Lao Poetics: Internal Rhyme
in the Text of a Lam Sithandone Performance

Carol J. Compton

Poetry is a cultural group’s way of playing with sounds and present-
ing feelings and ideas in language that is attractive to the listener’s ears or
the reader’s eyes. As Burnshaw has indicated, we need to consider “the poem
as a work of sonal art” (1960: xi).

This sonal quality is particularly important to consider in analyzing
the work of oral poets such as the Lao mohlam.! In a written discussion of
the “poetics” of such an oral form, much is lost because the written exam-
ples can only partly convey the beauty of the sung poetry. And in translat-
ing such a piece, even more is lost, for the poetic style of one linguistic
group is often far removed from that of another.

The words are the poem. Ideas can often be carried across, but
poems are not made of ideas....they are made of words....An
English translation is always a different thing; it is always an
English poem. (Burnshaw 1960: xii)

What Professor Gedney (1989b: 489) has noted in speaking about Thai
poetry appears to be true for Lao poetry as well:

Poetic artistry in Siamese verse finds expression mainly in the
skillful manipulation of language within the constraints
imposed by the various verse patterns. So much of the value
of Siamese poetry lies in the form, as opposed to the semantic
content, that translations into Western languages are notori-
ously disappointing.

For these reasons, in planning this discussion of the poetics of a per-
formance of Lam Sithandone, 1 have chosen to include both a phonemic
transcription of the Lao verses, arranged essentially as they might be if writ-
ten out in Lao, and an English translation, which is presented in verse form,
but which contains no rhyme and only a little alliteration. Essentially, the

1 A mohlam is an expert performer of lam, a form of essentially sung, some-
what extemporaneous Lao poetry.



phonemic transcription of the Lao provides the reader with some idea of the
poem itself, the sounds of the poem if you will, while the English transla-
tion lets the reader in on the ideas that the poets expressed.

Lam Sithandone is a form of Lao oral poetry traditionally performed
by the mohlam of South Laos.2 The verse form usually associated with
this style of lam is k3on fidon. Though other verse forms, such as k3on tit,
for instance, may be used briefly during a performance of Lam Sithandone,
it is the k3on Adon form that predominates. It is this poetic verse form that
makes up the bulk of the lines of Lao poetry presented in the appendix to
this paper.

The performance discussed in this paper was recorded in 1972 at a Lao
radio station and was re-recorded, transcribed, and initially translated in
19733 The two performers, Mohlam Sikhun (male) and Mohlam Thong-
bang (female), were renowned professional singers at that time.

I have described in detail elsewhere (Compton 1979: 136-146) the
rhyme requirements for this form of poetry as discussed by Maha Sila
Viravong (1970). For the benefit of readers unfamiliar with this form, I
have bolded the words that fit into the external rhyme pattern for one verse
of this form (see appendix). However, in the paper we will focus on the
extensive use of internal rhyme in this performance.

Internal Rhyme

The two major forms of internal rhyme in Lao poetry are vowel
rhyme (sdmphdt sdla?) and the (initial) consonant rhyme (sdmphat
phafiansana?). Vowel rhyme (assonance) includes paired-word rhyme
(sdmphit thiam khuu) and yoked-word rhyme (simphat thiam Zeek).
Examples of paired-word rhyme found in our material include ndoy gooy
(S69)4 and 2uan suan (T80). Examples of yoked-vowel rhyme are kom
hoom phom (S91) and nii pham sii (T13) and day mii bay (T44). It should
be noted that in Lao, words of the same basic consonant and vowel patterns
(CVV, CVC, or CVVC) are still considered to rhyme if they have different
tones. Thus a yoked-vowel rhyme such as the following can occur: k3y [
kay.

Consonant rhyme includes continuous consonant rhyme (sdmphat
lian 24ks3on) and separated consonant rhyme (sdmphdt khan 2iks3on).

2 Under the Royal Lao government, Sithandone was the name of a Southern
province that had Pak Se as its capital. One style of lam from that area is referred
to as Sithandone or Siphandone; in this paper I use the term Sithandone
throughout.

3 The data was collected in Laos under a Fulbright-Hays Dissertation Research
Grant during 1972-1973.

4 The letter S plus a number indicates a line from Sikhun’s performance; T plus a
number indicates a line from Thongbang’s performance. See appendix.
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Consonant rhyme is what we usually refer to as alliteration in English
poetry, and such alliteration or consonant rhyme strikes the eye almost
immediately when one looks at the phonemic transcription in the appendix,
most particularly in the verses performed by Mohlam Thongbang.
Examples of continuous consonant thyme are khuam kham (S10) and kheen
khoo (T42). Examples of separated consonant rhyme include k3on way
koon (S106) and paw gidam boo ooy paay (T28).

Professor Gedney (1989b: 537) has observed that “the internal rhymes
(inking phirases in a fine of £(on poetry have a close connection with the
realities of actual speech,” and that “much of the flow of Siamese speech
consists of two- and three-syllable phrases.” An additional support for this
view is that the “rules” presented for internal rhyme for Lao give us a two-
word phrase minimum for both vowel rhymes (that is, paired-vowel rhymes)
and consonant rhymes (that is, continuous consonant rhymes) and a three-
word phrase for each of these when the rhyming words are separated by just
one word (yoked-vowel rhymes and separated consonant thymes). The result
is that common, everyday phrases, which also happen to rhyme, fit nicely
into the poetry, ready-made as it were. Such common phrases found in
rhyme in my data include palred -vowel: hak mak (S78), coo 100 (S80), da 34
pay (T42); yoked -vowel: nan samkhan (S11); continuous consonant: naan
ndon (S20), waw waa (S87; T50,52), pilu paa (S90), khit khit (T62); and
separated consonant: hay naag huu (T17), meen boo mii (T32).

Further evidence for Gedney’s position that the internal rhymes have
“a close connection with the realities of actual speech” is the extensive list
provided by Roffe (1975) of four-syllable “elaborate expressions” found in
everyday Lao speech, expressions that exhibit patterns of alliteration,
assonance, and reduplication. Examples of similar sets found in this perfor-
mance include the following, some of which appeared in the first hemistich
of a line, others in the second hemistich:

First hemistich: Second hemistich:

S51 (mak) hoot hian hoot law... S$32 din daaw faay laaw
SS9  (tap) tee puu teg puu... S82 phaa pheen phee phian
S60 (mak) con hoogcon hay... S84 khuam paak maa maak
$82  (mak) hoot tiium hdot taar... $91 log kom hoom phom

All of the example expressions from the first hemistich are productive, that
is they can be used as needed by substituting appropriate words in the second
and fourth positions of the four-syllable phrase, as we see in comparing
lines 51 and 82. These flexible four-word expressions are thus useful to the
mohlam, who can manipulate them creatively to fit the variety of topics and
performance situations they face.

The four types of internal rhyme discussed earlier can be found in
abundance in the verses of both of these mohlam. For instance, Mohlam
Sikhun uses vowel rhyme in thirty of his lines in which the final word of
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the second hemistich of a line rhymes with the first or second word (or once
in a while the third word) of the first hemistich of the next line. Two words
in a row with the same initial consonant are common in everyday Lao
speech and in Lao prose and poetry. We can find seven such pairs in the first
four lines of Mohlam Thongbang’s poetry alone.

Alliteration

Continuous consonant thyme or alliteration of three or more words in
a row, however, is so pervasive in the k3on fidan form that it deserves par-
ticular attention. For example, in this small sample of just eighty-one
lines, Mohlam Thongbang has produced forty-one lines that have three,
four, five, or even six words in a row using the same initial consonant.
Twenty-seven of those lines have three words in a row, but of those, seven
lines also have separated consonant thyme on this same consonant as well.
For example, line 8 has the pattern ¢- n- ¢- ¢- ¢-; line 11 has the pattern ph-
ph- ph- m- ph-; and line 13 has ph- ph- ph- n- ph-. In addition, two of the
lines have double sets of three-word alliteration; that is, line 30 has w- w-
w- p- d- d- d- and line 56 has t- t- {- I- s- w- w- w-,

Nine lines of Thongbang’s poetry contain alliterative phrases of four
words; one of those, line 15, contains two sets of four words: m- t- - t- - 7-
ph- ph- ph- ph-. Line 73 contains separated consonant rhyme as well: s- th-
s- §- §-....8- I- I- h- I- m-

Three lines favor five-word phrases: line 40 has ?- kh- kh- kh- kh-
....kh- n- I- I- d-; line 53 has p- I- I- I- I- I- I-; and line 62 has ph- ph- ph- ph-
ph- th-,

The full lines containing six-word phrases are reproduced below. The
alliterative initial consonants have been bolded for emphasis.

T46 phon waa baan saat sia sum s5ok Som sAw3oy
T64 book hay sdpkhdan n>om nii NEEp NEsm Nam niaw

Mohlam Sikhun’s poetry shows abundant use of alliteration as well.
In his 108 lines, we find thirty-three lines with three or more alliterative
words in a row. Twenty-six of those lines have three words in a row; five
lines have four words in a row and two lines have five words in a row. The
examples of the full lines in which the five-word alliteration sets appear are
provided below. Note that in the lines below words beginning with both
high-class and low-class initials (kh3o and kh3o respectively in line 8 and
530 and s39 in line 24) from the writing system are used, but it is their
sonal effect that we are concerned with here.

S8d  khiy khaaw khuam kh>op kh35 so9n phii ndon cor fan
S24d thaw thay sook saw S&en sam Seep m3oy
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Final Consonants

Mohlam Sikhun and Mohlam Thongbang use final consonants skill-
fully also. Sets of syllables with two, three and sometimes four, five, six,
or even seven of the same finals in a row can be found frequently in their
poetry. There are three nasals and four stops that can occur in final position
in Lao. Words ending in three of those stops (-p, -t , and -k ) can be used to
substitute for may ?éek position words (words from column B in the proto-
Tai tone chart; see example in Gedney 1989a: 20) in k3on fiden form;
consequently, they do not appear as sets of finals in this poetry. However,
the three nasal finals -m, -n, and -p are found frequently in pairs or threes,
both continuous or separated. Line S8d above illustrates this with the final
-p of the line’s last three syllables. A few other examples of this are found
in the segments of lines provided below.

Continuous: Separated:
$91d  si? Iog kom hoom phom S20d  naap ndoy sii baay
T24c  si? neem neem nam khuu T27d khandp nianeeg nooy

The weight of these final consonant patterns is best illustrated with
Thongbang’s set of seven words in a row ending with a final -n.

T30c 2uk74g wian wun wun paan diin din dian sii
Distribution of Patterns of Tone

The smooth, flowing sound that such syllable-end similarity allows
is characteristic of the k3on fidon form. The distribution of patterns of tone
in the verse is guided by rules for the specific placement of tone (that is,
words from column B and column C have designated positions in the verse).
As a consequence of the form’s use of words ending in -p, -t, and -k as sub-
stitutes in the designated may Zeek (column B) word positions, words ending
in those stops rarely occur in any other positions in a verse. Out of a range
of twenty-eight to about fifty syllables in a verse, perhaps only six to ten
will end in final -p, -t, or -k.

Though it is not discussed by Maha Sila Viravong (1970) in his pre-
sentation of the tone distribution rules for k3on fi3on, there are at least two
additional positions in a verse of k3on fidon poetry that have clear patterns
of tone distribution. Apparently there are rules, though they many not be
written rules or even rules that the performers can explain, that govern the
tones that can occur on the last word of line a in a verse and the last word of
line d. The only tones occurring at the end of line a in Sikhun’s material
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were from boxes Al (mid rising tone)? and A4 (high falling tone) and from
boxes DS3 (short rising) and DS4 (mid tone) in the proto-Tai tone chart (see
Gedney 1989a: 20). All of Mohlam Sikhun’s tones on the last word of
every verse (that is, the last word of line d) were from column A (rising
[box 1], mid low [boxes 2 and 3], or high falling [box 4]). Two-thirds of
the time, though, the high falling tone occured at verse-end position. An
almost identical pattern was found in Thongbang’s verses.

Quite consistently, then, this form of poetry has words from column
A (or DS) at the end of line a; words from column C at the end of line b;
words from column B at the end of line ¢; and words from column A at the
end of line d. Like the Siamese verse forms rday and khloop, it thus
appears that k3on fidon, with its placement of A, B, and C tones in rhyming
patterns, is among those older verse forms that “liec on the other side of the
great divide known as the ‘tonal split’.” (See Hartmann in this volume.)
The total effect of poetry performed in the k3on fidon form, then, is one of
the smoothly flowing sounds of syllables primarily ending in vowels or
nasals, with tones distributed at predictable points within and at the ends of
the lines.

Assonance

Another poetic device used by these Lao performers is assonance.
For example, we find sets of two, three or four words containing the same
vowels in the following lines; sometimes these matched vowels appear in
adjacent words, sometimes a word with another vowel intervenes. In medial
position in Lao, all nine of the simple vowels can occur. Thus it is clearly
by design, not by chance, that the following assonant sets appear.

S96a ?aay yaak khaaw khd9 hoo kh¥o moom hay soon khit
$99d bon kheen thee leen mia

S34b tap tee phian mda flda si? 299t 709y 7aw nday

T53d hak pho? hiam houp phian  paan lian Iooy Kat liat Ki

The following verse from Thongbang’s performance illustrates nearly
all of the kinds of internal rhyme we have discussed in this paper, as well as
appropriate, rule-ordered tone distribution. Both paired word (sdmphdt thiam
khuu) and yoked-word (sdmphdt thiam 2¢ek) vowel thyme are found in this
verse (lines 13 and 11, respectively), as well as continuous (lines 10
through 13) and separated (lines 11 and 13) consonant thyme (s#mphat lian
24ks3on and sdmphat khan 24ks3on). In addition, the whole verse is woven
more tightly through the use of the same initial consonants or alliteration in
lines 11 and 13 (ph-) and the fact that of the twenty-seven words in the first

5 Tones in parentheses in this sentence indicate the tones of the modern Lao
dialect spoken by the mohlam performers.
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three lines, ten of them end in final -p. To emphasize the high frequency of
initial ph- and final -p, they appear in bold below. Other alliterative sets are
the four initial d- words in line 10, and the two initial b- and three initial I-
words in line 12. Also, three of the four words that begin with ph- in line
13 have a final -m, as do two adjacent words in the second hemistich of line
12. Finally, external thyme (last word of a line thyming with first, second,
or third word of the next line) links lines 10, 11, and 12. The words
illustrating external rhyme have been underlined. (Note that words ending in
stops appear onlyA at those points in which the k3on fidgon form requires a
word having a may Zeek or a -p, -t, -k as a final, with the exception of the

two words at the beginning of line 13d. However, these two words (cdp
kha? ) appear immediately before a may Zeek position and thus do not
disturb the general rhythm of the d line.)

10e.  h¥om dée dian dook may sti kiilaap dom h3on

11b. phoog phiag phiay meeg Phuu sawsep waan yoon
12c. moog khii baan bay doon nii lian laam leem paak

13d. cdp kha? paa phiia phuam ph3om nii pham sii

As T have noted earlier (Compton 1979: 145), the designated posi-
tions for the use of may Zeek and may thoo words and the contrast in the
amount and type of use of internal rhyme are two of the primary characteris-
tics distinguishing k3on fidgon from k3on tit. The analysis of the poetry of
the performance discussed in this paper indicates a possible reason for the
different adjectives used to describe these two forms of poetry.

The word foan is defined by Kerr (1972: 531) as “long; slow (in
speaking); extended, protracted, lengthened.” It is just such a feeling of
long, smooth, extended, stretched out sound that one gets when listening to
lines of k3on fidon. The heavy use of alliteration and of sets of smooth syl-
lables (those ending in vowels or nasals) noted in the data certainly con-
tribute to the “lengthened” feeling that the k3on fidon verses of a Lam
Sithandone performance produce. In addition, there is an apparent lengthen-
ing of the vowel of the first or occasionally the second word of a set of lines
(a and b being one set; ¢ and d another) in a verse of k3on fidon in the Lam
Sithandone style. Thus, usually the vowel of the first word of line a and
the first word of line ¢ is somewhat lengthened, apparently to fit the musi-
cal requirement of the beginning of that set. Often right after that first word
or note, the mohlam takes a breath that then lasts him or her through to the
last word of the set (that is, the last word of line b or line d).

On the other hand, the tempo of the music often seems to pick up,
and dancing may begin as sections of k3on tdt poetry are performed within a
performance that consists primarily of k3on fison (see Compton 1979: 13).
And the word t4t, which Kerr (1972: 600) defines as “cut, cut off, trim,
break off, sever,” seems an appropriate description of the choppier feeling
produced by the sounds of the k3on tat lines, with their heavy emphasis on
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the match of end line words carrying forward the external rhyme, further
marked with the musical downbeat, from one line to the end word of the
first hemistich of the next. At the same time, their less frequent use of
internal thyme means that the words within an individual line are not as
tightly linked to each other as those in a line of k3on fidon.

Conclusion

Lam Sithandone is performed by singers throughout the lower part of
southern Laos and sometimes in other areas of Laos and Northeast Thailand
as well. Its distinctive music is closely associated with the k3on fidon
poetic form used in most of the verses sung at any one performance.
Internal rhyme, one of the characteristics of that form, plays an important
role in determining the sonal quality of the Lam Sithandone performances.

In this paper I have discussed the intricate patterns of internal rhyme
in the k3on fidon form, and I have provided examples from the poetry of
Mohlam Sikhun and Mohlam Thongbang to illustrate these patterns. These
skilled performers use the Lao syllable patterns of CVV, CVC, and CVVC
creatively to produce sets of similar sounds. As one might expect, the high-
frequency Lao initial consonants, such as s- and the high-frequency final
nasals, as well as high-frequency vowels, such as aa appear often in the data
in the appropriate alliterative and assonant groupings. Through the use of
vowel and consonant rhyme and specified patterns of tonal distribution, the
beginning, middle, and end of the Lao syllables are used to the fullest to cre-
ate pleasing patterns of poetry, music, and moods from sound.

The patterns of rhyme in the two- and three-word everyday phrases
that Professor Gedney has mentioned and the four-word expressions dis-
cussed by Roffe have been found frequently as a part of the internal rhyme in
this data and are additional building blocks that the singers use to construct
their poetry. Patterns of tone distribution found in this form of Lao poetry
give support to viewing k3on fion as a type that existed prior to the tonal
split discussed by Hartmann. Both the internal rhyme patterns presented in
this paper and the patterns of external rhyme and tone placement rules of
k3on fidon work together to help performers such as Mohlam Sikhun and
Mohlam Thongbang produce sonorous Sithandone songs. What Gedney
(1989: 489) has said of Thai poetry can be said of the poetry of the Lao
mohlam as well, for their songs do indeed “exploit existing patterns in ele-
gant and graceful ways.”

Yoaci
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Appendix

The appendix contains the transcription of the data used for this
paper, followed by a simple English translation of the Lao poetry.
Following Tedlock (1983), I have experimented with some visual techniques
for indicating sonal aspects of an oral performance in written form. As a
beginning for Lao sung poetry, I have chosen to represent (in the transcrip-
tion) just three significant timing units found in this material. The first
unit is a set of two lines of poetry which are usually sung as a breath group.
Usually these will be lines a and b produced as a unit and then lines ¢ and
d. At the beginning of nearly every set (that is, at the beginning of line a
and the beginning of line c), one word or syllable will be set off from the
others by a slight lengthening of either the vowel or the final nasal or a
brief pause before moving on into the line; this word also appears to corre-
spond with a particular note in the musical pattern. To set off those words
used in such a way in this performance, I have placed a slash (/) immediately
following each.

The second timing unit is found at the beginning of a set'in which a
word or phrase is followed by a significant pause (filled by instrumental
music) before the singer embarks on the main line. Such words are placed
on a separate line. An example of these two representations can be found in
line S5a of Mohlam Sikhun’s material. The first two words are followed in
the performance by a significant pause, and the third word is held just a bit
apart from the rest of the line.

S5a  mii nii
fiaam/ khaa day kaaw 15on nii pee paak pay hia

The third type of timing represented is shown by the wide spacing
between the words at the end of lines 3 and 108 of Sikhun’s material and at
the ends of lines 4 and 81 of Thongbang’s material; this spacing has been
used to indicate the diminished speed at which these lines are sung as com-
pared to the rest of the words in the performance.

These places at which the mohlam slow down are important signals
of change; at the end of line 3 for Sikhun and line 4 for Thongbang, respec-
tively, the introductory poetry is being completed. Immediately after this
slowing down, the singers will each raise their voices in three extended,
elaborated versions of the word 73ay. Then they will begin the main part of
the text in the normal rhythm of Lam Sithandone. The next time that we
hear a slowdown in the music and words it signals the end of each individual
performance (line 108 for Sikhun and line 81 for Thongbang). Just as with
much Lao traditional instrumental music, a listener knows, upon hearing
such a slowdown, that a change in or an end to a performance is being sig-
nalled. We have thus provided the wide spacing between words at just those
points in the transcription where it occurred in the live performance.
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The six tones of this dialect of Southern Lao are represented in the
transcription by the symbols placed above the first vowel in a syllable (and
above the x in the examples) as follows: a mid rising tone (box Al) by X; a
low mid tone with a slight initial rise and final fall (boxes A2 and A3),
indicated by X; a mid level tone (boxes B 1, 2, 3, 4 and DS4), indicated by
the absence of any symbol; a low, level tone (boxes C1, DL1, 2, and 3),
indicated by x; a mid falling tone (boxes C2, 3, 4 and DL4), indicated by X;
and a high falling tone (box A4), indicated by x. The pronunciation of what
I have transcribed as w is a somewhat rounded v initially and w in final posi-
tion. There are no consonant clusters in this dialect.
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Sa.
6b.
Tc.
8d.

9a.

10b.
11c.
12d.

13a.
14b.
15c¢.
16d.

17a.
18b.
19c.
20d.

21a.
22b.

23c.
24d.

m3olam stikhtiun®

p3on waon kéem non
liiw hé&n biia bay woon

book kiikian

2530y 250y
mi nii

fiaam/ khaa diy kaaw 15on rii
sin soo1 khuam kham maa
phian/ waa wannaa thay

khay khaaw khuam khdop kh3o

74n néat nin

phon tdop tan

phuu phon mii m#t kh&en
pen/ thii thaan néew nan
boon sindoot phuu ndon

waa/ phiia caw nan luar khéen
phon phaan khdon khaaw maa
phat/thanaa neew sii

caw boo pén phuu

taam/?4ay nii nan sin

boo mii cam cay kan nii
hay/ khiun ytin yan ph3o nii
fian si? Kiaw too naa

pho? waa

?4ay/ nii mak hiup n5o1
fiay kua phium phaap dgen
yuu nay thuar 2day

thaw thar thon sook saw

p3on waon

10m haak maa tii f3on
poon waon
yuu nay nam
230y

pee paak pay hda
hay cii cin cam wiy
koo khiy piin p&n t29
sdon phii n3on con fag

hiak waa siaw duianpheen
day t>op khuam kham fRan
sdmkhan k3o waw phoot
ki? looy waw 9o feen

nii kay caak hian sithian
tee mia leen lam phii
khii wannaa tit t5o

kh3o nii khuam waw too kan

fn boy khiam 1am
mia leen lam khin

phdo cay waw 100
naar n3on sii baan

16n liin Ka kadat

mee hin maa khiin kan
boo b3oy khiin khiat nan
S&en sam seep m30n

6 The main rhyme scheme is indicated by the bolded syllables in lines 5-9.
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25a.
26b.
27c¢.
28d.

29a.
30b.
31c.
32d.
33a.
34b.
35c.
36d.
37a.
38b.
39¢c.
40d.
41a.
42b.
43c.
44d.
45a.

46b.
47c.

48d.

49b.

50c.

51d.

74ay/ ciry day lon pan p3on nii
yii pooy khila mii maa

than/ suan neew naam nan
siikhuun waa si? day

130y/ waa 15p Ziik sim
tit Sin cay won waay
75on/ hay fiin khon thaw

siikhiun day 750k boon
sAthianii boon nii

khii/ waa khuun hoot haaw
14n tee phian) maa fiaa

s3on

suan haw hay phds Kiaw nii
thoonbaan naan 130y

yaa si? het wee wdorg

Ni/ waa caw boo khit sam nii
waa hay siihiun that
caw/phat liilaa dan

24n nan boo thiik t3on nii

thaa/ meen haw hak day
hay man p&n phua phan nii
waw/ hay fiin khon thaw
phuu sinuan sii céen

khuun nii

ka? fian khit s3ok sim

tit tee phian phdo cay
thoonbaan

cin meen 74ay mak caw nii
mee fiipkhon 230y
sdaw phuu dii 3oy

nii léew

mak/ won won waay waay nii
thdonbaar

mak phiy maa boo khii caw
mak h3ot hian h3ot 1aw
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pée paak pay hia

si? koot kiim kaan sifan
sdmkhan maak tiium fay
taam cay 7aay phuu lam

boo diy huam lee phay

si? kiaw $39 sdon waw
than baan mian kh3on haw
?4n riii hay fankoon

din daaw faay laaw

si? hin too khiam mak
si? 750t 700y 7aw ndor

liaw nam kan nee

khii ditan 1aa phuu lam
nam t>op hay t&m mat
kaaw lam thaan nii
khan pay k#? thuk heen
tdam bian boon lam
255t 250y 7aw kan

dan d3om daa khaw

din d3om baan phon
sddgen way boon lam

si? kh35 kiaw khuam mak
si? kaaw won waay waw
pénnaw khii fon

saan naam khon naa

dan khiay h&n khaw

con naw son koot khaw
kabiin khaw 2eep muay



52a.

53b.

S4c.
55d.

56a.

57b.

58c¢.
59d.

60a

61b.

62c.
63d.

64a.

65b.

67d.

68c.
69d.

70c.
71d.

72c.

73d.

T4c.

75d.

76a.

77b.

78c.

79d.

siikhuun nii

waa mak hjot thuay

bor phily boo mii mian nii
mak/h3ot kh3on nay riia nii
thiik tee lom k32 si? m3oy

boo/ meen phii waw len

14p taa koo fan hén

hé&n/ phily maa boo khii caw
tan tee puu tee puu

mak/ con h3on con hay
phds paan thay kip khuaay nii

ndon/ kaarn khiin hon h3on
?50n hiak hia tee caw

laary/ nii thia con waa diin
thdonbaan naan 230y
sidoot diin tam fia

mak/ k#isin sgen diin

fAa mii nom yuu fiay

mak/ pdan h&n mak kiay
mak paan liuk n3oy njoy

mak/ sdaw naan khaaw nii
flaan con hiia khaw sii

mak/ paan mii mak phaon

. < . ” A,
yaak mia nam moom n3on nii
mak/yaak mia liam fian
fi9o mii nop 39 koo nii

cin/ meen 7day mak caw
mak con mua miin

mak/iiliiday 1aa
hak mak siaw naar 7amkhaa
mak si? tiay mii nii

243

khop khiiay kh%orq hian
moom naan néew n3on
phiin phée phii hom

cay lahdoy yaak hup hén

mak tA15ot khiin wén

yuu boo p&n phdo mii

neem tee naw ki? phds yuu
bo5 khdoy ph3 mak phiy

nam taa lag lin 14y
yaan kaay nam kon
m3on laay con 16n piak
con khaw boo ddy Kin

ddok haay kua phii stiun

naa phaak noo haaw kam pan
khan meen neew kh3oq kin
si? 7aw maa i35 moom

khii si? m35y paot boo pén

paan kisuldy kap huuk
090y khaarn mee boo waar

thar phii khi cia pii
con kon k4? boo mii

mak paan laap paa khoon
mak yaak th3on khii sia
phaay khdon waan hée

mak yaak mia n3on hiag
si? ph3o flian day b3o
kh35 khaw phoon naw

cdn waw com kaw hia
b5 hén boy taawen
yuu than faa

paan kaa mak kataay
hay p&n khii 2un koo tiam



80c.
81d.

82a.
83b.

84a.

85b.
86c.

87d.

88a.

89b.
90c.

91d.
92a.
93b.
94c.
95d.
96a.
97b.
98c.
99d.
100a.
101b.
102c.

103d.

fiaam/ riii mia hiam maa ph35
?aa paak p&n c50 w3d

mak/h3ot tiium h3ot tan nii
khian sdm ?4an naan thi

* * *

nii léew

thdonbaarn/ boo meen 24ay khii dii
sak mak phian maa lam

siaw naar

lii boo khin maa khaw

?an niii haw phop ph35 nii

sdaw naan

khuun piap khii phuu phoon nii
lée hia kh3on khaan

khii/ dan piiu paa khaar

f155 nop th&en thdok nim

pA/pdot paan nuay kéew
boo khay mii 7isin

naan 30y

ldan danq piin pdan caw
khan saatda thiik t3on

fian nii

cin waa 74ay yaak khaaw khdo
bian bon sdnsian khon

khdoy waa

khan si? wian won waw

yaan khaun het naa siam

?7an/ nii meen n3on) suay Taay
phua phaarn phan phian ?2aw

Khuun nii

meen hiian hén njor

cit thar) phée phup phdo
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tan kh3s yuu ¢00 100
yaak kh35 waw tee naarn

phaa pheen phee phiian
koo khdon khii khuan fidon

*

tee khuam paak maa mak
waa ci? 70m 2aw caw

hay siikhdun tit too
khuam waw waa si? lam

bin woon wian bon

cap naa fiaan boo mii ndo
siakhdon n3on 10m taak
sin léew naar 130y

si? 10y kom h3om phom

luuk keen philaalay
tit day 200p 25om kitlam kéew

sdm3o som sdan kh3on
si? kh&en faat kithian maa

ho5 kh35 moom hay sdon khit
weethanaa nam caw

yaan khiw boo 7aw tdo
man si? sia lee liam
bor khéen thée leen mia

manoo tdop taam it
suan si? khay khii 18ew

bon neew naan naw nan
phdoy 7Aay miay manoo



104a. s60/ tdklon meen n3orn
105b. yaa si? mii khuam tihat
106¢. bat/nii siikhuun 2aay
107d. hay thoonbaar t>op thon

108 maakhon thay kay
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hay khin khaat khiam mak
liik k3on kay th3on

si? c¢6? k3on way koon

ph39 si? s35n nee b3o

kh35 hay caw khit may day
way way i



Mohlam Sikhun’

So smooth, thy cheeks, so smooth.
I see those lotus leaves ripple only
When the wind whips the waves,
3. Telling the leaves to glide

In the water.
4. Oh! Oh! Oh!

N =

Sa. Today when I loudly proclaim this,
Explaining this to you

6b. And completing this speech for you,
You should remember it.

7c.  As for the excellent Vanna,8
He also revealed his numerous desires,

8d.  Giving news and advice on the subject
And inviting our relatives to listen.

9a. The girl whom he answered and praised
Was called Duangpheng.
10b. She was courageous
And was able to answer on the topic discussed.
11c. When she spoke that way,
She exaggerated important things.
12d. For self-satisfaction, you dear (Thongbang),
Then spoke of her husband.

13a. You said that her husband had been provoked
And had fled far from their home,
14b. Going away
A long time ago, in a hurry.
15c. Trying to improve (the singing) so that it would be appropriate,
Vanna contacted (you).
16d. You are not a person who would avoid
A debate.

7 Thanks are due to Davone Sirimanodham Knott and Souphanh Savady who
worked with me on the first drafts of these translations; however, any errors in
the final form are my responsibility.

8 Sikhun is referring to a mohlam performance given on a different occasion by
Vanna and Duangpheng (mentioned in line 9). Both were well-known Southern
Lao mohlam in the 1970s. Sikhun and Thongbang were also present at the per-
formance referred to in this verse.
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17a.

18b.

19c.

20d.

21a.

22b.

23c.

24d.

25a.

26b.

27c¢.

28d.

29a.

30b.

31c.

32d.

33a.

34b.

As for me,

I sat quietly and listened and observed the singing.
There was no sincerity between you

When you sang.

Allow me an opportunity to meet you;

I"d be content to speak further.

I still want to court you,

Young lady called Bang,

Because I like your body

To an incomparable degree,

More than this this earth.

Boulders come to block my way;

In my heart, I have never been exposed;
My body shakes; I sit

Like one extremely melancholy,
Regretful and depressed.

Consequently, I have decided to tell you of my desires now,
Explaining them to you.

I reach out for you

To embrace your garden,

Everything about that garden,

But most importantly the large bael fruit 9

I, Sikhun, think that I will obtain it

As I, the one who sings, wish.

Or are you going to hide again

So that I don’t get to unite with you, to look at you and whisper to
you?

If you’re having trouble making a decision

About this courtship, I invite you to speak.

Call all the elders from our towns and villages

To listen to this first

Which I, Sikhun, will broadcast over this (radio) station

Of the land of Laos.

It’s as though I, Khun, were eager
To return to the subject of love
Only to cajole and charm you

In order to win you.

9 Fruit of the Aegle marmelos (Kerr 1972: 1103).
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35c. Let the two of us consider courting
Each other again.

36d. Dear Thongbang, don’t digress
Like dear Duang, the one who sang.

37a. Or haven’t you thought about it again,
These willful retorts to me
38b. That cause me, Sikhun,
To reply and sing in this way?
39c. You evade and resist the topic,
Singing about any and everything.
40d. That’s not right
At a performance of lam.

41a. If we can perhaps love each other,
We can cajole and charm each other
42b. And make the singing connected and relevant
As the founding singers did in ancient times.
43c. We could perform for the old ones,
For those venerable singers,
44d. Those who have preserved and pointed the way,
Demonstrating our singing for them.

45a. I, Khun, am still thinking of searching again,
Of asking to communicate my love for you.
46b. Only of those things which satisfy me
Will I speak.
47c. Thongbang, how I love you!
I’'m cloudy and somber like rainy weather,
48d. Dear woman, dear beautiful woman,
Beautiful creation of the gods.

49b. Having said this, my love for you is restless
Like a buffalo seeing the rice.

50c. Thongbang, whomever I’ve loved in the past can’t compare with you.
Dejectedly, unhappily 1 hug my knees to my chest.

51d. My love reaches even your house and granary,
Your large [rice storage] baskets, your small [sticky rice] baskets,
your woven rice steamer.

52a. I, Sikhun, say that I love even your dishes,
Everything in your house.

53b. Though I’ve looked at everyone,
I’ve never seen anyone like you, royal lady.
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54c. My love reaches even to your skin,
There under the very clothes you wear.

55d. When the wind caresses your body, I want to steal a look;
My heart moans; I want to sweep in and look.

56a. I'm not just speaking playfully;
I love you all night and all day.
57b. When I close my eyes, I see you in my dreams.
I can’t contain my restlessness even for a single day.
58c. All the women I have seen can’t compare to you.
Just seeing your shadow makes it possible for me to live.
59d. From the beginning of my awareness,
I have never met anyone I loved.

60a. I love you to the point of screaming and crying
"Til tears flood my face continuously

61b. Exactly like a plow follows
Behind a buffalo.

62c. When I sleep at night, I become restless and hot
Until my pillow becomes wet with saliva.

63d. I call out, searching only for you,
Until I don’t even eat.

64a. Sometimes I even thrash about
More violently than if I were possessed by spirits.
65b. Thongbang, dear woman, I start and bump the wall;
My forehead swells up with a lump as big as a fist.
66¢c. 1love you ravenously;
If you were food, I would swallow you whole.
67d. My hands are always groping;
I’ll probably faint; I can’t open it.

68c. Ilove you like the civet cat loves bananas,
Like the shuttle with the loom.
69d. I love you like the little child
Loves to sit on his mother’s hip, never wanting to be set down.

70c. I love you, woman, this time
Completely like I love the flute reed.

71d. I pace until my knees are exhausted,
Until my buttocks disappear.
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72¢c. 1love you like a bear loves honey;
I love you like I love fish lap.10
I love you like I love leaning back on a mattress.
73d. TI’d like to return home with you, royal lady;
I’'m carrying the fish basket and throwing out the fish net.

Tac. Tlove you, 1 want o reiurm home with you and take care of you.
I love you; I want to return home and sleep beside you.
Can you care for me in return?

75d. Iraise my hands in respect to you;
I ask the protection of your shadow.

76a. How I love you!
Until I grumble and scratch my head.
77b. Ilove you until I’'m drunk and can’t open my eyes
To see the sun up in the sky.
78c. Ireally love you, darling.
I love you, precious woman,
Like a bird loves a seedling.!1
79d. Ilove you so much I might die today.
If you wanted me to be your warm excrement, I would comply.

80c. Now, when I meet you,
A lump appears in my throat.

81d. I open my mouth and I’m nearly mad.
I just want to speak with you.

82a. My love reaches your breasts, your earrings,
Your clothing, your skin.

83b. Your adornments
Are appropriate and praiseworthy....12

* * * *

10 A traditional Lao dish of spices, hot peppers, minced meat, and vegetables.
11 Of the plant Eriocaulon cinereum R. Br. (Kerr 1972: 13).

12 For the purposes of this paper, the whole performance has not been trans-
lated, as it is much too long. Instead, at this point we move on to the last sec-
tion of the poem to provide a sense of how the mohlam ends his performance.
This pattern of providing a translation only of the first and last sections of the
performance is also followed with the text from Thongbang, the female mohlam.
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84a. This concluded, Thongbang, it is not that I am a rascal;
My words of love just come
85b. Not to flaunt love, merely to sing,
Saying I will take you.
86c. Young woman, won’t you compete
And let Sikhun communicate with you?
87d. Concerning this, we met
And agreed that we would sing.

88a. Young woman, I, Khun, am like a bee
Flying and circling in the air,
89b. Searching for something charming,
I alight on the branch of the Nyang tree; 13 but there is nothing.
90c. I’m like a crab or a fish stuck
In a swamp and exposed to the air.
That’s how it is, dear woman.
91d. 1pay my respects and pour water before the gods;
I will bow my head almost to the carpet.

92a. Pure like a diamond
From heaven,
93b. Seldom is there anything which can bond with,
Embrace or cover this jewel.
94c. Dear woman, just everything about this gem is like you,
Always a worthy, shining thing.
95d. If our fate is right,
It will strike us, arouse us.

96a. So I want to ask you for news of love,
To request you, royal lady, to please think
97b. With compassion of one who is
Suffering over you.
98c. I think that if I persist in speaking,
I’m afraid that you won’t have me; I will be deceived.
99d. I’m afraid that I, Khun, will become withdrawn.
If my feelings are truly hurt, I will run away.

100a. In this, if you should help me,
My heart will follow close to you;

101b. I'll persevere in this relationship,
And things should improve then.

13 A hardwood tree, Dipterocarpus alatus Roxb. or possibly the tree Diptero-
carpus turbinatus Gaertn (Kerr 1972: 522).
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102c. I, Khun, am attracted to you. I see you;
I look at the way you sit and

103d. My soul is completely destroyed; I talk to myself;
I am tired at heart.

104a. Discuss and agree, dear;
Put your love into words.
105b. Don’t hide your decision from me,
Nor avoid the issue, I beg of you.
106¢. At this point, I, Sikhun,
Will stop the verses for now
107d. To let you, Thongbang, reply to me
As to whether or not you will have me.

108. Come, person from a far away place,
Please make sure you think it over very soon.
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m3olam thdonbaar

1. may may kéem?aay may may
2. taay baat siikhuun waw say kh35 huam nee kip kaay
3. phuusaay boo mii lAay mii tee tiia? mot pii
4. njon waa
k3on 74ay 160p lookii naar yaak khii maa mee
hay man mom
S. 39y 130y 30y
6a.  bor/ tee phii kaaw taan kasOn s3op mii wian wian
paat thoo n35 khiun 230y
7b.  con mee lia huu khdo kiAma? miay manoo n3or
8c. khdoywaa
néew kh35 khin c&t téem nii tdar taam t3m 7amnaat
9d. maa phaat phii phdon hay phaa may m3oy mii miay d3om
10a. h3om/dee diian dd>ok may sii kiilaap dom h3on
11b. phoon phian phiay meen phuu sdwgen wian yoon
12c.  mdony/ khii baan bay doon nii lianlaam léem paak
13d. c#p kha? naa phiia phuam ph35m nii pham sti
14a. boo/pikaat kaaw sii nii sén saan saw m3ot
15b. méentee tam tdot tit 2an phum phian phdon ph3o
16¢c. yaan/tee c3om késit 74ay saay boo phdon phian s3op
17d. saaw sua som khaan m3ay hay  naan hiiu waa phon h&én
18a. khd5/ ninkh3o kiaw wén yaak kh35 huam hian s3on
19b. yaak kh35 h3on hiag m3on yuu n3o5n nam n3on
20c. cawwaa
saay paw p3on p&? paan boo mii phay si? kh3o kiaw
21d. hia phuu maa kiaw waw won Kin ka? bao mii
22a. baan/ maa ph3o mii nii si? kh3o kiaw hay t&m cay
23b. thuk sin kh3on phaay nay boo blat suq thaaq caw
24c. thdn/ meen khin kh3o waw si? néem neem nam khuu
25d. neew naan khin kdop kiu h4a stiu boo mii
26c. th¥onpwaa
séen/ sook sii kiisan ndon yaan sia cay boo day phii
Tilii day lam 230y
27d. Tanthuk mii thuk khdo khanin riia neen ndon
28a. thuk/ sig saat sam n5on kh35 naw nitam boo 39y naay
29b. taay léew baan bay khit yaak khdot khiian kh35 son
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30c.
31d.

32c.
33d.

34a.
35b.
36¢.
37d.

38a.
39b.
40c.
41d.

42c.
43d.

44a.
45b.

46a.
47b.
48c.
49d.

50a.
51b.
52c.
53d.

54a.
55b.
56¢.
57d.

58a.
59b.

61d.

2iik/ 7an wian wun wun
hia hoom haoy

paan/ mia thii naag dan
nam khon khiiay pho? mon

lian/ nan fian boo day nii
thuk 7ban ka? phdo pay
thuk/ siy baan bay haaw
s&en si? kh3o khaw

thuk/ yaan 7ua khiam khaay nii
bdok hay baa maa suu

7ua/ khiam khuan khuan khiam
thaw than phit phaat khin

naary/ 130y 7aw too day
kee cdn c3o1n ndaw

yaan/ th3or can boo day
hé&n c4? fiip khdo khéen hay

* *

phon/ waa baar siat sia
piapdanmaalaa
lip/piphan maa kay
yAan naan kom naa hay

phii/ khiam waw waa yaak s3on
boo pop siaw m3olam

waw waa/ boo mii bdt tAan

hak pho? hiam huup phian

kh3on/ thuk thii thii sdok mi?
théen kaaw th3n kip phiia
cin/h&n tiia tOk tan

maa siwin suu lin dee

con/ siaw kh35 khaw kom
séen sii saay son

pén/ phuu siiun sik kaa
son khon nop n3op way
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paan din din dian sii
si? fia? ne? phée phiin meen boo
mii

s€en kasin siit sua
nam ?4ay nii boon fon

mii khuu khim khiian

neen non nay daaw

hia phiia phdy bod huam

luam 130y boo day ki? dan maay

kh3oy thaan khiin lGu
waa boo 7aw pay sion
khanin 11ay 14an dar
130y kiim kee cay

pay fiin kh&en kh35 phuuk hay
day phdo mian siiwarn

mii bay baat baar 730y
dan khii naan Tua

*

sum s30k som saw3ay

lia nii diiu déen dom 74a
yAan naan h3oy hay com
100 phium caw t5op maa

khan liik boo nii 16p

si? leen khiin mia baan
phd si? cam c3on¢o0
paan lian 15on Rat Rat Ki

mii ban boon biin 11ay

k47 7aan phon phuum phua
laasawanwon waan

si? s3on siin sOm

hitacay m5op mon thii

khit niii book baan cay kiium
sikiin pen sia phuu fiay
won wun waa kaaw fian



62a.
63b.

64c.
65d.

66a.

67b.
68c.
69d.

70c.
71d.

72c.
73d.

T4c.
75d.

76¢.
77d.

78c.

79d.

80.

81.

khit/khit maa phaaw
waw tee sdaw m3olam

book/ hay sankhdan n3om nii

kh3o kiaw kan baat waw

baar/ nii 7it miay p5on
piiu boo miay maa
250y/ boo sdm kip khaw
nok %ian poot maakmay

hin/ boo mday kip phda
fon baat tee luy

mian/ dan sﬁay nx-:z—:n n:)orj
si? thiaw saw s3ay s3on

baary si? laa koon kay thim
sdon (i khdy paak tian

baarny/ si? kay k3on 24ay nii
khan phii hak hiiup n3oy

si?/ cam cOp tdan

neem maa phii dee naa

7{ian suan kéem Taay

néem bon nuan nay taa

phian phdoy philut phon thilgen
phuu beeq bﬁa bay khaa
neep neem nam niaw

sdnéechdo say

meew boo yaak Kin nilu

kuat diy yuu kheem n3on n3oy
73w sin maa nom niar

74w fin hay suu Kin

s&en si? fon thia thaak
khom phaa phon thoo kh&en

boo miay kom kan kiaw
si? ldan 19 hay fiip mia

sOm siaw s€en sdnaa
day log tooon titm maa

waar sia siit caak
100y saay waw boon ¢in

k3on tda wian séen sinaa
phd? n3on caw boo taay
?74n day kheen phée 230y

?4an suan

can meen fio:)t sdnaa
mia maa ph3o



N

’ 6a.

7b.
8c.

9d.

10a.

11b.

12c.

13d.

14a.

15b.

16c¢.

17d.

Mohlam Thongbang

So new, thy cheeks, so new!

I nearly died when you, Sikhun,
Asked to sleep with me.

Men are like that!

You just tell lies all year long.

I think that you’re never satisfied.
I want to ride a mare and escape.
Oh! Oh! Oh!

Look at what you’ve said—

Only sweet and pleasant things,

Right, Khun dear?

Until my throat grew dry,

And I felt tired.

I think that the special design of the material
Has the full power to attract,

Opening it up, it is so beautiful

That one becomes faint and tired.

Sweet-smelling are the numerous flowers;

The rose smells sweet for a long time.

The bee is a kind of insect

Which seeks sweet stealthily.

It looks like the flowers of the Dohn tree14
Are a mass of yellow.

The flowers bloom on the branches;

Bunches of many colors appear simultaneously.

Not announcing their appearance,

They tremble, spread, and die out.

Insects which prick and sting attach themselves to the bunches,
As if delighted to find them.

I’'m only afraid that your royal highness won’t be satisfied
With a single flower;

You’ll just enjoy it, intending

To let the woman think you’ve just seen her.

14 Tpe Elaeocarpus tree, possibly poilanei Gagn. (Kerr 1972: 50).
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18a.

19b.

20c.

21d.

22a.

23b.

24c.

25d.

26c¢.

27d.

28a.

29b.

30c.

31d.

32c.

33d.

34a.

Point one: you asked to relate to me;

You wanted to ask that we two live together.

You wanted to share my pillow,15

To stay and sleep with me.

You said that you were a free man,

That you don’t have anyone who has anything to do with you.
You can’t even find someone to come and talk with you;

You don’t even have someone to flirt with.

I, Bang, come to meet you today,

To court you, to satisfy you.
Everything within me,

I will not withhold from you.

Even if it’s to compete, I ask to speak;
I’ll parry with my partner.

A person like me will compete with you
Since I have not found a sweetheart.

Although I’m extremely sorrowful, I desire you.
But I’m afraid that I'll be sorry, and I won’t get you,
Really, dear mohlam.

As for unhappiness, I have it all.

I languish from love and sleep too much.

For my entire life,

I ask to be protected by your shadow; I cannot easily raise my head.
When I die,

I think that I want to be with you; I ask shelter.

I’'m very disturbed,

Just like the surface of the earth in the fourth month.16

One seeks a path,

And a crack will break open; there is none.

Just like when I resist

My desires are greatly increased.

Following you because I’'m confused,

Following you to a place where we can be together.

As for that, I still don’t
Have a partner to satisfy me.

15 This phrase also can be used to refer to the “auspicious moment for the cere-
mony of arranging the pillow during the wedding” (Kerr 1972: 1209).

16 During the hot, dry season in Laos.
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35b. Well enough to take care of me

And sleep with me in the forest.
36¢c. To preserve all that is pleasant,

Whoever seeks a husband won’t sleep with him.
37d. Even though he asks her many times

And is unsuccessful, it’s as intended.

38a. Everything (about this) is like when the gracious Oual”
Was waiting for Khun Lu
39b. To ask her to become engaged,
But he didn’t take her.
40c. The gracious Oua carefully calculated
And thought about many things, such as
41d. All the mistakes that she had made;
After that she became depressed.

42c. So then she took herself
To be hung by the neck, tying herself

43d. Onto the sandalwood tree until it bent over,
Ending her life.

44a. 1, Thong, am afraid that since I can’t get you,

I, poor dear Bang, -
45b. May hang myself by the neck

Just like Nang Oua.!8

46a. People say that some kinds of creatures
Only seek pleasure
47b. Just like they seek flowers
Which appear red and fragrant.
48c. If you come close,
I’m afraid that I’ll cry and complain.
49d. I’m afraid that I'll hide my face,
That you’ll cause me to lose my pride; answer that!

17 Nang Oua and Khun Lu are the heroine and hero, respectively, in a traditional
Lao narrative, Khun Lu, Nang Oua.

18 As with Mohlam Sikhun, we now move to the last section of the performance.
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50a.

51b.

52c.

53d.

S54a.

55b.

56c.

57d.

58a.

59b.

61d.

62a.

63b.

67b.

68c.

69d.

You said that you wanted to sleep with me;

Entwine with me, that you wouldn’t run away from me.
That you wouldn’t flee from (this) mohlam woman,

Or go running back home.

Your speech did not have meaning

Enough to enchain me.

You like me because my body is smooth;

I'm ticklish and cry out; my blood flows.

For every place that has happiness today,
There are some places which have much merit.
Speaking again about a husband,

Let’s consider your proud family line.

So you see me adomed;

The royal palace is empty.

Please come to heaven to play with me;

We’ll sleep happily together.

Finally, I ask to enter, bowing my head.
I give you my heart.

Your very name makes me think

Of disclosing my unhappiness.

You are from a high, powerful

And important ancestry.

People pay their respects to you.

If they are disturbed, you advise them.

What are you thinking of

That makes you want to court

But a mohlam woman like me

Who just sells her words?

You tell me to treat you carefully

With my head bowed in respect, vowing to care for you.
You ask that we court as we speak

About love.

I, Bang, am tired of being fed;

The cat doesn’t want to eat mice.

A crab that doesn’t want to be observed
Stays along the edge of a small pond.
Sugarcane doesn’t mix with rice;

What will you use to bind them together?
A singing mynabh is tired of fruit;

What will you give it to eat?
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70c. If the stone doesn’t go with the machete,

Even though you try many times to sharpen it,
71d. It won’t become sharp

And will tire the arm.

72c. Just like my fate
Which is not in accord with yours.

73d. Even though we have each other many times,
It will deceive us and make us hurry home.

74c. I, Bang, will say farewell now,
Handsome bachelor.

75d. Tinvite you to reply,
To say more.

76c. I, Bang, will go before you;
I’ll leave you here.

77d. If you love my small body,
Oh, you’ll speak truthfully.

78c. I will finish answering you,

You of the melancholy eyes, extremely handsome man!
79d. Please turn and look this way!

You won’t die!

When will the khenel? break?

80. Full and alluring are your cheeks,
Full and alluring.

81. When I look into your gentle eyes,
How beautiful they are!

19 This is the musical instrument which is used to accompany most mohlam per-
formances. This instrument is made of matched bamboo pipes, and its sound has
an organ-like quality.
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