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ABSTRACT

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 Krakéw in 1957 with a striking production of Eugéne

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.
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[...] ““What is the origin of your experimental theatre productions?” The assumption seems to be that

‘‘experimental”” work is tangential (toying with some ‘‘new’ 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.®
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[...] 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.>o
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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.>
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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.
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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. 0
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