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Abstract

This essay analyzes the emergence and popularity of Gypsy punk music in New
York through the prism of the genre’s most popular band, Gogol Bordello and
the group’s front man Eugene Hiitz. It argues that Gypsy elements and those
elements perceived as being “Gypsy” function as marketing tools intended to
draw listeners into a musical sphere that is perceived to be on the fringe of
popular music but in reality is a centrifugal force through which white American
cultural hegemony is brought into focus and turned in on to itself. Through an
analysis of Gogol Bordello’s music and performance style, it shows the ways in
which Gypsy punk music focuses in and inverts a power dynamics between East
European immigrants and the broader American public.

In the last decade or so, much interest in popular Balkan and Gypsy music genres has been
generated among middle class white American youths through a proliferation of Eastern
European popular music on internet sites such as MySpace, Facebook, YouTube, and
numerous others.2 Gypsy groups in particular have had increasing opportunities to perform
at a variety of performance venues ranging from dance clubs to festivals throughout the
United States, among them the widely publicized Caravan Festival (1999, 2001), which
featured musical groups such as Maharaja from India, Fanfare Ciocarlia and Taraf de

1 Adriana Helbig is Assistant Professor of Music and Affiliated Faculty with the Center for Russian and
East European Studies at the University of Pittsburgh. E-mail: anh5a@pitt.edu

2 WNYU Radio at http//wnyu.org hosts a radio show called “Gypsy Part of Town” which draws its name
from the Gypsy punk band Gogol Bordello’s 2005 album “Gypsy Punks: Underdog World Strike.”
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Haidouks from Romania, Antonio el Pipa Flamenco Ensemble from Spain, and Esma
RedZepova from Macedonia (Silverman, 2007). Gypsy bands such as Kal from Serbia have
also performed at American universities, generating a following among college-age youths
who perceive Balkan-influenced music as authentically village-based, with a modern twist in
terms of instrumentation, arrangement, and lyrics. Gypsy punk borrows elements from these
traditions such as verse and refrain song structure, the prominent use of the accordion, violin,
and guitar, instrumental improvisation, and vocal interjections. Nevertheless, the Gypsy punk
style as espoused by groups such as Gogol Bordello functions less as a type of roots music
and more as a form of post-modern cabaret that fuses hard-edge, anti-establishment aesthe-
tics characteristic of punk music with eclectic costuming that ranges from Soviet-era military
hats to belly-dancing scarves and striped pants in the style of court jesters.

Notions of “Old World” are embodied in the persona of popular Gypsy punk
entertainers in the United States such as Gogol Bordello’s front man Eugene Hutz. Hiitz
speaks with an accent, has a gold tooth, and presents himself as a cross between a village
bumpkin and the poster-child for the postmodern citizen of the world. One of Hutz’s biggest
draws is the fact that he manages to diffuse the information about his exact ethnic roots.
Born in Kyiv, Ukraine, he was displaced because of the Chernobyl catastrophe and lived with
his family for three years in refugee camps in Austria, Italy, Poland, and Hungary before
arriving in New York in 1999. He uses such stories to market himself as a person who has no
specific roots to any one place but feels and acts at home everywhere. In many ways, Hiitz
presents himself as an itinerant Gypsy, an identity he superimposes onto his immigrant status
in the United States.

Taking into account Gogol Bordello’s growing international audience and the impact
that Gypsy punk music has had on Balkan-influenced underground scenes worldwide, this
essay offers insights into how and why Gypsy punk musicians celebrate ethnic diversity by
blurring Gypsy and East European immigrant symbolism within a multilingual and
multicultural post-modern kaleidoscope of sounds. The music “Gypsyfies” Eastern European
immigrant identity in tandem with a crisis among college-aged students regarding white
Americans’ self-perceived lack of ethnic “culture.” The aura of un-place-ability, itinerance,
and worldliness surrounding “Gypsyness” allows it to be appropriated by musicians and
audiences that have little or no cultural connections to East European Gypsy identities per

S€.
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| Gogol Bordello performs at the 9:30 Club in Washington DC to a predominantly young,
middle class white audience, January 2, 2010 | Photo author. |

Gypsy Punk as a Way of Being

As a graduate student living in New York in the mid-2000s, I expanded my dissertation
research on Gypsy music in Ukraine by conducting interviews with musicians and audience
members at Mehanata, a Bulgarian bar on the lower east side of the city. A relatively small
space with a performance stage that is level with the dance floor, Mehanata features young
musicians who play a fusion of Mediterranean, Balkan, and Gypsy music on a variety of
modern and traditional instruments. When I attended the dance evenings at Mehanata, its
most frequent patrons were young male migrant workers from Serbia, Albania, Bulgaria, and
Turkey. They danced in a circle and reacted to each other’s footwork that altered according
to the rhythm of songs popularized by artists in the Balkans. In less than five years, the ethnic
make-up of live musicians and audiences at Mehanata has changed dramatically and
comprises many white middle-class Americans without East European roots or with no
active cultural connection to their East European heritage.

Serbian ethnomusicologist Marjana Lausevic, in an ethnography that analyzes the
popularity of Balkan music and community dance outside the Balkans, views Balkan dancing
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in the United States as providing community-based interaction for people who otherwise
have no ethnically-based social ties (Lausevic, 2007). While Lausevic is correct in her
assessment and her arguments can be carried over from traditional Balkan music scenes to
popular venues such as Mehanata, a further explanation for Mehanata’s popularity among
white Americans is perhaps the increased proliferation of Balkan-influenced music in main-
stream American popular culture. For instance, the soundtrack to Sasha Baron Cohen’s
popular film “Borat: Cultural Learnings of America for Make Benefit Glorious Nation of
Kazakhstan” (2006) features the Romanian Gypsy brass band, Fanfare Ciocarlia, Esma
Redzepova and Koc¢ani Orkestar from Macedonia, the music of Goran Bregovié¢, and Mahala
Ra Banda (Noble Band from the Ghetto) from Bucharest, Romania.

On the one hand, the Gypsy signifier in music lures audiences with promises of
unrestrained, passionate, and perhaps dangerous if not immoral sounds, a stereotype that is
reiterated regarding Gypsies in American culture as much as it is perceived as such
worldwide. On the other hand, “Gypsy music” is interpreted as an infinitely stretching
category, which has not and perhaps might not ever be claimed by one particular group or
music genre. Due to the historical roots of this term in Europe which have been discussed
in-depth elsewhere, it is relatively easy for diverse groups of people to lay claim to it,
interpret, and present it with less restraint (Malvinni, 2004). It is a category that is plagued
by what I refer to as a premise of “presentation without clarification,” one which functions
and works in the musicians’ favor within the Gypsy punk scene as well. For instance, Eugene
Hiitz presents himself in interviews as having come from a Servy Roma family in Ukraine.
According to a 2006 film “The Pied Piper of Hiitzovina” which chronicles Hiitz’s “return” to
Romani settlements in Transcarpathia, home to groups of Roma that differ culturally,
musically, and linguistically from Servy Roma in central and eastern Ukraine, it is evident that
his musical upbringing did not involve participation in much, if any, Gypsy-influenced music
making. In other words, musicians such as Hiitz use “Gypsy” as a marketing category through
which they gain shares of the world music market in the United States.3 This is possible
because “world music” is marketed primarily in terms of fusion aesthetics that allow for
a blurring and lack of critical distinguishing between what is “real” and what is “interpreted.”
Furthermore, the scene functions as an inclusive forum through which everyone lays claim to
the “source” of music. Again this is possible because the sources — Romani musicians themselves
— are greatly underrepresented and largely voiceless in these scenes.

3 While the term “Roma” is used as a political signifier, “Gypsy” is used in the marketing of music in the
United States.
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“Gypsy” as Marketing Category in Western Popular Music

A specific marketing strategy that has positioned “Gypsy music” as a tripartite genre eclips-
ing traditional, popular, and fusion music characterized by various Gypsy music styles
emerged with the collapse of socialism in the early 1990s. Gypsy musical traditions from the
Balkans, Central and Eastern Europe and countries of the former Soviet Union began to
circulate increasingly within the Western-dominated world music market, spurring
a proliferation of compact discs, field recordings, and Gypsy-influenced popular genres.
Competing world music markets have contributed to growing opportunities for Romani
musicians in particular to record and disseminate their music on the world stage.

Due to converging discourses that arise from increased opportunities for Romani
musicians on the international arena and the growing awareness of Gypsy music genres
among non-Roma worldwide, the “Gypsy music” category can thus best be understood as
a broad marketing category comprising 1) any music performed by musicians of Romani
descent; 2) Gypsy music performed either by Roma and/or non-Roma; 3) traditional and
popular fusion musics that incorporate elements of various Gypsy musical expressions, texts,
and performed by Roma and/or non-Roma, 4) Romani-based styles that are differentiated
according to gender, age, socio-economic background, and the musician’s country of origin.
These subdivisions, while not meant to overemphasize the musical diversity among Romani
musicians and imply a divide among Roma and non-Roma (gadje) musicians involved in
“Gypsy music” scenes, nevertheless loosely account for the wide variety of music genres that
are marketed as “Gypsy” on the contemporary world music scene.

Interestingly enough, it seems that young audiences in the United States do not
question the perceived authentic Gypsy roots of Gypsy punk music. Interviews with audience
members and with students in my world music classes at the University of Pittsburgh reveal
that the majority of listeners believe that the sounds the musicians produce are rooted in
a variety of Gypsy music styles from Central and Eastern Europe. As Hiitz reveals in “The
Pied Piper of Hiitzovina” documentary film, his lack of previous knowledge regarding Gypsy
music led him to create a sound that fused various traditional and popular musical elements.
During his visit to Romani settlements in Transcarpathia, he states of the music: “Whatever
I dreamt is basically real.” In this sense, Gypsy music functions as a category that can be filled
with one’s own perceptions, emotions, and experiences. The ethnic Gypsy is deemed un-
necessary — rather non-Gypsy musicians use the figure of the Gypsy to channel their ideas

of what Gypsy music is and should be.

Adriana Helbig | “All Connected Through the Gypsy Part of Town” | 89




The Gypsy as Immigrant

Though the dominant stereotype regarding Gypsies worldwide is that of musician, the idea of
the Gypsy nomad has been most frequently engaged within Gypsy punk music. The Gypsy
nomad is a person who is perceived to come from elsewhere, who allegedly feels at home
everywhere, and yet belongs nowhere. In many ways, Gypsy punk music blurs the figure of the
Gypsy and that of the East European immigrant. In American popular culture, an immigrant is
culturally identified as a person who speaks, acts, and socially engages others in ways that are
often based on values that allegedly differ from the status quo. This amalgamation of
characteristics does not fall far away from popular perceptions of Gypsies as people who have
historically been marginalized and ostracized by majority populations due to cultural differences
as well. The immigrant, like the Gypsy, is rejected socially but embraced culturally, a lure of the
foreign and exotic, one whose cultural offering is consumed but accepted only in certain contexts.

In the song “Underdog World Strike” by Gogol Bordello from the 2005 album “Gypsy
Punks: Underdog World Strike” the protagonist, a foreigner in the United States, criticizes
the hierarchical distribution of wealth within American society. In his rap, he states that even
a rich girl may be lured to the “Gypsy part of town,” implying that even girls from proper
white families will listen to Gypsy punk because it is good, powerful music, even if such
behavior is culturally and socially unacceptable in their milieu. The message seems to be that
money can’t buy happiness, freedom of expression, and a strong sense of identity. Such
cultural tropes blur cultural stereotypes traditionally associated with Gypsies with the
identities of male, working class East European immigrants in the United States.

I am a foreigner and I'm walking through new streets
But before I want to I see the same deeds

Inherited by few, a power machine

That crushes you and strangles you

Right in your sleep

But be it me or it’s you, the leisure class

I think we all know

That be it punk, hip-hop, be it a reggae sound
It is all connected through

The GYPSY part of town...

Let’s go!
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It’s the underdog world strike!

And let your Girl Scouts lip-synch about the freedom
Just the way you want them

But soon enough you'll see them

Soon enough they all, they turn around

And soon enough you see them in a different part of town

But be it me or it’s you, the leisure class

I think we all know

That be it punk, hip-hop, be it a reggae sound
It is all connected through

The GYPSY part of town...

Let’s go!

It’s the underdog world strike!

I am a foreigner and I'm walking through new streets
But before I want to I see the same deeds

Inherited by few, a power machine

That crushes you and strangles you

Right in your sleep

But be it me or it’s you, the leisure class

I think we all know

That be it punk, hip-hop, be it a reggae sound
It is all connected through

The GYPSY part of town...

Let’s go!

It’s the underdog world strike!
Gogol Bordello positions the “Gypsy part of town” as a far-reaching musical formula

that is powerful and flexible enough to influence a variety of music genres, be it punk, hip-
hop, or reggae. Though the song functions more as a spoken rap over a quadruple dance
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meter accented by dissonant violin, accordion, and guitar improvisations, the invocation of
genres not traditionally associated with Gypsies in Eastern Europe reveals how broadly the
“Gypsy” framework is stretched among underground musicians and audiences in the United
States and abroad.*

The East European Immigrant as Gypsy

A variety of musics marketed as “Gypsy” have gained an increased following within both
the United States and Europe due to increased marketing within the world music niche.
However, like the image of the immigrant who leaves a homeland, the “Gypsy” is
marketed as if he belongs nowhere and answers to noone. The Gypsy is a curiosity and
his/her energy is a draw. This culturally diffused identity, presented as an amalgamation
of everything and nothing, opens a perceived circle where anyone can enter and
experience creative energy. Carefree and unrestricted by social and physical boundaries,
this fusion in popular music draws on a variety of instruments, vocal traditions, rhythms,
and embellishments that projects an idea of a life free from social, historical, and
economic constraints. Like the immigrant who has left the Soviet Union or Yugoslavia
and cannot return to a nation-state that no longer exists, the Gypsy and the East
European immigrant are inclined to create a socio-cultural micro-cosmos that functions
within itself, innovating by incorporating and fusing a wide-range of cultural elements
from within themselves.

East European immigrants who have come to the United States since the fall of
socialism have dealt with numerous stigmas regarding East European identity in the United
States. From the the late 19th century to World War II, East European immigrants were
among the largest group of poor, uneducated migrants to the United States. Portrayed in
American popular culture as having a lack of access to education, economic betterment, and
political representation, East European immigrants of the 20t century aimed to assimilate,
to shed the stigma of village-based traditionalism (Rubin and Melnick, 2006). A 2007

4 A song titled “Gypsy part of town” was released in 2004 by J.U.F. (Jtidisch-Ukrainische Frendschaft),
a collaboration between members of Gogol Bodello and the Gypsy punk group Balkan Beat Box. The song
teatures Middle Eastern vocal embellishments that aim to further orientalize the already “Gypsyfied” frames
of performance by repositioning the sounds in a context that evokes identities that reach beyond the U.S.
and Europe.
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television commercial for Comcast Digital Cable attests to the continuing stereotypes that
Americans have regarding East Europeans. The commercial features “The Slowskys,” two
turtles who are overwhelmed by the digital revolution and prefer slower-paced digital service.
The name identifies the turtles as ethnically Polish (“slow” plus “sky”, a typical ending for
a Polish surname) and taps into cultural stereotypes regarding Polish-Americans as “slow,”
meaning backwards and dumb.

In contrast, the majority of East European immigrants in the last twenty years are
educated and enjoy relative economic success in the United States. As such, many East
European immigrants have increasingly begun to rebel against the pressure to culturally
assimilate into American society. The immigrant accent, food, and way of being, once
shunned in public discourse, are thus embraced in American popular culture, particularly in
films and music. This is illustrated very well in the film “Borat: Cultural Learnings of
America for Make Benefit Glorious Nation of Kazakhstan” in which Sasha Barren Cohen
parodies the trope of the Eastern European Other through the manifestation of a fictional
character from Kazakhstan. The film appears to make fun of the East Europa on many levels.
The title of the film purposefully makes use of improper grammar to capitalize on the
stereotype that immigrants cannot master the dominant language. The quality of the filming
alludes to the lack of technological development within the film industry during the Soviet
era. Cultural nuances such as humor, clothes, dinner etiquette, gender and race relations are
set-up to show the perceived backwardness of a person from the former Soviet Union.
However, in creating various improvised scenarios, the film inverts these tropes to show the
high levels of anti-Semitism, racism, and homophobia that prevail in American society. In so
doing, the film evens out the playing field between the majority and East European
immigrants to show that white Anglo-Saxon Americans have no basis to judge or criticize
others because they are no more “American” than others. “American” is understood here as
open-minded, cultured, accepting, and free from the constraints of “tradition” that immigrants
are perceived as being hindered by. In fact, the Central European/Eastern European/Central
Asian comes across as smarter, economically resourceful, and able to integrate him/herself in
new environments without losing a sense of self.

In similar vein, there is an increased attention in American popular culture to “white”

Americans for their perceived lack of “color,” contributing to what I call “white America’s

5 Many white students in my world music courses at the University of Pittsburgh express their anxieties that
they do not have a hyphenated ethnic identity, whether Slovak-American, Italian-American, or Irish-Ame-
rican.
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crisis of hyphenation.”® The 2002 Hollywood blockbuster film “My Big Fat Greek Wedd-
ing,” which celebrates a union between a Greek-American woman and a white American,
focuses on the positives of ethnic heritage, a large family, food, and merriment. White
Americans are mocked through humor and pitied because they are perceived as lacking
“culture,” a framework through which all “normal” people express their innermost human

emotions of joy, laughter, and tears. Such sentiments are clearly evidenced in Gogol

Bordello’s song “American Wedding” from the 2007 album “Super Taranta”.

Have you ever been to American wedding?
Where’s the vodka, where is marinated herring?
Where’s the musicians that got the taste?
Where’s the supply that’s gonna last three days?
Where’s the band that like Fanfare

Gotta keep it going 24 hour!

Ta-tar-ranta-ta-ta

Super taran-ta taran-ta ra-ta ta

Instead it’s one in the morning
and DJ’s patching up the cords
Everybody’s full of cake
Staring at the floor

Proper couples start to mumble
That it’s time to go

People gotta get up early

Yep, they gotta go

Ta-tar-ranta-ta-ta

People gotta get up early
And she’s got a boyfriend
And this whole fucking thing

Is one huge disappointment
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And nothing gets these bitches going
Not even Gipsy Kings

Nobody talks about my Supertheory
Of Supereverything!

So be you Donald Trump

Or be an anarchist

Make sure that your wedding
Doesn’t end up like this

Ta-tar-ranta-ta-ta...

I understand the culture’s of a different kind
But here word “celebration” just doesn’t come to mind!

Ta-tar-ranta-ta-ta...

Have you ever been to American wedding?
Y g
Where’s the vodka, where is marinated herring?
g
Where’s the musicians that got the taste?
Where’s the supply that’s gonna last three days?
pPply g y

Where’s the band that like Fanfare
Gotta keep it going 24 hour!

The video to “American Wedding” opens with a drab room filled with guests dressed
in black and white attire. The character of Eugene Hiitz, dressed initially in similar fashion
to the guests, expresses his disdain and disappointment at the lack of revelry. Changing into
his court jester-like yellow and black striped pants, he joins a group of Gypsy women dressed
in colorful Russian Gypsy Teater Romen influenced costumes sitting in another part of the
room. Expressing his disgust to them, he moves to change the tablecloths, food, and clothes
of the wedding participants. He motions for the Gypsy women to teach the guests how to
dance, by shaking their shoulders, dancing in a group and jumping to the rhythm of the
Romen influenced music rather than dancing as couples with slow movements. By the end
of the song, the guests have been “transformed” and the physical change in the color of the

room signals the altered flavor of the celebration.
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In this song, having fun in a Gypsy and/or East European immigrant style implies
acting in ways that may seem different or deemed inappropriate by people who do not have
that shared experience of social singing, dancing, and drinking. Yet the fun of the other is
most alluring, most appealing, and seemingly somewhat dangerous. By opening oppor-
tunities for others to engage in their type of fun, the outside group shifts the power dynamic
in terms of who constitutes public values of normalcy in regards to behavior and expression
of self. Like the Gypsy, the East European immigrant is embraced as being more colorful,
vibrant, and exhibiting “culture”.

Both the Gypsy and the East European immigrant resound within Gypsy punk music
as citizens of the world. This postmodern perception of individualism allows Gypsy punk
musicians to draw on discourses of the original, powerful, and the authentic in terms of
musical style, performance aesthetics, and marketing. As Gogol Bordello extends their
influence into Latin America, releasing their newest album with Portuguese vocals, samba,
and Spanish guitars inspired by the band’s recent experiences living and working in Brazil, it
behooves ethnomusicologists to analyze the ways in which cultural aspects of “Gypsyness”
resound with new audiences across the globe. What messages does samba-infused Gypsy
punk carry in milieus that have fewer direct cultural notions of Gypsy experiences and East
European immigrant identities? It seems that one thing is for certain — only localized
ethnographic research that focuses on in-depth audience experiences can shed light on the
ways in which cultural notions of “Gypsyness” have come to influence new developments in

popular music throughout the world.
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Resumé

Adriana Helbig
»VSechny nas spojuje romska ¢ast mésta“: Poromstovani identity
vychodoevropského pristéhovalce v gypsy punkové hudbé v USA

Undergroundova hudebni scéna v USA je od pocatku devadesitych let 20. stoleti ovlivnéna
styly vychdzejicimi z rytmickych a melodickych ryst balkdnské a romské hudby. Na gypsy
punkové hudebni scéné, ktera vychdzi z newyorské klezmerové scény, se podileji imigranti
z vychodni Evropy, Ameri¢ané vychodoevropského pivodu, bili Ameri¢ané i americti zidé.
Tato scéna zaroven spojuje predstavy o Romech s identitou vychodoevropskych imigranta.
Zhruba v poslednich deseti letech se vyrazné zvedl zdjem o zanry balkinské a romské hudby,
coz souvisi mimo jiné s sifenim hudby z vychodni Evropy na webovych strankdch jako
MySpace, Facebook, YouTube a dalsi. Skupiny hrajici tyto zdnry zacaly vystupovat i na mno-
hych festivalech v USA; naptiklad zndmy Caravan Festival (1999, 2001) hostil hudebniky jako
Mabharaja z Indie, Fanfare Ciocarlia a Taraf de Haidouks z Rumunska, Antonio el Pipa Fla-
menco Ensemble ze Spanélska, nebo Esma RedZepova z Makedonie. Nésledkem této popu-
larizace predevsim americkd mlddez zacala vnimat balkdnskou hudbu sice jako pivodné ven-
kovskou hudbu, ve které se vSak uplatiuji i moderni hudebni néstroje, aranzmd a texty. Gypsy
punk si pak z téchto tradic pijcuje jednotlivé prvky jako jsou struktura verse a refrénu, vyraz-
né uziti akordeonu, housli a kytary, instrumentdlni improvizace a vokdlni vsuvky. Nicméné
gypsy punkovy styl, reprezentovany kromé jinych skupinou Gogol Bordello, funguje spise jako
urcitd forma postmoderniho kabaretu, ktery v sobé spojuje estetické rysy punkové hudby, na-
mifené proti establishmentu, s eklektickymi kostymy, mezi kterymi najdeme vSechno mozné,
od vojenskych ¢epic z éry Sovétského svazu az po $itky bfisnich tanecnic a pruhované kalho-
ty ve stylu dvornich Saska.

Frontman skupiny Gogol Bordello, Eugene Hiitz, pivodné pochdzi z ukrajinského Ky-
jeva, v dusledku cernobylské havidrie vSak byla rodina nucené pfestéhovina. Sam Hutz pak zil
v uprchlickych téborech v Rakousku, Italii, Polsku a Madarsku, tfi roky pfed tim, nez se do-
stal do New Yorku v roce 1999. Tyto rizné ¢sti své osobni historie Hiitz vyuzivd k budovéni
vlastni image jako clovéka, ktery sice nema nikde opravdové kofeny, zato se vSak citi doma
kdekoliv, pficemz se predevsim prezentuje jako kocovny Rom a tuto identitu nadrazuje statu-
su imigranta ve Spojenych statech.

Gypsy punkové hudba je oslavou etnické rozmanitosti v tom smyslu, Ze v rimci ni jako

pestrého multilingvniho a multikulturniho postmoderniho kaleidoskopu zvuki dochdzi k roz-
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mazavani a vzéjemnému propojovani symboliky romskych a vychodoevropskych pfistéhoval-
cl. V ¢lanku se Adriana Helbig zabyvd tim, pro¢ a jak k tomuto miSeni dochazi. Gypsy pun-
kova hudba podle ni ,,poromstuje identitu vychodoevropskych pfistéhovalci do USA. Prita-
huje navic ¢leny mainstreamové americké spolecnosti, ktefi prozivaji jistou krizi ve vztahu
k vnitfné identifikované absenci vlastni , kultury“. Aura ne-zakotvenosti, vy-kofenénosti, ko-
Covani a protielosti svétem obklopujici vSe romské dava moznost pripojit se k tomuto hudeb-
nimu stylu i t¢m hudebnikim a poslucha¢im, ktefi sami nemaji s vychodoevropskou romskou
identitou jako takovou vibec nic spole¢ného.

Srbskd etnomuzikolozka Marjana Lausevic zabyvajici se svétovou popularitou balkan-
ské hudby a tance, kterého se spole¢né ucastni celd urcitd skupina lidi, uvadi, ze ddvodem této
popularity v USA je pravé spolecny charakter téchto tancu, ktery dava pfilezitost komunikovat
v ramci urcité komunity 1 lidem, ktefi jinak neudrzuji zadné etnicky zalozené socidlni vztahy.
Helbig k tomu dodava, Ze rostouci popularita balkinské hudby mezi bilymi Americany se dd
vysvétlit také rozsifenim hudby ovlivnéné Balkinem v mainstreamové americké popkultufe.
Jako ptiklad uvddi soundtrack k filmu Borat (2006) s hudbou rumunské dechovky Fanfare
Ciocarlia, Esmy Redzepové a Ko¢ani Orkestar z Makedonie a také s nékolika skladbami Go-
rana Bregovice a skupiny Mahala Rai Banda z Bukuresti.

Helbig pripomind — a na pfikladu Eugena Hiitze, soucdsti jehoz hudebniho vzdélani
evidentné neni to, Ze by néjak vyrazné hral s Romy, demonstruje —, Ze kategorie romské hud-
by je velmi siroka a neexistuje skupina nebo jeden konkrétni Zdnr, o kterém by se dalo fici, Ze
romskou hudbu nejlépe reprezentuje. Proto je také pro rizné skupiny lidi relativné snadné
romskou hudbu interpretovat a prezentovat. D4 se tudiz fici, Ze hudebnici jako Eugene Hiitz
uzivaji termin romskd hudba jako prodejni znacku, skrze kterou mohou ve Spojenych stitech
ziskat podil na trhu s world music. K tomu jim pomdha 1 fakt, Ze na scéné world music se do
velké miry stiraji hranice mezi ,autenticitou® a ,interpretaci“ a autentickym romskym hudeb-
nikim se na ni nedostava prili§ prostoru.

Adriana Helbig si v§imd komercializace romské hudby a souvisejicich zmén v pojeti jeji
definice (tuto ¢dst ¢lanku trefné nadepisuje titulkem Romskd hudba jako prodejni znacka
v zdpadni populdrni hudbg). Strategie prezentace romské hudby jako hudby tradi¢ni, popu-
larni 1 fizované byla vytvorena kratce po rozpadu Sovétského svazu v devadesatych letech
20. stoleti, kdy se na zdpadnim trhu s world music zacaly ve vétsi mife prosazovat vlivy rom-
ské hudebni tradice ze zemi post-komunistického bloku. Postupné vytvorené marketingové
oznaleni “romskd hudba” zahrnuje vSechny ndsledujici charakteristiky: 1) jakakoli hudba in-
terpretovand hudebniky romského ptuvodu; 2) romskd hudba hrand Romy nebo Neromy;
3) fuze tradi¢ni a populdrni hudby, kterd vstfebavd prvky ruznych romskych hudebnich vyra-
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24, textll a mize byt produkoviana Romy ¢ Neromy; nebo 4) romské styly dile diferencované
podle pohlavi, véku, socio-ekonomického ptvodu a zemé, ze které pochdzi jejich interpret.
Zda se vsak, ze mladé americké publikum nepochybuje o autentickych kofenech gypsy pun-
kové hudby a véfi, Ze tento styl vychdzi z rozli¢nych styld romské hudby stfedni a vychodni
Evropy. V tomto smyslu je dle Adriany Helbig romska hudba vnimdna jako kategorie, jejiz
obsah si mize doplnit kazdy sim na zakladé svych vlastnich emoci, pfedstav a zkusenosti.
Utast etnickych Romii na takové hudebni produkei pfitom neni nutnd; naopak, neromsti
umeélci zde ¢asto uplatiiuji své vlastni predstavy o tom, co romska hudba je nebo jakd by méla
byt. Tak o své zkuSenosti mluvi i Hiitz v dokumentdrnim filmu ,, The Pied Piper of Hiitzovi-
na“ (Strakaty pistec z Hiitzoviny) — svoji hudbu z nedostatku znalosti samotné romské hud-
by zalozil na fizi riznych prvka tradiéni i populdrni hudby a pfi pozdéjsi navstéve romskych
osad konstatuje: ,,Vsechno, co jsem si vymyslel, je tady v podstaté redlné.“

Adriana Helbig si ddle v§imd paralel mezi tim, jak jsou v americké spole¢nosti vnimad-
ni Romové a vychodoevropsti prist¢hovalci. Na gypsy punkové scéné je nejrozsifenéjsi pred-
stava Roma jako kocovnika, tj. ¢lovéka, ktery pochdzi odjinud, vsude se citi jako doma, ale ve
skutecnosti nepatfi nikam. Z nékterych thli pohledu se zd4, ze predstavy o Romech se na
gypsy punkové scéné misi s pfedstavami o pfistéhovalcich z vychodni Evropy. V americké
popkulturte je prist¢hovalec kulturné identifikovan jako osoba, ktera mluvi a jednd na zakladée
jinych hodnot. Stejné jako Romové, ktefi jsou historicky marginalizovanou skupinou, jsou
i pfistéhovalci v USA sice spolecensky odmitani, ale jejich exoticka kultura je — do ur¢ité miry
— akceptovdna. Pojeti Roma a vychodoevropského pristéhovalce se tudiz v rdimci amerického
trhu s world music do znaéné miry prekryva: imigrant, ktery opustil Jugosldvii nebo Sovétsky
svaz, se — stejné jako Rom — nemd kam vritit, protoze stit, ze kterého odesel, uz mezitim za-
nikl. Proto imigrant i Rom inklinuji k vytvofeni svého vlastniho sociokulturniho mikrosvéta,
ktery do sebe nasdva sirokou skdlu dalsich kulturnich prvki.

Historickd marginalizace a ostrakizace Romt m4 také jistou paralelu ve vnimdni pfi-
ste¢hovalct z vychodni Evropy americkou majoritni spolecnosti: od konce 19. stoleti az do
druhé svétové valky tvorili imigranti z vychodni Evropy nejvétsi skupinu chudych a nevzdéla-
nych pfistéhovalci do USA. Aby se zbavili stigmatu vesnického tradicionalismu, chtéli se ve
20. stoleti co nejrychleji asimilovat do vétsinové americké spolecnosti. Naproti tomu vétsina
vychodoevropand, ktefi pfisli do Spojenych stdtd v prabéhu poslednich dvaceti let, je vzdéla-
nd a v Americe relativné ekonomicky ispésnd. Proto se mnoho z nich zacalo postupné bourit
proti tlaku kulturni asimilace. Jejich kdysi znevazovany pfizvuk, kuchyné a zpusob Zivota si
nyni uziva pozornosti americké popkultury, a to hlavné ve filmech a v hudbé. Prikladem je

i film ,Borat®, ktery v posledku naznacuje, Ze bili anglosasti Ameri¢ané nemaji pravo soudit
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a kritizovat pfistéhovalce z vychodni Evropy, protoze sami nejsou o nic vice kulturni, tole-
rantni a prosti ,tradic“, kterymi jsou udajné imigranti omezeni. Imigrant z tohoto porovnéni
nakonec vyjde jako chytfejsi, ekonomicky zdatny a schopny se adaptovat do nového prostie-
di, aniz by ztratil sebe sama.

Adriana Helbig také upozormuje na souvislost s krizi identity bilych Americani. Na
prikladu filmu ,Moje tlusta feckd svatba“ ukazuje, Ze v dnesni dob¢ jsou vyzdvihovana poziti-
va etnického dédictvi a bilym Ameri¢anim je naproti tomu vycitin nedostatek takovéto kul-
tury. I Romové a pristé¢hovalci z vychodni Evropy jsou povazovéni za zajimavé a pestré lidi,
ktefi miluji Zivot, a — jak naznacuje text a klip k pisni ,American Wedding® (Americkd svat-
ba) od Gogol Bordello — umi se narozdil od bilych Americant bavit. Jejich zibava ale neni
v zadném pripadé uzaviend, proto kazdy, kdo ma zdjem, se mize pfipojit a stit se jeji soucds-
ti. Ostatné totéz plati 1 o americkém pojeti romské hudby.

Eliska Vidnovd
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