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Introduction

The Study of Popular Music in Hungary

Emília Barna

Optimistically speaking, popular music studies can be regarded as being on the verge of institutionalization in Hungary at the time of writing. In the last few years, important steps have been taken towards its autonomy as a disciplinary field, whether in terms of the organizing of the research community, conferences and seminar or lecture series, journal issues and edited volumes, or tertiary-level education. IASPM Hungary and its sister organization, Zenei Hálózatok (Music Networks), existing since 2010, have begun to integrate researchers with various disciplinary and institutional backgrounds, as well as communicating towards a more general, not strictly scholarly public through online media and event series. The group of scholars and the body of associated works have thus also been producing boundary work and contributing towards the representation of popular music studies as a distinct field with an identity—distinct not only from other academic fields but also, for instance, from music journalism. The formation of the twin organisations was preceded by the 2008 Music Networks conference in Budapest (organized by Tamás Tófalvy and Zoltán Kacsuk)—the first popular music studies conference in Hungary—followed by the Media Representation of Music Subcultures (Zenei szubkultúrák médiareprezentációja) in Pécs in 2010 (organized by József Havasréti and Ádám Guld). Both focused on looking at popular music cultures within a media and technological context and presented approaches that were novel in Hungary, but up to date with international directions, and the results of both were published in the form of edited volumes. More recently, two subsequent popular music conferences organized by Ádám Ignácz at the Institute of Musicology of the Hungarian Academy of Sciences have brought an (at times still reluctant) musicological focus to the study of Hungarian popular music forms of the past and present. From 2015, the first Hungarian-language popular music journal, Zenei Hálózatok Folyóirat (Music Networks Journal) has also been available as an outlet for new research by Hungarian scholars—in our view, an important step taken toward the autonomy of the field within the country. As regards international representation, in addition to the connection to IASPM on an organizational level, the editors consider the present volume as a next step.

A scholarly focus on popular music that is in line with international developments within the field is now also present, if sporadically, within higher education. Although to date there is no popular music (studies) or music industry studies university course in Hungary, whether undergraduate or postgraduate—although an MA is planned at the University of Pécs—particular popular music and music industry modules do exist at high-ranking institutions (at the University of Pécs and the Budapest University of Technology and Economics). Popular music topics have also become more and more frequent as BA and MA theses across disciplines—most notably in sociology (this often means case study-based research with a focus on music and youth subcultures), social or cultural anthropology, communication and media studies, and literature.

With regard to the socio-political context, despite these important steps, the status of popular music as culture itself, however, is still not necessarily self-evident. While the study of popular music is present, even if marginally, in higher education, popular music as a subject is practically absent from primary- and secondary-level curricula. The general perception of Hungary “dragging behind” in relation to the West—clearly a (post-)socialist legacy—also seems to still have a hold at least within in the music industries, even if not within academia. An analysis of the discourses within the contemporary national music industry can reveal the ideological contrast posited between the local situation and participants' own goals and motivation, which is typically framed in temporal and spatial terms: the past of the music industry, perceived as an ever-present legacy of unhealthy practices inherited from the socialist era, is characterized by a lack of openness, a refusal to share knowledge in order to maintain some form of (perceived) capital, a general sense of envy resulting from this and a lack of flexibility.1 This pessimistic reading of the national cultural legacy is contrasted with international values of openness and knowledge sharing, articulated and propagated by the above-mentioned new institutions, framed in terms of an ideal future direction, and defined in opposition to the oppressive past (“that generation has to die out first,” as a music industry person asserted2). In other words, the “traditional Hungarian ways” become associated with the past and a lack of professional thinking and openness, while the international is associated with the future and with professionalism. It is important to note here that new directions in music education are only just beginning to impact industry practices and ideas by feeding into the industry network through turning out a new generation of professionals, and this will predictably shape industry practices and the whole ideoscape in the near future. Nevertheless, in the case of marginal countries such as Hungary on the global popular music market, global industry structures and corporate strategies are of primary importance and impact, and therefore provide an unavoidable, and in certain ways a constraining, economic framework.

With regard to cultural policy and sponsoring, even in areas where popular music is included within the realm of culture—for instance, in the state funding of popular music—decisions have arguably not been free from value judgment. Assumptions of alterity and authenticity have carried values defined in opposition to commercialism, and these values are often embedded in music genres without critique. This, for instance, can be observed in the bias towards guitar-based, largely masculine rock music. In the so-called PANKKK program (Program for National Contemporary Popular Music Culture), active between 2005 and 2010, the bands or artists with successful applications were often well-established within what we may call the alternative sphere (including alternative rock, world music, or folk and rock fusions, the fusion of jazz, world and rock music). In other words, it can be stated that the segment of popular music deemed worthy of funding was that ostensibly carrying “alternative” values, but in effect representing the mentioned particular forms of musical genre—as opposed to artists with a “pop” sound (including electronic or dance music). This higher status, or, in relation to participants, the associated subcultural capital in part stems from the underground, and specifically countercultural role and status of the particular artists and genres of the socialist past (Szemere 2001; Barna 2012a), while the latter genres are evidently associated with the commercial sphere. Whether its successor, the Cseh Tamás Program, active from 2014, will prove to operate with a different, more inclusive logic, is yet to be seen, and analyzed.

It follows from the logic of this ideoscape that demonstrating the cultural value of popular music is taking place within a strong hierarchical value system favouring traditional “high arts.” According to another music industry person I interviewed, what Hungary is currently lacking—from their perspective as a music manager and teacher—is a common language, a mutually intelligible discourse between politicians and policy makers on the one hand, and musicians and industry people on the other.3 The desirable goal from this perspective is the establishment within the music industry of a language that would facilitate the “official” recognition of music as a cultural form on the same level as film culture, as well as other—more traditionally acknowledged, “high”—art spheres. This is a task they delegated primarily to academia, and secondarily to vocational education. The significance, of course, of acknowledging popular music as a worthy cultural form is based on the idea that music as culture, or art, would require financial support, like other art forms, whereas music perceived as entertainment is delegated to the business sphere, which requires no state support.

Without necessarily assuming the above perspective—which itself retains, rather than critiques the art versus commerce dichotomy—we may look towards academia, and more precisely popular music studies research, and the dissemination of knowledge emerging from such, with the hope that it will contribute towards the creation of a professional discourse and body of knowledge that would inform the way popular music is produced, consumed and talked about.


Popular Music Research in Hungary: Institutions, Ideologies and Approaches

I attempt to outline below a brief, and by no means close to complete, historical account of the study of popular music in Hungary, with the aim of indicating how the increasingly autonomous popular music studies of today, as illustrated by the writings in this volume, is continuous with three main scholarly traditions. I have identified the three traditions as:




	the musicological study of popular music, which initially—in the 1950s—was not conducted separately from (classical) musicology;

	the sociology of popular music, including quantitative as well as qualitative approaches, the latter at times overlapping with anthropological studies; and

	the study of (youth) subcultures, which overlaps with youth studies (this latter reviewed in detail in Hungarian by Havasréti 2013).





With the help of the overview, I also want to show how the study of popular music—as a specific form of culture—is embedded in a broader political and social context. The way popular music is approached is revealing in terms of what we think about communities, democracy, the public and the private, culture and representation, past and present. The ideas underlying Zoltán Kodály's world-famous method are perhaps a good illustration of this concept: the Hungarian composer, ethnomusicologist and educator posited music as a common good, and its democratization through education a fundamental goal.




Music and Social Change4

Socialism and communism provided the particular political and ideological context for the first—politically motivated—analysis of popular music. The central establishment of cultural policies and strict aesthetic directions in the 1950s, as Ádám Ignácz explores in detail in the present volume (Chapter 6), was partly conducted with reference to the scholarly study of popular music, even with the direct involvement of certain musicologists. Music, in particular songs and the activity of singing—which could function as a reinforcement of collective identity, and the identification with particular ideas and values—and musical education, as well as consumption, was taken very seriously by the communist regime. The centralized attention paid to music, including, or especially, popular forms, is in this sense therefore unsurprising. In other words, the first instances of popular music research very clearly served political functions, while undoubtedly resulting in findings that are invaluable today from an academic perspective. Remarkably, during the 1950s, there was no sharp distinction in music theory or musicology between popular and classical music—especially since, in the wake of Soviet ideologue Andrei Zhdanov's principles prescribed for communist states, the same scholars were responsible for researching both. Musicologists and music aestheticians were commissioned by the Association of Hungarian Musicians and the Music Department of the Ministry of Education to establish a social realist popular music aesthetics (see Ignácz, Chapter 6). These included, notably, János Maróthy, József Ujfalussy, a well-known music aesthetician later in the 1960s, as well as composers Tibor Polgár or Béla Tardos, among others.

The study of popular music took a sociological turn when it was passed on from musicologists, aestheticians and composers to the area of youth and social policy (see Ignácz 2016 for a more detailed analysis of this). The sociologist Ágnes Losonczi, who laid the ground for the sociological study of music cultures with two books in the late 1960s/early 1970s (Losonczi 1969, 1974), conducted an extensive survey in 1962–3, on the basis of which she had to produce a study for insider use (that was strictly functional, therefore never published, but preserved in the so-called Bartók Archive). The 30- to 40-page study included data relating to the music preferences of workers of the Ganz–MÁVAG railway factory, as well as the most listened-to programs on the radio, that is, the most popular music styles at the time in Hungary. Parallel to this, an even more extensive, nationwide survey, commissioned by KISZ (the Hungarian Youth Communist League), looked at how young people spent their leisure time. This included data on the listening habits of young people, and what music they danced to. At this time, it was difficult to separate research from information necessary for decision making, the preparation of decrees and so forth, while many of these cultural decrees or directives were not preceded by research at all. The information gathered presumably also served surveillance purposes, as youth music was considered heavily influenced by western subversive propaganda (see Szőnyei 2005).

An obvious difference in the 1960s in comparison with the previous decade was the total separation this time of popular music (termed “light” music) from classical (termed “serious” music—notably these two obviously heavily value-laden terms are still used today in everyday parlance as well as journalism). Along with the—politically driven—construction of popular music as an object of study (as well as control), leading musicologist Maróthy began propagating, from the mid-1960s, an increasingly systematic research of popular music. Being a genuine left-wing intellectual, he primarily promoted the study of political, oppositional, partisan songs and, secondarily, the study of any kind of bottom-up popular (meaning literally, “of the people”) or amateur initiative, whatever the genre. He was interested in protest and urban folk, and attended workers' hostels where a lot of Roma lived. He supported and collected ultra-left music groups such as Orfeo and Guerrilla, and even used his political leverage to defend ultra-left political cells in court. He also turned towards the so-called beat of the 1960s (British Invasion-influenced rock ‘n’ roll), as well as the first rock styles appearing in the late 1960s and early 1970s. By the 1970s, the urban folk movement had lost much of its oppositional edge, though it still retained a certain rebellious flavor. Maróthy, while in a powerful position both academically and, to an extent, politically, was nevertheless becoming more and more isolated in his scholarly effort—today he is perceived as a solitary, but authentic academic figure. When the Institute of Musicology was founded in 1971, he created a Music Sociology Department, within which popular music research gained prime importance. At the same time, from 1968–9, he also encouraged systematic jazz research—which was, however, fairly short-lived. As in the Western world, jazz enjoyed a renaissance in the early 1960s, accompanied by abundant writing about jazz, including scholarly work by János Gonda and András Pernye. At this time, relevant international publications were also translated from English to Hungarian.

At the same time, the sociologist Losonczi, responsible for the above-mentioned survey research in the first half of the decade, produced two invaluable books (Losonczi 1969, 1974) that provide an in-depth sociological understanding of youth, change—social, political, cultural—and music. Her analysis is sensitive to genres, styles, as well as the functions of music. She theorizes on the relationship between popular music and the public and the private realm, where the public is primarily understood as political space (her insights and approach in this sense are not that far from the sociology of popular music developed by Simon Frith a few years later, even if conceived in a very different socio-political and cultural environment). She explores, with a temporal–historical perspective, the role of music in the construction of individual and collective—social and national—identity, and reflects on the politicization of public life through music. Through framing her work in terms of social class, power, opposition and appropriation, she lays the ground for a sociology of music that is as relevant for popular music studies today as it was at its time.

Further works were published around the same period that were interested in looking more closely at the musical text. Elemér Hankiss's (1969) analysis of popular songs is still often quoted as a notable popular music studies forerunner. Hankiss's prime concern, however, was song lyrics, and his primary reference point literature. Regrettably, this kind of myopia in relation to the particularities of popular music as a distinct art form—for instance, a lack of concern with voice or performance—has haunted popular music research. Hankiss's analysis can nevertheless indeed be considered to have contributed to popular music studies significantly in the sense that it took popular song lyrics seriously and applied academic rigour to the analysis—and the same applies to Lévai and Vitányi (1972), who explored forty years of hit songs, but, unlike Hankiss, offered an analysis of the complete musical text. Similarly to Losonczi, they celebrated “beat” primarily because it brought previously unheard of topics into entertainment music, notably politics or so-called “civil issues.” In the volume Beat, Bácskai et al. (1969)—a group of young sociologists, several of whom, including Róbert Manchin, continued to work in popular music—focus on describing and understanding the genre of beat, referring to the pop and rock music of the 1960s, as the more youthful counterpoint to the conservative, sentimental, Italian-style popular song dissected by Hankiss. Their analysis takes account of the sociological context, in particular the role of music for youth—a new generation of teenagers with leisure time and, even under the socialist regime, considerably more freedom to spend it than previous generations. The authors look at the behavior of the audience at live shows, but also offer an aesthetic description of the pop–rock genre that includes a description of sound, technology and musical skills, and its definition in relation to other forms such as classical music or jazz, but also in its continuity with folk music—based on the assertion that both forms constitute music “of,” or “for,” “the people.” Moreover, they offer critical reflection on the internal ideology of the beat genre through identifying continuities (e.g. via melody) with the sentimental pop hit that beat ostensibly stands against. Finally, the documentary Extázis 7-től 10-ig (Ecstasy from 7 ‘til 10, 1969), directed by András Kovács, is important to mention as the first serious documentary on pop music, generating productive theoretical debate in the year of its release, and later.

From the 1960s and the 1970s, Maróthy was joined at the Institute by scholars Erzsébet Szeverényi and Anna Szemere, respectively. Szeverényi's prime responsibility was to research jazz and urban folk music, which work produced oral history with the involvement of the most important artists and policy makers. She also conducted press documentation, and later helped prepare this data for digital processing. Szemere was commissioned to research socialist realist operetta, and later also published work in the journal Magyar Zene (Hungarian music) on underground band Európa Kiadó (Szemere 1985), as well as, notably, a reflection on theory and directions in popular music studies (Szemere 1984), while also reviewing international publications (Szemere 1979). Prior to the twenty-first century, this was arguably the last time any popular music scholarship of note was produced from within the field of musicology.

Interestingly, and we could say regrettably, this productive period for innovative popular music scholarship—which by this time had gradually achieved at least some degree of autonomy from state policy—had practically no follow-up over the next two, or even three, decades, apart from a few exceptions, such as scholarly work on the Beatles' Yellow Submarine by ifj. György Kurtágh, research on “mass song” by András Tokaji (1985), or a study about Hungarian beat and rock music by József Lengyel in 1979–80, and a number of diploma theses that were archived by Maróthy, including Csaba Hajnóczy's dissertation (titled “Rockandroll”) on the international inspirations behind the 1980s' Hungarian underground, such as the Velvet Underground, David Bowie or Patti Smith. Shortly after the regime change, these theses also included works on music psychology and even on music management. Besides the mentioned work of Losonczi and other sociologists, and the work of the three scholars at the Institute of Musicology, most writing about popular music was journalistic, or historical accounts lacking scholarly rigour; on the other hand, they were numerous, and read widely. Their popularity can be explained by the increasing popularity of rock music in the 1970s, culminating in a boom in rock shows from the mid-1970s. The Csak Fiataloknak (For young people only) book series, written by György Fenyves from 1966, was focused primarily on jazz history, but it already contained popular musician biographies as an appendix. Then the first portrait books depicting the lives of local rock stars appeared, alongside rock histories, rock encyclopaedias, writing by Tamás Ungváry, Péter Tardos, János Sebők, as well as journalists of Ifjúsági Magazin (Youth magazine) and Magyar Ifjúság (Hungarian youth). Mention should be made of radio journalist/editor Zsuzsa Göczey, who ran the program Rockújság (Rock journal), where she included reviews about English-language rock publications. She introduced the prominent popular music scholar John Shepherd when he visited the Institute of Musicology, and in general took a very inclusive and intellectual approach to rock music. This included archiving recordings of underground rock shows for Hungarian radio.




Music, Youth and Deviance

While popular music research from within musicology experienced a decline from the mid-1970s, Zétényi's 1986 study (“Vetélytárs-e a rockzenész?” Is the rock musician a rival?) indicates the emergence of a pedagogical context in the sociological study of popular music cultures, centered around school and the family environment. On a critical note, even though there is reference in this perspective to social conflict, this is primarily generational, and other structural aspects such as social class are ignored. As a result, the analysis of young people's socialization through engaging with various styles of rock music seems to unquestioningly embody values that can be considered middle-class.

Studies conducted from the 1980s by psychiatrist József Rácz and associated scholars of deviance and youth cultures follow the classic urban subculture theory of the so-called Chicago School and, to an extent, the work of the Birmingham Centre for Contemporary Cultural Studies. The interpretation of style within a social class structure is certainly less explicit here than in the work of the Birmingham scholars. Nevertheless, Rácz's explicit and implicit definition of youth subcultures follows the criteria of visibility, style, and homology, while also reinforcing the strong male bias of classic subculture research. Rácz's (1998) Ifjúsági (szub)kultúrák, intézmények, devianciák (Youth (sub)cultures, institutions, deviance) is a collection of fifteen years of research (from 1979) based, notably, at the Hungarian Academy of Sciences Institute of Psychology, with the collaboration of interdisciplinary researchers including medical doctors and scholars of law. The scientific embeddedness of subculture scholarship into psychiatrical, even medical(ized), notions of deviance is notable here. The starting point is the marginalization of youth, and the marginalized, “deviant” groups and their identity formation are frequently associated with certain styles or scenes of music, including rock shows. The so-called “csöves” subculture, a literally underground group­—with its more dedicated members populating Budapest underground railway stations at the time, living homeless—formed a regular core audience of rock shows. Rácz in fact connects the emergence of the (extended) subculture to the massification of rock concerts from ca. 1977—he interprets this year as a remarkable historical moment where rock promised the meeting point of elite culture and mass culture. By the 1980s, he argues, it had begun to differentiate again, for instance through the appearance of a new elitism within the New Wave and alternative or art punk scenes. Regardless of the arguably outdated deviance perspective then, the analysis does offer valuable conclusions regarding popular music cultures, identity and social change.

The heightened focus on drug use in 1990s' subculture research can also be considered as a reaction to the moral panic surrounding electronic dance music—in Hungarian, frequently referred to as “party culture”—accompanied by the emergence, that is, increasingly mainstream availability and visibility of, drugs, especially the appearance of new substances on the market. Within this moral panic—fed, as always, by mainstream media—drug use clearly became associated with particular styles of music, thus the moral panic discourse relegated not only urban youth cultures, but also the associated music cultures, to the position of the fearful “Other.” The early 1990s also saw a panic around “Satanists” and their assumed criminal activity. Rácz and his co-authors offered an attempt to provide a panic-free scholarly analysis of these phenomena through the frameworks, methodologies, and theories provided by sociology and anthropology, addressing—following in the footsteps of Stanley Cohen's (1972) well-known work—the process of constructing moral panic through the press. In our present volume, moral panic is addressed by Attila Gyulai (Chapter 2) in relation to black metal—intriguingly, through its absence. The re-emergence of the moral panic around young people, drugs, and electronic dance music culture in the wake of the so-called West Balkan tragedy—a stampede in 2011 that left three dead at a music venue located in the heart of Budapest—and how the music profession—in particular DJs—had to deal with this re-emergence, is reflected upon here by Sándor Kálai (Chapter 11) through his discussion of the career of central DJ figure DJ Palotai, who played at the venue on the night of the tragedy.

In a particularly interesting piece, Rácz and Zétényi (1994) offer an account of the symbolism of rock shows through the visual analysis of thousands of photographs, developing a communication model of the rock concert (the model includes communication between audience members, the audience and the band, the audience and the organizers, as well as the audience and the “text”)—predating, for instance, Fonarow's (2006) similar theorization.

As previously mentioned, besides all its merits this body of work lacks somewhat in sociological depth, and the whole period of the 1990s is characterized by a certain blindness in youth culture research to social class (which may not be completely unrelated to the associations of Marxist analysis with the prescribed, compulsory and therefore reductive Marxism of the academia under socialism). An earlier work by János Kőbányai (2002 [1978]) exploring the csöves subculture with an ethnographic sensitivity and rich interview data is a valuable exception—Kőbányai, like scholars of the Birmingham School of the same period, clearly explains the confrontation and rebellious behavior of the participants with reference to social class and conflict. At the same time, he explicitly identifies certain entertainment cultures (the hippies of the 1960s, the disco goers of the 1970s) as middle-class and looks at their politics and mechanisms of exclusion. In addition, he does not fail to reflect on his own status and role as a researcher—which changes towards the study as he increasingly becomes an insider.

At the turn of the century, a welcome innovation in subculture studies emerges from the field of folklore studies, in particular thanks to the work of Magda Szapu, author of a monograph (Szapu 2002) and an edited volume (Szapu 2004) on local youth music subcultures. Besides similarities with the subculture research of Rácz and others in its focus on spectacular styles and corresponding group identities, Szapu and her co-authors focus on localized perspectives. The edited volume enables a reflection on centre–periphery inequalities through comparisons of case studies from Hungarian towns in Hungary and those in the Romanian region of Transylvania, thus adding a vital new structural dimension to subcultural research—still to be fully explored. The detailed ethnographic description is admittedly less about music and more about the stylistic features, behavior, practices and values of the identified youth tribes, yet the function of music as a group forming force is certainly acknowledged. Szapu also makes use of extensive survey data regarding young people's habits of listening to music and spending leisure time (attending gigs, and so forth), and provides an account of the musical tastes and ideas regarding music of the people representing particular groups. Similarly to the above-mentioned Zétényi (1986), she also dwells on family background, socialization and school environment. Her interpretation of youth styles with regard to music, clothing style, social and entertainment habits, world view and political standpoint follows the logic of homology posited by the CCCS scholars. Yet she arguably corrects the gender bias: in the Kaposvár case study, girls in the research outnumber boys by 12 percent, with their participation reaching three-quarters in alternative and disco cultures, while among rockers and house fans the proportion of male and female participants is equal.

Since 2000, we can observe the re-emergence of quantitative survey-based, sociological youth research, led by the late sociologist Kálmán Gábor. His Sziget studies, which resulted in his theorization of the middle-classicization of Sziget, Hungary's most prominent international popular music festival, are of particular relevance to youth music cultures. While Gábor used Sziget as a case study serving to identify long-term sociological trends, in the present volume Szemere and Nagy (Chapter 1) look at the festival as a musical event with a novel perspective, examining its functions of representation, participation and a space for enacting cultural identities within the (multi)cultural context of contemporary Europe.




Towards Popular Music Studies Made In Hungary

Hungarian popular music studies scholarship with an at once ethnographic and sociological sensibility is exemplified by Anna Szemere's (2001) seminal work Up from the Underground: The Culture of Rock Music in Postsocialist Hungary. Her account of the 1980s' underground or alternative rock music scene, and what happened to it following the 1989–90 turn, has served as an essential point of reference for most authors in this book, but her work was also the first to report internationally about rock music culture, and, in a more general sense, artistic opposition or alterity and autonomy within a changing political context, in post-socialist Hungary. József Havasréti (2006) has also provided an invaluable exploration of the alternative music cultures—avant-garde, art punk—of the 1980s in a cultural historical perspective—a period and scene that continues to be explored by several scholars. While, as both Ferenc Hammer and Havasréti point out in this volume (Chapters 5 and 8), alternative music, and more generally, moments of resistance deemed “authentic,” has to date received more scholarly attention than more commercial forms—no doubt in part thanks to a continuing elitism mentioned in the first section—Havasréti turns to the study of a more commercial style of music from the same period, funk. Tamás Szőnyei (2005) published an invaluable, extremely thoroughly researched historical account of the state surveillance of popular music, and musicians, under the socialist regime. Relying on archival analysis of the so-called III/III domestic intelligence files, the study reveals the up until then hidden networks of people, information and power, while also shedding light on the direct and indirect links between political will and control on the one hand and popular music culture on the other.

At around the same time, the journal Replika contributed towards the introduction of important international and Hungarian scholarship on (popular) music thanks to scholars such as Gábor Vályi (2005), Dániel Kodaj (2005), Zoltán Kacsuk (2005), Tamás Tófalvy (2008), and myself (Barna 2012b) acting as editors of special issues on the cultural history of recorded music, new musicology, subculture research, music scenes, and music networks, respectively. The second half of the 2000s also saw a growing awareness and reflectiveness regarding media use and representation in relation to music cultures (also observed by Havasréti 2013), and, correspondingly, a growing involvement in popular music studies of communication and media studies scholars. A special issue of the journal Eastbound (Down to the Underground: Popular Music and Society in Eastern Europe, 2012), which included, besides a focus on Hungary, research on Czech and Slovakian music scenes, reinforced the identity of popular music studies as a discipline of its own.

A welcome focus on the relationship of music making and technology, where technology itself is understood as a social construct, is signified by the work of Tamás Tófalvy (see e.g. Tófalvy 2014), while in the present volume (Chapter 5), Ferenc Hammer also reflects on the role of technology in memory politics around Hungarian popular music culture. A focus on gender—almost completely absent from Hungarian popular music scholarship so far—is represented in my own exploration of the Budapest Lo-Fi scene and participants' use of technology. Hammer's chapter and Norbert Vass's exploration of writing on punk (Chapter 7) represent a historiographic perspective. Subculture—Ádám Guld's discussion of emo (Chapter 12)—and scene research—Réka Szabó's study of the contemporary Hungarian jazz scene (Chapter 3) and my own chapter (Chapter 4)—are also presented, with the hope of showing possible new directions in these areas. Ignácz's contribution (Chapter 6) is an indication of a new-found openness on the part of traditional musicology in the direction of the study of popular music, also suggested by the organization of the conferences mentioned in the first section. The chapters by Ágnes Patakfalvi-Czirják and András Rónai (Chapters 10 and 9) offer a popular music sensibility and detail by focusing, respectively, on one song—the famously–infamously gloomy “Gloomy Sunday”—and the work of one contemporary artist, Bea Palya. Finally, the music industry perspective represented by Dániel Antal (Chapter 13) serves not only to provide an overview of the Hungarian music market for the international reader, but also to a model for interpreting extensive quantitative survey data that is potentially applicable internationally.




Notes

1. These statements are based on my own research conducted in 2012 for the international Leonardo program “Innovative Media and Music Heritage Impacting Vocational Education.” Réka Szabó's observations in this volume regarding “learned helplessness” in the contemporary jazz scene in Hungary to an extent echo my findings.

2. Face-to-face interview, November 20, 2012.

3. Face-to-face interview, January 4, 2013.

4. The following section relies on invaluable information I have received from Ádám Ignácz in the form of an interview and Anna Szemere in the form of commentary, which I have built into the account.
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Part I
Scenes, Cultures and Identities

Tamás Tófalvy

“Scene” has become a key concept of popular music studies during the last few decades. The success of this perspective—foregrounding the creation of boundaries instead of communities with fixed borders, the network of attachments and relationships instead of a monolithic view of groups, the process of construction instead of essential characteristics—is most likely the result of a number of parallel factors.

On the one hand, it can be considered a consequence of the transformation, during the second half of the twentieth century, of the nature of the large spectrum of collectivities related to popular music, such as taste and knowledge communities, audiences, artists and industry participants. The social sciences began to reflect on this transformation. Some of the social patterns related to popular music gradually disintegrated, while novel patterns required redefined explanatory models.

On the other hand, a strong demand has arisen within the social sciences—and this also applies to the relevant areas of popular music studies—for the interpretation of social and cultural meanings primarily from the direction of their creation or production. The meeting of this broader direction of social constructionism and the processes that partly induced the turn in perspective was productive. The concept of the scene has gained a central role in this process as an adequately malleable framework, offering sufficient elbow-room for a variety of methodological tools, while also functioning as a clear, comprehensible and revelatory concept.

When speaking about music scenes, we usually also speak about cultures and identities. We speak about how systems of surrounding values, norms, and traditions determine the changing of individual scenes. About how various music scenes interact with each another, and how they mutually affect each other's life cycles, values, and ideas. About how the inner logics, relation systems, canons, hierarchies come into being and are subsequently shaped, how individuals are socialized, and how their motivations, ideas, careers, and tastes form in various popular music scenes. The researcher looking at the interactions of cultural values, identities, and scenes wants to reach a better understanding, explanation, and description of the construction of cultural meanings emerging along the power axes of various scenes.

This perspective is present in this first part through various case studies and conceptions of music scenes. In Chapter 1, “Setting Up a Tent in the ‘New Europe:’ The Sziget Festival of Budapest,” Anna Szemere and Kata Márta Nagy show how cultural meanings relating to the Sziget Festival have transformed along with the changing of the associated cultural groups, as well as how a particular experience of “Europeanness” attached to this festival has come into being within this complex space of communication.

The rest of the chapters in the section look at the construction of cultural meanings of scenes organizing around particular genres, or examine conflicts within or between scenes related to opposing meanings. Attila Gyulai's “Taming the Extreme: Hungarian Black Metal in the Mainstream Publicity” (Chapter 2) presents the conflicts around interpretation between the black metal scene and the mainstream media surrounding it. It shows how the visual codes and representations important for the scene as authenticity markers can be taken from their original context to be turned into ironic representations in the use of mainstream media looking at the scene from the outside, which ultimately question authenticity.

In Chapter 3, “Learned Helplessness of a Cultural Scene: The Hungarian Contemporary Jazz Scene through the Eyes of Its Participants,” Réka Szabó analyzes the cultural meanings producing systems of hierarchy within the scene and their effects resulting in conflict. According to her analysis, the tension-filled inner dynamics of the Hungarian contemporary jazz scene is best described by the concept of learned helplessness. Jazz in Hungary can be said to be a scene with extensive traditions, which means its researcher is faced with the according challenges. Emília Barna (Chapter 4) meanwhile met with challenges quite different when immersing herself in a newly emerging scene. “A Translocal Music Room of One's Own: Female Musicians within the Budapest Lo-Fi Music Scene” shows how mainstream, established meanings of technology, sound, femininity, and the music industry are reinterpreted in the inner world of the newly forming bedroom music scene.
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