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In an improvisational setting, actors may be provided with a basic scenario, a general

objective, or even a single word as a starting point. From there, they must rely on their

instincts and training to construct the dialogue and interactions on the spot. This process

demands a deep understanding of the character's motivations, relationships, and emotions
and a keen awareness of the other actors' responses.”
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A real person is someone who is open in all parts of himself, a person who has developed
himself to the point where he can open himself completely—with his body, with his
intelligence, with his feelings, so that none of these channels are blocked.>
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[...] the final image of Brook’s Mahabharata presents us with a vision of Paradise as a

gentle place of music, food, conversation and harmony. The blind can see, the wounded
and slaughtered are restored, all animostity is forgotten.>
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[...] A Midsummer Night’s Dream by abandoning conventional language altogether. The
actors expressed themselves through a combination of chants, cries and guttural howls, the
product of Ted Hughes’attempt to fashion a universal language that would communicate
by using the relationship between sound and emotion rather words and meaning.**
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Collaborative Creativity
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Use of Space
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Focus on the ‘Invisible Theatre’
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> Peter Brook, The Empty Space (New York: Touchstone, 1968), p.7.
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Michel Kustow, Peter Brook A Biography, pp. 28-42.

Antonin Artaud’s ‘Theatre of Cruelty’ emerged as a radical theatrical movement seeking to shatter the
conventional, text-centric Western theatre and replace it with a visceral, sensory, and transformative experience.
Artaud argued that theatre should function as a “violent purge,” shocking audiences out of complacency and
confronting them with the deepest layers of human existence (Artaud 1958, pp. 79-80). Rejecting psychological
realism and literary dominance, he emphasized gesture, sound, movement, light, and non-verbal expression as core
theatrical languages.— Antonin Artaud, The Theatre and Its Double, Translated by Mary Caroline Richards (New
York: Grove Press, 1958), p. 89.

Peter Brook, The Empty Space, p.175.
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Noh is Japan’s classical musical-dramatic form that developed in the 14th century through the work of Kan’ami
and his son Zeami, who refined its aesthetic principles and performance conventions. Rooted in Buddhist and
Shinto ritual culture, Noh synthesizes music (hayashi), chant (utai), dance (mai), poetry, and highly codified
movement to evoke a mood of refined elegance known as yiigen—a subtle, profound beauty (Zeami 1984,.
Performances typically feature a central protagonist (shite), a secondary actor (waki), a chorus, and musicians, all
collaborating to create a stylized and symbolic dramatic narrative— Zeami, On the Art of the N6 Drama: The
Major Treatises of Zeami, Translated by J. Thomas Rimer and Yamazaki Masakazu (Princeton: Princeton
University Press, 1984), pp. 21-22. and Karen Brazell ed., Traditional Japanese Theater: An Anthology of Plays
(New York: Columbia University Press, 1998), pp. 7-9).

Kathakali, the classical dance-drama of Kerala (South India), evolved in the 17" century as a highly stylized
theatrical form rooted in Hindu epic traditions. Drawing from earlier forms such as Koodiyattam and Krishnattam,
Kathakali combines expressive dance (nritya), elaborate facial expression (abhinaya), vigorous body movement,
percussion-driven music, and vividly painted makeup to narrate stories primarily from the Ramayana,
Mahabharata, and Puranas. Performers undergo intensive physical, vocal, and eye-training, enabling them to
execute the codified gestural language (mudras) and distinct character types—classified into categories like Pacha
(noble), Kathi (anti-heroic), Thadi (demonic), and Minukku (spiritual) (Paniker 1998,—Philip B. Zarrilli,
Kathakali Dance-Drama: Where Gods and Demons Come to Play (London: Routledge, 2000), pp. 25-27. and K.
Ayyappa Paniker, Indian Narratology. (New Delhi: Sterling Publishers, 1998), pp. 112—114.

Peter Brook, The Empty Space, pp. 120-135.

Mir Mehbub Alam, “Key Factors to Enhance Improvisation Skills: The Root of Acting Basics”, Rajshahi
University journal of arts & law , Vol. 52 (2024), https://doi.org/10.64102/rujal.0696, pp. 3-4.

Peter Brook, The Shifting Point (New York: Roughtledge, 1987), p. 218.

A Hunt and G. Reeves, Directors in Perspective: Peter Brook, pp. 36-56.

Shomit Mitter, “Peter Brook (1925-)’", Shomit Mitter and Maria Shevtsova ed., Fifty Key Directors (London and
New York: Roughtledge, 2005), pp. 98-99.
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David Bradly and David Williams, Directors’ Theatre (New York: Macmillan Education,1988), p.181.
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Shomit Mitter, “Peter Brook (1925-)"",p. 100.

David Bradly and David Williams, Directors’ Theatre, pp. 146-150.

D. Selborne, The Making of A Midsummer Night’s Dream: An Eye Witness of Peter Brook’s Production From
First Rehearsal to First Night (London: Methuen, 1982), p.11.
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David Bradly and David Williams, Directors’ Theatre, pp. 166-172.
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