
The Faculty Journal of Arts, University of Rajshahi 
Volume 38, December 2024, ISSN 1813-0402 

cÖvwZôvwbK bvU¨wb‡`©kbvq cvðvZ¨ bvU¨Z‡Ë¡i cÖ‡qvM: RvwR© †MÖvUw¯‹ 
[Application of Western Drama Theory to Academic Theatre Direction: Jerzy Grotowski] 

Md. Abdus Salam 
Assistant Professor, Department of Theatre, University of Rajshahi, Rajshahi-6205, Bangladesh 

ARTICLE INFORMATION ABSTRACT 

The Faculty Journal of Arts 
University of Rajshahi 
Volume-38, December-2024 
ISSN: 1813-0402 (Print) 
DOI: 10.64487 
 
Received : 10 July 2024 
Received in revised: 24 February 2025 
Accepted: 07 January 2025 
Published: 10 August 2025 
 
Keywords: 

impulse, self-revelation, sign, holy actor, 
confrontation, trance, score and contact,  
physical action, archetype, scenic  
equivalents, improvisation, montage. 

Jerzy Grotowski was a visionary Polish theatre director, producer, 
and educator whose groundbreaking work in experimental theatre 
redefined the very nature of performance. He made his directorial 
debut in Kraków in 1957 with a striking production of Eugène 
Ionesco’s The Chairs, heralding the emergence of a bold and 
uncompromising theatrical voice. From the outset, Grotowski 
challenged conventional forms, crafting a radical approach to 
theatre that would profoundly influence modern performance 
practices across the world. At the heart of Grotowski’s philosophy 
was the belief that the soul of theatre resided not in ornate sets or 
technical spectacle, but in the sacred and immediate exchange 
between actor and audience. He championed what he termed ‘Poor 
Theatre’—a stripped-down aesthetic that placed the performer’s 
physicality, voice, and emotional truth at the centre of the dramatic 
experience. His rigorous actor training demanded discipline, 
vulnerability, and complete surrender to the creative process—
pushing the boundaries of human expression. Grotowski stands as a 
towering figure in the history of modern theatre, a relentless seeker 
whose revolutionary ideas continue to ignite the imaginations of 
actors, directors, and scholars. His work at the Laboratory Theatre, 
and later his explorations into ritual, culture, and performance, have 
deeply influenced contemporary theatre-making, particularly within 
the realms of physical and devised theatre. This research offers a 
structured exploration of the practical application of Grotowski’s 
theories, performance methods, and directorial vision within 
academic contexts—illuminating how his enduring legacy continues 
to shape and elevate theatre education today. 

f‚wgKv 
cvðvZ¨ bvU¨ZvwË¡K‡`i g‡a¨ RvwR© †MÖvUw¯‹ (1933-1999) Ab¨Zg| cÖvwZôvwbK bvU¨PP©vq RvwR© †MÖvUw¯‹i bvU¨ZË¡ 
hZUv ZvwË¡Kfv‡e cwVZ nq wVK ZZUv cÖ‡qvwMKfv‡e PwP©Z nq bv| RvwR© †MÖvUw¯‹i bvU¨Z‡Ë¡i cÖ‡qvwMK PP©v 
wb‡`©kK-Awf‡bZv Df‡qi Rb¨B P¨v‡jÄ| KviY ejv n‡q _v‡KÑ‘[...] no-one since Stanislavski, has 
investigated the nature of acting, its phenomenon, its meaning, the nature and science of its mental-
physical-emotional processes as deeply and completely as Grotowski’1; ZvB cÖvwZôvwbK bvU¨wb‡`©kbvq 
Zuvi bvU¨PP©v wel` AbymÜv‡bi c_‡K ïay Db¥y³B K‡i bv eis wb‡`©kK-Awfb‡bZv‡K bZzb bZzb P¨v‡jÄ 
†gvKv‡ejvq Avgš¿YI Rvbvq| ivRkvnx wekŵe`¨vj‡qi œ̄v‡Zv‡KvËi c‡e©i (†Kvm©-bvU¨ 509, †Kvm© wk‡ivbvg: 
AwfbqZ‡Ë¡i cÖ‡qvM) cixÿvi Ask wn‡m‡e wek̂e‡iY¨ †jLK d«vbrm KvdKvÕi `¨ †gUvgi‡dvwmm (1915) gvmiæi 
Av‡iwdb Ab~w`Z iƒcvšÍi M‡í RvwR© †MÖvUw¯‹i bvU¨Z‡Ë¡i cÖ‡qvM Abykxjb cwiPvjbv Kiv nq| cÖeÜKvi GB 
bvU¨wbg©vY cÖwµqvwU ZË¡veavqb I cwiPvjbv K‡ib| eÿgvY cÖe‡Ü cÖvwZôvwbK ch©v‡q RvwR© †MÖvUw¯‹i bvU¨Z‡Ë¡i 
cÖ‡qvM †KŠkj, cÖ‡qvMKvjxb AwfÁZv, mvdj¨ I mxgve×Zvmg~n Av‡jvKcv‡Zi cÖqvm †bIqv n‡q‡Q|  
RvwR© †MÖvUw¯‹i cwiPq 
RvwR© †MªvUw ‹̄ GKRb †cvwjk w_‡qUvi cÖ‡hvRK, wb‡`©kK I wk¶K| wesk kZvãxi Ab¨Zg cÖfve we¯ÍviKvix bvU¨ 
D™¢veK Ges AbykxjbKvix RvwR© †MÖvUw¯‹ Rb¥MÖnY K‡iwQ‡jb 11 AvM÷ 1933 wLª. `w¶Y-c~e© †cvj¨v‡Ûi 
iv‡R‡mv‡Z| Zuvi wcZv †gwiqvb wQ‡jb g~jZ †cvj¨v‡Ûi µv‡Kvqv AÂ‡ji evwm›`v, wPÎwkíx, fv¯‹i Ges eb 
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†iÄvi| Zuvi gv Gwgwjqv wQ‡jb ¯‹zj wk¶K|2 RvwR© †MÖvUw¯‹i bvU¨cȪ Ívebv Awf‡bZv-`k©K m¤ú‡K©i wek` Z`šÍ| 
ÔTheatre of 13 RowsÕ bvgK w_‡qUvi‡K wZwb M‡elYvMvi ev j¨ve‡iUwi bv‡g AwfwnZ K‡iwQ‡jb| Zuvi 
wbixÿvmg~n Awf‡bZv‡K w_‡qUvi wk‡íi g~j Dcv`vb wnmv‡e Avwe®‹vi K‡iwQj|  
†MÖvUw¯‹i bvU¨`k©b I bvU¨wb‡`©kbv †KŠkj  
†MÖvUw¯‹i bvU¨Z‡Ë¡i ZvwË¡K cvVMÖn‡Yi ci bvU¨wb‡`©kbv I PP©vi †ÿÎ wn‡m‡e †MÖvUw¯‹i ‘Theatre of 

Production’(1959-1969)3 ch©v‡qi bvU¨PP©v‡K MÖnY Kiv nq| GB mg‡qi g‡a¨ cÖKvwkZ D‡jøL‡hvM¨ eB 
Towards a Poor Theatre (1968) Zuvi bvU¨PP©vi ˆewkó¨mg~n I cÖ‡qvM †KŠkj‡K cÖwZdwjZ K‡i| ‘Theatre of 

Production’ Kvjc‡e© RvwR© †MÖvUw¯‹ ¯í̂ msL¨K Awf‡bZv‡`i wb‡q wbixÿvag©x w_‡qUvi Kvh©µg cwiPvjbvi K‡ib| 
wbixÿvag©x ej‡Z wZwb MZvbyMwZK cixÿv-wbixÿv cÖ_vi mgv‡jvPbvi ga¨ w`‡q KvR ïiæ K‡ib| wZwb e‡jb  

[...] ÔÔWhat is the origin of your experimental theatre productions?ÕÕ The assumption seems to be that 
ÔÔexperimentalÕÕ work is tangential (toying with some ÔÔnewÕÕ technique each time) and tributary. The 
result is supposed to be a contribution to modern staging - scenography using current sculptural or 
electronic ideas, contemporary music, actors independently projecting clownish or cabaret stereotypes. 
I know that scene: I used to be part of it. Our Theatre Laboratory productions are going in another 
direction. In the first place, we are trying to avoid eclecticism, trying to resist thinking of theatre as a 
composite of disciplines. We are seeking to define what is distinctively theatre, what separates this 
activity from other categories of performance and spectacle.4 

wZwb Awf‡bZv‡`i KvQ †_‡K PvB‡Zb Zuviv †hb Ava¨vwZ¥K, kvixwiK Ges AvPvi-Abyôv‡bi mxgvbv‡K AwZµg K‡i 
bZzb f‚wg‡Z AeZxY© nb| Zuvi ‘Poor Theatre’ aviYv evûj¨ mKj wKQz‡K cwinvi K‡i wbivfiY nIqvi K_v e‡j| 
GB w_‡qUv‡i †Kv‡bv cwiKwíZ ev¯Íeag©x †cvkvK, mvRmiÄvg, we Í̄…Z gÂm¾v GgbwK cwiKwíZ Av‡jvi web¨v‡mi 
cÖ‡qvRb †bB| wZwb cÖ‡mwbqvg g‡Âi evB‡i wM‡q Ggb GKwU gÂ KvVv‡gvi cwiKíbv K‡ib †hLv‡b `k©K I 
Awf‡bZv‡`i G‡K Aci‡K me‡P‡q KvQvKvwQ wb‡q Av‡m| GB e¨e¯’vcbv m¤ú~Y©B evwYwR¨K w_‡qUv‡ii wecix‡Z 
Ae ’̄vb †bq|5 †MÖvUw¯‹ M‡íi eqv‡b Awf‡bZv‡`i kixwiK Pjb (movement) I kvixwiK wµqvi (physical 
action) Dci A‡bK‡ewk wbf©ikxj wQ‡jb| cÖPwjZ w_‡qUv‡i †hLv‡b gÂm¾v, ª̀e¨vw`, †cvkvK BZ¨vw`i AvwaK¨ 
†`Lv hvq †mLv‡b †MÖvUw¯‹i w_‡qUvi wbivfiY n‡q m¤úY©iƒ‡c Awf‡bZvi kixi I Abyf‚wZ‡K cÖvavb¨ †`q| Zuvi 
g‡ZÔw_‡qUv‡i Awfbq n‡Z n‡e m¤ú~Y©iƒ‡c cÖvgvwYK I mZ¨vbyf‚wZi cÖKvk|Õ6 Zuvi w_‡qUv‡i evU©ë †eªLU 
(1898-1956), f‡m‡fvjW †gqvi‡nv‡ìi (1874-1940) cÖfve _vK‡jI wZwb me‡P‡q †ewk cÖfvweZ wQ‡jb 
Kb¯ÍvwšÍb ¯Ívwb¯øvfw¯‹i bvU¨ZË¡ Øviv| wZwb Í̄vwb¯øvfw¯‹i Av‡eM ¯§„wZi †KŠkj‡K Awf‡hvwRZ K‡iwQ‡jb Ges 
¯Ívwb ø̄vfw¯‹i Z‡Ë¡i kvixwiK wµqv (physical action) Øviv AbycÖvwYZ n‡qwQ‡jb|7  
GB Kvjc‡e© †MÖvUw¯‹i j¨ve‡iUwi w_‡qUvi U«ycwU K¨v‡UvBm, µvwKD Ges I‡qv‡m©vi ågY K‡i Ges R ü †Kv‡±vi 
Awd©q~m (1958 mv‡ji 8 B A‡±vei), jW© evBi‡bi †KBb (1960 mv‡ji 30 Rvbyqvix 1960), føvw`wgi 
gvqvKfw¯‹i wgw÷ª evDd (1960 mv‡ji 31 RyjvB) bvUK¸‡jv ch©vqµ‡g gÂ¯’ K‡i| wgw÷ª evDd bvU‡Ki †mU 
wWRvBbvi wnmv‡e RvwR© †MÖvUw¯‹ ¯’cwZi KvR K‡ib| Gici j¨ve‡iUwi w_‡qUvi G‡K G‡K Kvwj`v‡mi kKzšÍjv (13 
wW‡m¤^i, 1960), †Rvnvb IîM¨vs db †M¨v‡Ui dvD÷ (13 Gwcªj, 1960) A¨vWvg wgwKDBK‡mi wWwRqvw` (Ryb 
1961), Rywjqvm † ø̄vqvwKi KwW©qvb (†deªæqvwi 13, 1962), 1904 mv‡j †jLv ÷¨vwbmvjvD DBmwcqvw¯‹i 
(Stanisław Wyspiański ) bvU‡Ki Dci wfwË K‡i A¨v‡µv‡cvwjm (10 A‡±vei 1962) gÂ ’̄ K‡i| hv‡Rd 
m¾bv GB bvUKwUi wWRvBb K‡ib Ges BDwRwbI eviev wQ‡jb mnKvix cwiPvjK| GB Îqx wg‡j wµ‡÷vdvi 
gv‡j©vi `¨ Uª̈ vwRKvj wnw÷« Ae W±i d÷vm (1963) Ges ÷¨vwbmvjvD DBmwcqvw¯‹i n¨vg‡jU ÷vwW (1964) 
ms¯‹iYwU cÖ‡hvRbv K‡ib| 1965 wLª. j¨ve‡iUwi w_‡qUvi I‡cvj †_‡K †ivKjv bvgK GKwU AvaywbK wek¦we`¨vjq 
kn‡i ÔPoor TheatreÕ ˆkjx Af¨v‡mi c×wZ cix¶v-wbix¶vi Rb¨ ¯’vbvšÍwiZ nq| ÷¨vwbmvjvD DBmwcqvw¯‹i 
A¨v‡µvcwjm Ges Rywjqvm † ø̄vvqvwKi bvUK `¨ Kb÷¨v›U wcÖÝ (GwcÖj, 1965) Gi Awfb‡q we‡k¦ mviv c‡o hvq| 
1965 Ges 1966 Gi g‡a¨ †MÖvUw¯‹ c¨vwim, wgjvb, †ivg, c`yqv, Avg÷viWvg, jÛb (wcUvi eªæ‡Ki Avgš¿‡Y) Ges 
wbDBqK© kn‡i w_‡qUvi cÖ̀ k©b K‡i wek¦ ågY K‡iwQ‡jb| 1966 mv‡ji †m‡Þ¤̂‡i ÔLaboratory Theatre ÕGi bvg 
cwieZ©b K‡i ÔThe Laboratory Theatre Research Institute of Acting Method Õ ivLv nq| cix¶vMv‡i wZb 
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eQi a‡i Uvbv M‡elYvi gva¨‡g m„ó I RvwR© †MÖvUw¯‹ wb‡`©wkZ A¨v‡cvK¨vjvBcm Kvg wd¸wiR (†deªæqvwi, 1969) 
we‡`kx wk¶v_©x‡`i Kv‡QI we‡kl L¨vwZ AR©b KiwQj|8  
†MÖvUw ‹̄i w_‡qUvi wb‡R‡K D‡b¥vPb I DRvi K‡i †`Iqvi wbišÍi mvabv, mZ¨vbyf‚wZ cÖKvkK, MZvbyMwZK w_‡qUvi Qvu‡Pi 
evB‡i wb‡Ri kvixwiK cÖwZeÜKZv¸‡jv ~̀ixKi‡Yi gva¨‡g Awf‡bZvi c~Y¨Zv AR©‡bi †UvUvj A¨v±| Zuvi w_‡qUvi wK¬‡k 
†Kv‡bv wKQz‡K cÖkÖq †`q bv, †Kv‡bv cÖKvi `ÿZv AR©b‡KB DØy× K‡i bv| †MÖvUw ‹̄ g‡b Ki‡Zb †h w_‡qUvi †Uwjwfkb ev 
Pjw”P‡Îi m‡½ cÖwZ‡hvwMZvq †c‡i DV‡e bv, ZvB †mB  †Póv Kiv DwPZ bq eis w_‡qUvi †Kb Ab¨vb¨ wkí gva¨g †_‡K 
Abb¨ Zv Lyu‡R †ei K‡i Zv wb‡q AMÖmi nIqv DwPZ| wZwb cÖ Í̄ve K‡ib Z_vKw_Z gÂ, Av‡jv, iƒcm¾v, „̀k¨m¾v, 
†cvkvK BZ¨vw` Qvov w_‡qUvi n‡Z cv‡i GgbwK †Kv‡bv wjwLZ w Œ̄Þ Qvov|9 ïay Awf‡bZv Avi `k©K _vK‡jB Ges 
Zv‡`i g‡a¨ Abyf‚wZi cÖZ¨ÿ Av`vb-cÖ̀ vb NU‡jB w_‡qUvi n‡e| †MÖvUw ‹̄i fvlvq 

[...] he can only do so through an encounter with the spectator - intimately, visibly, not hiding behind a 
cameraman, wardrobe mistress, stage designer or make-up girl - in direct confrontation with him, and 
somehow " instead of" him. The actor's act - discarding half measures, revealing, opening up, emerging 
from himself as opposed to closing up - is an invitation to the spectator. This act could be compared to 
an act of the most deeply rooted, genuine love between two human beings - this is just a comparison 
since we can only refer to this "emergence from oneself" through analogy. This act, paradoxical and 
borderline, we call a total act. In our opinion it epitomizes the actor's deepest calling.10 

RvwR© †MÖvUw¯‹ ‘Theatre of Production’ ch©v‡q cÖ‡hvRbvmg~n we‡kølYc~e©K †`Lv hvq bvU¨ cÖ‡hvRbvq †MÖvUw¯‹ me©̀ v 
cÖwZwôZ w¯‹Þ wb‡q KvR KiZ| GgbwK Zuvi P~ovšÍ cÖ‡hvRbv A¨v‡cvK¨vjvwcwmm Kg wd¸wiR cÖPwjZ bvU‡Ki 
ms¯‹iY wn‡m‡e gnov ïiæ K‡ib| wZwb evievi e‡jwQ‡jb †h Zuvi †KvbI c×wZ †bB| cÖwZwU bvU‡KB wZwb wfbœ 
wfbœ c‡_ j‡ÿ¨ †cŠu‡Q‡Qb| †Kv‡bv e³e¨ †`Iqvi Rb¨ A_ev GKwU c×wZ †kLv‡bvi Rb¨ wZwb †KvbI bvUK 
cwiPvjbv K‡ibwb|11 †MÖvUw¯‹ ARvbv wKQzi mÜvb Ki‡Z Ges Zuvi e¨w³MZ cÖ‡kœi DËi LyuR‡Z bvUK¸wj cwiPvjbv 
K‡iwQ‡jb; Avi cÖkœ̧ ‡jv mvaviYZ gvby‡li Aw¯Í‡Z¡i A_© AbymÜv‡bi m‡½ RwoZ|12 hw`I bvU¨wb‡ ©̀kbvi Rb¨ Zuvi 
Kv‡Q †KvbI †iwmwc wQj bv ZeyI †MÖvUw¯‹i cÖ‡hvRbv¸‡jv we‡kølYc~e©K bvU¨wb‡`©kbvi †ÿ‡Î cÖZœZvwË¡K cÖKiY 
(archetypes), „̀k¨MZ mgZyj¨ (scenic equivalents), B‡¤úªvfvB‡Rkb (improvisation) Ges gšÍvR (montage) 
m¤úwK©Z †gŠj cÖeYZvmg~n Lyu‡R cvIqv hvq|13 
GQvovI †MÖvUw ‹̄ Zuvi w_‡qUv‡i AwZiwÄZ mewKQzB ax‡i ax‡i cwinvi K‡ib| iƒcm¾v, PwiÎvbyM †cvkvK, RvuKRgKc~Y© 
ev Í̄evbyM „̀k¨vejx, Awfb‡qi Rb¨ Avjv`v ’̄vb (gÂ), cwiKwíZ Av‡jvKm¾v I wgDwRK B‡d± ev` w`‡q †`b|  
†MÖvUw¯‹i Awf‡bZviv wb‡R‡K Rvbvi cÖwµqvi ga¨ w`‡q AMÖmi nq| KviY †MÖvUw¯‹i Awf‡bZv `k©‡Ki mvg‡b †Kv‡bv 
we‡kl PwiÎ Dc¯’vcb K‡i bv eis H wba©vwiZ Pwi‡Î wb‡Ri ¸Yvejx ev  ˆewkó¨ Ges wb‡Ri e¨w³MZ AwfÁZv‡K 
Dc¯’vcb K‡ib| GLv‡b PwiÎ‡K Avwe®‹v‡ii cwie‡Z© wb‡R‡K Avwe®‹vi KivB n‡jv jÿ¨| PwiÎ GKUv Aej¤̂b 
gvÎ| ZvB Zuvi Awf‡bZv‡K µgvMZ wb‡Ri ˆewkó¨vejxi mÜv‡b eªwZ _vK‡Z nq|14 †MÖvUw¯‹i Awf‡bZvi gnovi 
mgq Awf‡bq PwiÎ avi‡Y AvZ¥wb‡qvM bv K‡i D‡ëv PwiÎ‡K Avwe®‹vi Ki‡Z wM‡q wb‡R‡K Rvbvi Rb¨ m‡Pó nb 
Ges cÖ̀ wk©Z Pwi‡Îi Awfbq bv K‡i wb‡Ri mËvi D‡b¥vPb K‡i _v‡Kb| djZ, `k©K nq‡Zv W. d÷vm PwiÎ 
†`L‡Z wM‡q Awf‡bZvi PwiÎ‡K †`‡L Av‡mb|15 Awf‡bZviv a¨vbgMœ Awfbq K‡i _v‡K hv‡`i jÿ¨ nq Ôtotal actÕ 
Kiv| ÔTotal act’ m¤ú‡K© †MÖvUw¯‹ e‡jb 

At the moment when the actor attains this, he becomes a phenomenon his et nunc; this is neighter a 
story nor the creation of an illusion; it is the present moment. The actor expreses himself and ... he 
discovers himself. Yet he has to know how to do this anew each time ...This human phenomenon, the 
actor, whom you have before you, has transcended the state of his division or duality. This is no longer 
acting, and this is why it is in act (actullay what you want to do every day of your life is to act). This is 
the phenomenon of total action. That is why one wants to call it a total act.16  

`¨ †gUvgi‡dvwmm cÖ‡hvRbv wbg©vY cÖwµqv  
cÖvwZôvwbK ch©v‡q cÖ‡hvRbv wbg©vY K‡í Zuvi ‘Theatre of Production’ c‡e©i bvU¨PP©v‡K DcRxe¨ Kiv n‡q‡Q| KviY 
wn‡m‡e cÖ_gZ, GB c‡e©i w_‡qUvi PP©vi gva¨‡g wkÿv_©x-Awf‡bZvMY K‡Vvi kvixwiK I KÉ¯̂‡ii cÖwkÿ‡Yi gva¨‡g 
kvixwiK mxgv AwZµg K‡i gvbwmK cwimi‡K cÖmvwiZ Kivi my‡hvM cvq, hv cÖPwjZ w_‡qUvi cÖwkÿY c×wZ‡Z bvI n‡Z 
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cv‡i| wØZxqZ, †MÖvUw ‹̄i GB c‡e©i w_‡qUvi cÖPwjZ w_‡qUv‡ii mxgvbv‡K †V‡j w`‡q bZzb bZzb dg©, AvL v̈‡bi Awew”Qbœ 
D™¢veb Ges A‡š̂lY‡K DrmvwnZ K‡i| Z…ZxqZ, Awf‡bZv I wb‡ ©̀kK‡K Awfe¨w³i bZzb ai‡bi e v̈L¨v we‡køl‡Y, 
cixÿv-wbixÿvi †ÿ‡Î AbycÖvwYZ K‡i| PZz_©Z, Zuvi GB ch©v‡qi w_‡qUvi PP©v m¤ú‡K© cwi ‹̄vi aviYv cvIqvi Rb¨ h‡_ó 
Z_¨-DcvË _vK‡jI Zuvi 1969 cieZ©x mg‡qi w_‡qUvi PP©v wb‡q Z_¨-DcvË AcÖZzj _vKvq cwi®‹vi aviYv cvIqv 
AZ¨šÍ KwVb| GmKj Kvi‡YB ‘Theatre of Production’ ch©v‡qi w_‡qUvi PP©v‡K cÖvwZôvwbKfv‡e PP©vi †ÿÎ wn‡m‡e 
wbe©vPb Kiv‡KB cÖeÜKvi-wb‡ ©̀kK AwaK hyw³hy³ g‡b K‡ib|  
wkÿve‡l©i ïiæ‡ZB `¨ †gUvdi‡dvwmm M‡í †MÖvUw¯‹i bvU¨Z‡Ë¡i cÖ‡qvM m¤úbœ n‡e e‡j wm×všÍ †bIqv nq| †mB 
g‡g© wkÿve‡l©i ïiæ †_‡KB wkÿv_©x‡`i †MÖvUw¯‹i j¨ve‡iUwi w_‡qUv‡ii Abymi‡Y cÖwkÿY ce© ïiæ nq| ïiæ‡ZB 
†MÖvUw¯‹i cÖwkÿY c‡e©i cÖ_g ch©vq (1959-62 wLª.) †_‡K kvixwiK cÖwkÿY Ges KÉvbykxjb Kiv nq| Gici 
h_vµ‡g cøvw÷K G·vimvBR (plastic exercises) I wØZxq ch©v‡qi (1966 wLª.) Abykxjb †_‡K wbe©vwPZ 
Abykxjbmg~n PP©vi gva¨‡g kvixwiK, gvbwmK I K‡Éi cȪ ‘wZ MÖnY Kiv nq| KÉvbykxj‡bi g‡a¨ Tiger exercise, 
King-King exercise, La-La exercise, the cat, Slow motion cÖvavb¨ †`Iqv nq|17 GB mKj Abykxjb 
cÖ‡hvRbvq wkÿv_©x‡`i Kvh©Kifv‡e g‡bvwb‡ek Ki‡Z, KÉ¯̂i I kixi‡K `ÿZvi m‡½ e¨envi Ki‡Z Ges e„nËi 
AvZ¥-m‡PZbZv weKv‡k mnvqZv K‡i| 
bvU¨cÖ‡hvRbvq me©v‡MÖ cÖvavb¨ †`Iqv nq Awf‡bZv-`k©‡Ki m¤ú‡K©i Dci| †mRb¨ cÖ‡mwbqvg gÂ‡K †f‡O Ggbfv‡e 
`k©K Avmb Kiv nq †hb Awf‡bZv-`k©K m‡e©v”P KvQvKvwQ Ae ’̄vb Ki‡Z cv‡i| `k©K Avm‡bi g‡a¨B mwbœ‡ewkZ Kiv 
nq Awfbq ’̄vb| g‡Â jvBU B‡d±mn mKj ai‡bi evûj¨‡K cwinvi Kiv nq|  cÖcm& wn‡m‡e †envjv, ˆZwiK…Z 
Av‡cj I wkï‡Zvl †Ljbv e¨envi Kiv nq| hv n Í̄všÍi nq Awf‡bZv †_‡K Awf‡bZvi g‡a¨| Avevi †envjv‡K GKgvÎ 
hš¿msMx‡Zi DcKiY wn‡m‡eI e¨envi Kiv nq| Awf‡bZvivB bvU¨NUbvi cÖ‡hvRb Abymv‡i †envjv evwR‡q Aven 
wbg©vY K‡i| evwn¨Kfv‡e †Kvb AvenmsMx‡Zi e¨envi Kiv nq bv| GQvovI Awf‡bZviv msjvc, KÉ¯̂i, Pjb I 
kix‡ii gva¨‡g †h kã Drcv`b K‡i ZvB msMxZ wn‡m‡e we‡ewPZ nq; Awfb‡q physical action-†K cÖvavb¨ †`Iqv 
nq| `„k¨m¾vq evowZ †Kvb dvwb©Pvi, AvjsKwiK ª̀e¨vw`, Aw¼Z „̀k¨cU, †mU e¨envi Kiv nq bv| eis Awf‡bZv‡`i 
m‡½ `k©‡K Ggbfv‡e wgwk‡q †`Iqv nq †hb ÔAvwK©‡UKPvi Ae A¨vKkbÕ ev wµqvgq ’̄vcZ¨ ˆZwi nq| GB wµqvgq 
’̄vcZ¨ wbg©v‡Y wewfbœ D”PZvi cvVZb, wmuwo Ges Awf‡bZvi kixwiK fw½‡K e¨envi Kiv nq| cÖ‡hvRbvq ¸iæZ¡ †`Iqv 

nq wgDwRK¨vwjwU Ae j¨vs¸‡qR, Bb‡Uv‡bkb I A¨v‡mvwm‡qkb Ae mvDÛ‡K|  cÖcm& e¨eüZ nqwb| `k©vKvk‡bi 
g‡a¨ Kv‡Vi wbwg©Z wewfbœ D”PZvi cvVvZb I wewfbœ AvK…wZi wmuwo e¨envi Kiv nq|  

 
`¨ †gUvdi‡dvwmm bvU‡Ki gÂ cwiKíbv I `k©K Avmb web¨vm 

wb‡`©kbvi †ÿ‡ÎI MZvbyMwZK wb‡`©kbvi cÖwµqv cwinvi K‡i Awf‡bZvi kixwiK mÿgZv e„w× I ¯Ẑtù‚Z© m„wókxj 
cÖwµqvq m‡PZbvi gva¨‡g AvZ¥-D‡b¥vP‡bi c_‡K Db¥y³ Kivi †Póv Kiv nq| Awf‡bZv‡`i Bgcvjm&‡K (impulse) 
¸iæ‡Z¡i m‡½ we‡ePbv Kiv nq Ges Zv m„wói Rb¨ D‡ËRK (stimulus) Dcv`v‡bi AbymÜvb‡K DcRxe¨ Kiv nq| 
KviY Zuvi wb‡ ©̀kbv m¤ú‡K© ejv n‡q _v‡K 
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Grotowski rigorously put aside the directorial concepts, scenic tricks, and other gimmicks that only 
served to clutter and confuse the scenic space, dramatic action, and, most importantly, the actor’s 
personal process. He began to work systemetically to build the actors’ physical strengh, stamina, and 
flexibility, while learning to pinpoint and nurture those aspects of the work that stemmed from his own 
creative conciousness.18   

`¨v †gUvgi‡dvwmm M‡í cÖvß AvwK©UvBcmg~n AbymÜvb Kivi gva¨‡gB †U·‡U cÖ‡ek Kiv nq| Mí‡K wZbwU As‡k 
wef³ K‡i cÖwZwU `„k¨i mgZzj¨ `„k¨ wbg©v‡Yi cÖqvm Kiv nq avivevwnKfv‡e ZvrÿwYK D™¢veb (Improvisation) 
Gi gva¨‡g| KviY †MÖvUw¯‹ cÖ_gw`‡Ki cÖ‡hvRbv¸‡jvi wb‡ ©̀kbvq wZwb †U·‡Ui AvwK©UvBcmg~n kbv³ K‡ib Ges 
†m¸‡jvi gy‡LvgywL nb| `¨ †gUvdi‡dvwmm Mí †_‡K cÖvß AvwK©UvBc¸‡jv wdwi‡q wb‡q Avmv nq cyiv‡Yi Ask 
wn‡m‡e Ges bvUKxq †U·‡U e¨w³i cwiw¯’wZ †evSv‡Z e¨envi Kiv nq| †U·‡U AvwK©UvBc¸‡jv kbv³ Kivi ci 
wbg©vY Kiv nq scenic equivalents; GB scenic equivalents (KLbI KLbI BZy`m, †¯‹P ev cȪ ÍvebvI ejv n‡Zv) 
cvV¨ ev †U·U †_‡KB mivmwi weKvk Kiv nq| KviY †MÖvUw¯‹i Awf‡bZviv KLbI mivmwi bvUKwUi †Kv‡bv „̀k¨ 
wPwÎZ K‡ib wb| †MÖvUw¯‹i mn‡hvwMZvq Zviv Aev‡a wewfbœfv‡e dg© cwieZ©b K‡i `„‡k¨i mgZzj¨ `„k¨ wbg©vY Ki‡Zv 
wb‡Ri AwfÁZvi m‡½ GwKf‚Z K‡i|19 Gici `xN© ZvrÿwYK D™¢ve‡bi (Improvisation) gva¨‡g Awfb‡qi 
Dcv`vb¸‡jv ax‡i ax‡i msMÖn Kiv nq| wb‡`©k‡Ki civg‡k© Acwinvh© welqmg~n wba©viY Kiv nq Ges evievi gnov 
Kiv nq| hv cÖ‡qvRbxq bq Zv ev` w`‡q  evKx AskUzKz evwn¨K cÖwZwµqvi †¯‹vi (score) wn‡m‡e msiwÿZ nq Ges 
wPý (sign) wn‡m‡e wba©viY Kiv nq| wP‡ýi gva¨‡gB Av‡eM‡K (impulse) cÖevwnZ Kiv nq Ges me‡k‡l UzK‡iv 
UzK‡iv Ask‡K ms‡hvR‡bi gva¨‡g m„wó Kiv nq gšÍvR| Avi GB m„wó‡Z cÖwZwbqZ RxešÍ †cÖiYv (impulse) Gi 
cÖen †_‡KB Awf‡bZviv wbg©vY K‡i Zvi ˆ`bw›`b †¯‹vi (score)| cÖ‡hvRbv wbg©v‡Y Awf‡bZvi wPý wbg©vY‡K AwaK 
¸iæZ¡ †`Iqv nq KviY †MÖvUw¯‹i w_‡qUv‡i PwiÎ‡K wbg©vY Kiv n‡Zv wewfbœ wP‡ýi wm‡÷g ev avivevwnK c×wZ 
wn‡m‡e| mvaviY „̀wói gy‡Lv‡ki †cQ‡b jywK‡q _vKv welqmg~n‡K Zz‡j a‡i, wee„Z K‡i, e¨vL¨v Kivi gva¨‡g,20 
gvbe Pwi‡Îi Øvw›ØK cÖwµqv‡K Kv‡R jvMv‡bvi gva¨‡g| †MÖvUw¯‹i GB cÖwµqv‡K ejv nq ‘the dialectic of 
apothesis and derision’ Avi Zv NUv‡bv nq ‘conjunctio-oppositorum’ Gi gva¨‡g|21 wPý ev mvB‡bi jyKv‡bv 
KvVv‡gv‡K Av‡jvwKZ Ki‡Z †KŠkj wn‡m‡eB e¨eüZ nq Ø›Ø| GB Ø›Ø µgvMZ Pj‡Z _v‡K KL‡bv Zv †Rðvi Ges 
f‡q‡mi Ø›Ø, f‡qm I Iqv‡W©i g‡a¨ Ø›Ø, IqvW© I _U ev fvebvi g‡a¨ Ø›Ø  Avevi Zv we¯Í…Z nq DBj Ges 
A¨vKk‡bi Ø‡›Ø| Avi G‡ÿ‡ÎI cÖwµqv wn‡m‡e Ôfvqv-†b‡MwUfvÕ‡K (via negativa) MÖnY Kiv nq| Gi djvdj c~e© 
wba©vwiZ bq eis hv †ei n‡q Av‡m †m¸‡jv‡KB cÖ‡hvRbvq ’̄vb K‡i †`qv nq| wPý cÖKv‡k wkÿv_©x‡`i mvnvh¨v‡_© 
ïiæ‡Z nvqv‡ivwMøwdK wPý (hieroplyphic sign) ev †Rðvi‡K AvkÖq Kiv n‡jI cieZ©x mg‡q wkÿv_©xÑAwf‡bZvMY 
Zv †_‡K  †ei n‡q wbR¯̂ Abyf‚wZi wbh©vm †_‡K wPý wbg©v‡Y mÿg nq| hv bvU¨cÖ‡hvRbvq avivevwnKfv‡e 
mwbœ‡ewkZ n‡q gšÍvR m„wó‡Z mvnvh¨ K‡i| Awf‡bZviv me©̀ v wb‡Ri mxgv‡K AwZµg K‡i trance ev a¨vbgq 
Awfb‡qi †Póv K‡i; nwj A¨v±‡ii (holy actor) cȪ ‘wZ wn‡m‡e µgvMZ wewfbœ P¨v‡j‡Äi gy‡LvgywL n‡q Zv 
†gvKv‡ejv (confrontation) Kivi gva¨‡g, wb‡R‡K Rvbvi gva¨‡g  AvZ¥-D‡b¥vP‡bi c‡_ GwM‡q hvq|  
`¨ †gUvgi‡dvwmm cÖ‡hvRbvq AvwK©UvBc †_‡K gšÍvR 
`¨ †gUvgi‡dvwmm Mí‡K cÖ‡qvRb, Aw Í̄Z¡, wbh©vZb, ÿgZv, wewfbœ ¯Í‡ii wbcxob, cuywRev`x KvVv‡gvq me©wb‡¤œ 
Ae ’̄vbKvix gvby‡li K¬xe Rxe‡bi cÖwZ”Qwe iƒ‡c wbwg©Z ev e¨vL¨v Kiv nq| †hLv‡b cÖwZev`I †Kvb fvlv cvq bv| 
ejv n‡q _v‡K †h,ÔKvdKvi cy‡Îiv KL‡bv cÖwZev` K‡i bv|Õ22 GLv‡b wcZvi me©MÖvmx iƒc‡K iÿYkxj I KZ©„‡Z¡i 
Ô†gUvdiÕ wn‡m‡e †`Lv‡bv nq|  
g~j M‡í wcZvi mËvi cwieZ©b nqwb| wKš‘ GLv‡b wcZv‡K †k‡li w`‡K wKQzUv b~¨R wn‡m‡e †`Lv‡bv nq| Zvi 
†g‡qi nv‡Zi †envjv GLb evev evRvq| †g‡q Zvi ¯ĉœ wemR©b w`‡q cwiev‡ii iæwU-iæwRi Pvwn`v †gUv‡Z evRv‡i 
bv‡g| wcZv cy‡Îi K¬xeZ¡ (†cvKv wn‡m‡e iƒcvšÍi) wb‡q Amnvq †eva K‡i| cÖkœ Av‡m †MÖMi mvgmvi GB iƒcvšÍ‡ii 
KviY wK? KviYUv LwZ‡q †`L‡Z nq|  
nVvr †Kvb iv¯Ívi †gv‡o, wmuwo w`‡q bvg‡Z evRvi Ki‡Z Ki‡Z A_ev iwZwµqvi Pig cyj‡Ki gv‡SI gvby‡li gv‡S 
N‡U iƒcvšÍi| A_©nxb g‡b nq cy‡iv c„w_ex| msKUgq Rxe‡bi †Kvb GK ÿz`ªZg ÿ‡Y AvPgKvq Zv‡K `uvov‡Z nq 
wb‡Ri gy‡LvgywL| AvcvZ mshy³ A_ev Amshy³ c„w_exi AmviZv cÖjyä K‡i AvZ¥nZ¨vi c_ †eu‡Q wb‡Z A_ev g„Zz¨ 
nq `vk©wbK mËvi| Avj‡eqvi Kvgyi g‡ZÑÔA¨vemvwW©wUi g‡a¨ evm Kiv gvbyl ïay ˆ`wnK AvZ¥nZ¨v K‡i bv, `vk©wbK 
AvZ¥nZ¨vI NwU‡q †d‡j|Õ23 KvdKvÕi `¨ †gUvgi‡dvwmm (iƒcvšÍi) M‡íi †MÖMi mvgmvi †ejvq Zvi `vk©wbK 
g„Zy¨‡KB KvdKv wPwÎZ K‡i‡Qb e‡j GB cÖ‡hvRbvi wb‡ ©̀kK-Awf‡bZviv g‡b K‡ib|  
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mvgmv nq‡Zv †Kvb AZxw›`ªq mËvi Rb¨ A‡cÿgvb †hgbUv wK‡q‡K©Mv ©̀| mvaviY gvbylI AvbyôvwbK AvPv‡ii g‡a¨ 
mewKQzi e¨vL¨v †Luv‡R|24 Z‡e mvgmvi A‡cÿgvbZv AZx› ª̀Zvi Rb¨ bq, eis Zvi †_‡K Av‡iv †ewk wKQz| Zvi 
Af¨šÍ‡i N‡U hvIqv GB iƒcvšÍi‡KB wb‡`©kK-Awf‡bZviv Avwe®‹v‡ii †Póv K‡i|  Z‡e gv bvgK AvwK©UvB‡ci mg_©‡b 
wcZv KZ©„K gvZvi wbh©vZ‡b Zvi K¬xe mËvi gv‡SI cÖwZev` K‡i| me©kw³ w`‡q wcZv‡K wbe„Ë Kivi †Póv K‡i| GLv‡b 
wb‡ ©̀k‡Ki e¨w³Rxe‡bi AwfÁZv I ¯§„wZi D‡b¥vPb Kiv nq| Awf‡bZvMYI Zv‡`i wb‡Ri wcZvi gv‡SI wbcxoK 
mËv‡K Avwe®‹vi K‡i wVK †hgb KvdKv K‡i‡Qb Zuvi wb‡Ri Rxe‡b| wcZvi AvwK©UvB‡ci gva¨‡g wb‡`©kK-Awf‡bZviv 
Avwe®‹vi K‡i cÖR‡b¥i Ø›Ø c~e© cÖR‡b¥i Øviv DËi cÖR‡b¥i Dci Pvwc‡q †`Iqv wPšÍvi KvVv‡gv; Avi Gi Øviv wbcxo‡bi 
Aw Í̄Z¡ Abyfe K‡i| GQvovI ÿgZvi wPivqZ iƒc‡K Dc ’̄vcb Kiv nq †Kvb cÖKvi bvwU¨K Ø›Ø wbg©vY bv Kivi ga¨ 
w`‡q| cyÎ †Kvb bvq‡KvwPZ c`‡ÿc †bq bv| KviY †m mvg_© Zvi †bB, †Kv‡bv GKRb gvby‡li c‡ÿB cy‡iv 
cÖvwZôvwbK KvVv‡gvi wecix‡Z ùvwo‡q Zv ¸wo‡q †`Iqvi mÿgZv †bB ev Zv cvMjgxi bvgvšÍi|  
bvU¨ I wmwbK gbZvR wbg©v‡Yi GB Bw½ZwU‡K †KŠk‡j e¨³ Kivi †Póv Kiv nq| KviY wn‡m‡e cÖ‡hvRbv mswkøóiv 
g‡b K‡i Kv‡iv GKvi c‡ÿ µgea©gvb bqv mv¤ªvR¨wfwËK Amy¯’Zv‡K wbg©~j Kiv m¤¢e bq eis mvgvb¨ cÖwZev` Ki‡j 
Zvi cwiYwZ wK n‡Z cv‡i †MÖMi mvgmvi iƒcvq‡Y wb‡ ©̀kK-Awf‡bZviv †mB m‡Z¨i cÖwZ KUvÿ K‡i| GLv‡b 
†`Lv‡bv nq wcZv †cvKv m`„k †MÖMi mvgmv‡K cv w`‡q wc‡l †djvi †Póv K‡i| f‡q †MÖMi †g‡S‡Z Nl‡U Nl‡U 
wPrKvi Ki‡Z Ki‡Z Zvi wb‡Ri ¯’v‡b wd‡i Av‡m| wcZv cv †Zvjv Ae ’̄vq w¯’i n‡q hvq| hv GKUv ÿgZvi cÖZxK 
wn‡m‡e Dc ’̄vc‡bi †Póv| Avi Awf‡bZv GB †`nfw½ avi‡Yi gva¨‡g wbg©vY K‡i wP‡ýi artifice| wVK Zvi 
Ae¨nwZ c‡iB mvgmv †mB †`nfw½gvi AbyKi‡Yi gva¨‡g wcZvi ÿgZv cÖ̀ k©b‡K KUvÿ K‡i, AeÁv K‡i Zvi 
eZ©gvb Ae ’̄vi| Zvi †mB AeÁv cy‡iv wm‡÷‡gi cÖwZ| GLv‡b A¨vemv‡W©i g~j `k©wbK wfwË f~wgi ÔGgb †KvbI 
wbqwZi Aw Í̄Z¡ †bB, hv‡K AeÁvi Øviv Rq Kiv hvq bvÕ25 mg_©b K‡i  „̀k¨ wbg©v‡Yi cÖqvm †bIqv nq|  
`„k¨ wbg©v‡Y KvdKvi wbišÍi nZvkv, wb‡g©vnZv, Rxeb-wRÁvmvi AmviZvi g~j myi‡K cwieZ©b Kiv nqwb| eis 
wb‡`©kK-Awf‡bZvi RxebvwfÁZvi wbwi‡L Zvi iƒcvqY NUv‡bv n‡q‡Q| mvgmv‡K exiwPZ K‡i Dc¯’vc‡bi †gvn‡K 
`~‡i mwi‡q †i‡L cÖwZwU Pwi‡Îi †PZbvMZ Ae¯’vb‡K my¯úó Kivi cÖqvm †bIqv nq| hv KvdKvi g~j myi‡KB 
cÖwZaŸwbZ K‡i| †MÖvUw¯‹ wb‡RI †Kvb †U‡·‡Ui iƒcvq‡Yi †ÿ‡Î g~j myi‡K cwieZ©b K‡ib wb eis ®úó Ki‡Z 
†P‡q‡Qb wb‡Ri AwfÁZvi wbh©v‡m| m„wó Ki‡Z †P‡q‡Qb gšÍvR| hw`I †mB gšÍvR ˆZwi‡Z SzuwK †_‡K hvq| wKš‘ 
†MÖvUw¯‹ GUv‡K Awbevh© wn‡m‡eB †`‡Lb| wZwb e‡jb 

To make the montage in the spectator’s perception is the task of the director, and it is most important 
elements of the craft. ...I worked with premeditation to create the same montage: ... All this was 
conceived in a quasi-mathematical way, so that the montage functioned and was accomplishing itself in 
the perception of the spectator. 26 

bvU‡Ki gva¨‡g †h evZ©vwU †cŠu‡Q †`Iqvi †Póv Kiv nq Zv n‡jvÔ† ª̄d mZ¨ Qvov Avi †Kvb m‡Z¨i Aw Í̄Z¡ †bB|Õ 
wecøe-we‡ ª̀vn‡K A¯̂xKvi Kiv nq| mg Í̄ wKQz cÖZ¨vL¨v‡bi g‡a¨ †h cÖwZ‡iva kw³ wbwnZ Av‡Q Zv DcjwäMZ mZ¨ 
wn‡m‡e aviY Kiv nq| KviY wn‡m‡e †`Lv nq mg Í̄ wKQzB Av`‡Z we‡kl myweavcÖvß| GKai‡bi ÁvbZvwË¡K ev 
Epistemological exÿvq Ô¯̂vaxbZvÕ bvgK cÖZ¨qwU e¨vL¨vi mgx‡c wb‡q Avmv nq| A¨vemvW© ¯̂vaxbZv‡K cÖvavb¨ w`‡q 
KvdKvi `¨ †gUvdi‡dvwmm‡K wbg©v‡Yi cÖqvm †bIqv nq e¨w³ ¯̂vaxbZvi cÖ‡kœ Rvu-cj mv‡Î© I A¨vj‡eqvi Kvgyi 
DÌvwcZ †gŠj cÖeYZv‡K mg_©b K‡i|27 GLv‡b Av‡iv D‡jøL¨ †h, †MÖMi mvgmvi PwiÎ wPÎ‡Y †KŠk‡j QÙfv‡e Iwf‡`i 
†gUvgi‡dvwm‡mi wjqvKb Pwi‡Îi mswgkÖY NUv‡bv nq| mvgmvi †cvKv wn‡m‡e iƒcvšÍ‡i Zvi †¯̂”QvPvwiZv, D×Z¨c~Y© 
AvPiY‡K (hv Avm‡j Zvi eZ©gvb mgq hvc‡bi GK cÖKvi †Ljv) wcZv wjqvK‡bi m‡½ Zzjbv K‡i| GB mswgkÖY 
wb‡ ©̀k‡Ki Kv‡Q Awbevh© wn‡m‡e aiv †`q| KviY cÖwZwU gvby‡li g‡a¨ †h me©MÖvmx ¯̂vaxbZvi †PZbv Zv‡K `vb‡e 
iƒcvšÍi K‡i †mB iƒcwU‡K cÖKvk Kiv Awbevh© n‡q I‡V| KvdKvi mvgmv‡KI †mB K¬xe‡Z¡i gv‡SI Avw`gZg 
AvwK©UvBcwU †c‡q e‡m| ZvB „̀k¨ wbg©v‡Y mshy³ nq wjqvK‡bi iƒcwU| Z‡e Zv Kiv nq wkïi ¯̂vfvweK ¯̂vaxb 
cÖeYZvi ga¨ †_‡K| 
†kl „̀‡k¨i ïiæ‡Z gv‡K Aa©bMœœ Ae ’̄vq †`‡L †d‡j mvgmv| Avi Gi dj ¯̂iƒc wcZv D‡ËwRZ n‡q mvgmv‡K gvi‡Z 
D`¨Z n‡j cy‡Îi myiÿvq gv wcZv‡K Avwj½b K‡i iv‡L; Gi gva¨‡g cÖvPxbZg wg_ A v̈Wg I B‡fi wg_‡K cyiærcv`b 
Kiv nq| g~j Mí‡K cwieZ©b bv K‡i „̀k¨‡K mvgvwRKfv‡e MÖnY‡hvM¨fv‡e Dc ’̄vcb Kiv nq| GiciB wcZv Av‡cj 
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Qy‡o gv‡i †MÖMi mvgmv‡K| m„wói Avw` cv‡ci mxgvnxb ỳ‡f©v‡Mi cÖwZwôZ wek̂v‡mi iƒcK wcZv Pwi‡Îi ga¨ w`‡q 
Dc ’̄vwcZ nq| Gi cÖwZev` ¯̂iƒc †MÖMi †eu‡Q †bq †¯̂”Qvg„Zy¨| mvgmvi g„Zz¨i ga¨ w`‡q Zvi ¯̂vaxbZvi iƒcwU ’̄vwcZ Kiv 
n‡jI cÖkœ Dc ’̄vcb K‡i A¨vemvW© aviYvi wecix‡Z wM‡q| G‡Kev‡i †kl „̀‡k¨ gv g„Z mšÍvb †MÖMi mvgmvi g„Z‡`nwU 
†Kv‡j Zz‡j †bq gv bvgK AvwK©UvB‡ci Ab¨Zg D`vniY wn‡m‡e wVK AweKj gvB‡Kj G‡Ä‡jvi wc‡qZv Qwei g‡Zv| 
wVK †hfv‡e gvZv †gix g„Z mšÍvb whïi g„Z‡`n‡K †Kv‡j Zz‡j †bB GLv‡bI GK `vk©wbK †hv×vi g„Z „̀nwU‡K gv bvgK 
wPivqZ AvwK©UvBc †mB Abyf‚wZi mgvšÍiv‡j Ae ’̄vb †bq|  
†MÖvUw¯‹i bvU¨ZË¡ cÖ‡qv‡Mi mdjZv I e¨_©Zv 
cÖvwZôvwbKfv‡e †MÖvUw¯‹i bvU¨ZË¡ cÖ‡qv‡M Awf‡bZv-`k©K m¤úK©‡K mv_©Kfv‡e cÖ‡qvM Kiv m¤¢e n‡q‡Q| GQvovI 
Awf‡bZviv kvixwiK-gvbwmK mÿgZv‡K e„w×i gva¨‡g m¤ú~Y© wb‡ew`Zfv‡e Awfb‡qi wkÿv AR©b K‡i‡Q| cÖvwZôvwbK 
†ÿ‡Î RvwR© †MÖvUw¯‹i PP©v bvU¨wkí fvebvq wkÿv_©x I `k©K‡K evwbwR¨K w_‡qUvi wk‡íi evB‡i wM‡q bZzb K‡i fve‡Z 
AbycÖvwYZ K‡i| wkÿv_©x-`k©K-Awf‡bZv‡K Ggb me cÖ‡kœi gy‡LvgywL `uvo Kwi‡q †`q, hv Rxeb wRÁvmvi MfxiZg 
mZ¨‡K Dcjwä Ki‡Z Avgš¿Y Rvbvq| GQvovI †MÖvUw¯‹i bvU¨PP©v eZ©gvb evRvi ms¯‹…wZi wecix‡Z †h‡q w_‡qUvi 
wk‡íi mvie ‘̄ Dc ’̄vcb I cÖPv‡ii gva¨g wn‡m‡e Gi h_v_©Zv wbiƒc‡Y DrmvwnZ K‡i †Zv‡j|  
Z‡e cÖvwZôvwbKfv‡e †MÖvUw¯‹i bvU¨ZË¡ cÖ‡qv‡Mi Ab¨Zg AšÍivq wn‡m‡e ch©vß mg‡qi Afve‡K wb‡ ©̀kK wPwýZ 
K‡ib| KviY GB ZË¡ cÖ‡qv‡Mi Rb¨ `iKvi wbiwew”Qbœ I ch©vß mgq| †MÖvUw¯‹i bvU¨`‡j gnovi Rb¨ †Kvb mywbw ©̀ó 
mgq wba©vwiZ _vK‡Zv bv| KL‡bv KL‡bv gnov †kl nIqvi ciI Avevi cÖ_g †_‡K gnov ïiæ Ki‡Z ej‡Zb 
†MÖvUw¯‹| wKš‘ GKwU wbw ©̀ó mg‡q cixÿv‡K mvg‡b †i‡L †mB wbiwew”Qbœ I ch©vß mgq cvIqv cÖvwZôvwbK ch©v‡q 
Am¤¢e| Awf‡bZv-wkÿv_©x‡`i mw`”Qv _vK‡jI cy‡ivcywi Mfxi Abya¨v‡b wbweó nIqv m¤¢e nq bv| gnov †k‡l wbR 
evm¯’v‡b wd‡i †h‡Z nq, Lv`¨ I Avbylvw½K cÖ‡qvR‡b Rov‡Z nq mgv‡Ri Ab¨ gvbyl¸‡jvi m‡½| d‡j gnovKvjxb 
mg‡q †PZbv †h D”PZg Ae¯’v‡b †cŠuQvq, gnov †k‡l †mB Ae¯’vb a‡i ivLv m¤¢e nq bv| gvbwmK †h kxZjZv ev 
Af¨šÍixY bxieZv cÖ‡qvRb Zv cÖvqkB e¨vnZ nq| hw`I wkÿv_©x‡`i cixÿvi b¤î wb‡q fvebv‡K gvbwmKfv‡e ~̀‡i 
ivL‡Z ejv nq Z_vwc cÖ”Qbœfv‡e Zv wµqvkxj _v‡K e‡jB wb‡`©kK Abyaveb K‡i| A_P †MÖvUw¯‹ †h‡Kv‡bv cÖKvi 
cÖvwß‡K `~‡i mwi‡q †i‡L Awfb‡q a¨vbgMœ nIqvi K_v e‡jb| GQvovI ZË¡wUi PP©v ïay GKevi K‡iB Gi mydj 
cvIqv m¤¢e bq| Gi Rb¨ `xN©w`b a‡i µgvMZ Abykxjb K‡i hvIqv cÖ‡qvRb| wKš‘ cÖvwZôvwbK cwiwa‡Z Zv m¤¢e 
bq| KviY wVK Zvi Ae¨nwZ c‡iB Ab¨ ZË¡, c×wZ I cÖwµqvi ga¨ w`‡q Awf‡bZv-wkÿv_©x‡`i evwnZ n‡Z nq| 
d‡j cÖ”Qbœ cÖfve wµqvkxj _vK‡jI cÖZ¨ÿfv‡e †hgb †MÖvUw¯‹ cÖ_vMZ w_‡qUvi fvebvi wecix‡Z wM‡q AvZ¥-
wb‡ew`Z Abb¨ gvbyl nIqvi Rb¨ Av‡e`b Rvbvq Zv n‡q IVv m¤¢eci nq bv|   
Dcmsnvi  
cÖvwZôvwbK bvU¨PP©vq †MÖvUw¯‹i bvU¨ZË¡ cÖ‡qvM †hgb Awf‡bZv-wb‡`©kK‡K P¨v‡j‡Äi gy‡LvgywL ùvo Kwi‡q †`q| wVK 
†Zgwb Zv `k©‡KI GK wfbœag©x AwfÁZvi ga¨ w`‡q wb‡q hvq| †MÖvUw¯‹ Zuvi bvU¨PP©vi gva¨‡g †h AvwZ¥K gyw³i c_ 
AbymÜvb K‡i‡Qb cÖvwZôvwbK bvU¨PP©vq `¨ †gUvgi‡dvwmm cÖ‡hvRbv wkÿv_©x-wb‡`©kK-`k©K‡K †mB AvwZ¥K gyw³ 
AbymÜv‡bi †`¨vZbv‡K cybe©̈ ³ K‡i| 
                                         
UxKv I Z_¨wb‡ ©̀k 
1  Jerzy Grotowski, Towards a Poor Theatre, ed. Eugenio Barba (NewYork: Rougtledge, 2002), Preface.   
2  James Slowiak and Jairo Cuesta, Jerzy Grotowski (London and New York: Routledge, 2007), p. 3. 
3  Ibid, p.10.  
4  Jerzy Grotowski, Towards a poor Theatre, p. 15.  
5  David Bradby and David Williams, Directors’ Theatre (New York: Macmillan Education, 1988), p. 114.  
6  Jerzy Grotowski, Towards a Poor Theatre, p. 237.  
7  Jerzy Grotowski, “Relpy to Stanislvski”, trans. Kris Salata, Drama Review, 52:2, summer 2008, pp. 34-35. 
8  James Slowiak and Jairo Cuesta, Jerzy Grotowski, p.16. 
9  B‡qwR© †MÖv‡Zvfw¯‹, cyIi w_‡qUvi, Aby. i_xb PµeZ©x (KjKvZv: bvU¨wPšÍv dvD‡Ûkb, 2009), c„. 24-25| 
 



The Faculty Journal of Arts, Rajshahi University 294

                                                                                                                               
10  Jerzy Grotowski, Towards a Poor Theatre, p. 256.  
11  David Bradby and David Williams, Directors’ Theatre, p. 132-34.  
12  Shomit Mitter, ÔÔJerzy Grotowski (1933-99) ÕÕ ed. Shomit Mitter and Maria Shevtsova, Fifty Key Directors (New 

York: Routledge, 2005), p. 113.  
13  James Slowiak and Jairo Cuesta, Jerzy Grotowski, p. 64.  
14  Shomit Mitter, ÔÔJerzy Grotowski (1933-99) ÕÕ, p.107. 
15  Ibid, p.116. 
16  James Slowiak and Jairo Cuesta, Jerzy Grotowski,p 16. 
17  Jerzy Grotowski, Towards a Poor Theatre, pp. 133-58.  
18  James Slowiak and Jairo Cuesta, Jerzy Grotowski, p. 11. 
19  Ibid, p. 65. 
20  B‡qwR© †MÖv‡Zvfw¯‹, cyIi w_‡qUvi, c„. 21-22| 
21  James Slowiak and Jairo Cuesta, Jerzy Grotowski, pp. 68-69. 
22  d«vbrm KvdKv, cy‡Îiv, Aby. gvmiæi Av‡iwdb (XvKv: cvVK mgv‡ek, 2013), c„. 142|  
23  Avj‡ei Kvgy, `¨ wg_ Ae wmwmdvm, Aby. D`qksKi eg©v (KjKvZv: Ges gykv‡qiv, 2018), c„. K_vm~Î|  
24  gy‡LvgywL Ruv cj mv‡Î©, ÔÔRvu cj mv‡Î©i mvÿvrKv‡ii wbe©vwPZ msKjbÕÕ, m¤úv. Drcj fÆvPvh© (KjKvZv: KweZv_©, 2018), c„. 31-32|  
25  Avj‡ei Kvgy, `¨ wg_ Ae wmwmdvm, c„. K_vm~Î| 
26  Thomas Richards, At work Grotowski on Physical Actions (London and New York: Routledge, 1995), p. 124.  
27  K…òv ivq, ÔÔ†WKvZ© I mvÎ©: cÖm½ ¯v̂axbZv ÕÕ, exZ‡kvK fÆvPvh© I myej mvgšÍ m¤úv., Rvu-cj mvÎ© (2q ms; KjKvZv: Ges 

gykv‡qiv, 2006), c„. 158| 


