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JeneHa JlyxuHa
CBOEBMHO TeaTapCKo YyAo:
Tpuecet u net roauHu Teatap
Ha Pomute ,lpanune”
(1971-2006)

IIpukasHaTta 3a mouyeronute Ha Tearapor Ha Pomure
Slpamumne” u 3a HETOBOTO IMOCTAITHO 0C80jYB8atbe Ha COII-
CTBEHOTO MECTO TO/T SBE3/IUTE €, TPOCTO, HECTAaH/Iap/IHA.
[IpenpukakaHa of peleHTHaBa BPEMEHCKA JVCTAHIIA,
Taa IeHeC 3ByYH KaKO CKa3Ha: IOBEKe JIereH/IapHa OTKOJI-
Ky peasHa ctropuja. OBa ce Hej3MHUTE KJIyIHU TOIIOCH:

Bo exgHa oy TakaHapeyeHH ,,[IPUTPAJICKU” Hacej0u, Ha
pabot Ha Ckorije, BO €/THO O] OHHE MOJTy-ypOaHU3UPAHU
OMINTOXXHUTHja IMITO Oea UMIIPOBU3UPAHU OKOJIY IOIIH-
POKOTO I'PaJICKO ja/IpO BO TOAUHUTE I10 KATACTPODATHUOT
CKOIICKHM 3€eMjoTpec o7 1963 TO., *KHBeeja, TJIaBHO —
Pomu. BripouewM, Tue u ieHeC )XKHUBeaT HA UCTOTO MeCTO,
caMo IITO CaMOTO MECTO, 3aT0a IITO MTOCTOjaHO OYH BO
CeKakBa CMUCJIa, OUTHO ce uMa cMeHeTo. Mery apyroro,
U TOpagyd HOTOPHHOT (aKT IITO BO H3MHUHATHBE
yeTUpPUECeTUHA TOAWHU Ce HMa 3TOJIEMEHO Oapem
3a Jmecernatv. TpagulMOHAIHUTE POMCKHU Oasajy,
MIPETOBApEHH CO /00pa /1032 POMAHTHKA, YECTOIATH
mmear M 3a JXKMBOTOT BO BAaKBUTE HacesJOW, OIEBAjKU TO
CEKOTalll CTEPEOTHUITHO: KAKO CKyZeH, ama Beces. OBaa
ucTa OaslafiuuHa TOPWIMBO-CIATKA KBIM(UKALIHja
MOCTOjaHO ja penukiaupaar (HO, ,IOHMaTHO® ® ja
ciiepeoitiutiudupaai, TMpaBejKU ja KBa3WeraoTU4Ha!)
ama Oam cuiltie momyJIapHu (PUJIMOBH 3a OaJTKaHCKUTE

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

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
mostinventive Balkan film directors: Aleksandar Petrovié
(Feather Gatherers, 1967), Emir Kusturica (Time of the
Gypsies, 1988) or Stole Popov (Gypsy Magic, 1997).

:
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Pomu, Aypu ¥ OHHE IITO CE IOTHHIIAHU O HEKOH Of
HAjUHBEHTUBHUTE OAJIKAHCKU PEKHCEPH: AJIEKCaHJiap
IlerpoBuk (,Cobupauu Ha mnepayBu”, 1967), Emup
Kycrypuna (,,/Jlom 3a 6ecerme”, 1988) mwau Croste ITomos

(,Gipsy Magic®, 1997)...

E, TokMy BO TOj ¥ TAaKOB rOpPUJIMBO-CJIaIHUKAB nepude-
PHUCKH CKOIICKH aMOMEHT, BO ceKoja cMHcJIa Ha paboil,
B0 (pamosHaTa ckorcka Hacenba Illyro Opusapu, morry-
snapHa kako IllyTka, Bo cuenuduuyna atmocdhepa Kaksa
IIITO BJIAZIEEIe BO ONTUMHUCTUYKUTE IIEECETTH TOAUHU
Ha MHHATHOT BEK, 3all0YHyBa M HEBepojaTHATa CKa3Ha
3a TeaTapot Ha Pomute ,[Ipanune®.

HejsuHMOT WHHUIMJaTOp W KJIy4YeH IPOTArOHMCT,
HEj3UHHUOT HECIIOPEH JIUEDP, BOETHO U HEJ3UHHUOT J00ap
JTyX, TOTAIIl UMa JIBaeCeT U HEKOJIKY roanHuU. Toj e MoMue
KOEIIITO HHTEH3UBHO ce 00M/yBa /la OTKpHE HEKaKBa CBO-
ja BHCTHMHCKa >KHBOTHa IpeoKymHaiuja. AMa He KakBa
OWI0, TYKy TOKMY OHaKBa INTO OM My OBO3MOIKMJIA
YCITEIITHO JIa TO MPOTAaTyBa MaToT O CEAyMTe MUJIjU: Off
nepudepujaTa 10 EHTAPOT HA OMIITECTBEHUOT KUBOT.
KaxxaHo co apyru 300poBH, MpuKa3HaTa 3a ,[Ipanume”
3allOYHyBa TOKMY BO OBOj ONTHMHUCTHYKHA UCTOPUCKHU
MUT, KOTa — CpeZie MayIIaTHAOT ONTUMMU3aM Ha JHHa-
MUYHHUTE COIUjATUCTUYKKA TOMUHH, Ia YIITE U Cpefe
BeyHO ontuMucthuykata IllyTka — MOMYETO 3a Koe
craHyBa 300p OMBa COOYEHO CO €JHO O] HAjKPYITHUTE
mpamiama IITO TO JeTEPMHUHUPAAT CeYHj 3IKUBOT,
mpaniamero Ha uzeHtuteToT. Ce pasbupa, MOMYETO
[IPUTOA HE € CBECHO 3a CYIITWHATa, aMa ja YyBCTBYBa
(MHTYUTHBHO) 3araTkaTa IHpej] KOjalllTO 3acTaHaJIo,
HcTaTa OHaa aellieHIliuYHa iie20O0HOCIl KOjaIllTo ja
yyBcTByBasl W Eaun 3acranat mnpen Cdwunrara.
CepuosHuTte Teopur ejabopupaaT JeKa OCHOBHaTa
HEeJIOYMHUIIA TPU 00jaCHYBaHeTO Ha TIOUMOT UOeHTdUilell
€ UMIUIMI[IpPaHa BO MPAIIAKETO , AU € UJEHTUTETOT
tipuuuHa (TIpeTnocTaBKa) WK iocaeduua (pe3ysiraT) Ha

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 Suto
Orizari, widely known as Sutka, 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 Sutka,
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).
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ompezieJieHa HU3a 07 PA3JIUYHU OYHUTYBarba, OJHOCHO,
JlaJIM € BO3MO’KHO ITOMelry WIEHTUTETOT U THE HETOBHU
OYHUTyBama /ia Ce BOCIIOCTAaBH HEKAaKBa 3aKOHCKa BpcKa“
(Biti, 2000:190).

Ce pa3bupa, MOMUETO O] OBaa ckazHa e Paxum BypxaH.
Ponen 1948 roz. Bo Ckomje. XKuresn Ha Illytka. Pom mmo
eTHHUYKA, ja3W4Ka, KyJITypHa U ceKoja Jipyra IpUMaj-
HocT. 'opgenus Pom. Exen o HajropAeMBUTE HITO TH
3HaM.

On cure wmHOpacTPyKTypHU ypbaHU copp:KuHU (CO
HCKJIYYOK Ha IOHeKoe mapue acdasr, BOJOBOJ, KaHa-
au3anyja, crpyja...), Bo IlllyTka u seHec uma camo efgHa
aMOyJIaHTa ¥ €THO OCHOBHO YUMJIUIITE CO CTUTMATHIHO
ume ,26 Jynu“. JleHec, HajBepojaTHO, BeKe HHUKO] HE
IaMeTy KOj My o Jjajl Ha yYWIHIITETO 0Ba (paTyMCKO
MMe KOeIITO ja MeMOopHupa JaTara Ha KaTacTpodaiHu-
OT CKOIICKM 3eMjoTpec oA 1963 roxa. Ilo TekToHCKHUTE
IIOpeMeTyBaba o] Toj 26 jysiu 1963 ro1., 6e3Apyro Kako
JleJ1 o HeKOU (YTYPUCTHYKHU IMPOEKIUH 32 Pa3BOjOT
Ha TpajioT, HEKOj HA HEKOe MOKHO MeCTO ja JeduHu-
paJ gajeKyceKHaTa MOJUTUYKA OJUTyKa: CUTE CKOICKH
Pomu fa 6usat cobpaHu Ha €THO MeCTO, BO cOceMa HOBA
U JIOTOTalll HEMOCTOeYKa Hacesba, OyTHaTa Ha CaMUOT
pab Ha HajoxnasedeHaTa MOkHa nepudepuja. dypu u
cera, 10 TOJIKY U3MUHATHU TOJVHH, BO TEKOT Ha KOU Ipa-
JIOT IIOCTOjaHo U ce nobarkyBa Ha [llyTka, oBaa Hacesba
CKOITjaHH ja JI0’KUBYBaaT 0e3MaJIKy KaKo reTo.

Bo TakBa (rerousupana) IllyTka U BO TOa HEjJ3UHO
VUYWINIITE CO CTUTMAaTUYHO wuMe, Paxum bypxan
3aroyvyHas1 1a ru 6apa v cobupa cBOUTe IPBU CJIeI0EHUITN:
MOMYHEbA U JIEBOjUHIbA IIITO K€ TO CIO/EIAT HETOBHOT
COH, Ke T0 TOAJApPKyBaaT HETOBOTO Oe3rpaHUYHO
BOOJIyIIIEBYyBambe 3a TeaTapoT. Ce ceKkaBa JieKka CO MOMYH-
BaTa OWJIO MOJIECHO OTKOJIKY CO JIEBOjUHMIbATA: OCBEH

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 Sutka. 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 Sutka, 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 “26™ 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 Sutka (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

’II
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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.

bewe u uma; Teatpanusauuja Ha MOTUBMTE 0 npo3ata Ha M. A.
Actypuac; gpamatusaumnja u pexuja Paxum bypxaH; npoaykuuja:
Teatap Ha Pomurte ,Mpanune”, Ckonje, 1976 rop.

O/l MPaKTUYHU MPUYUHU (JIeMeK, TH Maskejie Ha eIlTeH
MJIQA TOAWHH), POAUTEINTE Ha JKEHCKU Jierla He
rJiefiajie Koj3Hae KOJIKy OEHEeBOJIEHTHO Ha TeaTapCKUTE
eraajiTalliiy Ha CBOUTE KEPKH, HAIIPOTUB!

Kaxko 1 1a 611710, KOH KpajoT Ha 1969 ro/inHa, MOJIP:KaHu
Y TIOMOTHATH OJT HEKOJIKYMUHA UHTEJIEKTYaJIIu OJ1 Tpa-
JIoT, BypXxaH 1 HETrOBUTE COAPYKHUIIU 01 lepudepujaTa
yclieajie Jjla cracaar 0 HajcTPOruoT neHtap Ha Cko-
Ije: BO TOTalll IPeCTH:KHUOT /oM Ha rpafie’KHUIU ja
MpUKa’kajie cBojaTa IpBa IpoAyKIiuja. Bo TeaTporpa-
¢ujaTa Ha UAHUOT MPB POMCKH TeaTap Ha CBETOT, Taa
MPOAYKIIMja € eBUeHTHpaHa Kako Beuep Ha pomcka-
tia tioe3uja. V1360poT HA TTOETCKUTE TBOPOU, MU300pPOT
Ha My3UKaTa U PEKHCEPCKUOT KOHIENT T'M MOTITHIIAT
camuotr Bypxan. IHTepecHO e a ce 3abeiexku JeKa ak-
TepUTEe-HATYPIIYUIY (aKTepUTe-aMaTEPU) TH KaXKyBaJie
n30paHNUTEe POMCKH CTHXOBH Ha TPHU ja3UIU: POMCKH,
TYPCKA W MakKeZOHCKHU. /Ilypu ¥ BO MHIOT Ha cBOjaTa
cuMboyimyHa WHUNUjanuja, Teatapor ,Ilpamume” ro
JIEMOHCTPUPAJ CBOjOT IparMaTHYeH WHTEPKYJITypeH
KOHIIENT. BipoueM, TAKBHOT KOHIIEIT C€ OTYUTYBA U OJf
CcaMOTO UMe: Ha POMCKH, 300pOT fipaauiie 3Ha4Yu Opail-
ctigo! ITpousserysa, ere, ieKka — coceMa UHTYUTHUBHO U
cocema Opatticku — TeaTapoT ,, [Ipasuie” ro mpoMoBUpast

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.
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TOKMY OHOj TPAHCEBPOIICKH MYJITU-KYJITH MOJIEJI IIITO Ke
CTaHe TPEHJIOBCKU (UUTAj: MOJUTHUYKU MOA00EH) JypU
JIBe-TpU JielleHU ! T0/I0IHA.

Perpyrupanm kako amarepu BO HajuucTaTa U HajOyK-
BaJIHA cMHUCJIAa Ha 360pot (amateur, ppaH. = byouTeN),
BO TEKOT Ha HapeJHHUTE JBe roawHu (1970, 1971), ce
noganaTuaHUTEe aKkTepu Ha Jllpanune (npeaBomeHu
on Paxum BypxaH v mogpkyBaHu Off C€ MOIINPOK KPYyT
IIOYUTYBAaYM HAa HUBHHUOT aBTEHTHYEH 3aHec; 0aHATHO
e Jla ce pede, IPOCTO, €HTy3Uja3aM), IPOJOJIKHja /1a ce
eKCIIOHUPAaaT U BO HOBU MOETCKU U/WJIU KOJAXKHU IIPO-
nyknuu. Oapikaa Beuep Ha 1oe3rja Ha TYPCKUOT KJIACUK
Haszum Xukmer (1970), CTUXOBUTE TH TOBOpea Ha Typ-
CKM U Ha POMCKH ja3UK; 3a IPBIIAT Ce COOUUja cO MEeCHU-
Te Ha 'apcuja JIopka (1970); TeaTpasn3upaa Koaax of
aHTHBOEHHU TeKCTOBHU co HacyioB ,He, He!“ (1971). Oko-
Jly OBaa IpeTCcTaBa UMallle U HEKOU CUTHU Helopa3ou-
pama co BjacTa, amMa TUe JieHeC ce CIIOMeHyBaaT KaKo
CUIIMATUYHU aHETJIOTH.

IIponerra 1972 roA., TOKMy BO HCTOTO OHA YYUJIHIITE
Bo IllyTrka BO Koe U 3amoyHa ce, TeaTapoT ,Ilpanumne”
Ke JocTaca u JI0 CBOja IIpBa ,,BUCTUHCKA® IleJIOBeYepHA
mpercraBa. 3a ’kaJji, 0J] Hea He OCTaHaJe ,IOIBPCTH"/
sMarepujasHu“ Tparu (TekcT, IUTakaT, ¢oTtorpaduu,
KPUTHUKHU...) — OCTaHaJIe cCAMO UHTEH3UBHU, CUJIHO €MO-
THUBHU ceKkaBarba KOUIITO CyTepPUpPAAT JeKa TOKMY BO TOj
MUT, UTPAjKU ja oBaa yyAHa mpercrasa (,MayTtje”, wimy,
BO IIPEBOJI, ,,bokuila Ha BUOJIMHA®), TeaTapOT 3a MMPBIIAT
ycIiea JIOKpaj /1a ja MpuKake OHaa BUOPAaHTHA, YyBCTBU-
TeJIHA, COCeEMa HEMTOBTOPJIMBA KOJIEKTUBHA UTPa, 110 K0ja
II0TOA Ke CTaHe IMPEN03HATINB, KaJIe U /Ia Ce II0jaBH.

~MayTje“ e IpeTcTaBa KOjalITO IIPETCTaByBa IIPECBPT-
HUIA BO ucTopujaTa Ha ,lIpanune“, HO U BO Kapuepa-
Ta Ha camuoT BypxaH. [lypu u 6e3 1a 6uzie cBeceH IITO

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 Sutka
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

:
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BCYIITHOCT HAaNpaBWI, IMOCTaByBajku ja ,Maytje“ TOj
ycIieas coceMa MHTYUTUBHO M COCEMAa caM — U Toa 3a
IIPBIAT BO CBOjaTa TeaTapcka MpaKTUKa — Jia ja pa3BHe
TOKMY OHaa crernuduyHa moeTuka kKoja AeUHUTHBHO
Ke TU OIpezie/id He caMO UCKa30T/U3pa30T Ha HETOBHUOT
aHcam0J1, TyKy ¥ IIPUYMHUTE 3a IIOCTOEIHE HA HETOBHOT
Teatap. 3a Jia ja ,packake“ mpHKasHaTa 3a OOKHIlaTa
Ha BHOJIMHATa — MUTCKaTa pOMCKa OOXKHIA, KOja IITO
TH CJIEIU U YyBa caMO HajxpabpuTe, HOCEjKU UM cpeka
— BypxaH He ce MoTIupas Ha KOHBEHITHOHAIHATA JpaM-
CKa MpHUKa3Ha HUTY ja cJiefiel ApaMaTypIiKaTa JUHNAja
Ha TeKcToT (OuAejku TEKCT 0/1Baj U JjJa ©UMaJIo!), TYKy ce
3aHMMaBaJl MCKJIYYHUTEHO CO TeaTpau3aluja Ha Tpa-
JUIAOHATHUTE POMCKM MHTOBH U JIET€H[M, ITOTOYHO
— co atmocdepara (MucTrka!) Ha THe MUTOBH U JIeT€H-
nu. Bo BpemeTo Kora Toa ro HaIrpaBuiI 3a IpBnar (1972),
TOj He HU 3HaeJI JieKa I'o IMPaBU MUCTOTO IIITO MPEeJ HETO
1/WIN HAMOPEIHO CO HEro ro Impapese U KUBUTE KJia-
CHIIM Ha CBETCKaTa TeaTapcKa aBaHrapza: I'DOTOBCKH
(Grotowski), bap6a (Barba), Illekuep (Schechner), Bpyk
(Brook).

Cnepgnara romwHa (1973), ,Ilpamume” ke ja oaurpa
muTckata apama Ha Jlopka ,KpsaBu cBagou“. Ilo
IIPETXOAHUOT OIMT CO Moe3ujaTa Ha HajroJIEMUOT U BO
CBETOT HAjIIO3HAT INMAHCKHU [MOET Ha JBA€CETTHOT BEK,
BypxaH ke ITOCerHe 1 110 e/{Ha 0/1 HETOBUTE Haj3araIouHH,
HajcTpacHU, IIPOCTO HajdemoHcku muecu. I[Togobpo 6u
OMJIO Z1a ce pede: 1o eHA OJT HajJKOMILUIUKYBaHUTE ITHECH
Ha [IeJIOKYITHATa CBETCKA JpaMaTHKa, 110 [Treca KCTKaeHa
O/l TEMHHM CTPacTH W HaroHu, oj; 6ec W of maTtoc, Of
MHCTHKA 1 Oe3Hajie’KHa Tparuka... ,KpBaBu cBajgou” ce
e/lHa OJi OHHE ,IIPOKOJIHATU APAaMH " BO KOU HE € BaXKHO
OHa IIITO Ce CJIydyBa Ha clieHaTa, TYKy caMO OHa IIITO ce
HaceTyBa U ce YyBCTBYBa, aMa He Ce IJIeJla CO TOJI0 OKO.
IIpestonika o BAKOB THIT — EMOTHBHA, HHTEH3UBHA, BO
OCHOBA ,HEpaCKaXKJIUBa“... — HACOUyBa HaKaj 3ayMHOTO.

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 20™ 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-
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Hawmectro nma ce Tearpanu3mpa Ha ,KJIacCUYeH  HAYUH
(taka mTo ke Ouze ,packa’kaHa“ Kako IpPHKa3Ha 3a
HeIIITO), Taa Tpeba fa Oujie, IpoCTo, PUTYaIN3UPaHA.

W - 6upyBa putyanusmpaHa!

Crnenejku ja camMo coIlCTBEHATa MHTYHIIMja U MPUKJIO-
HYBajKu My C€ HCKJIYIHTEJIHO Ha CBOjOT He3aysJaH/
JKECTOK TeMIIEpAMEHT HAMEeCTO Ha CTEKHATUTE 3Haerha 3a
TeaTapoT ¥ HErOBUTE TEXHUKH/TEXHOJIOTHHU, (BIIPOYEM,
Kajie MOKeJIe Jla TH CTeKHAT?), YyBCTBYBajKHU Jieka Tpeba
Jla TO IIpaBaT TOKMY TOa IIITO IO IIpaBaT, aMma He 3Haejku
(TouHO) BO IITO TMOAAT U IIITO IPUTOA OTKPUBAaT, Bypxan
U HEroBUTE CJIEAOEHUIIH Of] CKOIICKaTa Iepudepuja
BO HallaBa OajIkaHCKA TeaTapcKa MPAKTHKa TOTAIIl T'O
»BHEC0a“ pUTYyaJTHHUOT TeaTap!

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

Kpsasu csagbu, ®epepuko Mapcuja Jlopka; pexuja
Paxum bypxaH; npoaykuuja: Theater an der Rhur,
Mulheim, 1991 rog.

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!

E
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Puiliyaausayuja Hamecilio KOHBEHYUOHAAHA (,,akadem-
cka“) teailipaausayuja — Toa ke /a € OHAa HajeTHO-
CTaBHA ,IIPOTPaMCKa OCHOBA“, MOETHUYHA M €CTETUYKA
Stardopma“ Bp3 Koja ce moTnupa reatapor Ha Bypxan
BO TE€KOT Ha CHUTe TOAWHU OJi CBOETO IIOCTOeHe. 3a Jia
MO2Ke TOa /ia IO IPaBU YCIIeNIHO, HO U I0C/IeIHO, Ha Byp-
XaH-Typy My Ce HEeOIXOJHU CJIeI0EHUIT a He aKTepH.
Hemy My TpebaaT mopip:KyBauul U HaBHUBA4YU KOUIIITO
HeMa /la UrpaaT CIope] aKaJleMCKUTe IIpaBujia — OHaKa
KaKO IIITO Ce YU 10 TeaTapCKUTe aKa/leMUU — TYKy OHa-
Ka KaKo IIITO CAMHUOT TOj Ke TU eAyIrpa ,II0IaTHO", BO
TEKOT Ha IPOIECOT Ha NpaBele Ha CeKoja IpeTCTaBa.
Bypxan moske 1a copaboTyBa caMo co akTepu Kou becIio-
TOBOPHO My BepyBaar (Jypu U Kora He € BO IIpaBo), KOU
Oe3pe3epBHO IO cjelaT BO CeKOja HEroBa aBaHTYPA,
KOMUIIITO yMeaT Jja TU CIO/ieTyBaaT HETOBUTE UIeU, HETO-
BUTE YyBCTBA U HETOBUTE XUPOBU.

3Haejku TO CETO OBa, IOJIECHO ke ro pasbepeMe u
HajBa>KHUOT (DaKT:

HNmeHo, o cBOUTe apXajcKu/pPOMAaHTUYHU IIOYETOLH,
JIOIMPAaHU BO CKoIicKaTa nepudgepucka Hacesnba [lyTka,
Ia JIo JieHec, Kora 0BOj TeaTap npodecruoHaaHo paboTu
Bo KesnH, 'epmanuja, a paboTu co 10CTa TEMIKOTUHU, aH-
caMmbJioT Ha ,,[Ipanure” Mo cBOjOT KaJPOBCKHU IMOTEHITH-
jaut WIM coCTaB MPEIOMUHAHTHO € ,HaTypaJyieH . FiMeHo,
COCTaBEH e, IJIaBHO, O] BJbyOeHUIIW/JbyOuTEN/ama-
Tepu. Makap mTo 6e3MaKy BO CUTe HUBHU IPETCTABU
WTrpaaT U M0 HeKOJIKyMUHA aKTepH KOUIIITO UMaaT U I10-
MHAKBU CI[€HCKU/TeaTapCKu UCKYCTBa (aKTepH CO IpeT-
XO/IHO 3aBpllIeHa aKaJleMUja, WU KOUIITO YIeHyBaJsle BO
JIpyTu podeCuoHAIHU TPYIH), IPOMOTUBHUTE aKTEPHU
Ha BypxaH ce, HajuecTo, HATYPIUIYUIIY.

Bo TakanapeueHara uHuyujaaHa, Upea WIN Mmake-
JoHcCKO-jy2ocnroeeHcka ¢aza of, pa3BOjOT HA TEATaPOT

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
Sutka 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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Sl lpanume®, oHaa IITO ce peanu3upa MoMery 1973 U
1991 roiNiHA — IITO 3HAYU Ipes THe JeUHUTHUBHO /A
ja HamymtaT MakenoHMja U Jla IpeMuHAT Bo Muixajm
(Mulheim) 3a ga craHat Aen Ha eeH O] HAajeKCIIOHU-
panute repmancku teatpu (Theater an der Rhur, xoro
BeKe JIBaeCeTHHA TOJUHHU YCIIENTHO IO PAKOBOAY HATY-
panmsupanuot Utanujanen Pobepro Yynu) — Bypxan
Y HETOBUTE aKTEPH yCIease Jja OANUTrpaaT TOYHO IBaHae-
CeT IpeMHUEPHU IIOCTAaHOBKU. HaBuyM 1 Ha B OTJIE],
— MAaJIKy: 32 IIOJIHM OCyMHAaeceT F'OJIMHHU CaMO JIBAHAECeT
IIPETCTABH.

Cemnak, icropyjaTa Ha HUTY €/IeH TeaTap Ha OBOj CBET HE
MOJKe U He CMee /1a ce pasIvie/lyBa caMo O/ CTATHCTUYKA
rJlefHa Touyka. HuTy mak Moxke, caMO BpP3 OCHOBAa Ha
CTaTUCTUYKUTE II0KA3aTeJIH, J]a Ce 3aKIyIyBa 3a I0CTpe-
JIUTe Ha HEKOj TeaTap WU 32 HETOBUOT MPUJIOHEC KOH
TeaTapcKaTa YMETHOCT Ha e/THA 3aeJJHUIIA, CEeTHO KOja.

Merytoa, Tpeba 1a ce eBUZIEHTUPA JleKa Mely IOCOUEHHUTE
JIBaHAeceT IIPETCTABU O] TAKaHApeYeHaTa uHuyujaiHa/
tipsa/makxedoHcKo-jy2ocaosercka @dasa on pasBojoT
Ha Tearaport ,lIpanumne“ crojaT — U Toa KOJKY LIBPCTO
Y BHCOKO NO3UIIMOHUAPHU — JIypU YETUPU IPETCTaBU
YHENITO 3HaUeHwe e 6e3MasKy aHTOJIOrucKo. 360pyBam
3a Beke crioMeHarara ,,KpBasu cBasou” oz 1973 roj., HO
u 3a mpetcrasute ,,Cocke“ (1977, Paxum BypxaH kako aB-
TOP Ha TEKCTOBHATA IIPeJIJIONIKA U pexxucep; ,,[lap Equn
(1983, amanranuja Ha TekctoT Ha Codoxrite, pexkrja Ha
Paxum Bypxawn; u ,JIyre u rynadbu“ (1984, rekcr Ha Up-
dau bespyp, pexkuja Ha Paxum Bypxan). Hus oBue uetupu
IIpeTcTaBU TeaTapor ,[Ipanune” kako cucTteMarcku 7a ja
pa3BuBallle cBOjaTa ,pUTyajIHA IIOETHUKA“, HO U TaKBaTa
CBOja IIOETHKA Jia ja IoTepa /0 Hej3UHUTE MaKCHMaIHU
Joctpenu. Jlo oHaa BHCOKa TOYKA Ha KpeaTHMBHATa yc-
BUTEHOCT, [I0CJIe KOja HACTaIyBa Hen3beKHaTa U HEOJl-
MUHJIMBA €Talla Ha asitiopedepeHyujanHo (30ITO aa

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... H

|




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

He peyeMe U MAHUPUCIIUYKO?) PENUKINpakhe Ha Beke
Ka’KaHOTO U ITOKAKaHOTO...

HuTepecHO € J1a ce MOCOYU U KOH MHJIMKATUBHOTO, HO
U coceMa JIOTUYHO COBIarare: MMEeHO, TOKMY UeTHPUTE
CeJIEKTHPaHU MIPETCTaBU MOKE JIa ce CMeTaar U 3a Haj-
CUTHU(UKAHTHHU, OTTYKA U HAjCOOABETHO,/HAjKBATUTET-
HO BJIOPU3HWPAHU M HArpajyBaHU ,IIPOU3BOAH" Ha
TeatapoT ,[Ipasumne”. TokMy OBHe UeTHUPH IPETCTABU UM
ja moHecoa Ha BypxaH 1 Ha HEroBUTe HajroJieMara cJjia-
Ba, I1a COOZIBETHO 'l TIOHECOA ¥ HajBAXKHUTE U HAjCTUMY-
JIATUBHH HATPAJIU IIITO OBOj TeaTap r'd MMa JI0OMEHO BO
MakeoHHja 1 BO HEKOTAIIIHATA 3a€THUYKA JyTOCTIOBEH-
CKa Ip;KaBHA 3ae/THUIIA, HAarPaix KOUIITO lePUHUTHUBHO
ja adupmupaa HeroBara 3auydy8auka MOETUKA U ecTe-
ThKa. Mefy HUB ce ¥ TOTralll MOIITHE ITIOCAKYBaHUTE U pe-
CIEKTHUBHHU Harpajiu Ha ¢ectuBaiute Bo 3arpeb (1977,
IJIAKeTa Ha eJIMTHOTO TeaTapCcKo crucaHue ,,IIposor” 3a
npercraBara ,Cocke“), CapaeBo (1984, 3yaTeH JIOBOD
BeHenr Ha MECC 3a mpercraBata ,llap Exun®), Hosa
Topumna (1983, 3;1aTHA po3a 3a UCTaTa IPETCTaBa)...

ITomery 1985 1 1991 roAKHa, KOTa O] CKOIICKaTa JKeJie3-
HUYKa CTaHUIA AepUHUTBHO U (IO ce€ U3IJieAa) Hemo-
BpPaTHO Ke TpruaTt KOoH ceBep — Bo I'epmaHuja, Kajie 1ITo
Ce YIIITe JIeJlyBaaT — YIEHOBUTE Ha TOTAIII CE YIIITE €{1H-
CTBEHHOT POMCKH TeaTap BO EBpoma ce MmopeTko ke
urpaatr Bo Ckomje u BOo Makenonuja. MmeHo, 1o
JIOOMBAkETO Ha CIIOMEHATHTE Harpajd U CTEKHaTaTa
cj1aBa, THE Ke CTaHAT HEIITO-KaKO POMCKHU TeaTap co jy-
TOCJIOBEHCKH Ipe/3Hak. ToyHOCcTa Ha OBaa Te3a ja
JIOKa)KyBaaT U IIPOAYIEHTCKUTE apaH:KMaHH INTO TH
OBO3MO>KyBaa HUBHUTE IIPETCTABH OJ TOj IIIECTTOIUIIIEH
IIEPUOJ: OJf BKYITHO IIIECT IIPETCTABH, CAMO €/IHA € IOCT-
aBeHa Ha HHMBHATa TOralrHa MaThdHa creHa (Jlom Ha
miagaute Bo CKomje); ocTaHAaTUTe IeT Oea MPOJyKIIHja
Ha KIII'T ox Cy6oTtuna (n8e), I'pag-Teatap Byasa (18e) u
CTyneHCTKHY KyJITypeH rnieHtap oz benrpan (exna).

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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IToroa JyrocnaBuja 3amouyHyBa JIe(UHUTHUBHO Ja Ce
pacmara, ama Ha cIieHaTa HaBpamuTo usjerysa Pobepro
Yysn 1, Kako BO MeJIOAPaMUTE CO CPEKeH Kpaj, aHcaM-
6s10T ce mipedpJia BO MPO3aUUYHUOT, HO 6oraT MusixajM.
Co Toa 3amovyHyBa TakaHapeuyeHaTa 3peaa/sitiopa/2ep-
MaHcka ¢pasa op pa3BojoT Ha ,[Ipamume”.

Boormrto He e ¢y4yajHO, HAIIPOTUB, IIITO HOBUOT IIPO/AY-
I[EHT, YMETHUYKUOT IUPEKTOP Ha TeaTapoT Bo Mmixajm,
ncKycHUOT Pobepro Uysu, oy1onpa oBaa hasza ga 3ariouHe
TOKMY CO HOBa IIOCTAaHOBKA Ha IpeTcTaBaTa ,KpBaBu
cBazOuM“ — coMcraTa OHaa 3ayMHa Imreca co koja Bypxan u
HEroBUTE aKTePH 1eGUHUTUBHO ja TPpEeYEeKOpHja TEHKATa
IIPBEHA JINHU]jA IITO OUTHO T'O pa3/ieslyBa TEATPATHOTO U
PUTYaTHOTO (a caMO MaJIKyMHHA yMear 71a ja mpevYeKkopaT
B/IaXHOBEHO W HABUCTHHA KpeaTuBHO). Onmbupajku Ha
lepmanuja 1 Ha EBpoma /1a UM ro mpeTcTaBu TeaTapoT
Sl Ipasmme® TokMy IpeKy HOBa, BUCOKOIIPO(eCHOHAHA,
PACKOIIIHO, aypu U NepeKIUOHUCTHYKU CIIaKyBaHa
npoayknuja Ha ,,KpBaBu cBanou” (matem, bypxaH, Bepo-
jaTHO, HUKOTAIII BO CBOjaTa Kaprepa HeMaJsl oJIo0pu yc-

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

Jlyle u Tyna6u, Wpdan bemyp; pexuja Paxum BypxaH;
npopykumja: Teatap Ha Pomute ,Mpanune”, Ckonje, 1964 rop.

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.

:
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JIOBH 3a paboTa OTKOJIKY BO TEKOT Ha oBaa ¢asa), Uyiu
HECOMHEHO IIeJIM CBOjaTa poMCKA axkeusuuyuja aa u ja
IJ1acupa Ha eBpPOIICKaTa KyJITypHA jaBHOCT Ha Hajaobap
U HajupoduTabrieH MokeH HauuH. [IpeTcTaBaTta Bej-
HaIl go0uBa OJieckaBU OArJIacH (BKJIYyUyBajKM W Iejia
cepuja Harpajiu Off TepMaHCKaTa KPUTHKA), HO U IOKAHU
O/I CUTE CTPaHH, I1a 3aII0YHYBA /Ia TOCTYBA OJf EAHUOT JI0
JIPYTHOT Kpaj Ha KOHTUHEHTOT: of IlIBencka mo IlIBaj-
napwja, ox Yurapuja u Ilosicka 1o Aarnuja u Pomanuja.
Bo enen BarkeH Mur, BOo 1998, Taa ke Oujle oUrpaHa Ha
decrupasor Bo 'panaza, [llnanwuja, kazae mro Ke ce 370-
Ovie co MCKIyYnTeTHO BaxkHata Harpaza Ha Jlopka... O
1991 rO/I. /10 ieHec OBaa bJyieckaBa IMPETCTaBa JI0KUBeasIa
OKOJIy 450 peNpU3HU WU3BeN0U, CTAHYBAajKU HajU3BEMY-
BaHa IIPETCTaBa BO 35-TOAUIITHATA UCTOPUja HA TeaTapoT
Slpamume®.

3a ka1, UIINYHUTE OJlHOCcH TToMery ,IIpanumne” u HO-
BHOT IIPOAYIIEHT - T€aTapoT BO MuJixaj, IpeIBOJIEH Of
HETrOBHUOT YMETHHYKH aupekTop Pobepro Uynu - ke
Tpaar caMo JI0/ieKa Tpae M JIeKajilaTa Ha MYJITHKYJITY-
pasiHOCTa, KojamTo Teatap aH zep Pyp ja ompeneswi 3a
CBOja Iporpamcka miargopma 3a IEPUOAOT 1991-2001.
Otkaxko Taa mwiargopma belrre UCIpIIEHA U 3aMEHETA CO
HOBa (,,TeaTapoT Ha mMaTOT Ha CBWIATA“, KOja, MUCJIAM,
Bo Mwmixajm (Mulheim) ce ymre ce mparmarusupa),
S lpasumne“ mopaiie aa ce MPOCTH CO CTaOWUJIHOCTA U
0e30eHOCTA HA TOJIEMAaTa MPOAYIIEHTCKA KyKka, YUJIITO
OpraHU3allICKA ¥ TEXHUYKHU arapaT HaMeTHyBa Ofpe-
JIeHW TIpaBuJIa (IIOHEKOralll THe yMear 7ia OujaT MOIITHE
CTPOTH), HO 3aT0a IMaK OBO3MOXKYBa CIIOKOjCTBO KOEIIITO
HEMHHOBHO pe3yJITUPA CO MaKCUMaJTHA KOHIIEHTpaI1ja,
OTTYKa ¥ CO MAaKCUMaJTHA KPEaTHBHOCT.

Bo Tekor Ha jaecerTe ,MMWIXajMCKu roauHu‘, Teara-
por Ha Pomwure ,IIpanume” ocTBapHw JIypu IIE€THAEeCET
MIpETCTaBH, O/ KON OapeM Tpu Tpeba Ja ce cMeTaaT 3a

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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HCKJIYYUTEJTHO YCIIEIHU: CIIOMHaTHUTe ,,KpBaBu cBaiou”
(1991), ,T'osemaTa Bozma“, ApamMaTu3anyja Ha POMaHOT
Ha JKuko Ywmnro (1993) wu ,Jepma“, mak Ha lapcuja
Jlopxka (1998).

ITo usneryBamero o1 ,MHJIXajMcKaTa oaza“, TeaTapoT
sl1panune” Bjerysa Bo mnocjaezHaTa asa of CBojoT pas-
BOj, haza Kojamro 6u MoKeJie Jja ja aTpudyupaMe Kako
ttipeitia/espoticka. [IOBTOpHO caMU 1 COOUEHH CO PEAUTIA
KPYIHHU ITP00JIEMU — O] er3UCTEHITUjaTHU (BO OyKBasIHA
CMUCJIA) 10 OPTAaHU3AIMCKY U TEXHUYKHU, HO U CO OHHE
CYNITIUTHYU U BEYHU ITpallamka Ha UIEHTUTETOT, BypxaH u
HEroBUTe cJie0EHUIIN HACTOjyBaaT CBOjOT TeaTap Jia ro
oZip:kaT BO (popMma (IIITO He e ceKorall eHOCTAaBHO), HO
U J]a U3HAj/IaT HEKOW HOBU U IIOWHAKBHU MOJIEJIN Ha He-
roBOTO UAHO pyHKIMOHUpPame. Tpeba /a ce 3abenexu
JleKa cBojaTa IpBa IPETCTaBa II0 0CAMOCTO]YBAETO O]
PobGepro Uysn (2001) ja onurpaa moj; HOBa eruja: uMe-
TO Ha TeaTapoT I'o cMeHHja Bo EBpornicku poMcKu Teatap
Sl Ipanmumne” (Europa Roma Teater ,,Pralipe“). ITo o6umu-
TE /1a OIICTaHe M JIOMUIFTHO Jja iejcTBYBa Bo bepsuH n
Jucenopd, o1 2003 roilHA TeaTapoT HAJIIOCIIE TO JIO-
I[Upa cBoeTo cexuinTe Bo KesH.

I

JloceramHuTe TEaTPOJIONIKH HCTPaKyBama yIaTyBaat
Ha JIOCTa CUTYPEH 3aKJIy4OK JieKa OBOj HEOOHWYEeH, II0
CHTe CBOY OUTHU KaPaKTEPUCTUKH HETUIIHYEH, IT0 CBOjOT
CIIEHCKU HCKAa3 [IeJIOCHO HeCTaH/ap/leH TeaTap — HaKyco,
TeaTap YHjIITO OPTAHU3AIVICKY U eCTETUYKY KOHIIEIT He
MOJKe J1a Ce CIIOpeZlyBa CO HUTY €/IeH JPYT — MOXKe J1a ce
CMeTa 32 opusuHaeH/asilieHitiuveH IPUMep Ha TeaTap
KOj JIOKpaj My IpHIara Ha OHOj TeaTapCKH MOJEJ IIITO
ro nebuHUpaBMe Kako pedxcucepcku. He e mpetepaHo,
ZIypH, J1a TO OIpeZieTMMe U KaKo Hama — OajkaHCKa U
Make/IoHCKa — BapujaHTa Ha c1aBHUOT OJuH Ha Bapba.

Weddings (the production mentvioned vabove, 1991),
Great Water (dramatization of Zivko Cingo’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.

3

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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3a pasyiuka o/ cUTe TeaTpu IITO (PyHKIMOHUPAAT BO
Penybsinka MaxkezoHuja, a Kou — 6€3 UCKIYIOK — Oea
KOHCTUTYUPaAHU [0 aAMUHHUCTPATHUBEH mat (CO OJIyKa
HAa HEKOj JIprKaBEH WJIU JIOKAJIEH I[eHTap Ha IMOJIUTUYKA
MOK), TeaTaporT ,,[Ipanume” ce KOHCTUTYHUpPAJ ,,0lHAaTpe"
WY, IOTOYHO, caMHuoT o7 cebe. Kako u cute asrepHa-
TUBHU KYJTYPHU 10jaBu — a ,Ilpanune” e, HeCOMHEHO,
€/IHa OJ] HUB — OBOj TeaTap € Pe3yJITaT Ha aBTEHTUYHUOT
aBTOPCKM HWMIIYJIC Ha HETOBHOT BHUCTHHCKHU ,,TBOpPEIL
BypxaH, K0j HQjUPBUH T'0 ,U3MHUCJIHI, [IOTOA OKOJIY CBO-
jara ,u3MHUCIHIA“ yMeesa 1a codepe Tpyna JapoOBUTH U
pelIuTeTHN uctioMucaeHuyu/iodopicysavu, 3a (Haj-
IocJIe) 1eJjiarta ,IporpaMa‘“ a ycree /ia u ja HameTHe (1
MIPOZIOJI’KYBA JIa 1 ja HAMETHYBA) Ha CeKoramr uHaude-
pEeHTHATa CPeJNHA. ..

IIpukasHata 3a TeaTapoT ,llpanmumne e mpumep Ha
MOIITHe y0aBa ¥ BO30y/JIMBa TeaTapcKa MPUKa3Ha Koja
usriena ycnenrHa (,cpekHa“), KakBa IIITO HABUCTHHA U
€, aMa caMoO JIOKOJIKY ce IJIeJia O] IPUCTOjHA JUCTAHIIA.
HMeHo, o7 cBUTE HajpaHU MIPETCTABH JI0 JieHeC, JejHOC-
Ta Ha TeaTapoT Oe3MaJIKy IOCTOjaHO ja ciIeJiesie He caMo
0JIecKaBM yCIIeCcH U yIITe 00JIeCKaBU eBPOIICKU Harpa-

Soske, by Rahum Burhan; directed by Rahim Burhan;

produced by the Romany Pralipe Theatre, Skopje, 1977.

Cocke, TeKcT n pexuja: Paxum bypxaH; npoaykuwuja: Teatap
Ha Pomute ,Mpanune”, Ckonje, 1977 roga.

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-




Identities ) Journal for Politics, Gender, and Culture, Vol. 4, No. 8/9, Summer/Winter 2005

JT1, TYKY ¥ HEKOH MOIIIHE TIPO3aNYHH, KPajHO CEPHO3HH,
6e3MasKy HepelUIMBU MPO6IEMH 0] er3UCTeHIIVjaIeH
kapakrtep. HakpaTko: o1 1971 10 1990, Kora ,IIpanume”
pabotu Bo MakeZioHH]ja, HO U OZ 1991 /IO /ieHeC, Kora aH-
caM0JIOT ¥ HETBOMOT BoZla4/Typy paborat Bo I'epmaHu-
ja, TeaTapoT He ycIieas ja pelld HEKOU 0] HajeJleMeHTap-
HUTE CTAaTyCHU mpamiama. Kosky u f1a ja apupmupan
CBOjaTa OpUTHMHAJIHA ecTeTHKa (M Toa BO HAjIIUPOKH €B-
POIICKH PaMKH), IPOMOBHPAjKH ja UHTEPKYJITYPATHOCTA
KaKO CBOj aBTOPCKU M TBOPEUKH MPHUHIIUII, OBOj TeaTap
CellaK He ycIea COOJIBETHO J1a ce eTabyirpa BO HUTY €THO
OJ1 OTIIIITECTBATA HA KOM PAMHOIIPABHO UM IIpUIIara: uH-
TEepHAIMIOHAJTHATA POMCKA 3aeJHHUIA, MaKeJJOHCKaTa
MYJITHKYITYpaJIHa/ UHTEPKYITypaJIHa CpeJuHa, Iopa-
HEIIIHO jyTOCJIOBEHCKA YTONH]ja Ha 30pailiumMeHu v eOUH-
cilieeHu HAPOAY U HAPOJHOCTH, TEPMaHCKHUOT U 3amajl-
HOEBPOCKHOT KYJITypeH KOHTEKCT...

[Tonekorai, oco6eHO BO HEKOHW e€r3aJITHPAaHH HOBH-
HAapCKU TEKCTOBH, cpekaBaMe JypH U POMaHTHYAPCKH
WHTOHHPAaHU KOMEHTAapH KOW Ce BOOJYIIEeByBaaT Of
dakTor mrTo Tearapor ,, IIpasuie” HUKOTaII HE ce UHCTH-
TYIIMOHAJIU3UPaJI HA HAUUH Ha KOj IOMAIIIHUTE TeaTap-
CKHM MHCTUTYIIUH CU o 00e30e/IyBaaT CBOjOT OIICTAHOK.
Bupejku, HaBOHO, TaKBaTa BOHHUCTHUTYIIHOHAITHOCT MY
IO OBO3MOJKHJIAa HA Te€aTapoT TOKMY OBa IIITO IO UMa U
IITO CAaMHUOT IO WM3TPAJIWI: allcoiyTHaTa caoboma BO
TBOPEHETO.

Mefyroa, TpueceT U METTOAUIIHOTO HCKYyCTBO Ha
Bypxan u HeroBute cyieJOEHUIIU NOBEKEKPATHO IIOT-
BpAyBa JleKa alcoJiyTHaTa cj106ofa He caMoO IITO €
HEBO3MOJKHA, TYKy — JyPH U KOTa HABUAYM IIOCTOU —
Taa UMIUIMIVPA OTPAHNYIYBakha KOUIITO UCKIYIUTETHO
TEIIKO ce HafiMuHyBaaT. Co MCKIIyYOK Ha JIeCETTO/IUIII-
HUOT IIEPUOJT HA CUTYpHOCT (1991-2001), Kora ,I[Ipanu-
ne“ GyHKIMOHUPA KAKO eZleH 071 aMOJIEMCKUTE TPOEKTH
Ha MOKHATa TeaTapcka MHCTUTynHja Ha Pobepto Uyonwy,

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
thelocal 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, cmectena Bo Musixajm, Bo 6oraraTa
repMmaHcka nokpanna Cesepna Pajua Becrdanuja, cute
OCTaHATH TOAUHU BypxaH M HEroBUTe 'l MIOMUHAA U TU
IMOMHHYBaaT BO HCIPIIyBauKka 60pb6a 3a mpodecroHaIeH
oncraHok. CaMo BO TEKOT Ha Taa ,MUJIXajMcKa Jekaza“,
kora Uy/iu akTUBHO €KCIIepUMEHTHpAIlle O KOHIIENTOT
KOJIITO BO TOj MUT Ha repMaHCKaTa U Ha eBpOIlcKaTa
KyJITYpHA ITOJIUTHUKA U Ce IJIe/iallle HHTepeceH,/KOH]jyHK-
TypeH (KOHIIENT Ha eKCIUIUIMTHATA TeaTapCcKa MYJITH-
KYJITYPaJIHOCT, CBOEBUJIEH ,,CEEBPOIICKHU“ mainstream),
TeaTapoT Ha bypxaH pabotemie Bo IpodecroHasn-
HO CTaOMJTHU ¥l HHCTUTYITUOHATHO KOPEKTHH YCJIOBH.

3a xaJ1, HQjuIPOIyKTUBHUOT U HAjOPTaHU3UPAH MEPUO]
BO 35-TOJIMIIIHATA UCTOPHja HA OBOj TeaTap 3aBPIIU BO
MHTIOT KOTa JIOTOTAIlTHHOT MYJITHKYJITypaJIeH TeaTap-
CKH KOHIlenT (mainstream) ce ,TIOTpOIIX®, 3a fa Ouzae
3aMeHeT co HeKOj ApyT. Bo Toj mur (kpajor Ha 2005 ro-
JnHa), ,IIpanune” cu ro ,TIOBpaTu HECUTYPHHOT CTATyC
Ha Ulpyiia.

KakoB Teatap e, BcywHocr, , lpanune”?

Pomcku o cBojaTa eTHHYKA/Ky/ITypHA IPUIIQTHOCT U IO
ja3WKOT Ha CBOjaTa MPAKTHKA; BOHUHCTUTYI[OHAJIEH/
aJITEPHATHBEH II0 CBOjaTa OPraHU3aIMja; PEXUCEPCKHU
CIIOpEJ TeATAPCKHUOT MOJZEJ IIITO IO CJIEJIH U CIIOPE], TI0-
€TUKATA IIITO ja rpaix ¥ aupMUpPA; aBTEHTUYEH CIIOPES
CBOjOT CIIEHCKH/TeaTapCKU MCKa3; MaKEAOHCKH 110 CBOe-
TO TOTEKJIO; BO MOMEHTOB, TEDMAHCKH II0 CBOjaTa JIO-
Kalluja; uHillepKyAillypaneH 1o CBOjOT CTaB/0THOC KOH
CceKoja aBTEHTHUYHA Tpajauiuja (He camo OajKaHCKA U
POMCKa, HO POMCKa HAajMHOTY); UHIEePHAUUOHA1eH TI0
cBOjaTa MUCH]A...

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 Koska Hot
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Peneproap Ha Teatapot Ha Pomute ,lpanune” (1969-2005)
— TeaTporpad)cku nopatouu:

1.

9.

Beuep Ha pomckaitia tioe3uja; pexkuja P. BypxaH; jazuiiu:
POMCKH, TYypCKH, MaKelIOHCKU; JIOM Ha TpafesKHUIH,
Ckorije; 1969/70.

Beuep na Hasum Xukmeili; pexuja P. Bypxan; jazuiiu:
Typcku, MakeZoHcKH; Jlom Ha rpazaexHuiu, Ckomje;
1970.

Beuep Ha Jlopka; pexuja P. BypxaH; jasuk: poMCKH;
Pabotuuuku 0M, CKollje; Kpaj Ha JIETOTO 1970.

He, He — Koyla’kK Ha aHTHUBOEHU TEKCTOBU; aBTOp Ha
TekcToT: Ppanuek Bpomuuk (CroBeHerr); pexkuja: P.
Bypxa#n; jasuk: MakenoHcky; 1kosa Bo Illyro Opusapu,
Ckortje; mpoJeT 1971.

Mautje (boxcuua Ha euoauHa) — TeaTpajuzalifja Ha
POMCKHTE MHUTOBH M PUTya/IH; ClieHapuo U pexuja P.
BypxaHn; jasuk: pomcku (IpBa IieJiOBeYepHaA IIPETCTaBa
ofurpaHa Ha poMckH jazuk!); mkosa Bo lllyro Opusapu;
MpoJIeT 1972.

Ratvale Bijava (Kpsasu ceadbu), ®.T. Jlopka; pexkuja: P.
Bypxan; jasuk: pomcku; Jlom Ha Miagu, Ckomje; 1973.

Bibahtali (KobHa xcena), Xanum Mexmert; pexuja: P.
Bypxan; jasuk: pomcku; Jlom Ha Miaau, Ckomje; 1976.

Sine hem isi (bewe u uma), TeaTpajnu3ainyja Ha MOTUBUTE
on pomanute Ha M. A. Actypuac; rpamarusanyja: P. Byp-
xaH, Camu Ocman u O. MamyT; jasuk: poMcKy; pexuja: P.
Bypxan; Tom Ha miagau, Ckortije; 1976.
Soske (3owilio), Tekcror u pexuja: P. bypxan; jazuk:
pomcku; [lom Ha Mutaau, Crotje; 1977.

10. Manuseskoro Dzivdipe (@Kueoilioli Ha uosexoill),

11.

12.

Jleonuy AHIpeeB; jasuK: poMcKH; pexkuja: P. Bypxaw;
Jowm Ha miagu, Ckorje; 1981.

I[ap Eduii, Codoxe; pexkuja: P. BypxaH; jasuk: pOMCKH;
Jowm Ha muagau, Ckotje; 1983.

O manusa thaj o golubja (JIyte u rynabu), Updan Bembyp;
pexuja: P. BypxaH; jasuk: poMcky; JIOMOT Ha MJIJUTE,
Ckorje; 1984.

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

10.

11.

12,

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

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

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

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.

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.

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

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

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.

Soske (Why), scriptwriter and director: R. Burhan;
language: Roma; House of the Youth, Skopje; 1977.
Manuseskoro Dzivdipe (Life of Man), Leonid Andreev;
language: Roma, director: R. Burhan, House of the Youth,
Skopje; 1981.

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

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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14.

15.

16.

17.

18.

19.

20.

21.

22,

23.

24.

25.
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Bituvjardo (Hetlywau), XpBaTCKU aBTOP, HATYPIIYUK;
pexuja: P. Bypxan; jasuk: pomcku; KIII'T Cy6oruna;
198s5.

Biagoresko pushipa (Beckoueuno tipauiarse), JeneHa
BrnatkoBuk; pexxuja: P. Bypxan; jasuk: poMcku, repMmaH-
cku; Jlom Ha mutaau, Ckomje; 1986.

Tebakeri tragedija (Tebancka tpazeduja: Ilap Eduil,
Eduti Ha KoaoH; Amnitiueona), Codoxie; pewxuja: P.
Bypxan; jaszuk: pomcky; npoayknuja Ha KIII'T CyboTuna;
1986.

Opecitiyja, Ecxui; pexxuja: P. BypxaHn; jasuk: poMcku;
npoxykuja Ha 'pazx-reatap Byzasa; 1988.

Mapa/Cao, Tlerep Bajc; pexwuja: P. BypxaHn; jasuk:
pomcky; nmpoxyknuja Ha CKII Benrpaz; 1988.

Jedyiika, M. BerpanoBuk u H. IlenerpuHoBUK; pexuja:
P. Bypxan; jasuk: pomcky; npoayknuja Ha I'pag-tearap
BynBa; 1989.

Ratvale Bijava (Kpsasu ceadbu), @. T. Jlopka; pexxuja:
P. BypxaH; jasuk: pomcku; nmpoayknuja Ha Theater an der
Ruhr TADR, Musixajm; mpemMuepa: 7 janyapu 1991.
Otitieno, B. lllekcmp; pexuja; P. BypxaH; ja3uk: poMcKu;
npoxayknuja Ha TADR, Muixajm; nmpemuepa: 27 HOeMBPH
1991.

Cedymmuna tipoitiug Teba/Anitiuzona, Ecxun/Codoxiie;
pexuja: P. BypxaHn; jasuk: pomcku; mponyknuja Ha TADR,
Mumnxajm; mpeMuepa: 17 OKTOMBPH 1992.

O Baro Phani (Toaemaitia 6oda), »upko YwuHro;
Ipamarusanuja u pexuja: P. Bypxan; jasuk: pomcky;
kxonpoayknuja co TADR u decrusasnor Bo JlynBusbypr;
peMuepa: 20 Maj 1993, Jlyasusoypr.

Pomeo u Jyauja, B. llexcnup; pexxuja: P. BypxaH; jasuk:
pomcky; npoayknyja Ha TADR, Mmixajm; npemuepa: 17
MapT 1994.

Chonane (Bewiliepxu), rpaMmaTu3anyja Ha pomaHotr Ha I'.
Mapxkec ,3a JbyOOBTa ¥ APYTUTE JEMOHH ; ApaMaTHU3anyja
u pexwuja: P. BypxaH; jasuk: poMCKH; IPOAYKIMja Ha
TADR, Muixajum; nmpemMuepa: 19 IEKEMBPH 1994.
Tetovirime Vogja (TeitiosupaHu Oywu), Topau
CredanoBcku; pexwuja: P. Bypxan; jasuk: pomckuy;
npoxayknuja: TADR, Mwmixajm; mpemuepa: 25 jaHyapu
1996.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22,

23.

24.

25.

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

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

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

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

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

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

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

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

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

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.

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

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.

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




26.

27.

28.

29,

30.

31.

32.

33

34.

35.
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O Drumo (Ilaiti), cuieHCKa ,peKanuTyaanuja“ Ha HEKOU
0J1 HajUrpaHuTe MpeTcTaBu Ha ,IIpanune” (o moBoy 25-
TOAUIIHUHATA O IIOCTOEHETO HA TEATapoT); pexwuja: P.
Bypxan; jazuk: pomcky; npoayknuja Ha TADR, Muixajm;
peMuepa: 31 Maj 1996.

E Bakhe (Baxxe), Espunuz; pexuja: P. Bypxan; jasuk:
poMcku u repmaHcky; npoayknwja: TADR, Mmunxajm;
npeMuepa: 15 jaHyapu 1997.

Jepma, @.I'. Jlopka; pexuja: P. Bypxan; jasuk: poMmcku;
npoxayknuja: TADR, Mwmixajm; mpemwuepa: 11 jaHyapu
1998.

DerKlassenfeind (Kaacen Hetipujaitien), Huren Bunuamc;
pexuja: P. Bypxan; jasuk: repMaHCKH; IIPOJYKIHja:
TADR, Muixajm; npemMuepa: 5 maj 1998.

Der Streit (Kasza), ITjep ne Mapuso; pexxuja: P. Bypxawn;
jasuk: repmMaHcku u pomckw; mnpoxayknuja: TADR,
Mumunxajm; mpeMuepa: 28 OKToMBpHU 1998.

Djangos Raptimes, cuopen ,Mwuxaen Komyac* om X.
®on Knajer; amanranuja u pexuja: P. Bypxan; jazumu:
POMCKU, CPIICKH, TepPMAaHCKH, POMAHCKH; IIPOAYKIHja HA
TADR, MuixajMm; mpemMuepa: 7 aBryct 1999.

Kosovo — mon amour 2000, JoBan Hukonuk u Py:xnuja
CejmoBuk; pexwuja: P. BypxaH; jasuk: poMCcKu, CpICKU;
npoxyknuja Ha TADR, Mwunxajm; mpemwuepa: 23 Maj
2000.

Guiskard, ppamaTusanuja Ha HoOBejdata ,PobepT
Tyjexkapa“ ox X. ®on Kiajer; mpamarusanuja u pexuja
P. Bypxan; jasuk: poMCKHU; IIpeMHepa: 9 jyau 2000;
TIocJIeIHA IpeTcTaBa Bo npoayknuja Ha TADR.

Z 2001 Die Tinte unter meiner Haut (Macitiuno tio0 moja-
ta xoxca), Munenko ['opaHoBuk (Criopes JOKyMEHTHTE 32
Pomu-XpTBY BO KOHIIEHTPAIIMOHU JIOTOPHY — 7 IPUKA3HU);
pexuja: P. BypxaH; ja3uk; repMaHCKH; IPOAYKIFja HA
Europa Roma Teater “Pralipe” ERTP; npemuepa: 10 MmapT
2001, bepiuH.

Majka Xpabpociti, Beprontr Bpexr; pexwuja: P.
BypxaHn; jaduk: repMaHCKH, POMCKU, CPIICKH, XPBATCKU;
kompoayknuja co Ilozopumre wmianux, Mocrap;
pemuepa: 14 jyau 2001, Pecrusai Bo bypa.

26.

27,

28.

29,

30.

31.

32.

33-

34.

35.

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

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

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

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

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

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.

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

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.

Z 2001 Die Tinte unter meiner Haut (Ink under My
Skin), Milenko Goranovié¢ (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.

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.

37

38.

39-

40.

41.

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

Kapmen, nmpamarusanuja Ha packaszor Ha II. Mepuwme;
aBTOp Ha pApamarusanujata: Pycommp bBormanoBckwu;
pexuja: P. Bypxan; jazuk: pomcky; npoaykunuja ERTP;
npemuepa: 8 MapT 2002, Muixajm.

Kanea, Jparuna Ilorounuk; pexuja P. BypxaH; jasuk:
pomcky; mpoxayknuja ERTP; mpemmepa: 24 oxTOMBpH
2002, Buena.

Khamoro - Auf dem Weg der Sonne, ClieHCKO-My3HWUYKa
mmpeTrcraBa co ctuxoBu of Pamajana u mecuHu oz @.I.
Jlopka, P. Typuk, W. JoBamosuk, C. Bepbepcku, J.
Huxommk (cpucku/kocoBckn PomMu) m opkecrapor Ha
Pomu Cunth; npamarypruja u pexxuja: P. Bypxan; jasuk:
pomcky; mpoaykinuja Ha ERTP; npemuepa: 21 jyHu 2002.
Illexepesada, o CeetuHa; pexxuja P. BypxaH; jasuk:
pomcky; npoayknuja ERTP; npemuepa: 3 ampui 2003,
Kenn.

Jashar Roi (Kpaaoii Jawap), npamatusanuja Ha
pOMCKaTa JIereH/1a; ApaMaru3anyja u pexkuja: P. Bypxas;
jasuk: pomcky; npoxayknuja: ERTP; npemmepa: 31
JleKeMBpH 2003, KesH.

CperHu Pomu, papamarusanyja CHoOpez, CIEHApHUOTO 32
HCTOMMEHNOT ¢uiM Ha AsekcaHzap IleTpoBuk; aBTOp
Ha apamarusanujara: Pycomup BorzmanoBcku; pexuja:
Paxum Bypxan; npoxyknuja: Yausep3anna cana, ERTP,
MOT; npemuepa: 12 OKTOMBPH 2004, Ckorje.
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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.

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

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

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

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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