Esma RedZepova

“Queen of Gypsy Music”

1l over the Balkans, Romani men are known as expert musicians;
omani women and their participation in musical arts have only re-
tly been the focus of scholarly attention (Seeman 2002, 2007; Sugar
1 2003; Pettan 19%a, b, and ¢, and 2003; Potuoghu-Cook 2007;

ger in 2000; she has toured internationally for more than fifty vears,
given some 10,000 concerts, and has recorded hundreds of albums
www.esma.com.mk),

argue that Esma’s success was built on a number of paradoxes: she
cceeded in part because of her non-Romani mentor/husband’s mar-
ng ability; her image drew on sanitized stereotypes of Romani
omen as exotic, nubile, emotional, and musical on the one hand, yet
ted in families on the other; and finally, she bridged the ambivalent
Romani attitude of requiring, aestheticizing, and respecting female mu-
¢al performances in nonprofessional realms while stipmatizing them
rofessional settings, Professional music has been an important me-
um of exchange between Roma and non-Roma, and the musical mar-
 ketplace has been the site where gendered images are exchanged. As I
phasized in Chapter 6, the association of women with sexuality is
ibolic capital to use in the marketplace and negotiate in Romani
ontexts.




Romani Female Music Making in sma’s father had a good voice and knew many songs but never per-
Historical Perspective ied professionally, and her older brother was a founding member of

‘phralipe KUD (see Chapter 6). As a child, Esma sang and danced in
ol productions, and her talent was noticed by Pece Atanasovski, who
sked for Radio Skopje; he invited her to sing for an amateur program
ed “The Microphone Is Yours.” She feared her parents’ wrath when
yfound out that she had sung over the radio;

The history of Romani female musicians and the relationship betwes
singing and sexuality are discussed in text supplement 10.1. Given the
stigma of loss of modesty and reputation associated with singing in pybj
for strangers, it is not surprising that among Balkan Muslim Roma the
are very few female professional vocalists in comparison with male pro
sional vocalists. A cursory review of Sutkafest 1993 (see Chapter 8) reve
that out of some seventeen Romani groups, only four or five singers we
females, and of those, two had husbands also performing. Similarly, at th
1998 Romska Vasilica singing contest held in Macedonia, out of nirie
singers there was only one woman, Esma RedZepova. According to th,
1997 Albanian Romani CD Rromane Dives (Romani Day), in the Pa
women did not sing professionally at weddings. This situation also seemg
to be true for non-Romani Balkan Muslims and for Roma from ot '
areas of Europe?

Those women who defy convention are subject to ridicule and Charg
of immorality.? Salif Al, a Bulgarian Romani drummer, explained that
was totally unacceptable for his daughter to become a singer. When ¢
rare set of parents do agree to a daughter’s singing, the career often ¢
with marriage if the husband is not a musician. Pettan writes of a youn
Kosovo Romani woman who was a wedding singer and became a'r
cording artist: “After she married, her husband strongly opposed the co
tinuation of her musical career, so now she sings only in a private settifig
for family and friends” {1996a:316--317).* One way to circumvent pub
disapproval is to marry a musician. This mitigates the professionals
modesty because one’s husband (or father or brother) serves as the
tector of the wife’s honor. Indeed, many female Balkan Romani vocal
today perform with family members.® Given these restrictions, E f
Redzepova’s life is quite extraordinary.

hlS was in 1956. We were all sitting at home—we would listen to this
srogram every Sunday. [ knew [ was going to be on the radio . . . so I
uggested we take a nap, and I covered my head! On the radlo [we
ieard]; “What's your name?” “Esma RedZepova.” “How old are you?”
‘Eleven vears old.” “What will you sing?” “A bre babi so kerdfan [What
id you do, father?].” T sang, and everybody hid their heads under the
overs. Father said: “Is that our Fsma? No it can't be, because our
sma is asleep under the covers . . . it must be another Esma. There
are many Esma RedZepovas in Skopje. . . .” The next day when father
yent to work shining shoes, all his friends gathered around him and
ongratulated him for my performance. But he said, “No that was
omeone else, it wasn't my Esma. She was at home sleeping.” His
viends responded, “Dont you understand? That [program] was
scorded earlier. It was Esma.” I got a big slap when he got home!

sma explained how her community was suspicious of a female singing
public: “A Gypsy girl, beautiful, who also sang—that would have been
ally dangerous. The family decided that I, like all other girls, T should
arry early, and have children, and obey my husband without question,
nd work” (Teodosievski and Red¥epova 1984:89).6 Esma remembers, “I
s a girl at the time, I wasn't vet married. . . . According to our tradition
as a shame to sing publicly.” Singing was an especially sensitive topic
the RedZepova household because of the disgrace Esma’s sister Sajka
d brought on the family:

Esma RedZzepova: Barly Years ' or Ibrahim, my father, himself a wonderful singer, really hated singing!

: Jr at least singing in public, For him singing in public meant singing in
Esma was born in 1943 in Skopje, Macedonia, to a poor Muslim farhily ow grade restaurants (kafanas), it meant drinking and carousing. And
Her mother, Canija, was from a village near Skopje and a seamstr ¢ had every reason to think that way. My sister Sajka, a pretty talented
who sewed Salvari for Romani patrons. Her father, Tbrahim, was a boot girl had brought disgrace on the family and become a singer in a kaf-
black; as a child, Esma carried his shoe shining supplies for him. He los ma. Ibrahim couldn't get over it: his lovely Sajka singing to drunks who
a leg during World War 11, was too poor to buy a prosthesis, and use mashed glasses for kicks. For him, Sajka was “dead. . . .” T believe that
crutches. In 1941 Tbrahim was wounded in a Nazi bombardment of Sko had she kept on and had more hick, she would have become a great
pje; of about 400 people injured, only four survived. Esma recalle inger. . . . How beautifully she sang! I listened to her in wonder. My
was also a hardworking child. I delivered milk to households, anc father and mother cursed her. If only Sajka had someone to lead her, to
cleaned windows in a four-story house for pocket money. I liked to go! how her the way. But the kafana “ate her up. . . .” I remembered Sajka’s
the movies, the puppet theater; I was in love with all the arts, We all wen fate, because something similar awaited me too. And it also helped me
to school and learned to read and write; one of my brothers went 0 0. understand why my parents would so bitterly resent me even
higher education.” thinking of becoming a singer [90-91].
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Despite parental disapproval, Esma’s brothers supported her first stey it was the easiest thing to offend my girlish pride, my purity. Espe-
toward a singing career: “My brothers . . . never mentioned in frontofiis as we Skopje Roma were very sensitive about such things. Some
parents where and when they had seen me in town. . . . My brothers v, sybody would go up to my father . . . and tell him there was ‘something
say to our parents: ‘Why do you worry so much about Esma, she g ; gon ' between me and Stevo, a_lways together on trips, in hotels. Poor
Sajka! She has a will of her own and if she decides to sing she wil] si hiny' they would say and my father would wish the ground could
But she will be a real singer, an artist!” (91). Similarly, Esma’s teacher i o ow him” (96-97). The couple eventually decided to marry, but because
her father: “Don’t spoil your daughter’s chances, Ibrahim! She is 5 gr¢ ﬁa’s father had passed away they had to wait a respectable mourning
talent. Singing does not necessarily mean singing in a kafana” (93), od.

Esma was indeed strong-willed: “I became emancipated and stopipe At that time, it was virtually unknown for Roma and Macedonians to
wearing dimije, which I thought clumsy and impractical, so I wor rmarry; neither group desired it. Esma narrated: “We were the first
shabby flowered dresses, handed down from my sister, but still, ‘City- style - éd matriage! That was a big deal! Can you imagine how many people
(89). Esma also resisted her parents’ marrying her off in her teens, w 6 at our wedding in 1968, Ten to fifteen thousand people came to see if
her mother mentioned marriage, Esma replied, “I tell you, I'll hang my, are true that the two of us were getting married.” They first celebrated
in the little square in front of the school, on the monument. . . . I 4 radevo, a suburb of Skopje, and then provided free buses to transport
know if my mother really believed my threats, but any way, they did; ple to the celebration in Belgrade (Cartwright 2005b:105-106). She
manage to marry me off at the age of thirteen!” (92). She even had to fig 1
off taunts from relatives. Her sister-in-law Veba often taunted her: “f
You want to be singer; do you? You'll wash windows and scrub floars & iven though Stevo was poor, the wedding arrangement was that he
married woman.” “Hey, I will not, you know. I don't want to be a servan should provide new clothing for my mother and every single aunt—

I want to be an artist.” “You can want all you want when your paren ~ - this was a great expense, We did all the Romani customs—henna, etc.
marry you off. They've already had offers” (91-92). ' nce my father had passed away, my brother defended me when

When she was eleven years old, Esma was brought to the attention evo came to get me, My brother demanded 10,000 dinars ($10) for
Stevo Teadosievski (1934-1997), an Eastern Orthodox ethnic Macedoni " me. Stevo said, “I can't possibly pay that much—T have to drive Esma
accordionist and folk music arranger who worked for Radio Skopje an ound to perform, and pay for gas, food, lodging. I can only give
later became her husband and mentor. The introduction was made'h 000.” So I was bought for $1!

Medo Cun, a Romani clarinet player in Stevo’s orchestra and a friend )

Esma’s brother's (see Chapter 2). According to Esma, Medo said to Stev . Hema's early career soared among Macedonian fans, but her relation-
“1 have to show you this little gir] because she is incredible when she sings ~  ship to Romani audiences was more ambivalent. According to Esma’s

and dances at weddings.” Stevo was a self-taught musician from a poo sin Sani Rifafi, Roma at first rejected Esma not so much because she

Koéani family. as a professional singer but because she spent time with, and married, a

Esma was very intimidated during her first meeting with Stevo. His in n-Romani man. For Roma, Sievo’s Macedonian ancestry was even more
tial question to her was, “Do you smoke?” She answered negatively. 'H wportant than any alleged indecent relationship. Eventually, after mar-
was struck by her talent and sparkle, and remarked: “You have some e and international stardom, Esma was accepted and embraced by her
talent, but you really will have to work.” Stevo wanted to take her on as wit Romani community.
pupil and train her, but Esma’s parents said no: “My father said, ‘What? A "
singer? No, she’s ready for marriage; people are already asking; she'll:h
married in a year or two. Why should singing break up my family?” He sma’s Sty}e and Image
parents strongly opposed her singing career. They said: “She will not sin, :

She will listen to her mother and father.” But Stevo managed to convine der the banner Esma—Ansambl Teodosievski, Esma and Stevo launched
them that he would make her into an artist, not a cafe singer, if they would ' career in the 1960s characterized by instantaneous success and daring
ovations. Esma was the first Balkan Romani musician {male or female)
him faithfully that he would help me to become a good and famou ‘achieve commercial success in the non-Romani world; she was the first
singer—not a singer in any old nightclub—when my father had reassure enly identified Romani singer to perform in the Romani and Macedo-
himself that Stevo’s intentions were honest, that he would look after m ; an languages for non-Roma; she was the first female Romani artist to
he finally agreed” (95). . _ cord in Yugoslavia; and she was the first Macedonian woman (Romani

However, the stigma of singing in public subtly undermined Esma’s mo: of non-Romani) to perform on television. Esma claims her success is due

rality, and her parents faced many challenges. Esma asserted: “At that tevo: “What T am singing is only what Stevo taught me. He was wise,
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about twenty years ahead of his time;
music. . . . Wh};tever he promisesdtizl;echnT?utng I}’le how to unde, _ age.” She continued: “Our Romani women were afraid at the time to
Modesty aside, Esma herself composed e frue. c ihey were Roma—they said they were Turkish, Macedonian, Alba-
sraphed her perf(;ITnances and provi cﬁa (:;:'h Elany of her songs, cli, ,nything but Roma. . . . After the cleansings of World War II, Roma
On the other hand. Stevo }’)lannle) i Fmals Ce ent propelling her sucieg, - afraid for their lives and at no time would admit they were Roma.”
strategy was not t(; allow Esma to erformaiez;ery carefully, Ong g - commenied: “Esma was the first Jeader with the flag! All the other
only at concerts and for radio dp levisi a anefs and weddings; & looked at her to see if she was accepted. . . . On her first record . ..
created 2 new category of femala‘:: 0::: :I’t’tl?::tlils ;‘teﬁoi‘incllgsr }Iln effect, sy 'sy music’ was written. It was very clear! For the first time ‘Gypsy
of cafe or wedding singer.” Today, Esma is very pjou:;[ (I)lft thzvfe;?e }?:lig- i’ was written on a label.” Esma: “ opened the way for Roma, in the
. r C t - - .
has not engaged in restaurant work and only sings at weddings of frienh lace, 10 ad@t that they are Roma, and not to be ashamed they are
Even before meetine FEsma St , _ : sina and Stevo endured the racism of Macedonian institutions and the
Radio Skopie aradicalgm ? ?Oh“}rlas promoting Rcl’n_léf-nl music.a - p of the public. At Radio Skopie, Stevo was repeatedly told: “Take
he taught two, Macedoniar?:iil Oerrzv Dlja ie Wasdsgvzirell{y criticized. In 195 ks llieva, take other singers—why a Gypsy?” His colleagues said cru-
in the Romani language an dgarr.;n edg (':l an £ annia MaWOVSka- song Stevo why have you brought this Gypsy to disgrace us?” {Teodosievski
which they wore dimije); later th g performance in Belgrade:(fo; Redzepova 1984:95). In the beginning of her career; they deliberately
and recorded on .Tug(ito,n Au dieizzs?gwse‘:ei?e br.oangSt on Radio Skop; éd Esma opportunities, Stevo recalled: “They took from her the song
Stevo: “T knew that we ha‘d broken througeh :Slj;?: N " (?rnd daccording Jnew and did best and gave it to another girl” (38); later, one of their
. er (Teodosievski : . . . . .
Redzep(])jva 1984:30). Stevo remarked; “At that time it would have bzn 'S',diﬁj(giﬂ;ke‘iomio (1968), won prizes, bt 1 wes raucly shown 1
im i i N ce :
Chjll)‘(i)s:i tl}?ef;ijeRl? ;ni ?;1‘31 Z??;S;ﬁerf?lrm dlf t; the racism, Esma ivo commented: “Some of the top officials from Radio Skopije's
don’t T sing?” When Radio Skobie dec'dg’ dt car;k o better than th.at-_ ‘nunist party leadership thought they needed to let me know that it
director Blago Tvanovski subs tI::u ted }11ie _(;frrl? Sits first I'{omam record iild be better for the show to have a participant of Macedonian na-
Thus the 1957 recording of Stevo S gnjB 1?; AIfka_Gieva for Dafinka nality. T was then, just like now, devoid of any nationalistic precon-
Jugoton SY 1090) was Sin b A(;ls S(gl_g as Seljgdm (Play Seljadi ntions. I consider myself a cosmopolitan” (Mamut 1993:3). Stevo
version seems tame and mﬁ d—fn @ ée‘l';a a;ld ]?I‘aglca YN[&VI'C‘)VSka, Thi alled: “They chased me out of Macedonia because of Esma—we had
24 thythm and no syncopatio ::1'1(1::11’;1(; ardly 1llke a éOCE.:k’ with a blan sove to Belgrade. They said ‘Why do you play that Romani music?
ment). By contrast, Bsma’ . example 10.1 with text suppls tit go——you are not Romani.’ 1 was a member of the communist party
driviné rhythm and, ts :OZ:;SI?;; relcorciec! sei.zeral years later, ha ' ough Radio Skopie. The party objected, they threw me out. . .. The
text supplement werg Y 1 i9 SSe visuals in video exampl.e }0.1 with etary of the party said, ‘Why do you bother with Esma? Vaska Ilieva,
recording from the 1960 (‘;TESF 13 (M]:J 31005), but the éudlo is Fsma a Gieva, they are Macedonians, Esma isn’t! From ihen on I had
chapter). The Romani t;d roflect hOS?, Lanalyze the staging later in thi othing to do with the party—it didn’t interest me any more. I played
- eflects the importance of music in the life'a what they told me at work, period.” The taunts became so stifling that in
I , , : ko 1960s Stevo and Esma decided to move to Belgrade, the capital of
hefil::f;:%f;ri;ah:tlszglrfsléiilf?ag? was ]:ﬁmas Statt:‘,ment of pride in he goslavia, where they would have more opportunities. Esma said:
tuall h" torical. th O SME 1N Lhe Romani language. It was a eople knew me too well, they were talking too much about us inn Skopje,
v his orcllc , that Yugoslavia was the first place to broadcast Romani d'we had to get out of that environment ”
songs on radio. It was kind of a sh ing i ii i '
many singers hid the fact tﬁatatilem\sez s;ng m 'Rom}zlam n my tm; Stevo was very conscious about creating a specific Romani niche for
singing my own songs in Romani rian . omarni. f;N el I” came Q ina in the commercial world. Part of his genius was to craft a trademark
Esma uses the phrase corme out ;0 cha};‘ ar;me outha ber me.” Note th mage and staging for Esma that evoked the historical stereotypes of
artist needed to confront th g diod acterize the bravery a Rlom_ - ypsy women as sensual and fiery but that kept the pageant tasteful (see
Suction. For exa,mpleO:rou Edpll”t;]:7 1:&11 a%tntudeuc'af Yugoslav music pt photographs 10.1, 10.2, and 10.3). A survey of Yugoslav press reviews
jaic, recorded singles 0 the Romani | o sisters, Zivka and J ordana R uiing Esma’s eatly years reveals that critics focused on her Romani heri-
but it was revealed they were R:Eiaaii:lag;: They fEald T‘hfy were ‘Serb_'. _ pein stereotypical prose: she was described as dark-skinned, hot-blooded,
passed [as other ethnic groups] becaulse thor Ing to Esma “many SInEE happy-go-lucky, and genetically talented; she was even hailed as the new
singers. There was discriminati ¢ there was an embargo on goma Kodtana,” referring to the Serbian 1902 opera about a seductive Romani
great deal when I said I w; loRl;l);gax%ast t(lilelm asp erf()r%‘ner - I risked figstress.? Stevo and Esma cultivated these stereotypes as long as they
ani and 1 want to sing in my oW ere positive. This resonates with a point I make throughout this book:
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that Roma orientalize themselves when necessary for marketing pypp; 10 a traditional woman—growing up, the women gathered inside. I
Furthermore, historically Roma have had few Opportunities to a_lterf :)h opted all the old ways. Stevo told me when I was young, “you will
imagery and discourse because they have never been in contro] of ¢ ance exactly how you danced inside with the women at a wedding.”
representations.’ pswered “but that is shameful.” He said “it is not shameful—it is
The 1988 staging of the song “Basal Seljadin” (from 1957, discys sur tradition—it is your national dance. Others dance differently, but
earlier, video example 10.1 with text supplement) includes several ster, i are dressed in dimije, it is not a shame, you have something to
typic elements: a barefoot man in a Hungarian Gypsy costume stluttie. -nce about! You aren't bare, you don't dance (with your hips) in a
female dancers in belly dance outfits with flimsy veils doing lnod'n ircle, you dance with your stomach.” And he persuaded me that I
dance choreographies, and a background of tents. Other songs in ‘th; on't need to feel ashamed of that—I have to show my culture—it is
video series are set in a pseudo-Gypsy camp near a “stream” (actualf E wr national dance. T have accepted, embraced, exactly what Stevo
swimming pool) with a fire, a setting sun, and pseudo-Russian Gyps ught me. After T got on the stage and danced, it was easier for other
dancers. These videos feature the ballet troupe of Macedonian Natj Rémani women and girls.
Television. When I asked Fsma what she thought of these stagings ok
said she thought they were artistic. T discuss this point again in Chazjiter Stevo staged Esma’s performances as miniature dramatic scenes in which
12 and 13. & enacted the story of the song. Her voice showcased emotions evoked in
Romantic stereotypes do sometimes help break barriers. FEsma, for text (often using cries and yelps), and her hand gestures referred to
ample, may have reinforced the female Gypsy sensual image, but she Ky (ory themes, Similar to professional female Ottoman dancers (see Chapter
self never wore immodest belly dance outfits. Rather, she was the fir nd to generations of male musicians, she masterfully played to audience
Romani performer to appear in Romani-style dimije for non-Romanj iment. Esma continues stagings of this type to the present, even though
diences. “I was the only one, with Teodosievski’s help, to jump up pub some have criticized them as too clichéd. Stevo also iniroduced the tara-
on stage and wear dimije, and I wear them to this day. I am not asham uka (hand drum) to concert performances; associated with Muslims, it
to wear them and I am not ashamed to say I am Romani.” Dimije, whic never before been used on a concert stage. Furthermore, he engaged
emphasize hip movements, linked Esma specifically to Roma, to othé inhibited young Romani boys to play the tarabuka dramatically while
Muslims all over the Balkans, and to tradition. Fsma’s dimije were fagh sy playfully danced with Esma.!’ Not only did young boys provide visual
ioned from modern fabrics and colors, and she further innovated wi nd emotional interest but their participation also created a wholesome
accessories and headpieces, some evoking Eastern themes, : family image for Ansambl Teodosievski, with Esma as a maternal symbol.
Emotion is perhaps Esma’s trademark affect, I have pointed out that indeed, she did serve as a “mother” to many of Stevo’s PuPﬂS-
emotion is iconically associated with Roma in terms of unbridled passior Esma’s trademark song of the mid-1960s, “Chaje Sukarije” (Beautiful
(Silverman 2011 and in press). Esma capitalized on emotion in both her - ¢sir), showcased both her voice and Stevo’s arrangements. Although Esma
voice and her stagings. Her iconic song in terms of emotion is “Hajri Ma aims she wrote the melody and text, her clarinetist at the time, Medo
Te, Dikhe, Daje” (May you see no good, mother), where she enacts the la: un, also claims credit for the melody; Cun displays his masterful playing
ment of a young girl being married off to an older man. In the 1970s vide, . _the opening slow section and the instrumental solo (see Chapter 6).
of the song she is dressed in a white veil and virtually cries while she sings eo example 10.3 with text supplement is excerpted from the 1968 film
the song (video example 10.2 with text supplement), The sobs become part - apej Makedonijo. Note the pastoral seiting, the text about love, and the
of the unmetered melody. This staging depicts an older Muslim husbhand — {ict that Esma is barefoot and wearing $alvari, the codek rhythm (patiern
who is served by a young wife. In later concert stagings of this song, Esma ~ humber 1in Figure 2.1), and the melody in phrygian mode. Esma's voice
sings from beneath a black veil with her face totally obscured and her ac: is focused and emotional, featuring delicate ornamentation, yelps and
companying musicians bowing their heads in sympathy. At the end of the . slottals, and a wide rage of dynamics. The male instrumentalists engage in
song, one of them lifts her veil, and in a dramatic shift the musicians begin " question-and-answer dialogue with her and harmonize with her in the
a new and lively rhythmic song; she dramatically plays on the emotional _ ¢horus, reminiscent of the “doo-wop” style of popular music of the 1960s.

shift from despair to joy, . Esma and Stevo were pioneers in producing music videos. They

Another trademark feature introduced by Stevo was that all the per- ' ppeared on the Yugoslav music scene just when television was making
formers stood up, giving them unprecedented freedom of movement on ~inroads, and they correctly predicted that visuals would capture the
stage. Typically, they swayed right and left with their instruments i . public. Esma was involved in making four long films!" and many short
rhythm, evoking the back-up singers in Western pop groups of the 1960s: usic videos. Video example 10.4, “Ciganski Co¢ek” is also from the film
And most daring, Esma danced during musical interludes (see Chapter 6): _ Zapej Makedonijo and features members of Esma’s natal family dancing.

She explained: _-This clip stands in marked contrast to the video example 10.1 of Basal
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Seljadin. Whereas Ciganski Codek shows Roma of several genergg k), and then songs of far-flung etimicme.s: Russn:u; I—Ie’t:are\)\}f,1 Cl}grsrglaﬁ;
dancing informally with no choreography, Bagal Seljadin show AN0N-Rommy; Hindi; again costumes reflected the region (see p ot}?gll"ap si(.:s an d
ballet troupe performing choreographies influenced by modern dancg licity shots she is depicted as a performer of manj(;) t;t nic mu
Video example 10.5 (with text supplement) of Chaje Sukarije i Partef, -2 modern worldty citizen (p.hotogra!ahs 10-'6 ?‘nd 10. ? her
landmark 1965 Austirian television show. The staging embodies the (] erhaps the most important 1nternat1(?na1 tie I E:smas ca.izeel? W?S ¢
Esma trademarks: dressed in Salvari, she emerges from behind the m 4o India. In the early 19795’ Rf)ma m Macedoma ‘}{er? egmmﬁici
cians’ heads in an overhead shot; she playfully flirts with them, and’. ¢lop & sense of their histoncai ties to IndlE:E as part.: o. 1 :’-Ear ger 51(; Teo.
dances seductively but modestly. Another hit of this era, “Romano Heyy on process and a movemeTlt to dt_aﬁne thel.r 1.dent1tg. P Hnsenzl by two
(Romani dance), about dancing among Roma, also appears on thig sk osievski made its first (uninvited) trip to India in 1969, fo owecr ir,v e
(video example 10.6 with text supplement). The song (in phrygian meg, ted trips in 1976 and 1?83. I.n”1976 Es@a andlit;vo W:JrefRS)mani
features a male chorus and fade-out at the end, both reminiscent of i g and Queen of Romani Music 'at the First Wor . ZSUV ° ts Bsma
music. Esma’s voice demonstrates emotional variation, for example gs and Musicin Chandigarh. Av1de? of her 1983 trip oc;rnen o
breathy quality alternating with a throaty intensity. The rhythm is pseu g Indira Gandhi Salvari f'md showing her hov'v to t;e t; omaII{ll -
Latin: a pseudo-clave (wooden sticks) and cow bell rhythmic patte . As a result of her growing awareness f)f I:Jfldla and the pan-Ro ani
reflect the popularity of Cuban music in the 1960s. _ atity movement, Esma incorporated a“Hlvndl SOLE nto iler r'e];le :OE?’
This Austrian show encapsulates how Esma bridged the divide betweg:, also continued to perform the song “Delem Dielem,” whic ef‘-: t
Rast and West via music, language, costuming, and staging. In the firg d into the Romani anthem (see Chapter 3). Although E:TZ °
part of the show she wears a Romani costume, dances Cocek, and stag orded the song in Serbian (Cerga Ma:,la Lua Preko Sveta, A SI_E yps;z
her scenes in a “village.” By contrast, in the second part of the show g t'wanders through the world; see vlldeo ev:xample 3’_'3)’ on vt 30, eﬁm
wears a western cocktail dress and high heels, has short bobbed hair, ang 5:3.2 and 3.4 she sings it in Romani (at. Sl_ltkafeSt m 19?3 and e]:‘w
peeks through a curtain with a modern art design. To “Romano Horg” she reey at a Macedonian church in 2004; s.r‘mﬂar-tfaxts are in tlo:e"x}t1 Slupdp e-
dances the twist, the most popular dance in the west at the time, Esmy ent 3.1). This link between Romani identity politics and music helped to
ends her show with “Makedo,” a pop song entirely in German, arranged by litate Esma’s relationship to Roma.
Stevo, and she encourages Germans 1o try Macedonian dances and song:
Esma composed a line dance in 7/8 (2+2+3) to this song and hoped:
would catch on in Germany. i
Stevo wanted Esma to appeal to wider Macedonian, Yugoslav, and inter.
national audiences, and so early in her career he broadened her repertoire
and arranged tours. In 1960 Tito, the president of Yugoslavia, invited hay
to perform for a gathering of world leaders, and subsequently he sent her
abroad to represent Yugoslavia (Cartwright 2003a). Her early repertoire
included Macedonian folk songs, for which she dressed in traditional vi
lage costumes, For example, the video of the Macedonian song “Kolkus:
Macno em Zalno” (How painful and sad it is) was filmed at the Sveti Naut
monastery and shows close-ups of icons. This appealed to the visual and
aural sense of nationalist pride (tied to religion and rural folklore) fo
Macedonian audiences, In addition, Stevo arranged concerts and re
cording sessions of duets with some of Macedonia's most famous vocal
ists, legitimating Esma's talent beyond the Romani sphere, :
Vocal repertoire in other Yugoslay languages was added, including song
in Serbian, Croatian, Bosnian, Slovenian, Turkish, and Albanian. Shi
embodied Tito's principle of bratstvo i edinstvo (brotherhood and unity)} b
performing the music of all the ethnic groups in Yugoslavia (see photo
graph 10.4}. The video Pesmom ¢ Igrom Kyoz Jugoslaviju (With song and
dance from across Yugoslavia; Serbian) features songs from all the repubi
lics with traditional! regional costumes. Eventually songs of neighborin,
Balkan countries were incorporated (e.g., Bulgarian, Romanian, an

tevo’'s School

he late 1960s, Stevo and Esma founded a music school in their home
train young boys from disadvantaged homes. Virtually all of the mem-
s of the Teodosievski ensemble throughout the vlast fifty years ‘have
‘Ii-ne from Stevo’s school,’* Many, such as Medo Cun, Enver Rasimoy,
Sami Zekirovski, Pero Teodosievski (Stevo’s nephew), Zahir Ram?,danov,
jam Ragidov, Simeon Atanasov, Bilhan Madev, Tunan KurtiEI;, Sasllco Vel-
ov, and Sadan Sakip, went on to become famous musicians in their own
ght (Teodosievski and RedZepoval984:187). Sakip, one of the only vocal-
ts, developed a singing career and won first prize at Sutkaﬁest 1993; as ;&1
child he appeared in Esma’s video playing tarabuka for ‘-‘Kec Tbro Demir's
song “Aj Leno, Lenorije Chaje” (Hey Lena, girl, 1979; video examp}ell()..’?
ith text supplement). The song affirms that goodness and beauty exist in
pite of poverty. .

" Many of Stevo’s pupils came to the school at a young age from impover-
hed families; one was even rescued from abandonment. Although most
the boys were Romani, a few were not; Simeon, for example, became
Romani by virtue of his upbringing with Esma and Stevo from th’e age ?f
five, He was later officially adopted by them and became Esrr{as music
arranger after Stevo’s death in 1997. Both Esma and Stevo beh‘eved that
dhyone of any ethnicity could play Romamn music well; Stevo said he was
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roof i i i ;
feach X; thl.s. ?l:n?fhtho trlgs to the Umted‘ States, Esma was thrill, 2006 she said, “T represent Macedonia everywhere in the world and my
ericans at the Bast Buropean Folklife Center’s Balkan Musje an hassador mission is to present my country to my best [sic]” (www.cul-

Dalicgtg:;l:{z}éiiz 11’11&}19?;::;11.132231“ ed i ‘ . .mk). The fact that this quote appeared on the country’s website

and clothing free of charge. Esma ser\?cgwe 1115:11“uct10n’ lodging, Mmeg) WS Esma’s vision has a nationalist dimension rather than an ethnic

coach, Because she never l'.iad c:hildrel;3 fa li an adopted 1T101:'her and voc; - indeed she is an tcon for many Macedonians. In 2007 she was

of motherhood th iy o e.r own, she ac?leved the r a__rded a diplomatic passport that allows her to travel without visas as a

N throug thése boys, who to this day call her ‘mama.” Stey, +ural ambassador.” ‘

Stewé)]L Sbellicetvzedacine;;;?r;ﬁ:s j;g]j:f:; al;f STeriness' Neither Esma :1_1§r' Fsmas patriotism extends to a defense of Macedonia as a haven for

began with tarabuka in o,rd er}t/ o mast only in hard wor%(. All the by ' a. When I asked her in 1996 about problems Roma face in Macedo-

i sor1e | er Balkan and Romani rhythms; thg '- she answered:

Fhey switched to various instruments, Simeon, for example, was, ac’cof n _ _

ift;ﬁﬂ?;ii:ﬁtl{\rzz Zizzg :Eisé);rlg- not ; lc}f hard enough for a w __ Macedonia is the least oppressive place for Roma; it was one of the

trumpet when he was ited 1(?n, a rwa.s already playing t, first countries in the world that early on had a radio show in the
recruited, after Stevo heard him play at a weddiy Romani language, with singing and music. One of the first Romani

in Koéani. Zahi :
ahir narrated: eaders was a mayor [of Sutka]. We have Romani members of parlia-

: nt, we have two private Roma channels on TV and several radio
1131‘:: ;Z; z;);mtrgu f;ui?;(’f twah}ze years wh.en I came to Stevo's school. | stations in the Romani language, and on national TV, there are two

pet Incorrectly, on the side of my mouth, and Steyg half-hour weekly shows so all of Macedonia can watch us. Macedonia
i« definitely one of the most democratic and accepting places for
Romani people.

a certain oro [danc . : ' ) )
el op o [Theree‘]; for example, t\)\fent?‘/-ﬁve times! It was a great ‘patriots, Esma and Simeon have often argued with her cousin Sani
something w.ron We he:g 1o excuses like *T can't do it.” If we played fati about their defense of Macedonia. Whereas Simeon pointed to his

© to stand on one foot and play it! ' autiful apartment and middle-class life as evidence that there is no

- sudice i i i poi healih crisis, police brutalit

Musicians . . ] ejudice in Macedonia, Sani pointed to the . P v,

e o a widg:iszﬁg 1;01: Oiﬂy i';t musical educatlon' but also valuable exp gh unemployment, and squalor in Romani refugee shantytowns (Euro-
- As a twelve-year-old Romani boy living in a Romani- ‘ an Roma Rights Centre 1998, 2006). Note that although Esma spon-

:'Illecl)\gr:s ?(Z»hngg,ri?lil lfuj I;:;.(rilzzﬂglei};:fg; aI:fi MfflCedonian poorly; when ki red more than 2,000 benefit concerts for various causes throughout her
and Romani from Esma and the other boa laIII-I 1n£Ch001 and Macedonigp areer, it wasn’t until 2002 that she sponsored a benefit specifically for
the music industry and had a chance & Zys. 1 e also Jear. ne‘_j the ropes oma. This concert was organized by Sani as head of the NGO Voice of
Note that Esma and Stevo had onl boo 'avt‘?l to many foreign countrie ma and took place in Kosovo among refugees, I maintain that Esma
cept girls because of the close livir{ y;f .31150}1001- The‘}‘r did not ac: crafted a somewhat unthreatening profile, She stresses Macedonian
realized that it would b ‘ g quarters; she asserted: .Stevo and’1 triotism in the realm of politics and Romani music in the realm of
at that WE . ?Sk]ng for trouble to put boys and girls together itertainment.
sin gel"S?i%fc,;litdl;:}lg E:fp;fég;fz%iiiosr EI\S/{ma has T:raine.d several fema:jé = Proud of being middle-class, Simeon and Esma were critical of the
Esma considers thess fortv.ss 1ora us'ta.fovska, discussed below documentary film on Romani music When the Road Bends: Tales of a
orty-nine proi¢gés her living legacy. . Gypsy Caravan (2006) because it graphically showed the poverty of the
' fative villages in Romania of the Romani bands Taraf de Haidouks and
it e : infare Ciocarlia. They were afraid audiences would think all Roma
Esma, Politics, and Humanitarianism : , ed in mud. Macedonizn Roma in New York have expressed similar sen-
ents that international images of Roma [ocus on rural poverty and do
?;[S:S:d:zfaﬂ‘ﬁz: :rzeﬁe:ﬁ a::sl::n:lell; I])jatfrio[‘;ism f_or. Yugoslavia an ot represent them. On the other hand, some activists thought that the
sitions her as an ally of the n ali ton/stat e fhsj t‘;‘lt this ideology aI‘st pos .m did not deal enough with prejudice. We may observe that both activ-
activist for a minority. She sees herself ¢ rather N an as an OPPOSIUOH?J_' and musicians engage in “strategic essentialism” (Spivak 1988); the
more than for Rome, and some Romanés an am ass_ador for Macedonl fo._mer essentialize Roma as victims and latter essentialize Roma as en-
Stevo moved back 16 Macedomia 1 activists object to this. She an tertainers (see Chapter 3). This postcolonial concept helps us understand
cedonia in 1989, just before the outbreak of wat, ow subaltern activists reject some essentialized concepts of themselves
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aty-three representatives of Roma from many countries gathered.
wanted to see who had the most traditional Romani way of singing.
“the twenty-three representatives, I won first place!” $tevo elabo-
‘In India we were crowned because only we played true Romani
«ic. The other Roma played Turkish, Spanish, etc., music.”
' ima continues to criticize the hybrid nature of Romani music in other
‘tries, such as Spain and Hungary, where she claims Romani music
nds like the local non-Romard music: “Macedonia did not persecute
Romani language, and therefore the language, music, and the culture
A traditions have been best preserved.” She does not see her defense of
authenticity” as contradictory to innovations in her music. She
-adily admits that her vocal style has become technically advanced, with
o_fe dramatic timing and numerous, complicated ornamentation; and
‘also defends the use of synthesizer and her collaborations with pop
s (to be discussed shortly). I believe she valorizes the concept of tradi-
in part because the concept was so venerated in the Yugoslav period.
cels Romani music is worthy of that veneration, and so her patri-
m and elevation of Romani music are intertwined.
Esma became directly involved in Macedonian politics in the 1990s after
formatton of Romani political parties (see Chapter 1), For a period of
¢, she was aligned with the Romani leader Amdi Bajram, and her per-
tmance at his son’s wedding was filmed for Macedonian Television (Rom-
ki Svadba, discussed in Chapter 5). She was also aligned with Macedonian
litician Vasil Tupurkovski’s Democratic Alternative, a multiethnic party.
ow she is aligned with Prime Minister Nikola Gruevski's ruling party
MRO-DPMNE and still maintains a strong public profile, which includes
extraordinary commitment to causes of the needy. She has given thou-
ds of benefit concerts for hospitals, orphanages, disaster victims, poor
dren, and so on; she continues to generously donate her time and tal-
ts to charity. She was nominated for the Nobel Peace Prize in 2003 and
03, is an Honorary president of the Red Cross, and received the 2000
Medal of Honor from the American Biographical Institute, the 2002 Mother
tesa Award, and several awards from UNICET as well as from Tito. On
International Roma Day in April 2010, she was awarded a Medal of Honor
ftom the ruling government. She has a special interest in women’s issues,
defended her |, Romani 'c‘lin 1995 the Macedonian Association of Romani Women took her name
S rejected 1 asse of the synth ' ag its t%tle. En 2002 she won the Woman of the Year from the Macedonian
' mentation, Fep _110‘11tradlf;lonalT agazine Zena (Woman) and in 2010 she tock part in a United Nations
» and traditiona]; 7 ' & Insists that her nference on women as part of the Macedonian delegation.

After Esma and Stevo returned to Skopje in 1989, they started work on

keep the style p ts all raditional, T try t

2005 J7C Pure so I dont iy ,

mgofhigffnif:i’liaﬂ); Stevo elevated Machld;z;:fl Iltlilsen?esn '(Cal"twrigh' humanitarian and documentation project entitled the Home of Hu-

agreed that Mace:jn -976’ all of the Presenters from tx,\;eantJ music by claim anity and Museum of Music. This ambitious project includes construc-

He interprotoq Onian Romani mygje would be th, " y?thl”ee countri n of an outpatient clinic for underserved people, a recording studio, a
TPreted the fact thay he and Esma w & music of all Romg rformance space, and a museum and archive of Romani music. The

. ] er .
garh festival ag apn mplicit ¢ crowned King and Ques

rman economic crisis of the war years plus Stevo’s death in 1997 have consider-
aiirmation thag

ably slowed work on this project, but Esma is still committed to it. In 2010
the city of Skopje granted her land for the museum.
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Esma brieﬂy considered retiring afier hep husband’s death, by ing
she resumeq her career, with ren

ewed energy. She toured fairly regy]
and has sought new international and loca] collaborations, She Wiis
fered a recording contract with

the German labe] Asphalt Tango abaogy
years ago but declined in order to have more control over optiong i
career; in 2008, however, she accepted a contract with them and thug;
forms as a soloist in their “Queens and Kings” tours.!* Her adopteq
Simeon has assumed the roje of her arranger; and severa] albums
his direction have been released.1? B

ighborhoods. In 2010 she began her retirement w.ith the premler:
&Iﬁe vocal protégée Eleonora Mustafovska and)w;jt}lll abne\;’::j; :
‘ bandskopje). The ban
' see Www.myspace.com/esmas je) :
annc;”( qualified for Macedonia’s 2010 Eurovision ﬁITais n te.nth
' }}::e band continues Fsma’s international hurmanitarian n11.ss1on,
'T eto leader Simeon Atanasov: “Our message is 1.:0 §ill our music as a
dmiich connects the differences between the nations, because Romsa
-‘ge:‘:) are living in every European country and feel themselves as co.
ie
xi »31 l —
: ta?].{{sma’s most famous, and most commercially stlcces§f1il, Ic\:/;:]ia.l:)
-_hap s with ToSe Proeski in 2002, via the song titled N%agljla ( ag;
- ‘ggnian and “Cini” (Spells) in Serbian. Toge (who C?led in an auto-
Jé ecrash in 2007) was one of the top young Maczdoglan pc:ip ;;?ff:ﬁ
’ i Macedonian an
iters, with a huge following amlong - :
(')-ngix‘TI;OOti he represented Macedonia at Furovision (http.!/wwwb t
o com/inmemeoryoftodorproeski). The song won awards for bes
ac‘; best video of 2002 at the 12 Veli¢anstveni (12 greatest) ce];":emgny
i LR | ) 1 n
?;;nia’s version of the Grammy’s. “Magija” is actually ’a C.OH]; ma;1 nc;)
- ngs, Tose’s in Macedonian {or Serbian) and Esma’s (1p oalr{n ) is.;
tW? Ss(;ngg :'Naktareja mo Ilo Phanlja” (He closed my heart w1t%1 a beyt .
; 5e’ ge abou
axisti is i into Tose’s song. Tose’s song is
existing cut?? that is inserted into ' g
re:;fl:ir ggone sour because of a magic speﬂ,land Fsma's f;s alc)lm;thael
an whose boyiriend deceived her and mame;l her best1 1(3;1 t. |
; i i le 10.8 with iext supplement.
an version appears on video examp : supplement”
has its own internal narrative, p
e e bined for musical reasons
: textual connections; they are combi : .
avi}f:: for narraiive logic. Also remember that the 1nt.ended audience
o Romani, so the Romani text is irrelevant. The viewer, hc}»lwever,
'u(l)clil-immedia,ttely pick up on aural and visual cultural cLuea};l. T e tw;
. i i : Tode’s is in 2/4 rhythm in po;
dly in musical style: To%e’s is in
g ber 10 in Figure 2.1), has a drone-
d Esma’s is in 7/8 rhythm (number ‘ :
Sl:;ialllnarmony and has synthesized zurla and tapan accompaniment, this
sta symbol of Roma. ' o
Inaaggi]tion, the visuals portray two contrasting worlds: Tode’s sunny

Collaborations and Current Directions

Throughout her career, Esm

musicians, which broadened her appeal. Her early album and videg j
endi na Makedonsha Narodng Pesyg {(Legends of Ma

example, featured her in solos and in dyets with n

a has collaborated wi

In the realm of Pop music, Fsma collaborated with the Serbian roe
group Magazin on the 2002 song “Danj Su Bez Broja” (Days are endlagg
Serbian), where she sings an Introductory verse in Romani and » meli
matic passage on the syllable “ah 18 he Macedonian pop

% She sang with ¢
" (Fair day; Macedonian) and was'g

star Kaliopi on her 2004 hit “Bel Den’
guest at Kaliopi's thirtieth annivers

N 's nighttime

ary megaconcert in 2006, She alsaco ytime world of upper-class love agdhconv;zllflﬁditg If;?;xt siems to

laborated with the ethnic Albanjan bop singer Adrian Gaxha on the son; orld of Gypsy magic, abandon, and the oceult,
“Ljubov ¢” (Love is; Macedonian). The

: Song was entered in the Ppreselec
tion competition for the 2006 Eurovi

sion contest and came jn second by
approximately 100 voles, which caused some controversy, Although it wa
not discussed openly in the media, the nationgal mood was that the country.
and Macedonian national television {which sponsored the contes
not ready to have a Rom and an Albanian represent them
ban-European event such a5 Eurovision,
In 2009 Esma was featured in ele i
Diajkovski’s {former}

y of the band 7eb 7 Sol) fusion so
Hand” with the Jarnai

ggest that Esma (and by extension all Gypsiez.l) df:a\n cu;je Toéies Spf;?;l;
) i 11} with music and dance. Esma
i perhaps she sent it as a spe . b the beach, memidot tomte
ing dimije in the middle of a wild party o . , i
Iusﬂ ng fire ]dancers, and couples who wear revealing clothes and setn
bttfsly bélly-dance and kiss. All the elements of the standard .Gypsy }; Ceh
otype are here: sex, music, the occult—even a crystal ball, into w
Sc gazes at the end of the video. . )
=€)\SJ\E;hgy would Esma engage in such a stereotypical treatment othoir;ES
When her cousin, activist Sani Rifat of Voice o.f Ronﬁxdsﬁﬁeneé this
resti ied, “It i istic staging, It is art.
estion, she replied, “It is an artis It : :
rtwright asked her about these images, she “insisted she liked the video

1) were
at a prestigiots
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and enjoyed the pop spotlight” (2005:110). Esma’s reasons for collab,
tion with ToSe are complex: she may have had an affinity for him becs
he was from a minority ethnicity (Aromun/Vlach) or because, like he
was involved in humanitarian work and received several humanitai; _
awards. ToSe seems to have had an affinity for Romani music and cay
seen on Skapje television station BTR in several YouTube clips perfopr;
Bregovic's song “Erdelezi” (see Chapter 13) with the Macedonian Rq,
singer ErdZan (see Chapter 2). _

Collaboration with a pop star was certainly one way of increng
Esma’s visibility and expanding her audience. The song was clearly lig
as his, and he was definitely a rising star; however, she claims that she
helping him with his career. In the end, Esma probably chooses to colls
orate whenever a good opportunity presents itself. For a decade after §
vo's death, she refused to sign an exclusive Western contract in order.
manage her own career (with Simeon as arranger); but in 2008 she sign
a contract with Asphalt Tango in Berlin. Does she have chaices in
artistic products? Theoretically yes, but in a tight musical market she h
fewer choices. Esma has carved a viable musical niche, but as an ag
Romani star she is vulnerable. ;

In surveying Esma’s life, we can see just show innovative she was. Undg
the tutelage of non-Romani Stevo, she created an unprecedented niche for
Romani music and dance. Moreover, she raised female arts to a level:g|
respectability by playing with images of emotionality and sexuality in ty
framework of the elite concert and recording stage. By achieving succes
among non-Roma first, she legitimated her role as a professional amon;
Roma. By displaying her patriotism to Yugoslavia and Macedonia and b
supporting international rather than Romani humanitarian causes, sh
achieved an unprecedented level of legitimacy. Today Esma is a living leg
end for many Roma, and many Macedonians.

m

The constellation of Romani female performers, including professional

singers such as Esma and professional and nonprofessional dancer

(whom I discussed in Chapter 6), points to a delicate convergence of a set

of historical, economic, political, social, and aesthetic factors. Withis
Romani communities, female musicality and dance, although tinged wi

sexuality, is valued, prized, and encouraged to flower in appropriate set-

tings. Moreover, female artistry as an occupation has a long history, a
witnessed by Ottoman professional dancers and early-twentieth-century
frame drum players and singers. In spite of the economic necessity pro
pelling professionals, female singers and dancers are still scrutinized a

immoral, but at the same time they are in demand by non-Roma and

Roma. Sexuality is dangerous, but necessary. The position of femal
Romani performers to Roma structurally mirrors the position of Roman
male performers to non-Roma: they are marginal, sexual, and dangerous

yet they are necessary for celebrations because they embody artistry and_r

musicality and they bring out the “soul of the patrons.” Okely makes a
parallel point about British Romani fortune tellers who mingle freely wit

Musicians in Transit

Roma for work but are ideally supposed to preserve modesty and
tation (1975).

h fortune tellers and dancer/musicians have been stereotyped by
Roma as quintessential images of Romani women. The marginal po-
11 of Roma, their lack of control over image making, and their role as
ce workers all contribute to the trafficking of their arts in the realm
» market. Females have a significant role in this market, as their tal-
images, and bodies are a saleable commodity. Images of Romani
men are rarely designed by women themselves; rather, they rely on
on fantasies that may be mimetically sold back. In all of these pro-
s, fernale performers are not passive. Although they are rarely in
e of the institutions that shape their performances, Romani women
managed to exert control over certain realms of artistry and carve
hew domains of performance. As Esma’s case shows, they tailor their
«nts and sexuality to varying contexis. The nexus between in-group
s of fernale modesty and the economic and aesthetic requirements of
- marketplace has created a space for a variety of female performers,
ase women, like Fsma, strategize to maximize both their commercial
ess and their reputation.

O
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