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Abstract

This independent study is a descriptive research on a history of modern Pga K’nyau
(Karen) music, and the roles of this music and the musicians in Pga K’nyau cultural movements
within a development context of Thailand. The objective of this study is to (1) to explore a history
of modern Pga K’nyau music in Thai society, since the 1970s, (2) to investigate the roles of
modern Pga K,nyau musicians in the movements operated by this ethnic group in the contexts of
national development, and (3) to examine the social meanings of this modern Pga K’nyau music
in different places that it operates in everyday life. The research results are as followed:

Modern Pga K,nyau music was initially developed within the contexts of: first,
Thailand”s political climate in the wake of the 6 October 1976, when university students left the
city to the countryside, joining in the Communist Party of Thailand, and in a mountainous area
where this political movement was also spread through, the contact between groups of university
student and a member of Pga K’nyau ethnic group, who would become a musician, inspired the
latter to see music as a political tool. Second, this modern ethnic music was also partly inspired by
an introduction of Christianity by the missionaries in this mountainous area. The mission
introduced new kind of modern music, the folk music, and inspired the locals the idea to see
music as a tool for religious campaign.

Since the 1980s, the forms of modern Pga K’nyau music have been consistently
improved because the musicians attempted to relate their ethnic culture and identity to a broader
movement, in expanding their networks and cultural expression through this modern music. Other

musical styles such as world music, jazz, reggae, acapella, and pop rock, have also been fused.



However, the lyrical contents of the songs remain largely unchanged. There are three social
setting that this work argues this Pga K’nyau music have invaded to within the contexts of
Thailand in the age of globalization, namely (1) community concerts, here modern Pga K’nyau
music is utilised as a tool to reaffirm their cultural identity among themselves; (2) musical
performances in the public places, here modern Pga K,nyau music is displayed as an exotic
commodity for its audiences, particular the tourists and the middle class; (3) music performances
as part of the movements, here the musicians participate in the events organised by
nongovernmental organisations (NGOs) and their musical performance is used as a medium to

disseminate local knowledge and redefine the ethnic identities of the oppressed groups.



