupe, which include the following. 
 
1. Thailand is a multicultural society in which 

diverse races and ethnic groups live together, 
especially in Bangkok and surrounding areas 
where people of diverse ethnicities and cultures 
have lived together since before the reign of King 
Rama I of Rattanakosin. This might had an effect 
on the cultural changes in the reign of King Rama 
IV and V, which included many aspects of 
musical and theatrical development. As the 
people of various nationalities lived together in 
Bangkok during that period, it could be inferred 
that their cultures were transferred and 
transmitted until they could create new types of 
theatrical performances. In addition, they tended 
to gradually build up their financial abilities until 
they could afford more comfortable lifestyle and 
entertainment. 

2. During the reign of King Rama I to King Rama IV 
in the early Rattanakosin period, the kings placed 
an importance on developing friendly relation 
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with western countries. Therefore, many canals 
and roads were built and used as a mean to 
motivate foreigners to do business and settle in 
Thailand and enable Thai people to commute and 
travel in a more comfortable way. 

3. The evolution of Thai theatrical dance in the early 
Rattanakosin Era (King Rama I-King Rama IV) 
was at its peak during the reign of King Rama II. 
The style of theatrical dance in that period has 
been preserved and adhered to by the later 
generations as the model for entertaining 
performance and preserved as the national 
cultural heritage. During the reign of King Rama 
IV, there was a formal announcement in 1855 
(Year of the rabbit) stating that the members of 
the royal family as well as the senior and junior 
government officials were allowed to set up their 
own male and female theatre dance troupe. This 
announcement caused a relative change in the 
tradition of Thai theatrical dance as male dancers 
usually performing theatrical dances were almost 
entirely replaced by female dancers. Particularly, 
in that period there were a lot of significant 
occasions giving the theatre dance troupes the 
opportunities to show off their abilities in royal 
ceremonies, private events, celebrations, 
commemorations, and welcome parties for 
foreign guests. Thai theatrical dance has ever 
since been used as an entertaining activity to 
create a magnificent atmosphere in ceremonial 
events.  

4. Pleng Sam Niang Parsa refers to songs with 
specific rhythm and sounds suggesting the 
nationality of foreign character such as Chinese, 
Indian, and Cambodian. Pleng Sam Niang Parsa 
can be divided into 2 groups according to types of 
song title. 

 
4.1 Pleng Sam Niang Parsa with nationality titles: 
Thai music teachers composed this group of songs by 
imitating foreign styles and then using the foreign 
nationalities to name the title of the song. For 
examples: 
- Chinese style: Chin Kim Lek, Chin Na Rue, Chin 
Nan Sadej, and Chin Luang 
- Mon style: Mon Chom Jan, Mon Yadley, Mon Pok 
Pa, and Mon Ta It 
- Burmese style: Burma Klang, Burma Yai, Burma 
Lek, Burma Ago, and Burma Saya 
 
4.2 Pleng Sam Niang Parsa without nationality 
titles: The titles of these songs do not suggest any 
foreign nationality. This group of songs are mostly 
Pleng Sam Chan, which could be expanded from 
Pleng Song Chan, rearranged with original melodies, 
or newly composed, such as Pleng Kam Suan Surang 
(from Chinese song), Pleng Sud Sa-Nguan (from Mon 
song), Pleng Som Song Saeng and Pleng San Kam 
Nueng (Loa song), and others (Working group on Thai 
Music Thesis Project, 2007: 57). 

Pleng Sam Niang Parsa was one of the key factor 
affecting the development of Lakorn Nok into Lakorn 
Ok-Parsa of Chaopraya Mahintarasakthamrong (Peng 
Benyakun) during the reign of King Rama IV and V. 
The distinct rhythm and melodies, inspiring drum 
sounds, joyful singing, and entertaining performance 
of Pleng Sam Niang Parsa tended to greatly contribute 
to the success of Chaopraya Mahintarasakthamrong’s 
theatrical dance development at that period. 
  
5. In the early Rattanakosin Era, many people of 

various nationalities came to receive royal 
protection in Thailand. They had unique arts and 
cultures to show and exchange with each other in 
terms of theatrical performance. Chinese, Lao, 
Mon, Burmese, and Western people seemed to be 
very close to Thais and were likely to play an 
important role in Thai theatrical development. 

6. Chaopraya Mahintarasakthamrong (Peng 
Benyakun) was a person who lived through three 
kings (1821-1894). He was born in the reign of 
King Rama III, started serving as a government 
official in the reign of King Rama IV, and died in 
the reign of King Rama V. He was the progenitor 
of the “Benyakul” family name as specified in no. 
629 of the 8th announcement of royally bestowed 
family names, which was announced on 
December 19th, 1913 or 19 years after he passed 
away (Thep Sundarasardula, 1998: 95). His 
biographical details are as follows. 

 

 
Figure 1 Chaopraya Mahintarasakthamrong 

(Peng Benyakun) 
Source: Chulada Phakdiphumin, 1992: 251 

 
Chaopraya Mahintarasakthamrong previously named 
Wanpeng or Wanpen before he was briefly called 
“Peng” because he was born on the 15th day of the 6th 
waxing moon (Wednesday, May 16th, 1821). He 
passed away on Wednesday, January 2nd, 1894 
(H.R.H. Prince Sommot Amarabhandhu and H.R.H. 
Prince Damrong Rajanubhab, 1999: 84) when he was 
73 years old. His father was Luang Chinda Phijit 
(Duang), who had been a royal page of H.R.H. Prince 
Mongkut since the end of the reign of King Rama II. 
He was adopted by Prince Mongkut who was still a 
monk at that time. Later, he was bestowed the title of 
“Chao Muen Sanphet Phakdee” (Hua Meun Mahadlek 
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Tonchuek) and became the trusted chamberlain when 
Prince Mongkut left the monkhood and ascended the 
throne as King Rama IV of Rattanakosin Kingdom. 
 
In 1857, Chao Muen Sanphet Phakdee (Peng 
Benyakul) was appointed as a diplomat with the 
responsibility to handle royal tribute and build a good 
relationship with Queen Victoria of the United 
Kingdom at Windsor Castle. 
 
Upon his return, he was elevated to be Phraya 
Burutrattana Rajapanlop in command of all regiments. 
He remained in this post until the end of King Rama 
IV period. He was given an opportunity to closely 
serve the king beside his bed. He conveyed the royal 
command to the ministers and high-ranked officials 
for a total of 36 days since the king was ill on August 
26th until passed away on October 1st, 1868 (M.R. 
Nangnoi Sakdisri, 2006: 153). 
 
Later, in the reign of King Chulalongkorn (Rama V) 
he was bestowed the title of Praya Rajasuphawadee 
Sri-Sajjathepnarai Samuhamattayathibadi 
Sri-Surentaramesuan, the director of military 
recruiting department. Apart from his duties in 
military recruiting department, he also took care of 
other significant tasks. Therefore, in 1874 he was 
elevated to be Chaopraya Mahintarasakthamrong. 
 
From the biography of Chaopraya 
Mahintarasakthamrong (Peng Benyakun), it could be 
seen that he was one of the key men in Thai 
governmental history. He was the confidant of King 
Rama IV and also trusted by King Rama V. His 
readiness in terms of occupational stability, 
omniscience, and working experiences both inside and 
outside the country was considered an important factor 
in developing Thai dance theatre troupes to meet the 
taste of Thai nobility at that period. 
   
Chaopraya Mahintarasakthamrong played a key role 
in Thai theatrical development. New phenomena in 
theatrical circles which were resulted from his 
contribution were as follows. 
 
1. Lakorn Nok and Lakorn Nai were performed by 

the dance theatre troupes during King Rama IV 
era. 

2. European-styled theatre was built in Thailand for 
the first time. He initially named it “Siamese 
Theatre” and staged a performance only for 
official foreign visitors. Later, the theatre was 
renamed to “Prince Theatre” when his daughter, 
the noble consort (Chao Chom Manda) Morakot 
of King Rama V, gave birth to His Royal 
Highness Prince Benbadhanabongse (Krom Meun 
Pichai Mahintarodom), in 1882. His theatre was a 
large building located at Tha Tien. The location of 
this theatre was shown in Figure 2. 

Figure 2 Chaopraya Mahintarasakthamrong’s Theatre 
(pointed by arrow) located next to Tha Tien Palace of Krom 
Muen Pichai Mahintarodom. Photo taken from Wat Arun 

Ratchawararam, Thonburi 
Source: Fine Arts Department, 2005: 184 

 
Its interior was beautifully decorated and equipped 
with stage props and sets. The theatre’s name was 
shown on the doors of the set. The below figure clearly 
showed that the theatre was renamed. 
 

 
1 

 
2 

Figure 3: Interior decoration of “Siamese Theatre” (1) before 
renaming to “Prince Theatre” (2) 

Source: Sakkarin Suboon, 2006: 17 
 
However, the theatre was widely called “Chao Khun 
Mahin’s Theatre” because at that time Thai people 
preferred calling a theatre by the owner’s name. 
Ticket system was initiated. In the ceremony to 
celebrate the 100th anniversary of Bangkok he had his 
troupe perform at Sanam Luang and started charging 
fee from audiences for the first time. After that 
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performance, ticket system became widely imitated 
and implemented by other dance theatre troupes.  
4. The word “Wik” referring to the theatre began to be 
used. It was derived from English word “Week”. 
5. There were dance movements that specifically 
demonstrate different nationalities of foreign 
characters which was called “Ram Ok-Parsa”. This 
kind of movements was initiated by Chaopraya 
Mahintarasakthamrong’s dance theatre troupe. H.R.H. 
Prince Damrong Rajanubhab stated that “The royal 
dance was modified and developed into Chaopraya 
Mahin’s approach, which was became popular and 
widely followed.” (H.R.H. Prince Damrong 
Rajanubhab, 2003: 378). 
 
Characteristics and performing approach of 
Lakorn Ok-Parsa 
 
1. Origin of Lakorn Ok-Parsa 
Chaopraya Mahintarasakthamrong’s dance theatre 
troupe had continuously performed since the reign of 
King Rama IV and started performing both Lakorn 
Nok and Lakorn Nai in the large theatre during the 
reign of King Rama V (H.R.H. Prince Damrong 
Rajanubhab, 2003: 378). Later, the foreign chronicles 
were used to write the plays for Lakorn Nok. Some of 
them had only Thai characters such as Krai Tong 
while the other ones contained foreign characters with 
various nationalities including Chinese, Mon, Lao, 
and Burmese. A combination of many artistic 
disciplines consisting songs, music, costumes, and 
dance movements was consequently formed to create 
realistic performance and present the nationality of 
foreign character. The songs and music suggesting 
foreign characters were selected to use. The costumes 
and dance movements were designed according to the 
nationality of each character. The performing 
approach of Lakorn Ok-Parsa was still based on 
Lakorn Nok’s approach. However, the stories with 
only Thai characters were performed according to the 
royal style. 
 
2. Components of Lakorn Ok-Parsa 
2.1 Performers: H.R.H. Prince Damrong Rajanubhab 
(1922: 16) stated in the Regulations and Legends of 
Lakorn Len Thawai Tua at Wang Woradit that 
Chaopraya Mahintarasakthamrong’s plays were 
mainly performed by female artists. It was found that 
his theatrical artists who moved to be the teachers in 
other troupes were all women such as Kru Pao, Kru 
Plian, and Kru Krue who moved to Chao Khun Phra 
Prayurawonse’s troupe as well as Kru Sa-Ngiem who 
moved to Chao Intawarorot Suriyawong’s troupe at 
Ching Mai.  
2.2 Plays: It was commonly accepted that his dance 
theatre troupe had a greater number of 
newly-composed plays than other troupes because 
there were two generations of playwrights within his 
troupe. The first generation consisted of Wan and Tim, 
the preachers specialized in poetry writing. They 

wrote the play scripts for Dalang and Khun Chang 
Khun Phaen. As for the second generation, Khun 
Chobpolrak (Tim Sukayang), who was later elevated 
to Luang Patanapongpakdee, was the main playwright. 
In that period, many foreign chronicles were used to 
create the plays for theatrical performance such as 
Rachathirad, Khun Chang Khun Phaen (the episode of 
Phlai Phet Phlai Bua), Tanghan, Three Kingdoms, 
Ngoto, Sui Tang, and Buan Huai Lao.  
The main characteristics of Chaopraya 
Mahintarasakthamrong’s plays were fast-paced story 
and insertions of comedic lines based on Lakorn Nok’s 
approach. In addition, his plays were not divided into 
several acts/scenes, conforming to the style of plays 
written before the reign of King Rama V. 
        
2.3 Music and Songs: Piphat Mai Nuam ensemble 
was used in Chaopraya Mahintarasakthamrong’s 
dance theatre troupe. There were two types of music 
including Pleng Rong (music with lyrics) and Pleng 
Na Pat that was consistent with the story and emotions 
of the characters. Once the dance movements, songs, 
and music suggesting foreign characters were used in a 
play, the instruments representing foreign nationalities 
called “Krueang Parsa” would be added into the 
performance as well. 
        
2.4 Costumes and Stage Props: Chaopraya 
Mahintarasakthamrong’s dance theatre troupe 
designed the costume differently according to 
position, status, and title of each character. For 
example, those who played the role of king, prince and 
princess would be dressed in royal clothes, those who 
played the role of chief official would be dressed with 
loincloth, shirt, forehead ornament or headband, 
whereas those who played the role of commoner and 
maid servant would be dressed with pleated cloth or 
loincloth, shawl and forehead ornament. Considering 
foreign characters, they would be dressed according to 
their ethnicity as specified in the story.  
        
2.5 Performing Places:  
Chaopraya Mahintarasakthamrong’s dance theatre 
troupe could perform either in the theatre charging 
ticket fee or on outdoor stages. 
 
3. Performing Approach  
Chaopraya Mahintarasakthamrong’s dance theatre 
troupe used the components of Lakorn Nok, which 
included running the story with singing script, 
narrating the situation in the play, narrating the 
feelings and emotions of the characters, not dividing 
the play into acts/scenes, not describing the set, no 
dialogues but inserting the conversation in the play 
script in order to make the characters understand the 
story, and mostly using Pleng Na Pat in some points. 
Considering the dance movements, Thai royal dance 
was adapted to form a new style of dance called 
Chaopraya Mahintarasakthamrong’s approach. This 
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new dance combined the following dance movements 
together.  
 
- Exquisite Thai classical dance gestures  
- Simple dance gestures of the commoners or natural 
movements 
- Dance gestures that were adapted from the royal 
dance to present the nationality of each character 
- Dance movements that imitated foreign dance styles  
 
Passing on Chaopraya Mahintarasakthamrong’s 
approach to the Fine Arts Department 
 
The ending of Chaopraya Mahintarasakthamrong’s 
dance theatre troupe came when he died in 1894. After 
that, his theatrical approach was imitated by many 
other dance theatre troupes. H.R.H. Prince Damrong 
Rajanubhab (2003: 379) stated that: 
 
“After Chaopraya Mahintarasakthamrong died, most 
of the artists in his troupe moved to work for his son or 
Chao Muen Wai Woranat (But) in Butmahin’s dance 
theatre troupe. This troupe had a chance to perform in 
European countries. When Butmahin’s dance theatre 
troupe came to an end, his approach had been inherited 
to Khunying Luenrit’s troupe called Lakorn Pasom 
Samakkee until it quitted performing.”    
 
Apart from But Mahin’s troupe and Khunying 
Luenrit’s troupe, the artists in Chaopraya 
Mahintarasakthamrong’s troupe also moved to be the 
dance teachers in Chao Khun Phra Prayurawongse’s 
troupe. The main dance teacher of Chao Khun Phra 
Prayurawongse’s troupe was Kru Krue or Chaopraya 
Mahintarasakthamrong’s wife. 
 
Chao Khun Phra Prayurawongse’s troupe was a large 
dance theatre troupe that trained and produced many 
skilled theatrical artists. Four of them were the dance 
teachers at the Fine Arts Department that had an 
influence on preserving Chaopraya 
Mahintarasakthamrong’s approach, including Kru 
Phan Morakul, Kru Sa-Ad Saengsawang, Kru 
Charoenchit Pattarasewi, and Kru Yorsaeng 
Pakditewa.  
         
Due to the creativity of Chaopraya 
Mahintarasakthamrong’ troupe, which was founded in 
the reign of King Rama IV and became popular during 
the period of King Rama V, several theatrical 
innovations emerged in Thai theatrical circles during 
Rattanakosin Era including theatrical building, 
costumes, musical instruments, and especially a new 
kind of dance. Apart from the traditional royal dance 
carried on since the reign of King Rama II, this new 
kind of dance called “Chaopraya Mahin’s approach” 
was innovated and consequently developed into 
various forms of Ram Ok-Parsa by the Fine Arts 
Department. 

Ram Ok-Parsa relating to approaches of 
Chaopraya Mahintarasakthamrong’s troupe 
 
Ram Ok-Parsa relating to approaches of Chaopraya 
Mahintarasakthamrong’s troupe was passed on to the 
artist in the Fine Arts Department for the first time in 
1952 through Lakorn Nok named “Rajatiraj” (the 
episode of Saming Phra Ram) that consisted of three 
foreign characters: Burmese, Mon, and Chinese. Ram 
Ok-Parsa can be divided into the following two 
patterns.  
 
1. Burmese and Mon characters: This pattern are 
generally performed similar to Thai royal dance style. 
However, some movements are adjusted to represent 
Burmese and Mon based on 80:20 proportion.  
1.1 80% of the Burmese and Mon movements were 
based on Thai royal dance style, which included the 
use of body part, interpretive gestures, feeling 
expressions, interpretive dance, hand gestures, 
courtship dance, lance dance, lance holding, and 
specific postures for weapon dances such as Kom Sam 
Bai, Hong Song Kor, Nak Kiew, Plok Chang, and 
Ching Klong as shown in the figures below. 

 

Figure 4 Thai royal dance styles 
 

Figure 5 Thai weapon dance 
 
Considering proper body alignment and correct Thai 
royal dance postures, the gestures of head, arms, body, 
legs, and feet must be correctly combined to create a 
perfect posture. Parts of the body must be smoothly 
moved from one point to the other point in order to 
form consistent dance gestures. Thai dance teachers 
used this method to design the dance movements for 
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Burmese and Mon characters, currently called Ram 
Ok-Parsa Burma and Ram Ok-Parsa Mon. 
 
1.2 20% of the Burmese and Mon movements were 
slightly adjusted from Thai dance style according to 
Chaopraya Mahintarasakthamrong’s approach. The 
details are as follows.  
 
- Alternately transfer the body weight from one foot to 
the other foot in standing or sitting posture and 
alternately move the upper part of the body from one 
side to the other side at the same time. This gesture, 
known as “Yoe Tua”, can be made in both standing 
and sitting postures as shown in the figure below. 
 

Figure 6 “Nang Yoe” movements 
 

 
Figure 7 “Yuen Yoe” movements 

 
- Continuously make a shoulder movement similar to 
the symbol ∞ , which also known as “horizontal 
eight” among Thai theatrical dancers. This gesture is 
called “Tee Lai” and usually used together with 
Yoe Tua as shown in Figure 8. 

Figure 8 Yoe Tua and Tee Lai movements 
 

- Move the upper body parts starting from head to 
waist to one side. Then move the shoulder back and 
forth alternately according to the rhythm. This gesture 
is called Kra Tai Lai as illustrated in Figure 9. 

Figure 9 Kra Tai Lai movements 
 
- Make a walking posture similar to Thai dance but tilt 
the head according to the stepping foot as shown in 
Figure 10. 

 
Figure 10 Burmese and Mon walking 

 According to the study of Ram Ok-Parsa Burma and 
Mon based on Chaopraya Mahintarasakthamrong’s 
approach, it was found that Thai royal dance style was 
mainly used in Ram Ok-Parsa including body 
movements, interpretive dances, and weapon dances. 
All of these are the tradition of Thai dance, which has 
been inherited since the early Rattanakosin period. 
The movements different from Thai dance style 
include Yoe Tua, Tee Lai, Kra Tai Lai, which can be 
variously performed as follows.   
 
1) Yoe Tua and Tee Lai continuously. A slow or quick 
shudder may be added according to the rhythm. 
2) Yoe Tua and Tee Lai to the side and shudder. Stop 
for 1-2 second and shudder. Then switch to the 
opposite side and repeat everything again. 
3) Kra Tai Lai continuously by transferring the body 
weight to one leg. The Kra Tai Lai back and forth 
consistently with either slow and fast speed. 
4) Yoe Tua and Tee Lai and finish with Kra Tai Lai. 
5) Transferring the body weight to one leg and Kra Tai 
Lai continuously in a variety of speed. For example, 
start with normal speed, continue with fast speed, and 
finish with low speed. 
 
As for the differences between Burmese and Mon 
characters, it is found that their dance movements are 
similar. However, the audiences can distinguish their 
differences in costumes, songs, conversations, and 
dance power. 
 
2. Chinese characters: This pattern imitates the 
gestures and movements of Chinese Teochew opera in 
Thailand. The details are as follows. 
        
2.1 Hands: Make a hand gesture similar to Chinese 
opera style but raise up the wrist and firmly press the 
thumb, ring finger, and pinky finger together. 
 

Figure 11 Hand gesture of Chinese characters 
2.2 Feet: To make a foot lifting posture, lift up one 
foot and point the lower part of that leg slantingly to 
the other leg. To make a foot resting posture, inwardly 
place the forefoot onto the floor. 

Figure 12 Feet gesture of Chinese characters 
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(1. Foot lifting 2. Foot resting) 
2.3 Standing and Sitting: According to Chaopraya 
Mahintarasakthamrong’s approach, the movements of 
Chinese characters needs to be different from Burmese 
and Mon movements so an imitation of Chinese opera 
style is applied as follows. 
 
Standing on two feet, Standing with one foot raised, 
Standing with one knee bent and one heel placed the 
floor 

Figure 13 Standing postures of Chinese characters 
  

Figure 14 Standing postures of Chinese characters 
   

 
Figure 15 Weapon dance 

(Sitting on one heel with the other heel placed on the front) 
 
The theatrical development relevant to Lakorn Nok 
and Ram Ok-Parsa of Chaopraya 
Mahintarasakthamrong (Peng Benyakul) enabled Thai 
theatrical drama to become popular and widely 
commercialized. After the ending of Chaopraya 
Mahintarasakthamrong’s dance theatre troupe came 

when he died in 1894, his theatrical approach was 
imitated by many other groups including Butmahin’s 
dance theatre troupe and Khunying Luenrit’s troupe. 
The theatrical artists of Chaopraya 
Mahintarasakthamrong’s troupe also moved to be the 
dance teachers in Chao Khun Phra Prayurawongse’s 
troupe. Hence, his theatrical approach has been 
continuously inherited and developed into valuable 
performance of the Fine Arts Department until present 
day.   
 
IV. DISCUSSIONS 
 
The creativity of Chaopraya Mahintarasakthamrong’s 
dance theatre troupe, which was founded since the 
reign of King Rama IV and became popular in King 
Rama V period, is clearly visible in applying various 
kinds of artistic dances and performances to create a 
new dance approach. This new approach is associated 
with foreign characters and consists of newly invented 
components in terms of plays, costumes, musical 
instruments, and performing places. Apart from the 
traditional royal dance passed on since the reign of 
King Rama II, a new kind of dance called “Chaopraya 
Mahin’s approach” or “Ram Ok-Parsa” was initiated 
to suggest the nationality of each foreign character. 
This approach has contributed to the development of 
many new theatrical dance performances.  
 
The theatrical performance of Chaopraya 
Mahintarasakthamrong’s dance theatre troupe was 
considered a contemporary dance performance that 
subsequently opened the door to the world of limitless 
performances. It is found that after that period many 
new theatrical dance approaches has been developed 
by the Fine Arts Department and dance educational 
institutions, enabling Thai dance to remain a key part 
of Thai national arts even though the society is 
dramatically changing.  
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