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Abstract—This article provides a critical engagement with The King of Bangkok, 
a 2021 graphic novel by Claudio Sopranzetti, Sara Fabbri and Chiara Natalucci.  
The novel deploys an original mode of presenting detailed ethnographic research, 
and makes extensive use of contemporary imagery such as Thai movies including 
Pen-ek Ratanaruang’s Monrak Transistor (2001). The authors grapple with the 
complexities of telling a story covering a fifty-year period of Thai politics to a 
foreign readership outside the academic realm. As a graphic novel, the work falls 
under the hyper-masculine influence of the “comic book” form, with its traditional 
emphasis on the male super-hero, including a troubling tendency to personify 
Bangkok as threateningly female, and to play down the significance of women, 
especially in the Red-Shirt movement. This stands in contrast to contemporary 
Arab feminist writers of graphic novels on protest and uprising. Given that the 
Thai translation of the work as Ta sawang (Open Eyed, or Awakened) was very 
popular, what does the novel’s final resolution imply for the political “awakening” 
of the mass? And how does this text compare with key Thai fictional radicals and 
anti-heroes from the novels and short stories of 20th-century Leftist writers such 
as Siburapha, Seni Saowaphong and Wat Wanlyangkun?

The King of Bangkok by Claudio Sopranzetti, 
Sara Fabbri and Chiara Natalucci (University of 
Toronto Press, 2021) is a translation of the 2019 
Italian graphic novel Il Re di Bangkok, published 
by Reading Italy, a niche Bangkok-based press 
focussing specifically on Italian literature in Thai 
translation. It was also translated into Thai under 
the title Ta sawang (Open Eyed, or Awakened), 
which received the accolade of a “Notable Book 
Award” from sixty Thai publishers as a volume 
that local readers should read (p. 225), and 
rocketed to fame, in particular among the younger 
generations of largely middle-class urbanites. 
The book clearly resonated with the mood for 
renewed political protest and social change, that 
recommenced in 2020. This is reflected in the 
words of the dedication in the English-language 
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version of the novel: “To all the 
victims of political violence, those 
who continue to live with scars, 
and those who paid the ultimate 
price.”

In its various iterations, this 
paradigm-shifting, five-chapter 
“comic book” by three Italian 
authors/illustrators affords rich 
opportunities for discussion of 
both form and content, set as it is 
amidst the intense socio-political 
upheavals of the past fifty years 
in Thailand.1 The opening page 
depicts an androgynous human, 
hands placed over their eyes in 
seeming visual reference to the 
well-known Japanese three wise 
monkeys, “hear no evil, see no 
evil, speak no evil.” Yet the text 
provocatively reads, “My eyes are 
open” (ta sawang, in Thai; Figure 
1). This is a story of the end of 
delusion and the awakening 
of new, liberated senses, both 

political and existential. They emerge over the course of the narrative from a starting 
point at which the key protagonist appears trapped in a maze of concrete blocks, 
devoured by the octopus-like spread of the city, curiously personified as female. “She 
has swallowed … She’s taken my eyes” (pp. 2-3). So commences the personal history 
of Nok, a blind Isan lottery ticket salesman who first arrives in Bangkok from Udon 
Thani in 1982, the year commemorating 200 years of the establishment of the city as 
the national capital.

Chapter One pursues Nok’s plight as a naïve country boy, easily exploited by 
those close to him who have grown hardened by city life. The somewhat culturally 
conservative tale of the newly-arrived “country bumpkin” to the metropolis is a well-
established trope throughout 20th-century socially committed Thai literature (known as 
wannakam phuea chiwit), examples of which readily appear in English translation.2 It 

1 I draw here on the terminology adopted by Rasha Chatta in her discussion of Arabic graphic narratives 
(2023): “I employ the term ‘graphic narratives’ interchangeably with the more commonly-used term ‘comics’ 
as an all- encompassing category comprising various sub-genres, or art forms, such as manga, comics albums, 
graphic novels, bandes dessinées, i.e. any kind of sequential art narrative published either in print – in 
magazines and book format – or online – on websites and blogs” (page unnumbered).  
2 These include the short story collection by Benedict Anderson and Ruchira Mendiones, In the Mirror (1985); 
David Smyth’s editions of Ko Surangkhanang, Ying khon chua (The Prostitute, 1937) and Siburapha, Behind 

Figure 1. “My eyes are open.”
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169Dominant Masculinities and the Lure of the Rural Idyll in The King of Bangkok

has also been discussed more widely by economists, such as in the seminal work From 
Peasant Girls to Bangkok Masseuses by Pasuk Phongpaichit (1982) on the experience 
of Thai women migrating to employment in the sex industry in the early 80s; and by 
anthropologists such as Mary Beth Mills (2014, 2012, 2008, 2005a, 2005b, 2003, 2001a, 
2001b, 1999a, 1999b, 1999c, 1998, 1997 and 1995) on the complexities of Thai female 
migrant labour in relation to globalisation and the need for rural/urban obfuscations.

The trope of the disloyalty of a relative who welcomes the newcomer to Bangkok 
and fails in their duty of care as the result of the city’s corrosive effect on their morality is 
also a common one in Thai literature and film alike. Nok’s first exposure to exploitation 
comes at the hands of his cousin Boon, who takes a cut of the pay Nok receives for the job 
that Boon has found him. It marks the first of many similar experiences of exploitation 
by those in positions of power over him, until the scales finally fall from Nok’s eyes at 
the conclusion of the story. This early life lesson in urban depravity echoes the plot of 
Ong Bak (2003), the Thai martial arts blockbuster in which the Isan village kickboxer 
Ting (played by Tony Jaa) is repeatedly manipulated by a relative who has dyed his 
hair blond and insists on calling himself George! The betrayal of the country boy “fresh 
off the boat” is similarly the mainstay of novels such as the late Wat Wanlyangkun’s 
tour de force Monrak Transistor (first published in 1981), subsequently reinterpreted in 
cinematic form by Pen-ek Ratanaruang’s 2001 movie of the same name. Sopranzetti, 
Fabbri and Natalucci reference the film directly on p. 71 where we see the newly-weds 
Nok and Gai almost re-enacting the opening scenes in the idyllic union that precedes 
the trauma of inevitable migrancy and separation. The pregnant Gai is depicted on p.73 
wearing the same design of blouse that the hapless anti-hero Phaen buys for his wife 

the Painting and other stories; translations by Susan Kepner (1996, 2005); and my own translations of the 
veteran Thai short story writer Sidaorueang. The theme has also been extensively explored in English-language 
academic stuies, such as Ellen Bocuzzi, Bangkok Bound (2012), marketed as “the first book to examine this 
body of literature and to distil the messages conveyed by Thai migrant writers about their experiences”.

Figure 2. The blouse: Sadao in Monrak Transistor; Nok and Gai in The King of Bangkok.
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Sadao in the film version of the story, an item of clothing that fades and grows tattered 
as a metaphor for their damaged relationship (Figure 2). This detail is testimony to the 
replication of dominant Thai narratives of the city/country divide, both conservative 
and Leftist, as well as to the extensive research into imagery that was undertaken for 
the production of The King of Bangkok, discussed in the interview with the authors in 
Appendix II at the close of the work.3

Nok’s marriage to Gai takes place in Chapter 2, following a period back in his home-
village in Udon Thani. Once things have looked up for him with work in Bangkok, we 
see him buy a motorbike and travel back to Isan to reunite with his father. Nok has a 
serious road accident en route, though this seems to play no further significant role in 
the story, other than as a pretext for meeting Gai, who nurses him. Despite the visual 
emphasis on opening eyes immediately after the accident, this is not, however, the 
moment when Nok loses his sight, which comes at a much later incident, in which he is 
injured by a bullet fired at him in Red-Shirt street protests in 2010. 

Gai is initially reticent to return Nok’s amorous advances because he talks so 
incessantly about the wonders of Bangkok  – setting up a necessary, though oversimplified, 
binary tension between city and countryside that is the flavour of so much Thai popular 
culture of the 20th and 21st centuries. Eventually, however, she acquiesces and when 
Gai falls pregnant with their son Sun, Nok chooses, like so many in his situation, to fulfil 
his financial commitment to the family by becoming a migrant worker. As Sopranzetti, 
Fabbri and Natalucci explain, the character of Nok, and all others who appear in the 
book, is a composite, constructed from the stories and interviews Sopranzetti collated 
as an anthropologist in over a decade of fieldwork in Thailand. His research focussed 
primarily on the lives of Red-Shirt motorcycle taxi drivers in Bangkok in the years 
of political upheaval prior to the 2014 military takeover, and is published in his Red 
Journeys: Inside the Thai Red-Shirt Movement (Silkworm Books, 2012) and Owners 
of the Map (University of California Press, 2017). While both these texts are aimed 
primarily at an academic readership, The King of Bangkok is intended, according to its 
authors, to reach a wider audience, beyond the university. Although the graphic novel 
format and certain elements of the narrative support this mission, the accessibility of 
the text is in some sense also limited by its publication in an ethnographic series by a 
university press (Toronto) and, not least, by its daunting price tag.

The question of intended audience is one of two key issues that, in my view, troubles 
The King of Bangkok; and it is a question that the authors address to some extent in the 
interview section of the text with the necessary degree of humility and caution. How do 
three Westerners (farang) fulfil the complex task of presenting material from the bottom 
up as an accurate, yet nevertheless mediated, reflection of the subaltern Thai experience 
to a non-Thai readership with no presumed understanding of and exposure to Thai 
Studies? How can the authors avoid falling back on stereotypical framings of Thailand 
through the Western lens while still making it accessible to a Western readership? 

Sopranzetti, Fabbri and Nattalucci clearly assert that they did not wish to tell a tale 

3 For further discussion of the tensions between conservative and radical agendas at play in the depiction of 
the city/country divide in Monrak Transistor, see Harrison, 2005.
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171Dominant Masculinities and the Lure of the Rural Idyll in The King of Bangkok

of Thailand, “Virgil-like” (p. 218), through the eyes of the Western narrator or traveller 
– a formula impossible to avoid in the Hollywood depiction of Thailand, evidenced in 
movies such as The Beach, Anna and the King, The Impossible, Brokedown Palace and 
the egregious Hangover Part II. As the authors explain in the interview section of the text:

From a graphic point of view,… the main challenge was to re-create local 
atmospheres and scenes without relying on the orientalist stereotypes that often 
dominate the Western gaze and associate Thailand with mysticism, Buddhism, 
pristine nature, or criminality, stressing the distance between “us” and “them”. (p. 
223)

Despite this, however, the uninformed Western reader’s experience of Thailand 
is inevitably largely shaped by popular Western cultural values – expressed through 
cinema, documentaries, novels, magazine articles, news reports and popular music alike; 
and it seems impossible for The King of Bangkok to entirely circumvent this in its aim to 
appeal to such a readership. This is demonstrated, in my view, by an over-representation 
of the farang tourist in the novel that appears at times contrived. Nok, the blind lottery-
ticket vendor, appears to do an incredulously roaring trade with tourists, as one Italian 
character exclaims to his Thai girlfriend, “Bellezza, oggi mi sento fortunato. Prendimi 
un biglietto.” (Hey gorgeous, I’m 
feeling lucky today. Buy me a 
ticket.) (p. 82). “Over the years, 
tourists became part of my life,” 
Nok reveals, “Now they are just 
people I sell my tickets to or 
another background noise I use to 
orient myself” (ibid.). 

Similarly, although Sopranzetti 
assures us that many of his 
informants had worked as migrant 
labourers on the tourist island of 
Koh Phangan, this is perhaps 
not the most obvious site of 
employment for Isan construction 
workers; nor is Koh Phangan 
renowned for a particularly large 
number of high-rise, luxury 
hotel complexes, unlike Samui, 
Phuket, Khao Lak, Krabi and 
other popular beach locations, let 
alone Thai intellectual travellers 
on the boat to the island reading 
So Sivaraksa’s Siam in Crisis in 
English! (Figure 3). What Koh Figure 3. Nok travels to Koh Phangan.

Journal of the Siam Society, Vol. 111, Pt. 1, 2023

167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   171167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   171 13/5/2566 BE   13:3013/5/2566 BE   13:30



172 Rachel Harrison

Phangan does boast, however, is the notorious Full Moon parties that many Western 
readers may have heard of – just as they will have heard of the tsunami of 2004 which 
makes a fleeting appearance in the story (p. 143) for no apparently important reason 
that directly affects its protagonists, and about which Nok strangely reads in English 
in the Bangkok Post. We are further required to suspend disbelief at the stage of the 
story (Chapter 3) in which Nok, Hong and other Thai workers join the tourists at the 
Full Moon revelry as apparent equals, just as we do the scene in which Hong seduces a 
vodka-swilling Russian tourist who invites him to “dance” on the boat out to the island. 
This echoes what I see again as a Western misrepresentation of Thai sexual practice 
referred to in Chapter 1 of the novel, when Hong and Nok go seeking sexual pleasures 
in one of Bangkok’s red-light districts and are clearly depicted drinking in a go-go bar 
traditionally the preserve of foreigners rather than less wealthy local Thai clients (p. 34). 
What Thai ice-factory workers could afford such a costly night out? 

More convincing, by contrast, is the narration of Nok’s dependency as a hard-
working construction worker on amphetamines in order to sustain his efforts. When he 
loses his job, like so many others, in the Tom Yam Kung economic crisis of 1997, rather 
than return home to his wife and child, he remains on the island wallowing in addiction. 
Again, we are reminded of Phaen, the protagonist in Monrak Transistor, trapped amidst the 
forces of globalisation and unable to find his way back. At the close of Chapter 3, Gai arrives 
to tell Nok, in her frustration, that their relationship is over: “For a long time … I thought 

you had a new family. But it’s worse 
than I imagined. I came down here 
to tell you face to face that this is 
over. … We are done” (p. 113).

It comes as something of 
a surprise, therefore, that at the 
commencement of Chapter 4, 
in 2001, Nok, Gai and Sun are 
reunited as a nuclear family 
unit and back living together in 
Bangkok. It seems as though 
Gai’s words have gone unheeded, 
and the reconciliation is not 
described in the novel (though 
Nok is inexplicably free of his 
amphetamine addiction and now 
driving a motorcycle taxi). This 
brings me to the second, and 
more serious reservation that I 
have about The King of Bangkok, 
and one that perhaps reflects the 
state of the field of Thai Studies 
more widely: that is, the visibility 
of women and the audibility of Figure 4. Nok and Gai meet General Sae Daeng.
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the female voice. Aside from 
the supporting role of Gai, there 
are no other female characters 
whatsoever in this text. Nok has 
a father who figures in much of 
the narrative, even from the grave, 
but his mother is entirely absent, 
except by implication.

More importantly, despite 
the book’s important emphasis 
on contemporary politics and the 
Red-Shirt movement in Chapter 
5, and its regular depictions of 
Thaksin Shinawatra, it includes not 
a single image of Thaksin’s sister, 
Yingluck, Thailand’s first female 
prime minister, in office from 
2011 to 2014.4 Sopranzetti, Fabbri 
and Natalucci’s account of the 
Red-Shirt movement is an overtly 
masculine one, paying little or no 
attention to the central role played 
by women in the organisation and 
running of street protests. In the 
scenes in which Nok and Gai are 
introduced to General Seh Daeng, the Red-Shirt leader (pp. 168–9), not long before the 
general’s assassination in May 2010, he thanks Gai in the most patriarchal of statements: 
“It’s women like you who are doing most of the work, looking after our men and elders” 
(Figure 4). While this may be a direct quotation of the General’s “wise” observations, its 
effect in the graphic novel is to relegate women to a supporting rather than central role in 
the protest movement. Coupled with this comes the foreboding presence of the feminine 
as a negative force through the depiction of dystopian Bangkok as female, at least in 
the English-language version of this text. The anonymous warning issued to Nok in 
Chapter 1 that, “She’ll swallow you. She swallows everybody. By the time you realize it 
… It will be too late to leave” (p. 35) appears in unfortunate proximity to the depiction 
of a female sex worker packing up her clothes and her earnings as Hong lies, sexually 
spent, in his underpants on the bed (Figure 5). This is sadly the stuff of the luckless 
American protagonists of Hollywood’s corny comedy Hangover, Part II: “Bangkok has 
them now; and she’ll never let them go!” 

It is arguably the case that the relative absence of women in The King of Bangkok 
may be due in part to the traditional form of the graphic novel itself. While it is to be 

4 For a discussion of the representation and misrepresentation of Yingluck and the feminine in contemporary 
Thai culture, see Harrison, 2017.

Figure 5. “It will be too late. Leave!”
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enthusiastically welcomed that academia in general, and Thai Studies in particular, has 
embraced this relatively new and innovative form of presenting research findings, its 
limitations must, however, also be addressed. With its close connection to the hyper-
masculine adventure stories of Captain America and Superman, the graphic novel has 
tended to focus on the experiences of the all-male hero. As Rasha Chatta explains in her 
recent work on the Arabic graphic novel (2023, page unnumbered):

Scholars specialised in North American and Western European comics tend to 
recognise the overarching predominance of a male-centred focus that has shaped 
and tainted the field since its inception (Gibson 2016; Aldama 2021; Chute 2010; 
Brown and Loucks 2014). In the words of Brown and Loucks: ‘The comics industry 
has typically been characterised as a masculine domain. ... Certainly the comic 
book industry is, and always has been, dominated by men and masculine themes. 
Men constitute the majority of writers, artists, editors, letters and colourists. Men 
also serve as the default characters ... and mainstream comic book stories tend to 
focus on masculine heroic struggles. And male consumers have historically been 
the largest demographic for comic books.’ (Brown and Loucks 2014). 

The King of Bangkok, supported by Sopranzetti’s ethnographic research on male 
motorcycle taxi drivers and their link to the political protest movement, thus leaves little 
place for queens, princesses, female prime ministers or subaltern heroines. Yet there are 
certainly precedents for subverting the masculine focus of the graphic novel, as Chatta’s 
work (2020, 2023) on contemporary Arabic feminist approaches to the fiction of popular 
protest reveals. Across the Middle East, female graphic novelists such as Nour Hifaoui 
Fakhoury, Lena Merhej, Zeina Abirached, Haytham Haddad and Fatman Mansour, to 
name but a few, are exploring the gendered experience of participating in street protests 
and their long years of marginalisation in patriarchal societies such as those of Lebanon, 
Syria, Palestine and Egypt. Chatta refers, by way of example, to the work of Daou et 
al. (2021), quoting the caption of the opening chapter as follows (in Chatta 2023, page 
unnumbered):

The vexing question of how to start a comic on feminism(s) in Lebanon was 
solved by reality. Soon after we began working on the script, an uprising erupted 
on October 17, 2019. While participating in various debates and actions related 
to the uprising, we noticed the clearly gendered power dynamics at play during 
demonstrations and meetings. How could we not start there?

Rather than providing a starting point, the popular uprising of the Thai Red-
Shirt movement and its subsequent dissolution serve instead to conclude the plot of 
Sopranzetti, Fabbri and Natalucci’s The King of Bangkok. Chapter Five of the novel 
depicts the two-stage demise of the street protests: firstly with the violent suppression of 
demonstrators in May 2010, when Nok’s long-time friend Hong is shot dead by the Thai 
military, and Nok himself loses his sight from a bullet lodged in his brain; and secondly, 
two years later, when the exiled Red-Shirt champion, Thaksin Shinawatra, addresses a 
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commemorative gathering of his supporters and calls for an end to all further protest in 
order to peacefully contest a forthcoming election. For Nok, this is the ultimate betrayal 
in the long list of betrayals that shape the narrative arc of the novel from its opening in 
1982. What, then, remains for its hero in the closing pages?

Nok may be physically blind, but in another key sense the scales have fallen from his 
eyes and he has finally gained new (in)sight (ta sawang) into the cause of his suffering in 
the city. This insight plays out as a rejection of the entanglements of Bangkok, with its 
all-engrossing female tentacles, and a (re)turn instead to the “purity” of the countryside. 
Nok’s revitalised longing for: “The smell of rice ready to be harvested. The sound of 
Hong’s laughter. Gai’s gentle strength. Sun’s unpredictable future” (pp. 204–5; Figure 
6) sees him step into the iconic entrance of Hualamphong Station, undoubtedly bound 
for Isan. “It’s to them I now want to return” (pp. 106–7), he says, as the novel promises 
happy family unity through the final image of Nok and Gai, arm in arm, backs to the 
viewer, walking into the distance.

Figure 6. “The smell of rice ready to be harvested.”
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The King of Bangkok thus ends on a somewhat well-trodden path of Thai socialist-
realist convention; its resolution of a return to the countryside and its privileging of the 
bourgeois family unit were classic features of socially committed filmmaking of the 
1970s and 80s. It is redolent, for example, of Prince Chatrichalerm Yukhol’s 1984 movie 
Thongphun Kokepo, ratsadorn tem khan (marketed in English as Citizen II), which 
in turn inspired some of the neo-conservative explorations of a cultural return to the 
rural in the aftermath of the 1997 financial crisis, following in the footsteps of the late 
King Bhumibol’s advice to “walk backwards into a khlong” under the ideological aegis 
of the self-sufficiency economy (sethatkit pho phiang). Films made during this latter 
period – such as Pen-ek Ratanaruang’s Rueang talok 69 (6ixty-Nine) – consciously 
replicated Citizen II in having their key protagonists bring an end to their existential and 
financial plight by a departure from the cruelty of Bangkok and a return to their homes 
of rural origin. So, too, are we back in the territory of Pen-ek’s reinterpretation of Wat 
Wanlyangkun’s Monrak transistor, in which Phaen finally realises that his dreams of 
success in the city are but unattainable fantasies that pale in comparison to the simple 
promise of the pastoral. As such, although the awakened protagonist of The King of 
Bangkok is depicted in a somewhat ghostly form – “I am awake” (p. 5) – he is far from 
the fully embodied and menacing spectre represented by the peasant revolutionary Sai 
Sima in Seni Saowaphong’s 1957 novel Pisat (The Spectre/The Ghost), who makes the 
legendary speech to the assembled elite guests at a high-class Bangkok dinner party: 
“I am a spectre brought forth by time to haunt the people of the old world who have 
old ideas. Nothing can console you; nor can you stop the march of time that will bring 
forth yet more spectres” (Seni in Chusak, 2015). Nor is Nok a direct descendant of the 
Marxist heros of Siburapha’s novels and short stories, such as “Lend us a Hand” (Kho 
raeng noi thoe) and “The Awakening” (Khao tuen), despite the similarity of the latter 
title to the sense of ta sawang (see Siburapha, 2000).

Rather, Nok bears a much closer resemblance to Wat Wanlyangkun’s defeated anti-
hero Phaen, a character created by the author in 1981, along loosely autobiographical 
lines, as a reflection of his desperation at the failure of the Octobrist political movement 
to evince any real political change.

It is perhaps surprising, therefore, that in its Thai translation as Ta sawang, 
Sopranzetti, Fabbri and Nattalucci’s Il Re di Bangkok/The King of Bangkok, became 
such a sensational icon of the burgeoning youth protests of the 2020s in the Thai capital, 
except in the sense that such protests were built on the ashes of the largely rural Red-
Shirt movement, and in the wake of its return to relative oblivion in the provinces. As 
Sai Sima assures his terrified fellow diners, and the readers of Pisat, it is impossible to 
stop the march of time that will bring forth yet more spectres.

The characters that Sopranzetti, Fabbri and Nattalucci have brought to life in this 
powerful graphic novel reveal their hopes and disappointments to a new readership in 
Thai Studies – a gift to the field and an inspiration to further presentations of academic 
research in this exciting format.

Journal of the Siam Society, Vol. 111, Pt. 1, 2023

167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   176167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   176 13/5/2566 BE   13:3013/5/2566 BE   13:30



177Dominant Masculinities and the Lure of the Rural Idyll in The King of Bangkok

References

Aldama, Frederick Luis (2021), ‘Gender and Sexuality in Comics: The Told, Untold Stories’, in 
Frederick L. Aldama (ed), The Routledge Companion to Gender and Sexuality in Comic 
Book Studies, Abingdon and New York: Routledge, pp. 1-12. 

Anderson, Benedict R O’G and Ruchira Mendiones (1985), Literature and Politics in Siam in 
the American Era. Bangkok: Editions Duang Kamol.

Bocuzzi, Ellen (2012), Bangkok Bound. Chiang Mai: Silkworm Books.
Brown, Jeffrey A. and Melissa Loucks (2014), “A Comic of Her Own: Women Writing, Reading 

and Embodying through Comics”, ImageText, Vol.7, Issue 4: https://imagetextjournal.
com/a-comic- of-her-own-women-writing-reading-and-embodying-through-comics/ (Last 
accessed 15 September 2022). 

Chatta, Rasha (2020), “Conflict and Migration in Lebanese Graphic Narratives”, in Kevin Smets 
et al. (eds), The Sage Handbook of Media and Migration, London: Sage, pp. 597-607. 

Chatta, Rasha (2023), “Reclaiming Spaces from the Streets to the Gutter: Sketching Feminisms 
in Contemporary Arab Graphic Narratives”, in MAI: Feminism and Visual Culture # 10, 
March 2023. https://maifeminism.com/reclaiming-spaces-from-the-streets-to-the-gutter/ 
(Last accessed 30 April 2023.)

Chusak Pattarakulvanit (2015), “The Spectre of Modernity and the Modern Spectre”, in South 
East Asia Research, 23, 4, December, pp. 459-472.

Chute, Hillary (2010), Graphic Women: Life Narrative and Contemporary Comics. New York: 
Columbia University Press. 

Daou et al. (2021), “Where to, Marie? Stories of Feminisms in Lebanon.” Online: https://
tracychehwan.com/2021/03/07/where-to-marie-stories-of-feminisms-in-lebanon/ (Last 
accessed 30 April 2023.)

Gibson, Mel (2016), “Comics and Gender”, in Frank Bramlett, Roy Cook, Aaron Meskin (eds), 
The Routledge Companion to Comics, 1st edition, New York: Routledge, pp. 285-295. 

Harrison, Rachel (2005), “Amazing Thai film: The rise and rise of contemporary Thai cinema on 
the international screen”, Asian Affairs, 36:3, 321-338. 

____ (2017), “Dystopia as Liberation: Disturbing Femininities in Contemporary Thai-
land”. Feminist Review, 116, 64-83.

Kepner, Susan (1996), The Lioness in Bloom: Modern Thai Fiction about Women. Berkeley CA: 
University of California Press.

_____ (2005), Married to the Demon King: Sri Daoruang and her Demon Folk. Chiang Mai: 
Silkworm Books.

Ko Surangkhanang (1995), The Prostitute [tr. David Smyth]. Oxford: Oxford in Asia Paper-
backs.

Mills, Mary Beth (1999), Thai Women in the Global Labor Force: Consuming Desires, Contested 
Selves, New Brunswick NJ: Rutgers University Press.

____ (2014), “Questioning Thailand’s Rural-Urban Divide.” Fieldsights, Cultural Anthropology 
Online, September 23, 2014.

____ (2012), “Thai Mobilities and Cultural Citizenship”, Critical Asian Studies 44, 1: 85-112.
____ (2008), “Claiming Space: Navigating Landscapes of Power and Citizenship in Thai Labor 

Activism.” Urban Anthropology and Studies of Cultural Systems and World Economic 
Development 37, 1: 89-128.

____ (2005a), “Engendering Discourses of Displacement: Contesting Mobility and Marginality 
in Rural Thailand.” Ethnography 6, 3: 385-419.

____ (2005b), “From Nimble Fingers to Raised Fists: Women and Labor Activism in Globalizing 

Journal of the Siam Society, Vol. 111, Pt. 1, 2023

167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   177167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   177 13/5/2566 BE   13:3013/5/2566 BE   13:30



178 Rachel Harrison

Thailand.” Signs: Journal of Women in Culture and Society 31, 1: 117-144.
____ (2003), “Gender and Inequality in the Global Labor Force”, Annual Review of Anthro-

pology 32: 41-62.
____ (2001a), “Auditioning for the Chorus Line: Gender, Rural Youth, and the Consumption 

of Modernity in Thailand,” in D. Hodgson (ed.), Gendered Modernities: Ethnographic 
Perspectives, New York: Palgrave, pp. 27-51.

____ (2001b), “Rural-Urban Obfuscations: Thinking about Urban Anthropology and Labor 
Migration in Thailand.” City and Society 13, 2: 177-182.

____ (1999b), “Enacting Solidarity: Unions and Migrant Youth in Thailand”, Critique of Anthro-
pology 19, 2: 175-191.

____ (1999c), “Migrant Workers Take a Holiday: Reworking Modernity and Marginalization in 
Contemporary Thailand.” Critique of Anthropology 19, 1: 31-51.

____ (1998), “Gendered Encounters with Modernity: Labor Migrants and Marriage Choices in 
Contemporary Thailand.” Identities: Global Studies in Culture and Power 5, 3: 301-334.

____ (1997), “Contesting the Margins of Modernity: Women, Migration, and Consumption in 
Thailand.” American Ethnologist 24, 1: 37-61.

____ (1995), “Attack of the Widow Ghosts: Gender, Death and Modernity in Northeast Thai-
land.” In Aihwa Ong and Michael Peletz (eds), Bewitching Women, Pious Men: Gender 
and Body Politics in Southeast Asia, Berkeley CA, University of California Press, pp. 
244-273.

Pasuk Phongpaichit (1982), From Peasant Girls to Bangkok Masseuses. Geneva: ILO.
Seni Saowaphong (1957) [1988], Pisat (12th edition). Bangkok: An thai.
Sidaoru’ang (1994), A Drop of Glass and other stories, tr. Rachel Harrison. Bangkok: Editions 

Duang Kamol.
Siburapha (2000), Behind the Painting and Other Stories, tr. David Smyth. Chiang Mai: Silk-

worm Books.
Wat Wanlyangkun (1981)[1995], Monrak Transistoe. Bangkok: Phraew.

Filmography

Anna and the King (1999), dir. Andy Tennant
Brokedown Palace (1999), dir. Jonathan Kaplan 
Citizen II (1984), dir. Chatrichalerm Yukol
Hangover, Part II (2011), dir. Todd Phillips
Monrak Transistor (2001), dir. Pen-ek Ratanaruang 
Ong Bak (2003), dir. Prachya Pinkaew
6ixty-Nine (1999), dir. Pen-ek Ratanaruang
The Beach (2000), dir. Danny Boyle
The Impossible (2012), dir. J.A. Bayona 

Journal of the Siam Society, Vol. 111, Pt. 1, 2023

167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   178167-178_4c_Jss 66-05-019 new13-5_coatedfogra39_UK.indd   178 13/5/2566 BE   13:3013/5/2566 BE   13:30




