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Prikaznata za po~etocite na Teatarot na Romite 
„Pralipe” i za negovoto postapno osvojuvawe na sop­
stvenoto mesto pod yvezdite e, prosto, nestandardna. 
Preprika`ana od recentnava vremenska distanca, 
taa denes zvu~i kako skazna: pove}e legendarna otkol­
ku  realna storija. Ova se nejzinite klu~ni toposi:

Vo edna od takanare~eni „prigradski” naselbi, na 
rabot na Skopje, vo edno od onie polu­urbanizirani 
op{to`itija {to bea improvizirani okolu po{i­
rokoto gradsko jadro vo godinite po katastrofalniot 
skopski zemjotres od 1963 god., `iveeja, glavno – 
Romi. Vpro~em, tie i denes `iveat na istoto mesto, 
samo {to samoto mesto, zatoa {to postojano bui vo 
sekakva smisla, bitno se ima smeneto. Me|u drugoto, 
i poradi notorniot fakt {to vo izminative 
~etiriesetina godini se ima zgolemeno barem 
za desetpati. Tradicionalnite romski baladi, 
pretovareni so dobra doza romantika, ~estopati 
peat i za `ivotot vo vakvite naselbi, opevaj}i go 
sekoga{ stereotipno: kako skuden, ama vesel. Ovaa 
ista baladi~na gor~livo­slatka kvalifikacija 
postojano ja recikliraat (no, „popatno” i ja 
stereotipiziraat, pravej}i ja kvaziegzoti~na!) 
ama ba{ site popularni filmovi za balkanskite 

The story of the beginnings of the Romany Pralipe The-
atre and its gradual conquering of its own place under 
the sky is, simply, atypical.  Retold from today’s perspec-
tive, it sounds like a fairy tale: it is more of a legend than 
a real story. These are it's key topoi:

In one of the so-called “neighbourhoods” on the outskirts 
of Skopje, in one of the semi-urbanised settlements that 
were improvised around the wider city centre after the 
catastrophic earthquake which struck Skopje in 1963, 
lived mainly the Romany population. They, in fact, still 
live there, but the place has significantly changed because 
it has proliferated in many ways. Among other things, its 
population has grown over the last forty years by at least 
ten times. The traditional Romany ballads saturated in 
romantic feelings often speak of the life in such settle-
ments in the same way, as meagre but merry. This very 
same balladic and bitter-sweet milieu is constantly re-
cycled (but also, “by the way”, stereo-typified, making it 
quasi-exotic) in absolutely all the popular films on the 
Balkan Romanies, including those made by some of the 
most inventive Balkan film directors: Aleksandar Petrović 
(Feather Gatherers, 1967), Emir Kusturica (Time of the 
Gypsies, 1988) or Stole Popov (Gypsy Magic, 1997).
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Romi, duri i onie {to se potpi{ani od nekoi od 
najinventivnite balkanski re`iseri: Aleksandar 
Petrovi} („Sobira~i na perduvi”, 1967), Emir 
Kusturica („Dom za besewe”, 1988) ili Stole Popov 
(„Gipsy Magic”, 1997)...  

E, tokmu vo toj i takov gor~livo­sladnikav perife­
riski skopski ambient, vo sekoja smisla na rabot,  
vo famoznata skopska naselba [uto Orizari, popu­
larna kako [utka, vo specifi~na atmosfera kakva 
{to vladee{e vo optimisti~kite {eesetti godini 
na minatiot vek, zapo~nuva i neverojatnata skazna 
za Teatarot na Romite „Pralipe”. 

Nejziniot inicijator i klu~en protagonist, 
nejziniot nesporen lider, voedno i nejziniot dobar 
duh, toga{ ima dvaeset i nekolku godini. Toj e mom~e 
koe{to intenzivno se obiduva da otkrie nekakva svo­
ja vistinska `ivotna preokupacija. Ama ne kakva 
bilo, tuku tokmu onakva {to bi mu ovozmo`ila 
uspe{no da go propatuva patot od sedumte milji: od 
periferijata do centarot na op{testveniot `ivot. 
Ka`ano so drugi zborovi, prikaznata za „Pralipe” 
zapo~nuva  tokmu vo ovoj  optimisti~ki istoriski 
mig, koga – srede pau{alniot optimizam na dina­
mi~nite socijalisti~ki godini, pa u{te i srede 
ve~no optimisti~kata [utka – mom~eto za koe 
stanuva zbor biva  soo~eno so edno od najkrupnite 
pra{awa {to go determiniraat se~ij `ivot, 
pra{aweto na identitetot. Se razbira, mom~eto 
pritoa ne e svesno za su{tinata, ama ja ~uvstvuva 
(intuitivno) zagatkata pred koja{to zastanalo, 
istata onaa avtenti~na tegobnost  koja{to ja 
~uvstvuval i Edip zastanat pred Sfingata. 
Serioznite teorii elaboriraat deka osnovnata 
nedoumica pri objasnuvaweto na poimot identitet 
e implicirana vo pra{aweto „dali e identitetot 
pri~ina (pretpostavka) ili posledica (rezultat) na 

It is precisely in this, bitter-sweet ambience on the pe-
riphery of Skopje which is in every sense of the word on 
the outskirts, in the famed Skopje settlement of Šuto 
Orizari, widely known as Šutka, that the incredible story 
of the Romany Pralipe Theatre begins in a quite specific 
atmosphere, as it was in the optimistic 1960s.

Its founder and key protagonist and its undisputed lea-
der and, at he same time, its genie, was twenty-some-
thing at the time. He was a young man who was trying 
very hard to find his own vocation. Not just any vocation, 
but of the kind that would enable him to travel the seven 
mile road: from the periphery to the centre of the social 
life. In other words, the story of the Pralipe Theatre be-
gins in this optimistic historical moment – amidst the 
ungrounded optimism of  the Socialist environment and, 
on top of that, in the ever optimistic settlement of Šutka, 
where the young man was faced with one of the essen-
tial questions that determine everyone’s life, the ques-
tion of identity. Of course, the young man was not ware 
at that time about the essential nature of the question, 
but he felt (intuitively) the riddle he was faced with and 
the very same authentic anxiety felt by Oedipus when 
he faced the Sphinx.  Serious theories claim that the ba-
sic perplexity in the explanation of the concept of iden-
tity is implied in the question as to “whether identity is 
the cause (assumption) or the consequence (result) of a 
certain sequence of different readings, i.e., whether it is 
possible to establish a certain regularity between iden-
tity and its readings (Biti, 2000:190).

Jelena Lužina A Unique Theatre Miracle: Thirty-five Years of the Romany Pralipe Theatre (1971-2006)
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opredelena niza od razli~ni o~ituvawa, odnosno, 
dali e vozmo`no pome|u  identitetot i tie negovi 
o~ituvawa da se vospostavi nekakva zakonska vrska” 
(Biti, 2000:190). 

Se razbira, mom~eto od ovaa skazna e Rahim Burhan. 
Roden 1948 god. vo Skopje. @itel na [utka. Rom po 
etni~ka, jazi~ka, kulturna i sekoja druga pripad­
nost. Gordeliv Rom. Eden od najgordelivite {to gi 
znam.

Od site infrastrukturni urbani sodr`ini (so 
isklu~ok na ponekoe par~e asfalt, vodovod, kana­
lizacija, struja...), vo [utka i denes ima samo edna 
ambulanta i edno osnovno u~ili{te so stigmati~no 
ime „26 Juli”. Denes, najverojatno, ve}e nikoj ne 
pameti koj  mu go dal na u~ili{teto ova fatumsko 
ime  koe{to ja memorira datata na katastrofalni­
ot skopski zemjotres od 1963 god. Po tektonskite 
poremetuvawa od toj 26 juli 1963 god., bezdrugo kako 
del od nekoi futuristi~ki proekcii za razvojot 
na gradot, nekoj  na nekoe mo}no mesto ja defini­
ral dalekuse`nata politi~ka odluka: site skopski 
Romi da bidat sobrani na edno mesto, vo sosema nova 
i dotoga{ nepostoe~ka naselba, butnata na samiot 
rab na najoddale~enata mo`na periferija. Duri i 
sega, po tolku izminati godini, vo tekot na koi gra­
dot postojano i se dobli`uva na [utka, ovaa naselba 
skopjani ja do`ivuvaat bezmalku kako geto.   

Vo takva (getoizirana) [utka i vo toa nejzino 
u~ili{te so stigmati~no ime, Rahim Burhan
zapo~nal da gi bara i sobira svoite prvi sledbenici: 
mom~iwa i devoj~iwa {to }e go spodelat negoviot 
son, }e go poddr`uvaat negovoto bezgrani~no 
voodu{evuvawe za teatarot. Se se}ava deka so mom~i­
wata bilo polesno otkolku so devoj~iwata: osven 

Of course, the young man from the beginning of this sto-
ry is Rahim Burhan. He was born in 1948 in Skopje, in 
the settlement of Šutka. In terms of ethnical, linguistic, 
cultural or any other type of affiliation, he is Romany. A 
proud Romany. One of the proudest I have met.

Today, in Šutka, in terms of infrastructural development 
(with the exception of several pieces of asphalt road, 
water supply, sewage and electricity) there is still only 
one policlinic and one elementary school with the stig-
matic name “26th of July.”  No one remembers any more 
who gave the school this ill-fated name that honours the 
memory of the catastrophic earthquake which struck 
Skopje in 1963.  After the tectonic strike that happened 
on this date, someone, from a clearly powerful position 
and as part of some futuristic projections concerning the 
development of the city, made a political decision that 
would have long-term consequences: all the Romanies 
in Skopje were to be gathered in a single settlement, the 
then new and, until then, non-existent suburb that was 
pushed to the very edge of the most remote periphery of 
the city. Even today, after so many years during which 
Skopje has moved closer to it, the citizens of Skopje per-
ceive it almost as a ghetto.

It was in this settlement of Šutka (ghettoised as it was) 
and in this school with the stigmatic name that Rahim 
Burhan began to look for and find his first followers – 
young boys and girls who would follow his dream and 
support him in his inexhaustible admiration of the the-
atre. He remembers that it was easier with the boys than 
with the girls; besides the practical reasons (they were 
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od prakti~ni pri~ini (demek, gi ma`ele na epten 
mladi godini), roditelite na `enski deca ne 
gledale kojznae kolku benevolentno na teatarskite 
egzaltaciii na svoite }erki, naprotiv!

Kako i da bilo, kon krajot na 1969 godina, poddr`ani 
i pomognati od nekolkumina intelektualci od gra­
dot, Burhan i negovite sodru`nici od periferijata 
uspeale da stasaat do najstrogiot centar na Sko­
pje: vo toga{ presti`niot Dom na grade`nici ja 
prika`ale svojata prva produkcija. Vo teatrogra­
fijata na idniot prv romski teatar na svetot, taa 
produkcija e evidentirana kako Ve~er na romska­
ta  poezija. Izborot na poetskite tvorbi,  izborot 
na muzikata i re`iserskiot koncept gi potpi{al 
samiot Burhan. Interesno e da se zabele`i deka ak­
terite­natur{~ici (akterite­amateri) gi ka`uvale 
izbranite romski stihovi na tri jazici: romski, 
turski i makedonski. Duri i vo migot na svojata 
simboli~na inicijacija, Teatarot „Pralipe” go 
demonstriral svojot pragmati~en interkulturen 
koncept. Vpro~em, takviot koncept se ot~ituva i od 
samoto ime: na romski, zborot pralipe zna~i brat­
stvo! Proizleguva, ete, deka – sosema intuitivno i 
sosema bratski – teatarot „Pralipe” go promoviral 

to be married at an early age), the parents were not too 
happy with the theatrical exaltations of their daughters 
– in fact, it was quite the opposite!

Be as it may, towards the end of 1969, encouraged and 
supported by several intellectuals from the city, Burhan 
and his followers from the periphery managed to make 
it to the city centre: at the then prestigious Construction 
Workers’ Cultural Centre they showed their first produc-
tion. In the annals of the future first Romany theatre in 
the world, this production is recorded as An Evening of 
Romany Poetry. The poems and the music were selected 
by Rahim Burhan himself, who also directed the event. 
It is interesting to note that the naturshchik actors (ama-
teur actors) spoke the lines in three languages: Romany, 
Turkish and Macedonian. Even in the very moment of 
its symbolic initiation, the Pralipe Theatre demonstrated 
its pragmatic intercultural concept.  In fact, this concept 
is manifested in their name itself: in Romany, the word 
pralipe means brotherhood! Thus – quite intuitively and 
in the spirit of brotherhood – the Pralipe Theatre pro-
moted the very same trans-European and multicultural 
model that would become trendy (read: politically cor-
rect) two or three decades later.

Jelena Lužina A Unique Theatre Miracle: Thirty-five Years of the Romany Pralipe Theatre (1971-2006)

There Was and There Is; theatralization of the motifs from 
the prose work of M. A. Asturias; dramatised and directed by 
Rahim Burhan; produced by the Romany Pralipe Theatre, Skopje, 
1976. 

Be{e i ima; teatralizacija na motivite od prozata na M. A. 
Asturias; dramatizacija i re`ija Rahim Burhan; produkcija: 
Teatar na Romite „Pralipe”, Skopje, 1976 god.
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tokmu onoj transevropski multi­kulti model {to }e 
stane trendovski (~itaj: politi~ki podoben) duri 
dve­tri decenii podocna.

Regrutirani kako amateri vo naj~istata i najbuk­
valna smisla na zborot (amateur, fran. = qubitel), 
vo tekot na narednite dve godini (1970, 1971), s$  
pofanati~nite akteri na „Pralipe” (predvodeni 
od Rahim Burhan i poddr`uvani od s$  po{irok krug 
po~ituva~i na nivniot avtenti~en zanes; banalno 
e da se re~e, prosto, entuzijazam), prodol`ija da se 
eksponiraat i vo novi poetski i/ili kola`ni pro­
dukcii. Odr`aa ve~er na poezija na turskiot klasik 
Nazim Hikmet (1970), stihovite gi govorea na tur­
ski i na romski jazik; za prvpat se soo~ija so pesni­
te na Garsija Lorka (1970); teatraliziraa kola` od 
antivoeni tekstovi so naslov „Ne, ne!” (1971). Oko­
lu ovaa pretstava ima{e i nekoi sitni nedorazbi­
rawa so vlasta, ama tie denes se spomenuvaat kako 
sipmati~ni anegdoti.

Proletta 1972 god., tokmu vo  istoto ona u~ili{te 
vo [utka vo koe i zapo~na s$, teatarot „Pralipe” 
}e dostasa i do svoja prva „vistinska” celove~erna 
pretstava. Za `al, od nea ne ostanale „pocvrsti”/
„materijalni” tragi (tekst, plakat, fotografii, 
kritiki...) – ostanale samo intenzivni, silno emo­
tivni se}avawa koi{to sugeriraat deka tokmu vo toj 
mig, igraj}i ja ovaa ~udna pretstava (“Mautje”, ili, 
vo prevod, „Bo`ica na violina”), teatarot za prvpat 
uspea dokraj da ja prika`e onaa vibrantna, ~uvstvi­
telna, sosema nepovtorliva kolektivna igra, po koja 
potoa }e stane prepoznatliv, kade i da se pojavi. 

„Mautje” e  pretstava koja{to pretstavuva presvrt­
nica vo istorijata na „Pralipe”, no i vo kariera­
ta na samiot Burhan. Duri i bez da bide svesen {to 

Recruited as amateurs in the purest and most literal 
sense of the word (amateur, Fr. = lover of something) in 
the course of the two following years (1970 and 197), the 
ever more fanatic actors from the Pralipe Theatre (led 
by Rahim Burhan and encouraged by a growing circle of 
supporters of their authentic enthusiasm) continued to 
present new poetic and/or collage performances. They 
staged an evening of poetry by the renowned Turkish 
poet Nazim Hikmet (1970) in Turkish and Romany; they 
experienced for the first time on stage the poetry of Gar-
cia Lorca (1970); they staged a collage of anti-war texts 
entitled No, no! (1971). This performance caused some 
friction with the authorities, but today it is remembered 
with sympathy as merely an anecdote.

In the spring of 1972, at the very same school in Šutka 
where it all began, the Pralipe Theatre produced its first 
“real” full-length performance. To our regret, no “hard”/ 
“material” evidence remains from this production (text, 
poster, photographs, reviews etc.) – there are only power-
ful and emotional memories which suggest that, at that 
very moment, with this strange play (Mautye or the God-
dess of the Violin) the theatre succeeded for the first time 
in fully presenting that vibrant, sensitive and quite unre-
peatable collective performance which would become its 
trademark wherever they performed.

Mautye is a performance which marks the turning point 
both in the history of the Pralipe Theatre and in Rahim 
Burhan’s career. Without being aware of what he had 



28
4

vsu{nost napravil, postavuvaj}i ja „Mautje” toj 
uspeal sosema intuitivno i sosema sam  – i toa za 
prvpat vo svojata teatarska praktika – da ja razvie 
tokmu onaa specifi~na poetika koja definitivno 
}e gi opredeli ne samo iskazot/izrazot na negoviot 
ansambl, tuku i pri~inite za postoewe na negoviot 
teatar. Za da ja „raska`e” prikaznata za bo`icata 
na violinata – mitskata romska bo`ica, koja {to 
gi sledi i ~uva samo najhrabrite, nosej}i im sre}a 
– Burhan ne se potpiral na konvencionalnata dram­
ska prikazna nitu ja sledel dramatur{kata linija 
na tekstot (bidej}i tekst odvaj i da imalo!), tuku se 
zanimaval isklu~itelno so teatralizacija na tra­
dicionalnite romski mitovi i legendi, poto~no 
– so  atmosferata (mistika!) na tie mitovi i legen­
di. Vo vremeto koga toa go napravil za prvpat (1972), 
toj  ne ni znael deka go pravi istoto {to pred nego 
i/ili naporedno so nego go pravele i `ivite kla­
sici na svetskata teatarska avangarda: Grotovski 
(Grotowski), Barba (Barba), [ekner (Schechner), Bruk 
(Brook). 

Slednata godina (1973), „Pralipe” }e ja odigra 
mitskata drama na Lorka „Krvavi svadbi”. Po 
prethodniot opit so poezijata na najgolemiot i vo 
svetot najpoznat {panski poet na dvaesettiot vek, 
Burhan }e posegne i po edna od negovite najzagado~ni, 
najstrasni, prosto najdemonski piesi. Podobro bi 
bilo da se re~e: po edna od najkomplikuvanite piesi 
na celokupnata svetska dramatika, po piesa istkaena  
od temni strasti i  nagoni, od bes i od patos, od 
mistika i beznade`na tragika... „Krvavi svadbi” se 
edna od onie „prokolnati drami” vo koi ne e va`no 
ona {to se slu~uva na scenata,  tuku samo ona {to se 
nasetuva i se ~uvstvuva, ama ne se gleda so golo oko. 
Predlo{ka od vakov tip – emotivna, intenzivna, vo 
osnova „neraska`liva”... – naso~uva nakaj zaumnoto. 

done by staging this play, he succeeded quite intuitively 
and on his own – and for the first time in his theatre prac-
tice – to develop the specific poetics which would define 
not only the form of expression  characteristic of his en-
semble as a theatrical statement, but also the reasons for 
its existence. In order to “narrate” the story of the god-
dess of the violin – a mythical Romany goddess that foll-
ows and watches over only the brave – Burhan did not 
rely on the conventional dramatic story, nor did he fol-
low the dramaturgical line of the text (one could hardly 
speak of one!);   instead, he focused only on the theatri-
calization of traditional Romany motifs and legends or, 
more precisely, on the atmosphere (mysticism!) of those 
myths and legends. At the time when he did it for the first 
time (1972), he was not aware at all that he was doing the 
same that has been done before/at the same time by the 
living classics of the world theatre avant-garde – people 
like Grotowski, Barba, Schechner, Brook and others.

The following year (1972) the Pralipe Theatre staged 
Lorca’s mythical play Blood Weddings. Having experi-
mented with the poetry of the greatest and best known 
Spanish poet of the 20th century, Burhan decided to 
tackle one of his most mystifying, most passionate and, 
simply, most demonic plays or, rather, one of the most 
complicated plays of all world drama, a play woven of 
dark passions and instincts, of fury and pathos, of mys-
ticism and hopeless tragedy…Blood Weddings is one of 
those “cursed plays”  in which only the things that can be 
sensed and felt, but not seen with the naked eye matter, 
and not that which takes place on the stage. The textual 
substance of this type – emotional, intensive and, basi-
cally, impossible to be “retold” - suggests the imaginary. 
Instead of being dramatized in a “classical” way (by be-

Jelena Lužina A Unique Theatre Miracle: Thirty-five Years of the Romany Pralipe Theatre (1971-2006)
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Namesto da se teatralizira na „klasi~en” na~in 
(taka {to }e bide „raska`ana” kako prikazna za 
ne{to), taa treba da bide, prosto, ritualizirana. 

I – biduva ritualizirana! 

Sledej}i ja samo sopstvenata intuicija i priklo­
nuvaj}i mu se isklu~itelno na svojot nezauzdan/
`estok temperament namesto na steknatite znaewa za 
teatarot i negovite tehniki/tehnologii, (vpro~em, 
kade mo`ele da gi steknat?), ~uvstvuvaj}i deka treba 
da go pravat tokmu toa {to go pravat, ama ne znaej}i 
(to~no) vo {to gibaat i {to pritoa otkrivaat, Burhan 
i negovite sledbenici od skopskata periferija 
vo na{ava balkanska teatarska praktika toga{ go 
„vnesoa” ritualniot teatar! 

ing “narrated” as a story about something) it must be 
simply ritualised.

And ritualised it was!

By following only his own intuition and adhering strictly 
to his unrestrained/fierce temperament instead to ac-
quired knowledge about the theatre and its techniques/
technology (where could they acquire it, after all?), feel-
ing that they should do exactly what they were doing, 
without being aware what they were groping for and 
what it was that they discovered in the process, Burhan 
and his followers from the periphery of Skopje “brought 
into” our Balkan theatrical practice the ritual theatre!

Blood Weddings by Federico Garcia Lorca; directed 
by Rahim Burhan; produced by Theater an der Rhur, 
Mulheim, 1991.  

Krvavi svadbi, Federiko Garsija Lorka; re`ija 
Rahim Burhan; produkcija: Theater an der Rhur, 
Mulheim, 1991 god.
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Ritualizacija namesto konvencionalna („akadem­
ska”) teatralizacija – toa }e da e onaa najedno­
stavna „programska osnova”, poeti~na i esteti~ka 
„platforma” vrz  koja se potpira teatarot na Burhan 
vo tekot na site godini od svoeto postoewe. Za da 
mo`e toa da go pravi uspe{no, no i dosledno, na Bur­
han­guru mu se neophodni sledbenici a ne akteri. 
Nemu mu trebaat poddr`uva~i i naviva~i koi{to 
nema da igraat spored akademskite pravila – onaka 
kako {to se u~i po teatarskite akademii – tuku ona­
ka kako {to samiot toj }e gi educira „popatno”,  vo 
tekot na procesot na pravewe na sekoja pretstava. 
Burhan mo`e da sorabotuva samo so akteri koi bespo­
govorno mu veruvaat (duri i koga ne e vo pravo), koi 
bezrezervno go sledat vo sekoja negova avantura, 
koi{to umeat da gi spodeluvaat negovite idei, nego­
vite ~uvstva i negovite hirovi. 

Znaej}i go seto ova, polesno }e go razbereme i 
najva`niot fakt: 

Imeno, od svoite arhajski/romanti~ni po~etoci, 
locirani vo skopskata periferiska naselba [utka, 
pa do denes, koga ovoj teatar profesionalno raboti 
vo Keln, Germanija, a raboti so dosta te{kotii, an­
samblot na „Pralipe” po svojot kadrovski potenci­
jal ili sostav predominantno e „naturalen”. Imeno, 
sostaven e, glavno, od vqubenici/qubiteli/ama­
teri. Makar {to bezmalku vo site nivni pretstavi 
igraat i po nekolkumina akteri koi{to imaat i po­
inakvi scenski/teatarski iskustva (akteri so pret­
hodno zavr{ena akademija, ili koi{to ~lenuvale vo 
drugi profesionalni trupi), promotivnite akteri 
na Burhan  se, naj~esto, natur{~ici. 

Vo takanare~enata inicijalna, prva ili make­
donsko­jugoslovenska faza od razvojot na teatarot 

Ritualization instead of the conventional (“academic”) 
theatricalization – it seems that this is the simplest 
“agenda”, the poetic and aesthetic “platform” on which 
Burhan’s theatre has relied throughout its existence.  In 
order to be able to do this successfully, but also consis-
tently, Burhan the guru needs followers, not actors. He 
needs supporters and fans who will not act by following 
academic rules – the way it is taught at academies of 
drama – but the way he himself would teach them “in 
passing”, while the production of each respective play is 
in  progress. Burhan can work only with actors who un-
conditionally trust him (even when he is not right) and 
who unreservedly follow him in his every adventure and 
who can share his ideas, feelings and whims.

Bearing this in mind, we find it easier to understand the 
following fact:

Since its archaic/romantic beginnings in the suburb of 
Šutka at the periphery of Skopje until the present day, 
when this theatre is professionally engaged in Koeln 
in Germany, where it is currently experiencing certain 
problems, company members have mainly been “natu-
rals;” in other words, they are mostly theatre lovers/am-
ateurs. Despite the fact that almost in all plays there are 
customarily several actors who have had different stage/
theatrical experiences (actors who have graduated from 
schools of drama or who have been members of other 
theatrical companies), Burhan’s leading actors have tra-
ditionally been naturshchiks.

During the initial, first or Macedonian-Yugoslav phase 
in the development of the Pralipe Theatre (between 1973 
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„Pralipe”, onaa {to se realizira pome|u 1973 i 
1991 godina – {to zna~i pred tie definitivno da 
ja napu{tat Makedonija i da preminat vo Milhajm 
(Mulheim) za da stanat del na  eden od najeksponi­
ranite germanski teatri (Theater an der Rhur, kogo 
ve}e dvaesetina godini uspe{no go rakovodi natu­
raliziraniot Italijanec Roberto ^uli) –  Burhan 
i negovite akteri uspeale da odigraat to~no dvanae­
set premierni postanovki. Navidum i na prv pogled 
– malku: za polni osumnaeset godini samo dvanaeset 
pretstavi.

Sepak, istorijata na nitu eden teatar na ovoj svet ne 
mo`e i ne smee da se razgleduva samo od statisti~ka 
gledna to~ka. Nitu pak mo`e, samo vrz osnova na 
statisti~kite pokazateli,  da se zaklu~uva za dostre­
lite na nekoj teatar ili za negoviot pridones kon 
teatarskata umetnost na edna zaednica, seedno koja.

Me|utoa, treba da se evidentira deka me|u poso~enite 
dvanaeset pretstavi od takanare~enata inicijalna/
prva/makedonsko­jugoslovenska faza od razvojot 
na teatarot „Pralipe” stojat – i toa kolku cvrsto 
i visoko pozicioniarni – duri ~etiri pretstavi 
~ie{to zna~ewe e bezmalku antologisko. Zboruvam 
za ve}e spomenatata „Krvavi svadbi” od 1973 god., no 
i za pretstavite „Soske” (1977, Rahim Burhan kako av­
tor na tekstovnata predlo{ka i re`iser; „Car Edip” 
(1983, adaptacija na tekstot na Sofokle, re`ija na 
Rahim Burhan; i „Lu|e i gulabi” (1984, tekst na Ir­
fan Bequr, re`ija na Rahim Burhan). Niz ovie ~etiri 
pretstavi teatarot „Pralipe” kako sistematski da ja 
razviva{e svojata „ritualna poetika”, no i takvata 
svoja poetika da ja dotera do nejzinite maksimalni 
dostreli. Do onaa visoka to~ka na kreativnata us­
vitenost, posle koja nastapuva neizbe`nata i neod­
minliva etapa na avtoreferencijalno (zo{to da 

and 1991, i.e., before they definitively left Macedonia and 
moved to Mulheim to become, eventually, part of one of 
the best known German theatres, Theater an der Ruhr, 
which has been successfully led by the naturalised Ita-
lian Roberto Ciulli for over twenty years) Burhan and 
his actors staged exactly twelve premieres. At first sight, 
but only seemingly, very few: over eighteen years, only 
twelve plays.

Nevertheless, no history of any theatre in the world can 
or should be discussed only from the statistical point 
of view. Nor can any conclusions be made about the 
achievements of a theatre or its contribution to the the-
atrical art of any community on the basis of statistic in-
dicators only. 

However, it should be noted that, among these twelve 
productions from the so-called initial/first/Macedonian-
Yugoslav phase in the development of the Pralipe Theatre, 
there are as many as four which are practically seminal, 
still standing tall in the theatrical world. I have in mind 
Blood Weddings that I have mentioned above (1973), as 
well as Soske (1977, with Rahim  Burhan as the author 
of the script and director), Oedipus Rex (1983, adapta-
tion of Sophocles’ play, directed by Rahim Burhan) and 
People and Pigeons (1984, text by Irfan Belyur, directed 
by Rahim Burhan). It seems that through these plays the 
Pralipe Theatre systematically developed its “ritual poe-
tics,” taking it to its zenith. Once achieved, this point of 
creative red heat is inevitably followed by the phase of 
self-referential (why not call it Mannerist?) recycling of 
that which has already been said and shown…
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ne re~eme i maniristi~ko?) reciklirawe na ve}e 
ka`anoto i poka`anoto... 

Interesno e da se poso~i i kon indikativnoto, no 
i sosema logi~no sovpa|awe: imeno, tokmu ~etirite 
selektirani pretstavi mo`e da se smetaat i za naj­
signifikantni, ottuka i najsoodvetno/najkvalitet­
no valorizirani i nagraduvani „proizvodi” na 
teatarot „Pralipe”. Tokmu ovie ~etiri pretstavi im 
ja donesoa na Burhan i na negovite najgolemata sla­
va, pa soodvetno gi ponesoa i najva`nite i najstimu­
lativni nagradi {to ovoj teatar gi ima dobieno vo 
Makedonija i vo nekoga{nata zaedni~ka jugosloven­
ska dr`avna zaednica, nagradi koi{to definitivno 
ja afirmiraa negovata za~uduva~ka poetika i este­
tika. Me|u niv se i toga{ mo{ne posakuvanite i re­
spektivni  nagradi na festivalite vo Zagreb (1977, 
plaketa na elitnoto teatarsko spisanie „Prolog” za 
pretstavata „Soske”), Saraevo (1984, Zlaten lovor 
venec na MESS za pretstavata „Car Edip”), Nova 
Gorica (1983, Zlatna roza za istata pretstava)...

Pome|u 1985 i 1991 godina, koga od skopskata `elez­
ni~ka stanica definitvno i (po s$ izgleda) nepo­
vratno }e trgnat kon sever – vo Germanija, kade {to 
s$ u{te deluvaat – ~lenovite na toga{ s$ u{te edin­
stveniot romski teatar vo Evropa s$ poretko }e 
igraat vo Skopje i vo Makedonija. Imeno, po 
dobivaweto na spomenatite nagradi i steknatata 
slava, tie }e stanat ne{to­kako romski teatar so ju­
goslovenski predznak. To~nosta na ovaa teza ja 
doka`uvaat i producentskite aran`mani {to gi 
ovozmo`uvaa nivnite pretstavi od toj {estgodi{en 
period: od vkupno {est pretstavi, samo edna e post­
avena na nivnata toga{na mati~na scena (Dom na 
mladite vo Skopje); ostanatite pet bea produkcija 
na KPGT od Subotica (dve), Grad­teatar Budva (dve) i 
Studenstki kulturen centar od Belgrad (edna).

We should also point to an indicative and quite logical 
coincidence: it was precisely these four productions that 
proved the most significant and, hence, the most ap-
propriately valued and awarded “products” of the Pra-
lipe Theatre. It was these four productions that brought 
Rahim Burhan his greatest fame and, with it, the most 
important and most inspiring awards that this the-
atre has won in Macedonia and the former Yugoslavia, 
awards which definitively established and confirmed its 
amazing poetics and aesthetics. These include the then 
coveted and respected awards from the theatre festivals 
in Zagreb (1977, Certificate of Recognition from Prolog, 
the elite theatrical journal for Soske), Sarajevo (1984, 
Golden Laurel Wreath of the MESS Theatre Festival for 
Oedipus Rex) and Nova Gorica (1983, Golden Rose for 
Oedipus Rex).

Between 1985 and 1991, when they definitively and, it 
seems, with one-way tickets, departed from the Skopje 
railway station and headed north – to Germany, where 
they still work – the members of the only Romany the-
atre in Europe at the time came to Skopje and to Mace-
donia less and less often. Having won awards and fame, 
they became something of a Romany theatre with Yu-
goslav attributes. The validity of this statement can be 
proved with the production contracts that made possible 
their performances during this six-year period. Of the to-
tal of six productions, only one was staged at their home 
theatre (Youth Cultural Centre in Skopje); the other five 
were the productions of KPGT from Subotica (two), Grad 
Teatar from Budva (two) and the Student Cultural Cen-
tre from Belgrade (one).
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Potoa Jugoslavija zapo~nuva definitivno da se 
raspa|a, ama na scenata navrapito izleguva  Roberto 
^uli i, kako vo melodramite so sre}en kraj, ansam­
blot se prefrla vo prozai~niot, no bogat Milhajm. 
So toa zapo~nuva takanare~enata zrela/vtora/ger­
manska faza od razvojot na „Pralipe”.

Voop{to ne e slu~ajno, naprotiv, {to noviot produ­
cent,  umetni~kiot direktor na teatarot vo Milhajm, 
iskusniot Roberto ̂ uli, odbira ovaa faza da zapo~ne 
tokmu so nova postanovka na pretstavata „Krvavi 
svadbi” –  so istata onaa zaumna piesa so koja Burhan i 
negovite akteri definitivno ja pre~ekorija tenkata 
crvena linija {to bitno go razdeluva teatralnoto i 
ritualnoto (a samo malkumina umeat da ja pre~ekorat 
vdahnoveno i navistina kreativno). Odbiraj}i na 
Germanija i na Evropa da im go pretstavi teatarot 
„Pralipe” tokmu preku nova, visokoprofesionalna, 
rasko{no, duri i perfekcionisti~ki spakuvana 
produkcija na „Krvavi svadbi” (patem, Burhan, vero­
jatno, nikoga{ vo svojata kariera nemal podobri us­

And then, the dissolution of Yugoslavia began; however, 
as in a melodrama with a happy ending, enter Roberto 
Ciulli, and the theatre is hastily transferred to the pro-
saic but prosperous city of Mulheim. This marks the be-
ginning of the so-called mature/second/German phase 
in the development of the Pralipe Theatre.

It is obvious that Roberto Ciulli, the experienced art 
director of the theatre in Mulheim, deliberately chose 
to begin this phase with a new production of Blood 
Weddings, the very same play with which Burhan and 
his actors definitively crossed the thin red line that di-
vides the theatrical from the ritual (and few are those 
who can cross it in an inspired and genuinely creative 
way). By choosing to present the Pralipe Theatre to Ger-
many and to Europe through this, highly professional 
production, lavishly wrapped up with perfectionism (in-
cidentally, Burhan had never had better working condi-
tions than during this phase) Roberto Ciulli evidently 
intended to present his Romany acquisition to the Euro-
pean cultural public in the best and most profitable way. 

People and Pigeons by Irfan Belyur; directed by Rahim 
Burhan; produced by the Romany Pralipe Theatre, 1964.

Lu|e i gulabi, Irfan Bequr; re`ija Rahim Burhan; 
produkcija: Teatar na Romite „Pralipe”, Skopje, 1964 god.
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lovi za rabota otkolku vo tekot na ovaa  faza), ^uli 
nesomneno celi svojata romska akvizicija da &  ja 
plasira na evropskata kulturna javnost na najdobar 
i najprofitabilen  mo`en na~in. Pretstavata ved­
na{ dobiva bleskavi odglasi (vklu~uvaj}i i cela 
serija nagradi od germanskata kritika), no i pokani 
od site strani, pa zapo~nuva da gostuva od edniot do 
drugiot kraj na kontinentot: od [vedska do [vaj­
carija, od Ungarija i Polska do Anglija i Romanija. 
Vo eden va`en mig, vo 1998, taa }e bide odigrana na 
festivalot vo Granada, [panija, kade {to }e se zdo­
bie so isklu~itelno va`nata Nagrada na Lorka... Od 
1991 god. do denes ovaa bleskava pretstava do`iveala 
okolu 450 reprizni izvedbi, stanuvaj}i najizvedu­
vana pretstava vo 35­godi{nata istorija na teatarot  
„Pralipe”.      

Za `al, idili~nite odnosi pome|u „Pralipe” i no­
viot producent ­ teatarot vo Milhaj, predvoden od 
negoviot umetni~ki direktor Roberto ^uli ­ }e 
traat samo dodeka trae i dekadata na multikultu­
ralnosta, koja{to Teatar an der Rur ja opredelil za 
svoja programska platforma za periodot 1991­2001. 
Otkako taa platforma be{e iscrpena i zameneta so 
nova („Teatarot na patot na svilata”, koja, mislam, 
vo Milhajm (Mulheim) s$ u{te se pragmatizira), 
„Pralipe” mora{e da se prosti so stabilnosta i 
bezbednosta na golemata producentska ku}a, ~ij{to 
organizaciski i tehni~ki aparat nametnuva odre­
deni pravila (ponekoga{ tie umeat da bidat mo{ne 
strogi), no zatoa pak ovozmo`uva spokojstvo koe{to 
neminovno rezultira so maksimalna koncentracija, 
ottuka i so maksimalna kreativnost.       

Vo tekot na desette „milhajmski godini”, Teata­
rot na Romite „Pralipe” ostvari duri petnaeset 
pretstavi, od koi barem tri treba da se smetaat za 

The performance immediately received rave reviews (in-
cluding a whole series of awards from German theatre 
critics), as well as invitations from all over the world. 
And so, the company began touring the continent: from 
Sweden to Switzerland, from Hungary and Poland to 
England and Romania. At one important point, the pro-
duction received the highly important Lorca’s Award in 
Granada in Spain, in 1998. Since 1991 until the present, 
this brilliant production has been performed about 450 
times, thus becoming the play with the highest number 
of performances in the history of the Pralipe Theatre.

Unfortunately, the idyllic relations between the Pralipe 
and its new producer, the theatre in Mulheim led by its 
artistic director Roberto Ciulli, lasted only until the end 
of the decade of multiculturalism which the Theater an 
der Ruhr defined as its programme platform for the pe-
riod 1991-2001. Once this platform was exhausted and 
replaced with a new one (The Theatre on the Silk Road 
which, I think, is still exploited at Mulheim) the Pralipe 
Theatre had to bid farewell to the stability and safety 
provided by the big theatre production company whose 
organizational and technical apparatus imposes certain 
rules (which can sometimes be quite strict) but, in turn, 
provide the tranquillity which inevitably results in maxi-
mum concentration and, hence, maximum creativity.

During its Mulheim years the Pralipe Theatre staged 
as many as fifteen productions of which at least three 
should be considered extremely successful: Blood 
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isklu~itelno uspe{ni: spomnatite „Krvavi svadbi” 
(1991), „Golemata voda”, dramatizacija na romanot 
na @ivko ^ingo (1993)  i „Jerma”, pak na Garsija 
Lorka (1998).

Po izleguvaweto od „milhajmskata oaza”, teatarot 
„Pralipe” vleguva vo poslednata faza od svojot raz­
voj, faza koja{to bi mo`ele da ja atribuirame kako 
treta/evropska. Povtorno sami i soo~eni so redica 
krupni problemi – od egzistencijalni (vo bukvalna 
smisla) do organizaciski i tehni~ki, no i so onie 
suptilni i ve~ni pra{awa na identitetot, Burhan i 
negovite sledbenici nastojuvaat svojot teatar da go 
odr`at vo forma ({to ne e sekoga{  ednostavno), no 
i da iznajdat nekoi novi i poinakvi modeli na ne­
govoto idno funkcionirawe. Treba da se zabele`i 
deka svojata prva pretstava  po osamostojuvaweto od 
Roberto ^uli (2001) ja odigraa pod nova egida: ime­
to na teatarot go smenija vo Evropski romski teatar 
„Pralipe” (Europa Roma Teater “Pralipe”). Po obidi­
te da opstane i domicilno da dejstvuva vo Berlin i 
Diseldorf, od 2003 godina teatarot najposle go lo­
cira svoeto sedi{te vo Keln. 

Ò

Dosega{nite teatrolo{ki istra`uvawa upatuvaat 
na dosta siguren zaklu~ok deka ovoj neobi~en, po 
site svoi bitni karakteristiki netipi~en, po svojot 
scenski iskaz celosno nestandarden teatar – nakuso, 
teatar ~ij{to organizaciski i esteti~ki koncept ne 
mo`e da se sporeduva so nitu eden drug – mo`e da se 
smeta za originalen/avtenti~en primer na teatar 
koj dokraj  mu pripa|a na onoj teatarski model {to 
go definiravme kako re`iserski. Ne e preterano, 
duri, da go opredelime i kako na{a – balkanska i 
makedonska – varijanta na slavniot Odin na Barba.

Weddings (the production mentioned above, 1991), 
Great Water (dramatization of Živko Čingo’s novel, 
1993) and Yerma, also by Lorca (1998).

After leaving the “Mulheim oasis,” the Pralipe Theatre 
entered the last phase in its development, the phase that 
could be defined as third/European. Alone again, and 
faced with a number of problems – from (literally) exi-
stential to organizational and technical, as well as those 
eternal and subtle ones concerning identity, Rahim 
Burhan and his followers strove to keep their theatre in 
shape (which is not always simple) and to find new and 
different models for its future functioning. It should be 
noted that they performed their first play after becom-
ing independent from Roberto Ciulli (2001) under a new 
aegis – The European Romany Pralipe Theatre (Europa 
Roma Teater “Pralipe”). After attempts to survive and 
work in Berlin and Duesseldorf as its home, in 2003 the 
theatre finally established its seat in Koeln.

Ò

Theatrical research that has been carried out so far 
points to a quite safe conclusion that this theatre, which 
is atypical in all its important facets and absolutely non-
standard in its theatrical expression – in short, a the-
atre whose organizational and aesthetic concept can be 
compared to no other – can be considered an original/
authentic example of a theatre which unreservedly be-
longs to the theatrical model that we have defined as di-
rectors’ theatre. It would not be an exaggeration to define 
it as our – Balkan and Macedonian – variety of Barba’s 
Odin Theatre.
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Za razlika od site teatri {to funkcioniraat vo 
Republika  Makedonija, a koi – bez isklu~ok – bea 
konstituirani  po administrativen pat (so odluka 
na nekoj  dr`aven ili lokalen centar na politi~ka 
mo}), teatarot „Pralipe” se konstituiral „odnatre” 
ili, poto~no, samiot od sebe. Kako i site alterna­
tivni kulturni pojavi – a „Pralipe” e, nesomneno, 
edna od niv  – ovoj  teatar e  rezultat na avtenti~niot 
avtorski impuls na negoviot vistinski „tvorec” 
Burhan, koj najprvin go „izmislil”, potoa okolu svo­
jata „izmislica” umeel da sobere grupa daroviti i 
re{itelni istomislenici/poddr`uva~i, za (naj­
posle) celata „programa” da uspee da & ja nametne  (i  
prodol`uva da & ja nametnuva) na sekoga{ indife­
rentnata sredina...

Prikaznata za teatarot „Pralipe” e primer na 
mo{ne ubava i vozbudliva teatarska prikazna koja 
izgleda uspe{na („sre}na”), kakva {to navistina i 
e, ama  samo  dokolku se gleda od pristojna distanca. 
Imeno, od svite najrani pretstavi do denes,  dejnos­
ta na teatarot bezmalku postojano ja sledele ne samo 
bleskavi uspesi i u{te pobleskavi evropski nagra­

In contrast to all the theatres in the Republic of Macedo-
nia which- without exception – were constituted admin-
istratively (with the decree from some state or local cen-
ter of political power), the Pralipe Theatre was constitute 
from the “inside” or, more precisely, it constituted itself. 
As all alternative cultural phenomena – and the Pralipe 
Theatre is undoubtedly one such phenomenon – this 
theatre is the result of the authentic authorial impulse 
of its real “creator”, Rahim Burhan who first “invented” 
it, then knew how to gather around this “invention” a 
group of talented and decisive supporters/like-minded 
persons, and (eventually) managed to impose the whole 
“programme” (and he continues to do so) on the always 
indifferent environment…

The story of the Pralipe Theatre is a beautiful and excit-
ing theatrical story which seems like a success story (with 
a “happy ending”) as it truly is, but only if observed from 
a proper distance.  Namely, from its earliest performanc-
es until the present day, the activity of this theatre was 
practically constantly followed by brilliant successes and 
even more brilliant European awards, as well as with cer-
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di, tuku i nekoi mo{ne prozai~ni, krajno seriozni, 
bezmalku nere{livi  problemi od egzistencijalen 
karakter. Nakratko: od 1971 do 1990, koga „Pralipe” 
raboti vo Makedonija, no i od 1991 do denes, koga an­
samblot i negvoiot voda~/guru rabotat vo Germani­
ja, teatarot ne uspeal da re{i nekoi od najelementar­
nite statusni pra{awa. Kolku i da ja afirmiral 
svojata originalna estetika (i toa vo naj{iroki ev­
ropski ramki), promoviraj}i ja interkulturalnosta 
kako svoj avtorski i tvore~ki princip, ovoj teatar 
sepak ne uspea soodvetno da se etablira vo nitu edno 
od op{testvata na koi ramnopravno im pripa|a: in­
ternacionalnata romska zaednica, makedonskata 
multikulturalna/interkulturalna sredina, pora­
ne{no jugoslovenska utopija na zbratimeni i edin­
stveni narodi i narodnosti, germanskiot i zapad­
noevroskiot kulturen kontekst... 

Ponekoga{, osobeno vo nekoi egzaltirani novi­
narski tekstovi, sre}avame duri i romanti~arski 
intonirani komentari koi se voodu{evuvaat od 
faktot {to teatarot „Pralipe” nikoga{ ne se insti­
tucionaliziral na na~in na koj doma{nite teatar­
ski institucii  si go obezbeduvaat svojot opstanok. 
Bidej}i, navodno, takvata vonistitucionalnost mu 
go ovozmo`ila na teatarot tokmu ova {to go ima i 
{to samiot go izgradil: apsolutnata sloboda vo 
tvoreweto. 

Me|utoa, trieset i petgodi{noto iskustvo na 
Burhan i negovite sledbenici pove}ekratno pot­
vrduva deka apsolutnata sloboda ne samo {to e 
nevozmo`na, tuku – duri i koga navidum postoi – 
taa implicira ograni~uvawa koi{to isklu~itelno 
te{ko se nadminuvaat. So isklu~ok na desetgodi{­
niot period na sigurnost (1991­2001), koga „Prali­
pe” funkcionira kako eden od amblemskite proekti 
na mo}nata teatarska institucija na Roberto ^uli, 

tain quite prosaic, highly serious and almost impossible 
to solve existential problems.  In brief: from 1971 until 
1990, when the Pralipe Theatre worked in Macedonia, as 
well as from 1991 until the present, i.e., since the theatre 
and its leader/guru have moved to Germany,  the theatre 
has not been able to solve some of the basic problems 
concerning its status. Regardless of how much the the-
atre has promoted its original aesthetics (in the widest 
European framework) by upholding multiculturalism as 
its authorial and creative principle, it nevertheless did 
not succeed in establishing itself in any of the societies 
to which it equally belongs:  the international Romany 
community, the Macedonian multicultural/intercultural 
environment, the former Yugoslav utopia of peoples and 
nationalities united together in brotherhood and unity, 
the German and Western European cultural context…

Sometimes, especially in certain exalted newspaper ar-
ticles, we encounter romantically intoned comments 
whose authors are thrilled by the fact that the Pralipe 
Theatre has never become institutionalised in the way 
the local theatrical institutions have been since, allegedly, 
this extra-institutional status has given this theatre what 
it has today and what it has built itself: absolute creative 
freedom.

However, the  thirty-five years of experience of Rahim 
Burhan and his followers have confirmed in many ways 
that absolute freedom is not only impossible but that 
– even when it seems to exist – it has its limitations  that 
are extremely difficult to overcome.  With the exception 
of the ten years of stability (1991-2001) when the Pralipe 
Theatre functioned as one of the emblematic projects of 
Roberto Ciulli’s powerful theatre, Teater an der Ruhr in 
Mulheim, in the prosperous German province of Nor-
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Teater an der Rur, smestena vo Milhajm, vo bogatata 
germanska pokraina Severna Rajna Vestfalija, site 
ostanati godini  Burhan i negovite gi pominaa i gi 
pominuvaat vo iscrpuva~ka borba za profesionalen 
opstanok. Samo vo tekot na taa „milhajmska dekada”, 
koga ^uli aktivno eksperimentira{e so konceptot 
koj{to vo toj mig na germanskata i na evropskata 
kulturna politika i se gleda{e interesen/konjunk­
turen (koncept na eksplicitnata teatarska multi­
kulturalnost, svoeviden „seevropski” mainstream), 
teatarot na Burhan rabote{e vo profesional­
no stabilni i institucionalno korektni  uslovi. 

Za `al, najproduktivniot i najorganiziran period 
vo 35­godi{nata istorija  na ovoj teatar zavr{i vo 
migot koga dotoga{niot multikulturalen teatar­
ski koncept (mainstream) se „potro{i”, za da bide 
zamenet so nekoj drug. Vo toj mig (krajot  na 2005 go­
dina), „Pralipe” si go „povrati” nesigurniot status 
na trupa.  

Kakov teatar e, vsu{nost, “Pralipe”?

Romski po svojata etni~ka/kulturna pripadnost i po 
jazikot na svojata praktika; voninstitucionalen/
alternativen po svojata organizacija;  re`iserski 
spored teatarskiot model {to go sledi i spored po­
etikata {to ja gradi i afirmira; avtenti~en spored 
svojot scenski/teatarski iskaz; makedonski po svoe­
to poteklo; vo momentov, germanski po svojata lo­
kacija; interkulturalen po svojot stav/odnos kon 
sekoja avtenti~na tradicija (ne samo balkanska i 
romska, no romska najmnogu); internacionalen po 
svojata misija...

drhein Westfalen, Burhan and his followers spent the 
other years in the exhausting battle for professional sur-
vival.  It was only during the “Mulheim decade”, when Ci-
ulli actively experimented with a concept which seemed 
at that time interesting/profitable to the German and 
European cultural policy (the concept of explicit theat-
rical multiculturalism, a unique “pan-European” main-
stream) that Burhan’s theatre worked in professionally 
stable and institutionally proper conditions.

To our regret, the most productive and the most original 
period in the thirty-five-year long history of this theatre 
ended in the moment when the theatrical concept that 
was until then multicultural (mainstream) was “spent” 
and replaced by another one. At that moment (end of 
2005) the Pralipe Theatre “got back” once again its pre-
carious status of a theatrical troupe.

What Kind of Theatre is, in fact, the Pralipe 
Theatre?

It is Romany in terms of its ethnical/cultural affiliation 
and the language of its theatrical practice; it is extra-in-
stitutional/alternative in its organization; it is directors’ 
theatre in terms of the theatrical model that it follows 
and the poetics that it creates and promotes;  it is au-
thentic in its stage/theatrical expression; it is Macedo-
nian in its origin and, at the moment, German in terms 
of its location; it is intercultural in its attitude/position 
in relation to every authentic tradition (not only Balkan 
and Romany, but mainly Romany); it is international in 
its mission…

Translated from Macedonian by Rajna Koška Hot
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Repertoar na Teatarot na Romite „Pralipe” (1969-2005)
– teatrografski podatoci:

1. Ve~er na romskata poezija; re`ija R. Burhan; jazici: 
romski, turski, makedonski; Dom na grade`nici, 
Skopje; 1969/70.

2. Ve~er na Nazim Hikmet; re`ija R. Burhan; jazici: 
turski, makedonski; Dom na grade`nici, Skopje; 
1970.

3. Ve~er na Lorka; re`ija R. Burhan; jazik: romski; 
Rabotni~ki dom, Skopje; kraj na letoto 1970. 

4. Ne, ne – kola` na antivoeni tekstovi; avtor na 
tekstot: Fran~ek Bro{nik (Slovenec); re`ija: R. 
Burhan; jazik: makedonski; {kola vo [uto Orizari, 
Skopje;  prolet 1971.

5. Mautje (Bo`ica na violina) – teatralizacija na 
romskite mitovi i rituali; scenario i re`ija R. 
Burhan; jazik: romski (prva celove~erna pretstava 
odigrana na romski jazik!); {kola vo [uto Orizari;  
prolet 1972.

6. Ratvale Bijava (Krvavi svadbi), F.G. Lorka; re`ija: R. 
Burhan; jazik: romski; Dom na mladi, Skopje; 1973.

7. Bibahtali (Kobna `ena), Halim Mehmet; re`ija: R. 
Burhan; jazik: romski; Dom na mladi, Skopje; 1976.

8. Sine hem isi (Be{e i ima), teatralizacija na motivite 
od romanite na M. A. Asturias; dramatizacija: R. Bur­
han, Sami Osman i O. Mamut; jazik: romski; re`ija: R. 
Burhan; Dom na mladi, Skopje; 1976.

9. Soske (Zo{to), tekstot i re`ija: R. Burhan; jazik: 
romski; Dom na mladi, Skopje; 1977.

10. Manuseskoro Dzivdipe (@ivotot na ~ovekot), 
Leonid Andreev; jazik: romski; re`ija: R. Burhan; 
Dom na mladi, Skopje; 1981.

11. Car Edip, Sofokle; re`ija: R. Burhan; jazik: romski; 
Dom na mladi, Skopje; 1983.

12. O manusa thaj o golubja (Lu|e i gulabi), Irfan Bequr; 
re`ija: R. Burhan; jazik: romski; Domot na mladite, 
Skopje; 1984.

Repertory of the Pralipe Roma Theatre (1969-2005)
– Theatrographic information:

1. Roma Poetry Evening; director R. Burhan; languages: 
Roma, Turkish, Macedonian; House of Civil Engineers, 
Skopje; 1969/70.

2. Hazim Hikmet Evening; director R. Burhan; languages: 
Turkish, Macedonian; House of Civil Engineers, Skopje; 
1970.

3. Lorca Evening; director R. Burhan; language: Roma; 
Workers’ House; Skopje; end of summer, 1970. 

4. No, no – collage of anti-war texts; author of the Text: 
Francek Broshnik (Slovenian); director: R. Burhan; 
language: Macedonian a school in Shuto Orizari, Skopje; 
spring 1971.

5. Mautje (Goddess Playing the Violin) – theatre adaptation 
of Roma myths and rituals; scriptwriter and director R. 
Burhan; language: Roma (first full-length play staged in 
the Roma language!); a school in Shuto Orizari, Skopje, 
spring, 1072.

6. Ratvale Bijava (Blood Weddings), F. G. Lorca; director: 
R. Burhan; language: Roma, House of the Youth, Skopje, 
1973. 

7. Bibahtali (Fatal Woman), Halim Hikmet; director: R. 
Burhan; language: Roma, House of the Youth, Skopje; 
1976.

8. Sine hem isi (There Was and There Is), theatre adaptation 
of M. A. Asturias’s novels; dramatisation: R. Burhan, 
Sami Osman and O. Mamut; language: Roma; director: 
R. Burhan; House of the Youth, Skopje; 1976.

9. Soske (Why), scriptwriter and director: R. Burhan; 
language: Roma; House of the Youth, Skopje; 1977.

10. Manuseskoro Dzivdipe (Life of Man), Leonid Andreev; 
language: Roma, director: R. Burhan, House of the Youth, 
Skopje; 1981.

11. Oedipus Rex, Sophocles; director: R. Burhan; language: 
Roma; House of the Youth, Skopje; 1983.

12. O manusa thaj o golubja (People and Pigeons), Irfan 
Beljur; director: R. Burhan; language: Roma; House of 
the Youth, Skopje; 1984.
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13. Bituvjardo (Nepu{a~), hrvatski avtor, natur{~ik; 
re`ija: R. Burhan; jazik: romski; KPGT Subotica; 
1985.

14. Biagoresko pushipa (Beskone~no pra{awe), Jelena 
Vlatkovi}; re`ija: R. Burhan; jazik: romski, german­
ski; Dom na mladi, Skopje; 1986.

15. Tebakeri tragedija (Tebanska tragedija: Car Edip, 
Edip na Kolon; Antigona), Sofokle; re`ija: R. 
Burhan; jazik: romski; produkcija na KPGT Subotica; 
1986.

16. Orestija, Eshil; re`ija: R. Burhan; jazik: romski; 
produkcija na Grad-teatar Budva; 1988.

17. Mara/Sad, Peter Vajs; re`ija: R. Burhan; jazik: 
romski; produkcija na SKC Belgrad; 1988.

18. Je|upka, M. Vetranovi} i N. Pelegrinovi}; re`ija: 
R. Burhan; jazik: romski; produkcija na Grad-teatar 
Budva; 1989.

19. Ratvale Bijava (Krvavi svadbi), F. G. Lorka; re`ija: 
R. Burhan; jazik: romski; produkcija na Theater an der 
Ruhr TADR, Milhajm; premiera: 7 januari 1991.

20. Otelo, V. [ekspir; re`ija; R. Burhan; jazik: romski; 
produkcija na TADR, Milhajm; premiera: 27 noemvri 
1991.

21. Sedummina protiv Teba/Antigona, Eshil/Sofokle; 
re`ija: R. Burhan; jazik: romski; produkcija na TADR, 
Milhajm; premiera: 17 oktomvri 1992.

22. O Baro Phani (Golemata voda), @ivko ^ingo; 
dramatizacija i re`ija: R. Burhan; jazik: romski; 
koprodukcija so TADR i festivalot vo Ludvizburg; 
premiera: 20 maj 1993, Ludvizburg.

23. Romeo i Julija, V. [ekspir; re`ija: R. Burhan; jazik: 
romski; produkcija na TADR, Milhajm; premiera: 17 
mart 1994.

24. Chonane (Ve{terki),  dramatizacija na romanot na G. 
Markes „za qubovta i drugite demoni“; dramatizacija 
i re`ija: R. Burhan; jazik: romski; produkcija na 
TADR, Milhajm; premiera: 19 dekemvri 1994.

25. Tetovirime Vogja (Tetovirani du{i), Goran 
Stefanovski; re`ija: R. Burhan; jazik: romski; 
produkcija: TADR, Milhajm; premiera: 25 januari 
1996.

13. Bituvjardo (Non-smoker), Croatian author, nonpro-
fessional, director: R. Burhan; language: Roma; KPGT 
Subotica; 1985. 

14. Biagoresko pushipa (An Eternal Question), Jelena 
Vlatkovic; director: R. Burhan; languages: Roma, german; 
House of the Youth, Skopje, 1986.

15. Tebakeri tragedija (Theban Tragedy: Oedipus Rex, 
Oedipus at Colonus, Antigone), Sophocles; director: R. 
Burhan; language: Roma; KPGT Subotica production; 
1986.

16. Orestea, Aeschylus; director: R. Burhan; language: Roma; 
production of Budva Theatre-City; 1988.

17.	 Мара/Сад	(Mara/Sad)	Peter Weiss; director: R. Burhan, 
language: Roma; a SKC Belgrade production, 1988.

18. A Gypsy, M. Vetranovic and N. Pelegrinovic; director: R. 
Burhan, language: Roma, produced by Budva Theatre- 
City; 1989.

19. Ratvale Bijava (Blood Weddings) F. G. Lorca; language: 
Roma; produced by Theater an der Ruhr, Milheim; 
premiere: 7 January 1991.

20. Othello, W. Shakespeare; director: R. Burhan; language: 
Roma, a TADR Milheim production; premiere: 27 
November 1991.

21. Seven against Thebe/Antigone, Aeschylus/Sophocles, 
director: R. Burhan; language: Roma, a TADR Milheim 
production, premiere: 17 October 1992.

22. O Baro Phani (The Great Water)¸ Zivko Cingo; adapted 
and directed by R. Burhan; language: Roma; a TADR and 
Ludwigsburg co-production; premiere: 20 May 1993, 
Ludwigsburg. 

23. Romeo and Juliet, W. Shakespeare; director: R. Burhan, 
language: Roma; a TADR Milheim production; premiere: 
17 March 1994.

24. Chonane (Witches), dramatisation of the novel by G. 
Markes, “Of Love and Other Demons”; dramatised and 
directed by R. Burhan; language: Roma, a TADR Milheim 
production; premiere: 19 December, 1994.

25. Tetovirime Vogja (Tattooed Souls), Goran Stefanovski; 
director: R. Burhan; language: Roma; a TADR Milheim 
production; premiere: 25 January, 1996.

Jelena Lužina A Unique Theatre Miracle: Thirty-five Years of the Romany Pralipe Theatre (1971-2006)
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26. O Drumo (Pat), scenska „rekapitulacija“ na nekoi 
od najigranite pretstavi na „Pralipe“ (po povod 25-
godi{ninata od postoeweto na teatarot); re`ija: R. 
Burhan; jazik: romski; produkcija na TADR, Milhajm; 
premiera: 31 maj 1996.

27. E Bakhe (Bakhe), Evripid; re`ija: R. Burhan; jazik: 
romski i germanski; produkcija: TADR, Milhajm; 
premiera: 15 januari 1997.

28. Jerma, F.G. Lorka; re`ija: R. Burhan; jazik: romski; 
produkcija: TADR, Milhajm; premiera: 11 januari 
1998.

29. Der Klassenfeind  (Klasen neprijatel), Nigel Viliams; 
re`ija: R. Burhan; jazik: germanski; produkcija: 
TADR, Milhajm; premiera: 5 maj 1998.

30. Der Streit (Kavga), Pjer de Marivo; re`ija: R. Burhan; 
jazik: germanski i romski; produkcija: TADR, 
Milhajm; premiera: 28 oktomvri 1998.

31. Djangos Raptimes, spored “Mihael Koluas” od H. 
Fon Klajst; adaptacija i re`ija: R. Burhan; jazici: 
romski, srpski, germanski, romanski; produkcija na 
TADR, Milhajm; premiera: 7 avgust 1999.

32. Kosovo – mon amour 2000, Jovan Nikoli} i Ru`dija 
Sejdovi}; re`ija: R. Burhan; jazik: romski, srpski; 
produkcija na TADR, Milhajm; premiera: 23 maj 
2000.  

33. Guiskard, dramatizacija na novelata „Robert 
Gujskard“ od H. Fon Klajst; dramatizacija i re`ija 
R. Burhan; jazik: romski; premiera: 9 juli 2000; 
posledna pretstava vo produkcija na TADR.

34. Z 2001 Die Tinte unter meiner Haut (Mastilo pod moja­
ta ko`a), Milenko Goranovi} (spored dokumentite za 
Romi-`rtvi vo koncentracioni logori – 7 prikazni); 
re`ija: R. Burhan; jazik; germanski; produkcija na 
Europa Roma Teater “Pralipe” ERTP; premiera: 10 mart 
2001, Berlin.

35. Majka Hrabrost, Bertolt Breht;  re`ija: R. 
Burhan; jazik: germanski, romski, srpski, hrvatski; 
koprodukcija so Pozori{te mladih, Mostar; 
premiera: 14 juli 2001, Festival vo Budva.

26. O Drumo (Path), scenic “recapitulation” of some of 
Pralipe’s most performed shows (marking the 25th 
anniversary of the Theatre); director: R. Burhan; language: 
Roma; a TADR Milheim production; pemiere: 31 may, 
1996.

27. E Bakhe (Bachae), Euripides; director: R. Burhan; 
languages: Roma and German; a TADR Milheim 
production; premiere: 15 January 1997.

28. Jerma, F.G. Lorca; director: R. Burhan; language: Roma; 
a TADR Milheim production; premiere: 11 January 1998.

29. Der Klassenfeind (Class Material), Nigel Williams; 
director: R. Burhan; language: German; a TADR Milheim 
production; premiere: 5 May, 1998.

30. Der	 Streit	 (Conflict),	 Pierre de Miravaux; director: R. 
Burhan; languages: Roma and German; a TADR Milheim 
production; premiere: 28 October 1998.

31. Djangos Raptimes, based on “Michael Kohlhaas” by H. 
von Kleist, adapted and directed by R. Burhan; languages: 
Roma, Serbian, German, Romanian; a TADR Milhaim 
production, premiere: 7 August, 1999.

32. Kosovo – mon amour 2000, Jovan Nikolic and Ruzdija 
Sejdovic, director: R. Burhan; languages: Serbian, Roma; 
a TADR Milhaim production, premiere: 23 May, 2000.

33. Guiskard, dramatisation of the novel “Robert Guiskard” 
by H. von Klaist; dramatised and directed by R. Burhan; 
language: Roma; premiere: 9 July 2000; last play 
produced by TADR.

34. Z 2001 Die Tinte unter meiner Haut (Ink under My 
Skin), Milenko Goranović (based on the documents on 
Roma concentration camp victims – 7 stories); director: 
R. Burhan languages: Roma, German, a Europa Roma 
Teater “Pralipe” production; premiere: 10 March, 2001, 
Berlin.

35. Mother Courage, Bertolt Brecht; directed by R. Burhan, 
languages: German, Roma, Serbian, Croatian, co-
produced with the Youth Theatre, Mostar; premiere: 14 
July 2001, Budva Festival.
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36. Karmen, dramatizacija na raskazot na P. Merime; 
avtor na dramatizacijata: Rusomir Bogdanovski; 
re`ija: R. Burhan; jazik: romski; produkcija ERTP; 
premiera: 8 mart 2002, Milhajm.

37. Kalea, Dragica Poto~nik; re`ija R. Burhan; jazik: 
romski; produkcija ERTP; premiera: 24 oktomvri 
2002, Viena.

38. Khamoro -  Auf dem Weg der Sonne, scensko-muzi~ka 
pretstava so stihovi od Ramajana i pesni od F.G. 
Lorka, R. \uri}, I. Jovanovi}, S. Berberski, J. 
Nikoli} (srpski/kosovski Romi) i orkestarot na 
Romi Sinti; dramaturgija i re`ija: R. Burhan; jazik: 
romski; produkcija na ERTP; premiera: 21 juni 2002.

39. [eherezada, Ivo Svetina; re`ija R. Burhan; jazik: 
romski; produkcija ERTP; premiera: 3 april 2003, 
Keln.

40. Jashar Roi (Kralot Ja{ar), dramatizacija na 
romskata legenda; dramatizacija i re`ija: R. Burhan; 
jazik: romski; produkcija: ERTP; premiera: 31 
dekemvri 2003, Keln. 

41. Sre}ni Romi, dramatizacija spored scenarioto za 
istoimeniot film na Aleksandar Petrovi}; avtor 
na dramatizacijata: Rusomir Bogdanovski; re`ija: 
Rahim Burhan; produkcija: Univerzalna sala, ERTP, 
MOT; premiera:  12 oktomvri 2004, Skopje.

Bibliografija:

Barba, Euđenio. 1996. Pozorišna antropologija. Vo: Barba-Sa-
vareze, “Rečnik pozorišne antropologije / Tajna umetnost 
glumca”  (prev.. A. Jovićević, I. Vujić), Beograd: FDU.

Biti, Vladimir. 2000. Pojmovnik	suvremene	književne	teorije.
Zagreb: Matica Hrvatska.

Girc, Kliford. 1998. Tumačenje	kultura	1-2		(prev.). Beograd: 
Biblioteka XX vek.

36. Carmen, dramatisation of P. Merime’s short story; 
dramatised by: Rusomir Bogdanovski; directed by: R. 
Burhan; language: Roma; an ERTP production; premiere: 
8 March 2002, Milheim.

37. Calea, Dragica Potocnik; directed by R. Burhan; language: 
Roma; an ERTP production; premiere: 24 October 2002. 
Vienna.

38. Khamoro -  Auf dem Weg der Sonne, stage-musical 
show with verses from Ramayana and poems by F. G. 
Lorca, R. Gjuric, I Jovanovic, S. Berberski, J. Nikolic 
(Serbian, Kosovo Roma) and the Sinti Roma orchestra; 
dramaturgist and director: R. Burhan; language: Roma, 
an ERTP production; premiere: 21 June 2002.

39. Scheherazade, Ivo Svetina; directed by R. Burhan; 
language: Roma; an ERTP production; premiere: 3 April, 
2003. Köln.

40. Jashar Roi (King Jashar), dramatisation of a Roma 
legend; dramatised and directed by R. Burhan; language: 
Roma, an ERTP production; premiere: 31 December 
2003, Köln.

41. Happy Roma, dramatisation based on the script for 
Aleksandar Petrovic’s film with the same title; dramatised 
by Rusomir Bogdanovski; directed by Rahim Burhan; a 
Universal Hall, ERTP, MOT production; premiere: 12 
October, 2004, Skopje.
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