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Abstract

Yuri Yunakov’s life history provides insight into key issues of transnationalism:
border-crossings, hybridity, and the multiplicities of identity. Variously labeled as
Bulgarian, Turkish, Romani, Gypsy, American by others and himself, Yunakov
is a musician who has performed both for local Romani communities (on several
continents) and for the world music market. In this article, I illustrate how

musical performances are strategies in personal and global identity politics.

This article explores identity and resistance in transnational contexts via a case study of Yuri
Yunakov, a Bulgarian/Turkish/Romani musician who has performed both for local Romani
communities (on several continents) and for the global music market. In discussing
Yunakov’s life history, I also question the very dichotomy of local/global, arguing that many of
the supposedly recent distinguishing characteristics of the global age, such as border-crossings,
hybridity, multiplicities of identity, and the interconnectedness of economic systems, have been
operable for Roma for centuries. Further, I insist that we interrogate the local and national
arenas with as much vigor as we interrogate global arenas (Shuman, 1993), for all arenas reveal
economic and political hierarchies and stylistic and representational conflicts. Romani music is
a particularly rich site for examining these multiplicities because music historically has been one
of the primary commodities in cross-border traffic.2 Through Yunakov I illustrate how musical

1 Carol Silverman is Professor of Anthropology and Folklore at the Department of Anthropology at the
University of Oregon. E-mail: csilverm@uoregon.edu

2 For centuries, some Romani groups in Eastern Europe have been professional musicians, playing for non-
Roma (as well as Roma) for remuneration in cafes and at events such as weddings, baptisms, circumcisions,
fairs, and village dances. This professional niche, primarily male and instrumental, requires Roma to know
expertly the regional repertoire and interact with it in a creative manner. A nomadic way of life, often
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performances are strategies in personal identity politics. With music, Yunakov mediated the
tension between supposed binaries such as official/unofficial, traditional/modern, authentic/
hybrid, socialism/postsocialism, inclusion/exclusion, and local/global. But rather than
a celebratory tale, Yunakov’s life also reveals the disjunctures and challenges in Balkan Romani
identity-making via musical performance.

My theoretical framework seeks to initiate a conversation between the literatures on
globalization (Appadurai, 1996; Erlmann, 1999; Ebron, 2002; Taylor, 1997; Shannon, 2003)
and hybridity (Gilroy, 1993; Hall, 1989, 1997; Hutnyk, 2000; Gross, McMurray, and
Swedenburg, 1996), highlighting the issues of representation central to both (Clifford and
Marcus, 1986; Ortner, 1995). Since the global is often tied to the modern, I begin by noting
that while Roma are often considered pre-modern, anti-modern, or traditional (by marketers
and scholars, and themselves), they may offer a critique of the paradigm of universalizing
modernity. By now it is accepted in anthropology to criticize totalizing definitions of
modernity like those of evolutionary thinkers such as Morgan and Engels or those of
development theorists such as Rostow. As the Comaroffs suggest, classic discourse on
modernity is “ideology in the making” (Comaroff and Comaroft, 1993: xii), positing itself as
the all encompassing present and future and all alternatives (‘the traditional’) as an outmoded
past” (Turino, 2000: 6-7). Similarly, Lisa Rofel writes that modernity serves as a sign to mark
itself as distinct from the pre-modern or traditional, “a story that people tell themselves in
relation to Others” (Rofel, 1992: 96). This is particularly relevant for Roma, who are the
quintessential “other” for Western and even East Europeans, being simultaneously South
Asian, Balkan, and “oriental” (Middle Eastern) (Lee, 2000).

One turn in the critique of modernity literature points to “alternative modernities”
which are not derivative of a Western Ur-form, but rather locally sensitive (Ong, 1996,
1999). Ong, however, rejects “the simplistic binary opposition of the West and the non-West
in accounting for emerging multiple modernities. Alternative visions of modernity may exist
within a single country or a single region [...] Furthermore, there are alternative modernities
expressed by subalterns that are marginalized.” (Ong, 1997: 172-3). Although Roma are
“other” for the west, I posit that they embrace an “alternative modernity.” Consigned to the

margins, Balkan Romani musicians have been “ironic cosmopolitans” (Silverman, 2007a)

enforced upon Roma through harassment and prejudice, gave them opportunities to enlarge their repertoires
and become multimusical and multilingual. In addition to nomadic Roma, numerous sedentary Roma in
major European cities professionally perform urban folk, classical, and/or popular music. Neither one
worldwide nor one pan-European Romani music exists. Roma constitute a rich mosaic of groups that di-
stinguish among themselves musically (Silverman, 1999).
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| Ivo Papazov (clarinet) and Yuri Yunakov (saxophone) pose for their 2005 American tour.
Photograph courtesy World Music Institute |

operating in a flexible, mobile, capitalistic mode for centuries, creating and borrowing while
simultaneously providing an indispensable commodity. Let me introduce Yuri Yunakov to

illustrate the issues I have raised.3

3 Fieldwork with Yunakov spanned the mid-1980’s to the present and took place in Bulgaria, New York
City, and on several national and international tours. Quotes in this article are drawn from interviews con-
ducted from 1994 to the present. I would like to thank the following funders: the Open Society Institute, the
National Council for Eurasian and East European Research, and several units at the University of Oregon.
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1. Early Years: Border Crossings

Yuri Yunakov was born in 1958 in the Muslim Romani/Turkish-speaking neighborhood of
Haskovo, Bulgaria, and considered himself a Bulgarian Turk until quite recently: “My type
of Turk was dark [...]. We had nothing to do with them [the lighter Turks], we weren't like
them at all. We never said we were Roma, we didn’t identify as Roma. Even today, they
don’t identify as Roma because they don’t know the Romani language.” While Yuri’s relatives
identified as a type of Turk, according to historians they were indeed Roma who lost the
Romani language and adopted Turkish in the Ottoman period in their effort to move up the
social and economic hierarchy; they continue to speak Turkish as their primary language
(Marushiakova and Popov, 1997).4 More importantly despite language, most Bulgarians saw
Yuri as Romani, a point to which I will return below.

“I’ll tell you my life history in short form: all my male relatives are musicians. If a male
child was born, he had to become a musician [...]. The neighborhood was my school,” Yuri
insists, meaning that informal music instruction was the rule. As a young child, he learned
to play the #ipan (two-headed drum) to accompany his father and older brother at weddings,
and then switched to clarinet. While his own community preferred Turkish music, his role
of professional musician necessitated knowing multiple repertoires, including Bulgarian; in the
Haskovo region the ethnic groups served included Bulgarians, Turks, Turkish-speaking Roma,
Romani-speaking Roma, Bulgarian-speaking Roma, and Pomaks (Bulgarian-speaking
Muslims, the majority of whom migrated from the Rhodope mountains since the 1950s).
Singers of the appropriate ethnicity were essential for filling patrons’ musical needs. Yuri’s older
brother was his model because of his extensive ties with Bulgarian as well as Turkish music.

Yuri expanded his repertoire and mastered Bulgarian music and the saxophone under
the auspices of the legendary accordionist Ivan Milev, an ethnic Bulgarian. In 1982 Yuri was
playing in a restaurant and Milev walked in:

He listened, he drank [...] and he said to me, ‘ I want you in my band.” [...]. At first
I refused — I was scared of his music. I hardly played Bulgarian music before that [...].
Ivan said, ‘Now I'll show you that you can do it.” [...]. I needed a great deal of time to
master his repertoire — maybe a month and a half [...]. Ivan was up at 7 or 8 in the
morning and we would play for 12 or 13 hours. People were still sleeping but Ivan was

ready to play. It was very gratifying [...]. I found strength in myself.

4 This shift in identities is also found among Egyupkjani, Askhali, and other non-Romani speaking Roma
in the Balkans.
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Yuri’s performance in Milev’s band was one of the first borders he crossed to venture
outside his community to become adept in many musical styles. Another bridge to “Bulgaria-
ness” was his boxing career. In fact when Yuri made his public debut with Milev’s band at the
Stambolovo Festival of Wedding Bands in 1985, the public knew him only as a boxer. Yuri
won several championships but realized that “you couldn’t make a living from boxing. You
couldn’t support your family. All the best sportsmen from Bulgaria had emigrated. There was
always discrimination against Roma.”

Yuri experienced prejudice during the late 1970s and 1980s when the socialist govern-
ment forced all Muslims to change their names to Bulgarian ones, and prohibited Turkish
and Romani music, clothing, languages, and customs (such as circumcision) (Marushiakova
and Popov, 1997; Buchanan, 1996; Silverman, 1996). “I had to change my name, Husein
Huseinov, to become a boxer. My trainer told me: ‘If you want to succeed as a boxer, you have
to make your name Bulgarian.” And my father was so angry at me for that that he wouldn't let
me into the house for years. He hit me.” Despite living in Bulgaria for 37 years Yuri
commented that he never felt wholly Bulgarian due to racism. Boxing and the context of
Bulgarian music both lauded him for his talent, but there were always strings attached.

2. Wedding Music: Creativity, Resistance, and Accommodation

Yunakov’s life reveals insights into the selective and exclusionary representations of folk
music during the socialist period. Rice (1996) and Buchanan (2006) have thoroughly explor-
ed the socialist ideology whereby “authentic folk music” was narrowly defined as “village”
music played on “traditional” instruments and was valorized as the soul of the nation.’
Relevant here is that the musics of Bulgaria’s minorities were excluded from the public realm.
Thus Yuri, growing up, heard Romani music neither on the radio nor on television, on
a recording, at a folk festival, in school, or played by an ensemble. Instead, he was bombarded
by media that lauded only the socialist brand of “pure” Bulgarian music. In the 1970’ officials
and scholars alike claimed Turkish and Romani musics were “foreign” to Bulgaria and were
corrupting folk music, to which no one listened anymore. The new genre called “wedding
music” was seen as the culprit for the decline in folk music.

5 These authors point to the myriad ironies in socialist ideology such as the fact that most “authentic mu-
sic was arranged and packaged by ensembles and folk music schools into polyphonic arrangements with
a western ensemble aesthetic.
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Loud, electrified, and displaying a modern aesthetic akin to rock music, wedding music
typically utilizes clarinet, saxophone, accordion, guitar, bass, synthesizer, and drum set. Disparate
elements, such as jazz and the musics of other cultures (e.g. Indian, Serbian, Greek, Turkish), are
combined, and eclecticism and improvisation are valued. Wedding music is characterized by
melodies with wide ranges, syncopations, daring key changes, fast tempos, and chromatic and
arpeggio passages. These practices were threatening to the socialist establishment because they
represented a stylistic abandonment of the official folk music formula. Furthermore, wedding
music was coded as “ethnic” because Roma helped to create the style, and the Romani genre
kyuchek (solo dance with torso and abdomen movements, in 2/4, 4/4, 7/8, and 9/8) represents
a large part of the repertoire. Kyuchek became a musical emblem of the suppressed ethnicity of
Roma and Turks; the more the government regulated kyuchek, the more Roma and Turks
demanded to dance and play it. Everyone in Bulgaria was supposed to identify as Bulgarian; the
ethnic (and Muslim religious) threat, as expressed through music, had to be erased.

Wedding music was also a social threat to the establishment because it was a mass
movement of young fans of all ethnicities who made music, not socialist jobs and loyalty to
the state, the center of their lives; they followed famous musicians around and spent their
money on expensive underground recordings and on lavish three-day weddings. Wedding
music also posed a political threat because it inherently defied the socialist order; it was music
performed at family celebrations, not music found in official contexts. It was unofficial,
countercultural, and even subversive (Silverman, 1996, 2007b; Buchanan, 1996, 2006).

Precisely during this time, Yuri was “developing a really different style on the saxo-
phone [...] I was used to playing very fast on the clarinet, so I transferred that to the saxo-
phone, [...] long runs and a richer tone.” In 1985 Ivo Papazov, the legendary star of wedding
music (also of Turkish Romani ancestry), invited Yuri to join his band Trakiya. “I didn’t
refuse. I was ready, prepared. At that time, every musician’s dream was to play with Ivo
Papazov. We played together for ten years [...] I spent more time with Ivo Papazov than with
my wife!” Despite regulations in the 1980s (or perhaps because of them), wedding music
reached its apex of popularity, with fans crowding wedding tents to glimpse the superstars.
Hundreds of uninvited onlookers would arrive from miles around. People booked Trakiya
years in advance and married in the middle of the week to accommodate their busy schedule.

Yuri was earning a typical month’s salary in a weekend. “Everyone wanted us to play at their

6 Turkish Romani musicians Ivo Papazov and Neshko Neshev played significant roles in creating the style;
other Roma such as Matyo Dobrev played important roles. Note, however, that many Bulgarians such as
Ivan Milev also had prominent roles in the creation and dissemination of wedding music. Note also that
Bulgarians also dance kyuchek and request it at their celebrations, particularly after drinking.
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celebrations — weddings, engagements [...]. One day we would be at one end of Bulgaria, the
next day at the other end, sometimes two weddings in one day, or even three. It was very hard
but we needed the money.”

The 1980s was also the era of socialist attempts to harass, regulate, and intimidate
wedding musicians.” In 1985 the Stambolovo Festival of Wedding Bands was initiated to
regulate wedding music, and a “category system” was introduced to reign in the free market
value of wedding music. Yuri and his colleagues were jailed twice for playing kyucheci; their
heads were shaven, they had to break rocks, and their cars were confiscated by the police. He
narrated:

In the early days, we didn’t add many new musical elements because we were afraid of
the authorities. Those were very difficult years. Our orchestra was the most well
known in all of Bulgaria. We were so well known that there were ministers who
weren't as well known as we were. Every kid knew us! But the most significant part of
this story is that Romani and Turkish music was forbidden. I was in prison for 15 days
twice [...]. This was a shameful thing, all because of music! We could stir the poorest
and richest with our music. But unfortunately, Bulgarian politicians mixed music with
politics. According to me, music has nothing to do with politics; I think music remains
music. Our politicians made music political [...]. Imagine yourself in a big field, in
a tent where we hold our weddings, and you see fifteen police cars coming. We run
away. Imagine Ivo Papazov with his weight, running, because he had been in prison
already and he didn’t want to go back. They arrested the sponsor of the wedding also,
and, if we were in a restaurant, the owner too [...] But in spite of this, we played
Romani and Turkish music anyway. Jailing us was the most shameful thing for our
country and everyone learned about it via newspaper and radio. They put us, the most
famous, in jail, so that other musicians would see. They made examples of us so that
others would be afraid.

Yuri’s comments suggest that playing kyucheci was not a deliberate anti-government
move, not conscious resistance, but rather a strategic and subjective life choice based on his

7 Sometimes Yuri was harassed just because he was Romani. He recalls a bank robbery in Haskovo: “I was
playing in a restaurant and they made me stop playing in the middle, they took me as a suspect. I was
a boxer, Romani. We were in jail all night. My wife was pregnant. She asked them: ‘Why are you holding my
husband?’ But they lied and said: “‘We don’t have anybody here.” The true culprit was the son of the secreta-
ry general of the communist party in Haskovo. That is the kind of corruption we suffered.”
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beliefs. Yuri vividly remembered strategies for avoiding arrest, e.g., posting a lookout on the
roof to scout for the police, stylistically morphing a kyuchek into a Bulgarian Slavic genre such
as pravo horo, and developing intuition for approaching police officers. Many times Trakiya
musicians ran away even before the police arrived. According to Ortner (1995), the literature
on resistance unfortunately tends to be “thin” because it is not grounded in thick ethnography.
Ortner calls for fieldwork that moves beyond the binary domination vs. resistance in political
terms and investigates cultural ramifications. Scott (1985, 1990) opens up the question of what
can be counted as “everyday forms of resistance,” and his attention to performance as power is
useful for music (Ebron, 2002: 117). Resistance needs to be grounded in the subjectivity and
agency of actors who are individuals with unique motives and histories (Ortner, 1995, 1999).
Thus, Yuri’s strategy of performing kyucheci in the face of sanctions made sense to him in
aesthetic, cultural, and economic terms: Yuri loved Turkish and Romanni music, it was the
music of his community, plus he was making a good living from playing this music.

Yuri’s resistance, however, should neither be romanticized (Abu-Lughod, 1990) nor
elevated to heroic defiance because, in several arenas, he (as well as other wedding musicians)
accommodated to the socialist government. For example, he ran away from the police, he did
not resist the name changes even though his father ostracized him,® and he recorded
sanitized, censored versions of his music so it could be disseminated via the state media. Even
at the Stambolovo festival in the 1980s he abided by regulations not to include kyucheci and
to “clean up” Bulgarian music. Scott suggests that in public spaces, “public transcripts” are
performed to flatter elites, while backstage, “hidden transcripts” express grievances (Scott,
1990; Ebron, 2002: 117-18). Indeed, wedding musicians courted favors with communist
officials so they wouldn’t be driven out of business. Yuri recalls private parties where socialist
officials requested kyucheci: “These ministers, they were our fans!” Similarly, in 1980
I attended the baptism of wedding musician Matyo Dobrev’s son where the local police chief
was invited to dance kyuchek.

It is difficult, however, to fit weddings into Scott’s rubric “hidden.” Family celebrations
take place in public space (the street, the village square) but still should be coded as unofficial
as opposed to official. Furthermore, they are located in the free market realm, one reason the
socialist government was trying to regulate them. Precisely here wedding musicians staged
their resistance. They felt they were making an economic point rather than a political one.
So then, is Yuri naive when he states that music is apolitical? Doesn’t he know that

8 I know of no wedding musicians who overtly resisted the name changes. Whereas Turks in general resis-
ted the name changes, Roma in general did not resist.
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prohibiting kyuchek was an anti-ethnic move? Of course he does, but his statement may be
a utopian sentiment or else a strategic defense of his resistance. Given the range of social acts
I have considered, I underscore that collaborations with the dominating order exist side by
side with acts of resistance; these are the performative contradictions that musicians enact.

I will return to this point in discussing transnationalism.

3. Becoming Romani: Gypsy Music and World Music Markets

The wedding band Trakiya became an international phenomenon as part of the emerging
“world music” market through tours in 1989, 1990 and 1992 organized by impresario Joe
Boyd. On one American tour Yuri made contact with the Muslim Macedonian Romani
community living in New York City. Several Macedonian Roma offered their hospitality to
him and invited Trakiya to play at a private dance party. Yuri claims that the musicians
received $5000-6000 in tips at this event. After the dance party Yuri was invited back to the
United States to play at the wedding of a Macedonian Rom who then sponsored him for
a work permit. He connected with Macedonian Romani musicians and started playing with
them.

At this time, Yuri decided to stay in the United Sates and try to emigrate because the
situation of Roma in Bulgaria was declining rapidly (Silverman, 1995; Ringold, 2000). He
claimed that his children, living in his home town of Haskovo were threatened with
abduction by the local mafia. Yuri decided to apply for political asylum, based on a well-
founded fear of persecution if he returned to Bulgaria. I helped him assemble his file and was
his translator for his hearing. Asylum was granted in 1995 and he received a green card
several years later.

In the United States Yuri came to feel he was Romani on a deep personal level. In
2001 he reflected:

9 Roma were targeted by skinheads, racially profiled by the media, dismissed from employment in large
numbers, and harassed and attacked by the police. In the mid-1990%, one of Yuri’s closest friends was per-
manently maimed in a racially motivated attack. He had earned enough money in Germany to open a nice
restaurant in downtown Haskovo, and Yuri often played there. The mafia, in cahoots with the local police,
ordered the business to close because, according to Yuri, they said: “We can't have a thriving Gypsy business
on main street. A Gypsy can't have a successful restaurant in the middle of this town.” When he refused to
close down, they trashed the restaurant and brutally beat him. Yuri explained: “The mafia, that is tied to the
police, beat him up and destroyed the restaurant. He is brain-damaged from the beating. They also beat up
my cousin who is a drummer.”
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Only here in America, seven years ago, did I feel like Rom. I'm speaking here of my
inner feelings [...]. People have told me I'm a Gypsy but my inner feeling was that
I wasn’t a Gypsy. I knew who Gypsies were — those that speak that language. I've
played at every kind of Gypsy wedding: they are different people, and we are different.
I felt that we were Turkish. But here, I understood. I thought about it and understood
things, how it is, and why it is. In Bulgaria, the history wasn't clear, who you are, why.

I believe one reason Yuri came to identify as Romani was his immersion in the Mace-
donian Romani neighborhood in New York City where he lived for many years. His closest
friends all identified as Muslim Macedonian Roma in spite of the fact that many did not
speak Romani. Not only did a cultural tie resonate within Yuri but also this is the only
Balkan-American community that readily accepted him.1® A second reason for Yuri
rethinking his identity may be his exposure to Romani history via conversations with me, and
a third reason may be the public attention to “Gypsy” music in the last decade, discussed
below.

As soon as he arrived in New York, Yuri widened his musical niche, partly due to
necessity (to obtain more work) and partly because he was able to learn quickly new genres.
He was the only musician I knew from Bulgaria who was able to support himself in the
United States for several years solely from music.1l This was possible because he was so
versatile. His instrument and his ability to improvise could be adapted to pan-Balkan and
even Middle Eastern music. His restaurant and club jobs facilitated contact with several
prominent Turkish, Israeli, Greek, Armenian and other Middle Eastern musicians, and they
began to invite him to gigs and record with him.12 In 1997 he began playing with the
legendary Albanian singer Merita Halili and her Kosovar husband, accordionist Raif Hyseni,
and currently he plays with several Albanian bands.

In addition, Yuri has served as a bridge between Americans interested in Romani music

and Macedonian Romani community musicians. For example, he is mentoring a young

10 There are very few Bulgarian Roma in New York City. Several thousand Bulgarians live in New York City
but they do not comprise an organized community and do not have regular musical events. In addition, most
Bulgarians are very prejudiced against Roma and do not socialize with them.

11 When he needed increased income due to the purchase of a home, he took a non-musical job: during the
day he drove (and still drives) a limousine, but he continues to perform music at night and on weekends.
12 See, for example, Gypsy Fire (Traditional Crossroads CD 4272). Yuri remarked: “The person who helped
me learn that repertoire was Hasan Iskut [Turkish Romani kanun player and singer] — his repertoire is huge.
Ara Dinkjian [prominent Armenian keyboardist, guitarist, composer and arranger] helped me a lot. The
more technical aspects of classical Turkish music I learned from Tamer Pinarbasi [kanun player].”
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Macedonian Romani community clarinetist, Sal Mamudoski. Sal was only a child when he
first heard Yuri at community events and when his parents lived upstairs from Yuri. Sal
became very serious about music and devoted many years to teaching himself. Yuri has shared
repertoire and styling with Sal, but most important, he has taught him the sense of how to
communicate with an audience. Sal toured with Yuri in 2007, sponsored by the non-
governmental organization Voice of Roma, and they currently perform together at the New
York club Mehanata. Due to Yuri, Sal has connected with wider American audiences.

Because he missed playing the Bulgarian genres of wedding music, Yuri formed the
Yuri Yunakov Ensemble in 1995, composed of Roma, Bulgarians, and Americans (Silver-
man, 2000). From 1999 to 2002 the Ensemble included Ivan Milev who emigrated to New
York from Bulgaria after he received a green card. This represented a historic reunion on
American soil since Yuri had not played with Milev since the mid-1980s. Milev is featured
on the 2001 Ensemble CD Roma Variations (Traditional Crossroads 4306). For years, Yuri
dreamed of inviting Ivo Papazov and his other former colleagues from Trakiya to the United
States, but the logistics were difficult to arrange. Finally, in 2003 I helped to arrange
a national tour, which was very successful and produced a CD, Together Again: Legends of
Bulgarian Wedding Music (Traditional Crossroads 4330). The label Traditional Crossroads
sponsored a second tour in 2005 in conjunction with the release of the album.

Because of my respect for Yuri’s musicianship and my confidence that he could teach
well, I tried to facilitate his connection to the world of Americans playing Balkan music.
All over the United States (and clustered on the two coasts) there is a network of
Americans who are involved with Balkan music as dancers, instrumentalists, and singers.
Yuri taught Americans saxophone and clarinet at the East European Folklife Center’s Balkan
Music and Dance Workshop for the first time in 1995, and was so successful that he was
asked back several times. In addition, Yuri is one of the few Balkan Romani musicians in the
United States to become involved in activist Romani projects. Yuri himself organized
a benefit concert in New York for a Bulgarian Romani orphanage; he also has performed in
several other benefit events. In 2005, 2006, and 2008 he played at the Herdelezi Festival in
California sponsored by the non-governmental organization Voice of Roma. As soon as he
arrived in New York City in 1994, I encouraged him to participate in panel discussions,
lectures, newspaper interviews, and other informative events about Roma that were
associated with concerts and dance parties. I believe that music can be combined with
education, but not all musicians agree and cooperate. I hypothesize that Yuri agreed to
participate in these projects not only because he believed in them but also because he wanted

to cooperate with Voice of Roma and with me to facilitate future connections.
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It should be clear by now that Yuri is not only a versatile musician but also a practical
strategist. He is a consummate collaborator and, unlike most Balkan musicians, initiates
diverse musical contacts for possible future business. One contact was Frank London of the
Klezmer All Stars; Yuri performed with London’s group at the National Folk Festival in
Richmond, Virginia, in 2005. Another important contact is Eugene Hutz of the Gypsy punk
band Gogol Bordello. Yuri has performed with Gogol Bordello several times and has
recorded with them (the recording has not been released yet). At the 2005 New York Gypsy
Festival Yuri participated in the circus-like atmosphere of the Gogol Bordello show by
stripping off his shirt like Gogol Bordello front man Eugene Hutz; he also convinced Ivo
Papazov to perform with Gogol Bordello. Yuri does not seem to object to the stereotypes
Gogol Bordello portrays in its shows; he is willing to go along with anything that is “good
for business,” whether it is a stereotypical show or an activist panel.

Yuri has also cultivated a relationship with the directors of the first New York Gypsy
Festival (2005), Alex Dimitrov (a Bulgarian) and Serdar Ilhan (a Turk); he communicates
well with them because he speaks both Bulgarian and Turkish. He continued his relationship
with Serdar for subsequent festivals. Yuri performed regularly in their old downtown clubs
Maia and Mehanata and in each of their new clubs, Drom and Mehanata. He was also
involved in helping to lobby the community board for a liquor license for Mehanata in its
new location. Another project Yuri enjoyed tremendously was the “The Clarinet All-Stars”
at the New York Gypsy festivals: in 2005, for example, Husnu Senlendirici (from Turkey),
Ismail Lumaovski (from Macedonia, now living in New York), and Ivo Papazov each took
turns in a dazzling showcase of solo reed playing.

The Yunakov Ensemble was fairly successful in performing at festivals throughout the
United States but its identification with the global aspect of Gypsy music was cemented in
1999 when it was invited to take part in the North American Gypsy Caravan tour, sponsored
by the World Music Institute. Elsewhere I have analyzed the representational dilemmas of
the six groups in the Gypsy Caravan, including Musafir from Rajasthan, India, the Kolpakov
Trio from Russia, Kalji Jag from Hungary, Taraf de Haidouks from Romania, Antonio El
Pipa from Spain, and the Yuri Yunakov Ensemble (Silverman, 2007a). In this section I will
discuss Yuri’s actions and comments on the Caravan tour, for example, the question of the
definition of Gypsy music.

Before the tour, Yuri had prepared a program entirely composed of kyucheci plus songs in
Romanes because to him this is what distinguished Bulgarian Romani music from Bulgarian

music. When Yuri heard the Taraf de Haidouks sing in Romanian and play Romanian village
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dance music, he decided to include Bulgarian music in his program. Ironically, the Taraf
originally included an instrumental piece that was very similar to a Bulgarian kyuchek, as this
has become a very popular genre in Romania in the last twenty years (manele, muzica
orientala), but Robert Browning, the director of the tour, cut this piece because it didn’t sound
distinctly Romanian. Similarly, Kalji Jag also had a kyuchek-like instrumental in their
performance, but the director cut it for similar reasons.

Although we may think the tour director was too restrictive by cutting these new pan-
Balkan Romani styles, we should also realize that Roma themselves can be very possessive
and essentialist about styles and genres. On the 2001 Gypsy Caravan tour, Macedonian
Romani singer Esma Redzepova was upset that the Romanian Romani group (Fanfare
Ciocarlia) performed kyucheci. Esma and Yuri agreed that the Roma from Romania and the
Roma from Hungary “stole it from us, from the Balkans.” On the other hand, Yuri’s and
Esma’s band members tremendously enjoyed jamming backstage with the younger Roma-
nian Roma precisely because they had this genre in common. These examples illustrate that
Gyspy music means different things to different performers: some groups define Gypsy
music as that music which is distinctly Romani while others define it as the entire range of
music that Roma perform. While media critics and audience members look for unifying
musical factors which might be indentical to older layers, the one genre that is in fact
currently shared by the Bulgarian, Macedonian, Romanian, and Hungarian Roma is not the
oldest layer, but rather the newest layer (Silverman, 2007a).

The dichotomy traditional/modern lurks behind many representations of Roma. They are
pictured in the West but not of the West, in the modern but not of the modern
(Kirshenblatt-Gimblett, 1998). They are pictured as exotic, sexual, dangerous, bound by
family, tradition and custom. Shannon points out that authenticity is conferred through
enactment on the global stage. Transnational circuits produce the idea of local musical
cultures (Shannon, 2003: 267). Western European audiences are especially receptive to the
trope of local authenticity because they feel that they have lost their own authenticity and
traditions. This current association of Gypsy music with authenticity is ironic considering the
historic East European exclusion of Gypsy music from the category tradition. Remember
that the Bulgarian socialists prohibited Romani music from festivals of authentic music,
claiming it could not represent the nation.

A controversy over authentic instrumentation arose in 2000 when Yuri toured western
Europe. His managers wanted him to replace the synthesizer in his band with a kanun

because the latter is folky and acoustic. Manager Henry Ernst said European audiences
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booed when Esma Redzepova used a synthesizer: “The controversy is that many people say,
that is a great band, but it is a shame that the synthesizer is there [...] The crowds in Europe
have this kind of purist view that it should be authentic.” Manager Helmut Neumann
concurred: “Now it is the fashion to hear real acoustic Gyspy music [...]. If it’s amplified,
electrified, audiences think it is not authentic.” The Yunakov Ensemble has also been rejected
from European Romani music festivals because their music was not viewed as authentic.
Both Yuri and Esma were adamant, however, in their decision to continue using the syn-
thesizer (Silverman, 2007a; Silverman, in press).

Note that Yuri, like other Romani musicians, rarely resists the use of the exotic/
authentic stereotype. Yuri was neither interested in nor surprised at how Roma were
pictured and narrated in advertisements for the Caravan tour.13 Most Roma accommodate
to exoticism because it helps to sell tickets. Historically, Roma have sometimes believed
and transmitted stereotypes about themselves, such as their “genetic” gift for music
(Peicheva, 1999). Fortune-tellers, for example, often presented themselves as exotic and
powerful to their clients and Ottoman female dancers capitalized on their perceived
sexuality (Silverman. 2003). Ong reminds us that “speaking subjects are not unproblematic
representers of their own culture” (Ong, 1997: 194). Everyone speaks from a point of view
with various motives. “Self-orientalizing” moves should not be taken at face value but
should be examined within the webs of power in which they are located. “Self-
orientalization” displays the predicaments of marginal “others” in the face of western
hegemony, but also points to their “agency to maneuver and manipulate meanings within
different power domains” (Ong, 1997: 195). Romani musicians, who have never been in
control of their own imagery and reputations, are quite used to being made and making
themselves into “exotic others” or “authentic originals.” This is part of the collaboration
with dominance which is always paired with resistance according to Ortner (Ortner, 1995,
1999). “Neither submitting to power, nor ‘resisting’ it in any simple sense,” Yuri works
through it and turns it to his purposes (Ortner, 1999:158).

13 Zirbel’s research with “Gypsies” from Egypt who perform at European festivals supports this claim:
“Most groups either did not realize or were just not interested in what they [...] signified for audiences” (Zir-

bel, 1999: 86).
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4. Conclusion

Rather than focusing on the dichotomies of local vs. global or Romani musicians vs. non-
Romani marketers and mangers, I argue that these categories themselves need to be
interrogated. This echoes Ortner’s call to examine not just the politics between resisters and
dominants but also the internal conflicts within marginal groups (Ortner, 1995). All the local
contexts in Yuri’s life reveal representational conflicts. Through his life we have seen the
myriad divisions and conflicts within the category Roma; in Bulgaria he felt this label did not
include him and in transnational musical contexts the label Roma includes widely disparate
groups.14

Throughout his life Yuri accommodated to some representations of himself imposed
by dominant structures, such as his name (imposed by socialists) and the Gypsy authenticity
of his music (imposed by capitalists), but he resisted in selected arenas, such as repertoire and
instrumentation. Yuri flatly rejected certain images of Gypsies he found offensive, such as
that of the “backward peasant.” When the Taraf de Haidouks members arrived in New York
from Romania for the 1999 Gypsy Caravan tour with suitcases with holes, without cases for
their musical instruments, and wearing tattered clothing in which they performed, Yuri, from
an urban clothes-conscious tradition, offered to personally take Taraf members shopping at his
expense. He spoke to Michele Winter, the Taraf manager, about this “disgrace,” but Winter
replied that audiences actually like the tattered peasant image — it is good for business.1>
Similar to Senagalese musician Youssou D’Nour, Yuri faces “constant pressure from western-
ers to remain musically and otherwise pre-modern — that is culturally ‘natural— because of
racism and western demands for authenticity” (Taylor, 1997: 126). According to Taylor,
musicians such as D’Nour “are concerned with becoming global citizens and do this [...] by
making cultural forms as (post)modern as the west’s” (Taylor, 1997: 143). Yuri embraces an
“alternative modernity” which rejects purity and embraces eclecticism. According to Hall,
“the aesthetic of modern popular music is the aesthetic of the hybrid [...], the crossover, [...]
the diaspora, [...] creolization” (Hall, 1997: 38-39). Further, “the diaspora experience is

defined not by essence or purity but by the recognition of a necessary heterogeneity and

14 Note that the pan-Romani human rights movement is facing precisely this challenge: of unifying dis-
parate Roma for political purposes, see Mirga and Gheorghe, 1997.

15 Yuri’s group, by contrast, created an urban sophisticated image, wearing suits and ties and fashionable sty-
les. Yuri’s sophisticated attitude was also revealed by his outrage that the Taraf de Haidouks members were
busking on the street and collecting money in a hat. To Yuri, this was low-class while for Taraf members it
was another way to make money (see Silverman, in press).
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diversity; it is a conception of ‘identity’ which lives through, not despite, difference by
hybridity” (Hall, 1989: 80).

Heterogeneity may describe a specifically Romani sense of adaptation or perhaps it is
Yuri’s personal style. Yuri may sound like a free-spirit hybrid, but part of Yuri’s strategy comes
from exclusion — from being an outsider. Yuri arrived in America neither with a stable band nor
with a saleable music product. His mainstay, wedding music, was not viable in America so it
had to be broken into parts and expanded.1® His fluency with Romani and Turkish music
served as entry points into Albanian and Middle Eastern styles. He was a loner who needed to
find several musical niches because no simple musical niche was reliable. His role as performer
(rather than composer, arranger, organizer) necessitated fitting into other musician’s groups.

Music is Yuri’s language of artistry, commerce, and socialization. Music allowed him
to cross borders but music also created barriers. Through his style of music and his dark-
skinned physical appearance he was known according to various labels: Muslim, Turk, Gypsy,
Bulgarian, which implied alternately inclusion and exclusion. Among Westerners, he could
be seen as exotic, among Bulgarians he might be suspicious. He could never be fully accepted
by Bulgarians because he is Muslim, Turkish-speaking, and Romani; he could never be
accepted by Turks because he is from Bulgaria; even Macedonian Roma, with whom he felt
most comfortable, often reminded him he is Bulgarian.

Yuri’s life and Hunyk’s book Critigue of Exotica urge us not to romanticize and valorize
hybridity as mere creativity — the celebration of hybridity sometimes obscures its economic
and political implications (Hutnyk, 2000). Embracing hybridity doesn’t necessarily activate
a critique of the world music market that itself promotes hybridity. Hutnyk urges us to use
Marxist analysis to interrogate how precisely capitalism commodifies music and “other-love
can turn out to be its opposite” (Hutnyk, 2000: 6). Striving to neither essentialize capitalism
nor hybridity, I have rather focused on the negotiating practices within capitalism that
musicians such as Yuri have fashioned.

16 Ironically, wedding music has declined in popularity in Bulgaria in the 1990 although it is now making
a comeback (Silverman, 2007b). After 1989 people no longer had the income for lavish celebrations, and
newer pop-folk fusions such as chalga became the rage. Kyucheci are still popular both in chalga and also at
Romani music festivals, but wedding musicians are suffering economically.
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Resumé

Carol Silverman
Hudba a transnarodni identita: Zivot saxofonisty Juriho Junakova

Kulturni antropolozka a folkloristka Carol Silverman (profesorka na Katedfe kulturni antro-
pologie na Oregonské univerzité, USA) se ve svém baddni vénuje hudbé a kultufe Balkdnu
obecné vice nez dvacet let. V minulosti se ¢asto zabyvala zkoumdnim vztahd mezi politikou,
etnicitou, ritudly a genderem, a to zejména v kontextu bulharské a makedonské spolecnosti.
V posledni dobé svou pozornost zaméfila na zkoumdni fenoménu ,,romské“ hudby z hlediska
toho, jakou roli hraje pfi konstruovani identit jejich interpretd a tvircd v raimeci globdlniho
trhu v oblasti world music, coz je i stéZejnim tématem tohoto ¢lanku.

Teoreticky rdamec, v kterém se v tomto piipadé Silverman pohybuje, ¢erpd z literatury o glo-
balizaci a hybridité, pficemz z obou oblasti je pro ni stéZejni téma prezentace objektu. Silver-
man upozoriiuje na rozsifené vnimdni Romu (nejen $irokou spole¢nosti, ale i akademickou
obci a samotnymi Romy) jako pfed-moderni nebo tradi¢ni spolecnosti, a namitd, Ze pravé je-
jich pfipad nabizi dal$i moznou kritiku zevseobecriujicitho konceptu modernity jako ,nové
vznikajici ideologie” (Comaroffs, 1993), ,postulujici sama sebe jako vSezahrnujici pfitomnost
a budoucnost, pficemz vSechny alternativy odsouva do stéry minulosti“ (Turino, 2006). Sil-
verman poukazuje na koncept ,alternativnich modernit“ (Ong, 1996, 1999), pfi¢emz pro ni
jsou to pravé Romové, kdo takovy koncept alternativni modernity zosobnuji: balkdnsi romsti
hudebnici vedou po staleti na okraji spolecnosti ,paradoxné kosmopolitni“ Zivot fungujici na
kapitalistickych principech flexibility a mobility, pficemz s pomoci neustilého vypujc¢ovani
a vlastni kreativity produkuji pro trh nepostradatelnou komoditu.

V dalsich ¢dstech ¢lanku autorka zminéné teoretické koncepty ilustruje na zivote Ju-
riho Junakova. Junakov se narodil v roce 1958 v muslimské ¢tvrti mésta Haskovo v Bulhar-
sku.l V této ¢tvrti se mluvilo romsky a/nebo turecky. Sim Junakov se az doneddvna pova-
zoval za bulharského Turka: ,Byl jsem tmavy Turek [...] se svétlymi Turky jsme neméli nic
spole¢ného. Neidentifikovali jsme se jako Romové. Ani dnes se moje rodina nepovazuje za
Romy, protoze neumi romsky.“ Ackoliv se tito lidé identifikuji jako Turci, podle historika
se skutecné jednd o Romy, ktefi za vlidy Osmant zacali pouzivat turectinu ve snaze posu-

1 Etnické slozen{ obyvatelstva Haskova a piilehlych oblasti tvofili Bulhafi, Turci, turecky hovofici Romové,
romsky hovofici Romové, bulharsky hovofici Romové a Pomakové (bulharsky mluvici muslimové).
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nout se na socidlnim a ekonomickém zebficku. Vétsina Bulhart je vSak bez ohledu na jazyk
vnimala jako Romy.

Vsichni Junakovovi muzsti pfibuzni byli muzikanti. On sdm se naucil hrat uz jako maly
chlapec na #ipan (dvouhlavy buben) a doprovizel na néj otce a bratry na svatbach. Pozdéji
presel ke klarinetu. Zatimco v jeho komunité byla v oblibé turecka hudba, Junakov se jako
profesional musel naucit zndt riiznorody repertodr, véetné bulharského. Dikladnéji se do bul-
harské hudby a hry na saxofon Junakov ponofil diky legenddrnimu bulharskému akordeoni-
stovi Ivanu Milevovi, ktery ho pfizval v roce 1982 do své kapely.

V sedmdesatych a osmdesatych letech se Junakova citelné dotkla proti-etnicka politika
socialistické vlady: vsichni muslimové byli nuceni pfijmout bulharskd jména, tureckd a romska
kultura zacala byt potla¢ovina. Néitlaku na zménu svého jména (Husein Huseinov) podlehl
1 sdm Junakov a jeho otec s nim na nékolik let prerusil styky. Pfestoze v Bulharsku zije 37 let,
Junakov tvrdi, ze se kviili mistnimu rasismu nikdy Uplné jako Bulhar necitil. Byl sice okolim

uzndvin, ale jen za cenu urcité konformity.

Junakoviv zivot poskytuje dobry vhled do selektivniho zpisobu prezentace lidové hudby
v dobé socialismu. Silverman odkazuje na podrobné studie prezentace lidové hudby v rdmci
socialistické ideologie (Rice, 1996; Buchanan, 2006), ktera ,autentickou lidovou hudbu® defi-
novala uzce jako ,vesnickou® hudbu hranou na ,tradi¢ni“ néstroje, a vyzdvihovala ji jako pro-
jev narodniho ducha.2 Hudba etnickych mensin byla z vefejné sféry naprosto vyloucena.
V sedmdesitych letech byla tureckd a romskd hudba prohldsena za prvek cizi bulharské kul-
tufe, jehoz vlivem doslo k znehodnoceni lidové hudby. Za pfic¢inu dpadku lidové hudby byl
prohlésen tehdy novy Zanr ,svatebni hudby*.3

Pro socialisticky rezim byl Zanr svatebni hudby nebezpecny, protoze naprosto nere-
spektoval jim stanoveny vzor lidové hudby. Navic pfedstavoval hudbu ,etnickou®, protoze ji
primdrné rozvijeli Romové a také proto, ze velkou ¢dst repertodru predstavoval romsky zanr
kjucek (hudba doprovézejici solovy tanec), ktery se stal hudebnim symbolem potla¢ované rom-
ské a turecké etnicity.# V Bulharsku vsak byly jakékoliv projevy odlisné etnicity (nebo ndbo-

2 Oba zminéni autofi poukazuji na zfejmy paradox: statni ideologie vidéla jako nejautentictéjsi takovou hud-
bu, kterd vznikala v souborech a lidovych skoldch uméni dpravou do podoby vicehlasych kompozic podle
vzoru zépadni estetiky sborového zpévu.

3 Svatebni hudba pouzivé elektrické ndstroje a zesilovace a stavi na improvizaci a podobné moderni estetice
jako rockova hudba, pfi¢emz kombinuje riznorodé hudebni prvky (jazz a etnickou — indickou, srbskou, fec-
kou, tureckou — hudbu).

4 Silverman ov§em upozorniuje, Ze na rozvoji tohoto hudebniho Zinru méli vedle romskych hudebnika svij
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zenské prislusnosti) — byt vyjadiené hudbou — prondsledovany. Svatebni hudba byla z hledis-
ka statni ideologie ohrozenim 1 proto, Ze se stala masovym hnutim mladych lidi pochdzejicich
z ruznych etnik, pro které byla stfedem jejich zivota hudba, nikoliv price a oddanost statu.
Byla to hudba soukromad, odporovala oficidlni kulturni linii, a proto byla pro rezim podvratna.

V roce 1985 prizval Junakova do své kapely Trakija Ivo Papazov, legenddrni hvézda
svatebni hudby (romsko-tureckého puvodu). Navzdory regulacim (nebo moznd diky nim)
svatebni hudba dosahovala v té dobé vrcholu popularity. Stovky nezvanych divaka se ze véech
koutd Bulharska sjizdély na soukromé svatby, kde vystupovaly jejich hvézdy. Lidé si objed-
ndvali Trakiji 1éta dopfedu a brali se klidné uprostied tydne, aby se pfizpusobili nabitému
programu kapely. Castku, ktera predstavovala pramérny mésiéni plat, vydélival Junakov za
vikend.

Komunisté se v osmdesatych letech snazili ziskat nad hraci svatebni hudby kontrolu. Za
timto ucelem byl také v roce 1985 z oficidlnich mist iniciovin vznik Festivalu svatebnich ka-
pel ve mésté Stambolovo. Junakov a jeho kolegové byli za hrani &juceku prondsledovani a Ju-
nakova dokonce dvakrat zavfeli. Silverman Junakovav postoj k hrani &juceku neinteretuje jako
projev védomého protirezimniho odporu, ale spise jako zdlezitost strategie a osobni volby —
hrét jucek navzdory sankcim pro néj mélo smysl, protoze tim ziskaval hodnoty v estetické,
kulturni a (zdroven) ekonomické sféfe. Svij stiet s rezimem také tito hudebnici popisuji jako
stfet ekonomicky (divod, pro¢ stit svatebni hudbu reguloval, byl i fakt, Ze se organizace sva-
teb a s nimi i objedndvani hudebnici zacali pohybovat v oblasti volného trhu). Tuto tendenci
zasazovat svij stfet s rezZimem do ekonomické sféry a naoko prehlizet fakt, ze pronasledovani
hrac &juceku bylo soulasti perzekuce etnickych mensin, sice Silverman vidi jako zpusob stra-
tegické obrany vlastniho protirezimniho odporu, ktery ale odmita jakkoli romantizovat ¢i glo-
rifikovat. Pfipomind, Ze existovaly oblasti, ve kterych Junakov rezimu neodporoval nebo s nim
i spolupracoval — nechal si zménit jméno, naticel cenzurované verze svych skladeb, na Festi-
valu svatebnich kapel respektoval zdkaz &jucek hrat.

Svatebni kapela Trakija se v letech 1989-92 dostala na nékolik zahrani¢nich turné a stala se
mezindrodnim fenoménem diky rodicimu se trhu s world music. Na jednom z téchto turné se
Junakov v New Yorku sezndmil s komunitou makedonskych muslimskych Romii, dostal se do
kontaktu s hudebniky z této komunity a zacal s nimi hrat. Vzhledem k rychle se zhorsujici si-
tuaci Romt v Bulharsku a vyhrizkim sméfovanym na jeho rodinu zacal v této dobé Junakov

podil i hudebnici bulharsti a Ze 4jucek je oblibenym tancem i mezi Bulhary, ktef{ si jeho hrani na svatbach
sami objedndvaji.
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uvazovat o emigraci. V roce 1995 skutecné ziskal ve Spojenych statech azyl a o nékolik let po-
zdéji 1 zelenou kartu.

Ve Spojenych stitech zacal Junakov pfehodnocovat svou identitu a na hluboké osobni
urovni se zacal citil jako Rom. Tuto zménu vysvétluje Silverman nékolika divody: Junakov se
v New Yorku stal sou¢dsti komunity makedonskych Romu (z nichz mnozi, stejné jako on, ne-
pouzivaji romstinu), ktera jej okamzité pfijala za svého. Dal$im faktorem mohly byt rozhovo-
ry s Carol Silverman (mimo jiné mu poméhala se sestavovanim Zddosti o azyl a pfi jednotli-
vych slySenich mu tlumocila) a v nich stile se opakujici téma historie Romi. A v neposledni
fadé i v poslednim desetileti vzrastajici popularita ,romské hudby u svétové vefejnosti.

Junakov je dle C. Silverman — diky svym schopnostem a naddni — jednim z madla bul-
harskych hudebniku, ktery byl po 1éta schopen se ve Statech zivit ¢isté¢ hudbou. Ziskal kon-
takty na prominentni hudebniky z Turecka, Izraele, Recka, Arménie a Stiedniho vychodu,
ktefi s nim zacali hrdt a nahravat. Od roku 1997 hraje s legendarni albdnskou zpévackou Me-
ritou Halili a jejim kosovskym manzelem, akordeonistou Raifem Hyseinim, v soucasnosti
hraje s dalsimi albdnskymi kapelami. V roce 1995 zformoval z romskych, bulharskych a ame-
rickych hudebnikd Hudebni soubor Juriho Junakovova (Yuri Yunakov Ensemble) a béhem let
se mu podafilo znovu si v Americe zahrdt i s Ivanem Milevem (1999-2002) i s Ivo Papazo-
vem a dal$imi kolegy z Trakije (2003, 2005). Soubor byl primdrné zaméfeny na Junakoviv ob-
libeny Zdnr svatebni hudby, se kterou mél v Americe relativné velky uspéch, v roce 1999 se
vak jasné projevilo jeho napojeni na globalni aspekt fenoménu ,romské hudby*, a to ucinko-
vanim na severoamerickém turné Gypsy Caravan.

Od zacidtku svého pobytu v USA se Junakov angazoval i v dalsich pro-romskych pro-
jektech (spolupracoval napf. s neziskovou organizaci Voice of Roma, mimo jiné organizdto-
rem kalifornského Herdelezi festivalu, na kterém také nékolikrt u¢inkoval). Divodem této
angazovanosti v otazkdch vzdélavini o Romech a podpofe pro-romskych aktivit ze strany Ju-
nakova bylo podle Silverman nejen to, Ze v cile téchto aktivit upfimné véfil, ale 1 fakt, ze za
nimi vidél pfilezitost dalsich vyuzitelnych kontaktu. Junakov je totiz nejen vSestrannym hu-
debnikem, ale také pragmatickym stratégem, ktery umi podnitit a vyuzit rozlicné hudebni
kontakty (mezi jinymi Silverman jmenuje Franka Londona z Klezmer All Stars a Eugena
Hiitze z Gogol Bordello — se kterymi Junakov d¢inkoval na jejich predstavenich, pfi¢emz ne-
mél problém naptiklad pravé s reprodukovanim ,cikinskych® stereotypi, se kterymi prave
Gogol Bordello pracuji). Junakov je ochotny ucastnit se ¢ehokoliv, co je dobré pro obchod — at
je to aktivisticky panel nebo stereotypizovana show.
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Pro severoamerické turné Gypsy Caravan’ Junakov pro sviij soubor vybral program sestévaji-
ci vyluéné ze zanru kjucek a z pisni zpivanych v romsting, protoze pravé tyto prvky podle néj
odlisovaly bulharskou romskou hudbu od hudby bulharské. Kdyz ale Junakov zjistil, ze Taraf
de Haidouks maji ve svém programu i rumunskou venkovskou tane¢ni hudbu, zafadil do pro-
gramu i ukdzky hudby bulharské. Paradoxem bylo, Ze skupiny Taraf de Haidouks a Kalji jag
pavodné do svého programu zafadily rumunskou/madarskou obdobu kjuceku (tento Zdnr se
totiz predev$im v Rumunsku stal v poslednich dvaceti letech velmi populdrnim), ale feditel
turné tyto skladby z jejich programu vyskrtl, protoze dle jeho ndzoru neznély dostatecné ,,ru-
munsky“ nebo ,madarsky*.

Je nutné si uvédomit, Ze posesivni a esencialistické postoje k jednotlivym Zanrim a sty-
lim zaujimaji i samotni Romové. S ohledem na %jucek se Esma Redzepova i Juri Junakov
shodli na tom, Ze jim ho Romové z Rumunska a Madarska ,ukradli“. Na druhé strané jednot-
livi ¢lenové kapel obou zminénych interpretd v zdkulisi s velikym nadsenim s mlad$imi ru-
munskymi muzikanty jammovali, k ¢emuz doslo pravé diky sdileni tohoto specifického Zan-
ru. Zatimco kritici a publikum hledaji v hudbé téchto romskych kapel spole¢né prvky
pochazejici ze star$ich vrstev romské hudby, jediny zdnr, ktery v soucasné dobé hudbu bul-
harskych, makedonskych, rumunskych a madarskych Romu opravdu spojuje, patfi k nejno-

vejsi vrstve jejich produkce.

Opozice tradice a modernity najdeme 1 v mnoha jinych prezentacich Romi — Ziji na Zdpade,
ale nejsou povazovani za soucdst Zapadu, ziji v moderni dobé, ale mluvi se o nich jako o tra-
di¢nich. Jsou vyobrazovini jako exoticti, sexudlni, nebezpecni, s pevnymi vazbami k roding,
tradicim a zvykam. Pravé na pozadi transndrodniho kontextu, na globdlnim jevisti turné za-
hrani¢nich hvézd vznikd punc autenticity a myslenka existence jednotlivych lokalnich hudeb-
nich kultur — a ta je zvlasté pritazlivd pravé pro zapadoevropské publikum, které citi, Ze svou
autenticitu a tradice ztratilo.

Predstava (zipadoevropského publika) a pozadavek autenticity se promitd i do tlaku na
instrumentdlni obsazeni romskych kapel. Junakov mu (4spésné) Celil na turné po zdpadni Ev-
ropé v roce 2000. Jeho manazer po ném chtél, aby misto syntezitoru kapela pouzila strunny
nastroj kanun, protoze je lidovy a akusticky. Argumentoval tim, Ze z pohledu publika syntezd-
tor ,autentickou® romskou hudbu kazi. Pokud kapela hraje na elektrické ndstroje, md obecen-
stvo dojem, Ze jejich hudba neni ,pravd®. Z téchto divodu Junakova a jeho soubor odmitli na

5 Kromé Hudebniho souboru Juriho Junakova se turné Gcastnily kapely Musafir z RddZastinu, ruské Trio
Kolpakov, Kalji jag z Madarska, Taraf de Haidouks z Rumunska a Antonio el Pipo ze Spanélska.
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nékolika evropskych romskych hudebnich festivalech. Junakov, stejné jako Esma Redzepova,
v§ak zistal neoblomny a syntezator dal pouziva.

Na druhé strané vak Junakov (i dalsi romsti hudebnici) velmi zfidka oponuje vyuziva-
ni stereotypu exotického/autentického Roma (ktery se projevil mimo jiné i ve vyobrazovani
romskych interpretd v rdmci turné Gypsy Caravan). ,Hra na exotickou strunu“ totiz zvysuje
prodej listkd. I v jinych historickych etapach se Romové sami podileli na utvrzovéni stereo-
typnich pfedstav o sobé samych. Spolu s Ong (1997: 194) Silverman konstatuje, Ze ani pfed-
stavovani vlastni kultury mluvicim subjektem neni neproblematické. Kazdy totiz zaujima ur-
Cité stanovisko a md pro své jednani urcité motivy. ,Orientalni sebe-stylizaci® je nutné nahlizet
kriticky se zfetelem na mocenskou strukturu, jiz je soucsti, protoze prozrazuje nesnize, kte-
rym tvafi v tvar zdpadni hegemonii ¢eli marginalizovani ,druzi“, ale také poukazuje — jak pise
Ong — na jejich schopnost manévrovat a manipulovat s vyznamy v ramci rznych mocenskych
stér. Romsti hudebnici nikdy neméli kontrolu nad tim, jak jsou zobrazovéni, jsou celkem zvy-
kli na to, Ze z nich nékdo nebo sami ze sebe délaji ,exotické druhé“ nebo ,ty pravé, autentic-
ké Romy*“. Toto jedndni je soucdsti kolaborace, podvolovini se aktudlni moci, které ale vzdy
vyvazuji projevy odporu a opozice vici ni. Stejné tak jednd i1 Junakov a sviij slozité obojaky

vztah k dominantnimu fddu vzdy obraci ve sviij prospéch.

Zivot Juriho Junakova ve véech mistnich kontextech odhaluje nes¢etné konflikty ve zptisobu
(sebe)prezentace. Napriklad kategorie Rom: v Bulharsku Junakov necitil, Ze by do ni spadal,
na mezindrodnim hudebnim poli zahrnuje mnoho riznorodych skupin. Béhem zivota se Ju-
nakov pfizpisoboval nékterym zpisobim prezentace vlastni osoby, které mu byly vnuceny
dominantnimi strukturami: v pfipadé svého jména (na ndtlak komunist) nebo autenticity
své hudby (tlak kapitalismu); do jinych oblasti, jako napf. repertodru a instrumentace si vsak
nenechal zasahovat. Kategoricky v§ak odmita urcitd vyobrazeni Romu, kterd jej urazeji — na-
ptiklad jako ,zaostalych vesnickych kfupant“.¢ Stejné jako senegalsky hudebnik D'Nour ¢eli
Junakov neustdlému tlaku zastat hudebné i jinak pfed-moderni — tedy kulturné ,pfirozeny*,
ackoliv se sam ztotoznuje s principy alternativni modernity, kterd odmita ,Cistotu® a velebi
eklektismus.

Heterogenita je koncept, pomoci kterého je zfejmé mozné dobre popsat specificky

romsky zptsob adaptace na prostfedi obecné, rozhodné to ale plati pro Junakova. Z urcité casti

6 Junakov, pochdzejici z méstského prostfedi, kde se dbd na obleceni, napiiklad vnimal jako poniZeni mar-
ketingovou image rumunské kapely Taraf de Haiduks (kterym pfi pfiletu do New Yorku nabidl na svij vlast-
ni Géet zabezpelit osaceni a cestovni vybaven).
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v§ak tato Junakova adaptacni strategie vyplyva z jeho pozice ¢lovéka vylouceného ze spolec-
nosti — po pfijezdu do Ameriky byl osamélym hricem, ktery si musel najit nékolik riznych
hudebnich prostori, kde zacal pusobit, protoze nemél jistotu zadného jedno bezpecného zin-
ru nebo stylu. Hudba md v Junakové Zivoté funkci uméleckou, ekonomickou i socializaéni. Na
jedné strané mu dovoluje piekracovat hranice, na druhé je ale také vytvari — jeho hudebni styl
a tmava plet zpusobila, Ze byl povazovin za muslima, Turka, Roma nebo Bulhara — coz v riz-
nych prostfedich znamenalo pfijeti, v jinych vylouceni. V kontextu v souc¢asné dobé hojné ci-
tovaného pojmu hybridity Junakoviv Zivot jasné ukazuje, Ze romantizujici oslava hybridity
Casto vede k ignorovini jejiho ekonomického a politického rozméru, a jako takovy je vhod-
nym materidlem pro studium zpisobu vyjednavani prostoru v ramci mocenskych struktur ka-
pitalismu, ktery si hudebnici jako Junakov vyvinuli.

Nikola Ludlovd
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