
The Training of the Actor
E. ALKAZI

My limited experience in the theatre has taught me the dangers of making dogmatic

statement on the subj ect of training the actor. How far is acting a matter of pure
natural talent? To what extent can an individual be trained into an actor? There can be no
clear-cut answer to these qu estions.

Ifacting can be taught, there ar ises the question ofthe type of training the actor should

receive. The present state of the Indian theat re--a state in which it is aware only in the
vaguest manner of its ancient traditions, and is as yet uneasy in its assimilation of foreign
influences--renders any attempt to maintain a doctrineofpre-establishedsystemof training
a hazardous ventu re. After all, the actor is trained to go out and serve what may becalled

the institution of the theatre. Such an institution has a past, a present and some sort of
attitude towards the future . Ifno such living institution really exists to make specificdemands

upon the aspiring actor, what are the forces that will determine the type of training he
should receive?

Moreover, the theatre is not a static inst itution; it is ever-changing, and its truth has
many faces. What was accepte d as the ultimate truth in the theatre at one periodmay be
looked upon as a violation of it in another. However subjec tive and erratic such a slate of
affairs may appear to be, this intellectual freedom and flexibility is essential to the theatre.

The theatre can only live through constant experiment in idea and methods and through

exposure to new tendencies. That is why, to be true to itself, the theatre cannot be anything
butmodern in the simplest sense of that term.

No one period fathomed the full depth of the theatre. Each period has extended our
understanding of its possibilities, but the whole truth of it has Dever been revealed, It is the
eternal search for the truth, through fresh and unexplored territories, that lends the theatre
its magic, exhilaration and terror. Theatre, therefore. is a wayoflooking at life.One questions

and militates against long-established traditions. against truisms which havebeen accepted
long enough to be rendered sterile. That is the only way of serving the theatre.

Nonethe less, at anyone time there are certain beliefs one holds to be true, and 0 0 . the
basis of these beliefs one 's theori es on train ing the actor have to be constructed. Acting.
one affirms, is an art; the actor is an artist in the theatre . He is both creator and interpreter of

another's creation. The actor 's instrument is his body, in this he is at once the creator and
the thing created. These assumptions partiall y determine the type and quality of the actor:s

training. But in th is connection another factor cannot be ignored-namely, a society s

conceplion of the nature and function of the theatre .
By way of malerial, the present-day Indian actor is offered the follo"ing: the classical
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Sanskr it dram a, the regional dra ma (both sophisticated and folk), and foreign dramatic

literature. There must be an underlying unity of approach to this enormous variety of
dramatic fare, and every training school must adopt a specific attitude in relation to this
material. Thatis why it is not enough to say that acting is an art, such a statement precludes
a particularartistic creed to which the training school subscribes.

It is obvious enough 'hatthe tra ining of the actorfalls into~'O natural divisions: theory
and practice. When I speak of theory, I refer to what may be ca lled a philosophy of acting:

the history of acting, dramatic literature, theatre architecture. costume and scenic design,
both in India and the rest of the world , and the relationship bet ween theatre and the arts of

painting, music, dance, sculpture and architecture. By and large, the theory will shape the

practice. but as the theory is not a static body of material, practice is bound to have
repercussions on it.

The history of the Indian theatre presents great problems. It is incomplete. As far as

dramatic literature goes, there is the magnificent heritage of classical Sanskrit drama and
theory of theatre, as embodied, for example. in the Natyashas tra. Betwe en this and the
various regional dramatic literatures. there is an enormous distanceof time. A similargap
exists in the other aspects of theatre. For example. apart from brief enigmatic written
references. we have nothing to go by which would give us a graphic idea of theatre
architecture. Were there any building fordramatic performances, or were plays performed in
temple or palace courtyar d, or simply in the open air? Is there any development in the
manner of play presentation? Whatkindof make-up was used? What type ofcostumes did
the actors wear. and was there any development in costume design on the stage? These are
crucial questions to which precise answersmust be found. basedonirrefutable evidence, if
we are properly to understand our theatre heritage.

During the twelve centuri es that separate the living Sanskri t theatre from that ofour own

limes. India has gone through vast political. economic and cultural changes. But to all
intents and purposes, as far as large-scale theatrical activity goes, apart from the written
drama. and certain types of folk theatre, these centuries sugge st littl e activi ty. Sanskrit

drama declined afler the Muslim invasions.The bhana and the prahasana became increasingly
crude. The new Indian theatre, which can claim to go back a centuryortwo, aroseoutof the
modem dialects.

In Europe during the same period, theatre went through a score of styles in writing,

actingandproduction. whichpresenta lineof logical , historicalandartistic continuity.This
constitutes the European theatre tradition. However poor a period may have been eitherin
the quality of its dramatic literature orits play presentation. we know precisely whatitwas
like. There are documents. accounts. drawings and architectural monuments from which
evidence can be deduced. By a strange conspiracy of circumstances, there is little such
materi al on the Indian theatre. One of the rea son s for this is perhaps the belated use of
printing in this country.

A style of acting must find its place as the con temporary express ion ofthe tradition whicb
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has corne down throug h his tory. Th e present can only be studied in relation to past

achievement and style, and enriched through that experience. Our modem productions of

Sanskrit plays make me uneasy andraise greatdoubts inmy mind. Iwitness aplay writtenin
theclassical style , according to obviously rig id and highly formalized conventions, performed

by actors who resort to a pseudo-realistic style of acting. in settings achieving a certain
shabby natural ism. However appreciativ e the Sanskrit student may beof the playas spoken

by the performers, the incongruity of the entire production is aesthetically excruciat ing.
In Indian dancing, the classical traditions have been maintained, and every aspiring

exponent is j udged against the exacting dem ands made by that tradition. But what are the
classical tradit ions of the Ind ian thea tre? By this I mea n, not only what was the style of

acting when Sanskrit drama was at its peak, but also how that style has changed since then

to thepresent day? The Natyashastra is a compendium of rules, structures and definitions
which translated into practice may perhaps claimto constitute the classical styleof Indian
acting. But [ have yet to see a performance in strict accordance with the grammarof the
Natyashastra.

Research into the arts and life ofthe tim es may give us some inkling ofthe original style
in which these pla ys were produced. Such knowledge may be useful and interest ing for the

light it throws on ancient theatre practice. but the essential style of any of these pJays is
implicit inthe play itself. andthe chiefproblem ofproducer and actoristodiscoverit.To be
valid today that style has to be fashioned in terms of today, A Sanskrit play has meaning for
usnow (primarilyas theatre) only if the ' truth' or 'essence' is, without violation, revealedto

the contemporary audience in terms of the present.
The chief aim of Sanskrit drama was to evoke a sentiment or rasa. In form, the play

resembled the dramatic po em (with prose passages as well), and was meant primarily for the

delectation of a cultured intellectual elite. Thegreater part of modem Indiandramahasbeen
inspired by the techniqn es and themes of such writers as Ibsen, Strind berg. Hauptmann,
Galswonhy and Shaw, to name only a few. inwbose works- in accordance with Western
dramatictradition- importance is placed on psychological conflictportrayedina clearly­
articulated plot-scheme.

There is a wide gulf between these two approaches. On the one hand. in its theatrical
treatmen4 we have the formalized gestures;alternationof prose and verse, and subordinat ion
of plotandcharacterto emotional content in the idealisticSanskrit theatre, andon the other.
a vividly reali stic portrayal of life in the contemporary Indian theatre. . .

The traditions of the folk theatre in India.with itsstartling mixture ofancient conventions

and realistic devices. provide some kind of a tenuous link,bridgingboththe time.spa.n ~s
well as the stylistic differences between the conventional Sanskrit and the real istic

cOntemporary theatres. I cannot hel p feel ing that the modem Indian playwright.has not
only failed to give these folk forms the ir due respect , but has contemp~ously discarded
them for the superficial glitter of Western dramatic form and presentation. India need a
Lorca to make heraware ofthe riches ofher folk traditions.
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Today, the Western thea tre is aston ishin gly ri ch in its diversity of styles, ranging from

naturalism to the most esoteric formsof symbolism. It is reasonable to suppose that with
the breaking down of physical , political and cultural barriers between countries, the

achievement ofanynationanywhere inthe world, in anyfieldofart, becomesacontribution
to world art, and thecommon heritage of all mankind. Under such conditions, we cannot
help foreseeing an overwhelming impact of every type, sty le and form ofthe foreign theatre

on the Indian and vice versa.
The Peking Opera, whic h recently participated at the Intern ational Theatre Festival in

Paris. was notregardedby the West as amerely alien, exotic, colourful but irrelevantformof
theatre . On the contra ry, to both audience and thealre-workers it revealed thea trical truths to
which they had long been blin d, and thus provided an extension of the West's idea of

theatre.

Through the work of such an emi nent playw right and producer as Bertolt Brecht, the

Chinese infl uence has percolated down to the European theatre generally, alte ring its

fundamental conceptions of the purpose of theatre, of dra matic form, of the techn ique of

the actor, and so on. A German playwright like Mr Egon Vietta, writing und er the obvious

influenc e of Brec ht, comes to Ind ia, sees all types ofIndian theatre, from the Ramlila to the

most elaborate Kathakali dance dramas, and finds in them elements germane to his own
advanced sophisticated ideas. Thus, there is not only a cross-fertilization of the West and
the East, but also of the Easte rn pas t and the Western present.

Clearly, out ofall this, an internationa l style ofstyles is bound to emerge. just as it has in

architecture, paint ing, music , scu lpture, and particularly the app lied arts, with superficia l

nationaldeviations and idiosyncrasies. It is no accidentof history that Le Co rbus ier, oneof
the most progressive and revolutionary European architects of today, should be entrusted

with the task of raising out ofIndian soi l a new Ind ian city. It is only a vivid sign ofthe times.

And what is happening in the field of architecture, is happening in the theatre and indeed all

the arts, though in a subtler and less spectacular manner.

This stupendous ferment of ideas and cross-influences presents no dangers,and holds
no terror for all that is vital and aut hentic in the art s. It destroys decadent form, shibboleths,
fake trad itions.

What the actor therefore needs is not so much a fixed technique of acting as a basic
genera l edu cation-to begin with-which will enabl e him to understand the bewildering

compl exity of forms, sty les and med ia whic h prevail in the modem theatre. The first step in

this educat ion shoul d be towards the integration of the student's perso nality, aiming at a

dynamicrelationshipbetween himandhis environment.There is no suchthing asaconfused
artist. Art presupposes clarity of idea and expression.

Though it may sound platitudinous, one cannot he lp stating that the ultimate purpo se of

th is educat ion shou ld be the harmonious balance between the intellec t and emotions. The

emotions are developed and tra ined through experiences of life, both real and imaginary.

T he theatre offers limitless scope, in th is, leading the ac tor through the lived-through
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experience of art towards a more profound understanding of the problems of everyday
liviog. The emphasis, therefore, should beall along on the immediate aesthetic experience
of the student The truer that experience, the richer the educational effect.

The most a school of acting can do is to provide the student with as wide and rich a
range of material to experience as time will allow, and to make him as sensitive to this
experienceas is possible. It is of course assumed that the student will beput through the
rigoursof voice and movement training, and such other aspects as will bedealt with later. It
is enoughto say here that the principles ofmuscular relaxation, correct breathing, perfectly
articulatedspeech and movement, sensory awareness, resilience ofmind, and the faculty of
concentration-all the se will have been brou ght to such a degree of awareness and
accomplishment as truly to make the body the obedient instrument of the actor.

For this purpose, the school may avail itselfofone ofseveral methods, depending upon
such factors as time, place, the teacher's views and the reaction of the students. It may be
felt, forexarnple, the Kathakali embodies a system ofphysical training-in termsofmovement,
gesture, rhythm and mime-ideally suited to the Indian actor. On the other hand, another
teacher may arrive at the same results throu gh another system, as that of Dalcroze's
Eurhythmics, or the methods ofRudolf Laban. In these cases, the ends certainly jus tify the
means, so long as there is no harm done to the student's physique or personality in the
process. Each school will have its own preferences in this matter, havingarrivedat a particular
policythrough the years, by trial and error. Constant revision and revaluation willnonetheless
be essential.

I shall return a little later to some other aspects of the actor's craft. What I should like to
stress here is that the actor is not only a craftsman but also an artist in the theatre, and so
his sensibility, his physical and emotional experience, his insight, his intuition and
imagination, will requ ire tender nursing. I do not say ' training' or 'disc ipline' , because that
would imply a specifi c system which would be imposed on the student. I use the word
'nursing' because each student has to behelped into finding his own ' personal' approach
to acting. The teacher should tend to him as a gardener tends to the growth of a delicate
plant, which, though it be one of several hundred, needs personal attention, patience,

gentleness and reverence.
The early phases of the student's training should bedevoted to increasing his ability to

appreciate the arts, and evaluating art works . Appreciation cannot be ' taught', but ~e
student can be shown the bas is of appreciation in the various arts, and some of~ basic
principles underl ying them. The final aim of this study should, of course, be hIS better
und tandino and s -et , At th same time he should beers ding and enjoyment ofthe theatre as an art rorm, e .. : .,
assisted through active participation in theatre work, in developing mdlvldual skills 10
actin' · hardl has' e the need for a subtleg, production and stage design. One need y emp 12 •
. I' . ence of the
Illlegration of the various studies. If the student is to enjoy a IVIng expen .
theatre, all fields that lead to an understanding of that experience must be mvestlgated. d

Theatre is a reflection oflife in terms ofart-so it is a magnified, more intense, deep an
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vivid recreation of life. Inthis larger world, the actormust learn how to findsincerity and
also a sense of reality. He must be taught the elaborate process of authentic character­

creation, through a succession ofgraded phases-when andwhereto rely on imagination,
when and whereon technique so as to reach the precisecontrol of and possessionby the
character, whichwe knowas acting.

The training should be essentially a formative process, with the emphasis on the creativity

of the student himself. There is therefore no ques tion of shortcuts, or the imparting of the

so-called professional ' technique' or ' tricks of the trade', or successful ways of playing

different type s of parts.
The creative aspect will require constant attention right through the actor's training

period . In the earliest times, the actor combined in him self the functions of performer,
drama tist and producer. If in the course of his training, the student is asked to fulfil in
himself these various functions and assume his ancient status. it would give him an
illuminating experience of the total theatri cal mystery. Realizing this, Copeau, the great

teacher of the school of the Vieux Colombier in Paris, made his apprentices return to the

original sources ofdrama 'in order to discover the secrets of authentic and untrammeled
dramatic creation'.

The average student will come to the school with absolutely no idea of the creative and
imaginative aspectofthe actor'swork. He will come with certainpreconceived notions of
theatre and art of acting, which he will have picked up through amateur theatrical, or his

knowledge ofthe professional theatre, and particularly ofthe films. To him acting will mean

the imitation on the stageofhis favourite screen idol.
The difficulty ofthe teacher's task will lie in his fight against the litter ofsterile convention

and defunct traditions which suffocates the contemporary Indian theatre, and which the

student will have in all innocence assiduously encumbered himself with. It will be hard

enough for the teacher to content against the natural or acquired faults of speech and
movement which will have become hardened in the student through the years. These alone

would take further years ofpatient and conscientious practice to rectify, Incidentally, does
it not seem strange that it should be generally accepted that the dancer should star! his

trainingat a very tender age. before bis muscles are set. while it seems to be ignored that
exactly the same thing applies to the actor? As the profession stands today, the student­

actor is already half ruined before he assumes training, most of which would necessarily
have to consist of undoing the harm already done to him in the preceding years . Difficult

enough as this is, it is even more difficult to shake the actor out of the mistaken beliefs and

erron eous practices in which the successful and popular professional theatre is steeped. It

means inviting a youngmanwho is anxious to makea namefor himselftojoin theranks of
an impoverished minority. This is not a romanticized picture of the artist struggling against

the stream ofpopular taste and belief. In India today, it is a bitter real ity.
Only a cold fanaticism can enabl e the teacher to hold his own against these beliefs. For

his task is neither an easy nor a simple one. The student has to be born again. He has to be
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stripped bare. li e has to be made to experience life and the arts afresh, through his own

being, through his own mind and heart . He has to spit out the chewed-over cuds and

knowledge he has been made to masticate in school and in college.
His body has to be rejuvenated, to come alive again. shorn of all false modesties.

inhibitions, compl exes. The actor has slowly to make the discovery of his body for himself,

in all its intricate mechanism, and its evocative beauty, an instrument which has to be
sensitive, flexible, perfectly tuned, so as to respond effectively to theactor's imagination.
and reflect accurately his ideas.

And finally, the student's imagination has to be fired. It has to be stirred anew, as it was
stirred when first, as a child, he began to make fantastic discoveries of space, of feeling. of

his five senses, discoveries with something of the element of magic about them; and then
again in adolescence when he sudden ly found himself growing into a world of strange
eruptiveforces, of new awareness ofhis manhood. The actor's imaginationmustbe madeto
flame withthesame ecstasy.

Through acrobatics, improvization and mime. the student should seek the sources of
dramatic creation. The student will soon realize that a lyricecstasy is not enough. Hewill
learn to perceive, that is, to seize upon and investigate the life around him: nature. the
behaviourofmen andanimals, the varying reactions of differenttypesofpeopletodifferenl
circumstances, and under the stress of different emotions. This minute and objective
observation of reality the student should then be taught to translate into theatrical terms. In

this way, without the aid of speech, purely through gesture and movement, he should

undergo theagonizingexperience of transforming life into art.
At the same time, as the student makes the rediscovery ofhis body and his emotions, his

mind should be furnished anew, notwithexhaustedtexts,definitionsand ideas, which have
had the jui ce ch ewed out of them till they are dry fibre, but the masterpieces studied anew,

in whose fresh and invigorating company the mind can be spurred 10 great dreams. feelings

and actions.
Aftera lifetime devoted to such a conscientious study of the artof theactorashasnever

been known in the history of the theatre, Stanislavsky confessed:

I have tried all ways and means, I have paid up tribute to allmod~ of production:
real istic, historical. symbolistic, ideological. I have studiedthemostdiverse trendsand
theories, realism naturalism futurism arcbitecture, staniary, srylization by means of, , ' . . ilia f
draperies, screens.gauzes and lighting effects. Ihavereached thecom,icnon t none 0

these furnish the actor with the background his art requires. The onlymonarch of the
stage is the gifted actor.

The most a school of acting can therefore do is to create the bracing intellectual and
artistic climateconducive to the development of the actor's gifts.

In conclusion, I should like to quote a statement which briefly sums up aliI have been
try. . . ., hi h M G e Devine who a few years agomg to say. It is one often basic principles w IC r eorg ,
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was a director of the Old Vic Theatre School, considers essential to the subject of the
training ofthe actor: "A school oftheatre should be based on a clear artistic point of view."

The students, in the presence of such a point of view, can only gain strength from it.
They may, sooner or later, develop or deviate from their original inspiration but, at least,
theywill realizethat art is personal andbased on conviction. In sucha school,therefore, a
student will undergo formation as a artist which is much more than training. This first
principle will demand the direction ofthe school by a person of sufficient artistic strength
and achievement to promote a certain point of view. I use the word 'promote' and not
"impose'.

Autbor's Note : The suggestion that a school should or can cater to all tastes is not only impractical
but artistically impotent.

DISCUSSION

E. Alkazi: My paper is concerned with only one aspect of the actor's equipment i.e.
training he should have.I sec anactor as an imaginative creator. Andas suchwe should not
dogmatically lay down any particular system for building him up . While talking of his
training we must take into account: (a) the nature of the theatre itself, and (b) the present
state of theatre in India . A theatre is not a static institution but an everchanging medium of
reflection ofthe changing life and the concept oflife. To be true to itself, the theatre cannot
afford to be anything but modem in the simplest sense of the term. Accordingly, there
cannot be any 'ism' like 'traditionalism', 'modernism' in the theatre. The theatre has always
gOI to be 'modem' with all the might and the wealth ofits tradition behind it There is only
one legitimate type of modem theatre. And that is what is known as avant-garde theatre,
which, I assert is the very 'nature' oftheatre.

The second factor that determines the training of the actor is the present stale of theatre
in India . An Indian actor today has to take into account ancient Sanskrit dramatic literature,
dramatic literatures ofthe regions (both sophisticated and folk), and thirdly an Indian actor
should be able to interpret all the varieties of forms and styles that he ftnds before him.
There is the strict formalism ofSanskrit drama which demands formal treatment of conver­
sation. posture, diction andmovement. And there is the modem realistic treatment aswell
as several elements offolk drama which are found to be irresistible. What would be the style
ofthe acting that the present generation ofIndian actors should adopt as the medium ofhis
interpretation? What I believe is this: a style of acting must find its place as the contemp'"
rary expression of a tradition which has come down through history. But there is a schism
between contemporary styles in the Indian theatre. We have no continuous logical and
historical development as they have it in the West. What makes the present situation still
more transient and subject of change is due to the conquest of time and space. The world
is fast becoming one single cultural entity giving birth to art an international style of
expression. In the modem theatre also, we witness the emergence of an international style
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although we findeverywhere bias fortwo extremes, i.e., the traditional,which at itsworst,
becomes reactionary, andthe avant-grade or progressive, whichatitsworst, becomes too
abstract and out of touch with reality.

DrMulk Raj Anand believes that imagination is the cardinalqualityof/ndian culture. I
don't say he is wrong. But I cannot help saying that theatre in other countries have their
quality too. The naturalistic theatre is not necessarily unimaginative. Naturalism in the
handsofa Stanislavisky, or to take an example ofour recent experience, a SatyajitRay as
revealed in the magnificent picture, Parher Panchali; is a completelydifferentthing from
the shady naturalism of most of the West end or Broadway or for that matter of most of
IndianTheatre aod film. I wish to stress this particular point because it has a directbearing
on the training ofactor, I feel the emphasis should not be so much on techniquebuton the
numtring, development and maturing ofa sensihility,which is the basic thing. The training
of the actor is a formative process and it is not something which C3D be imposed from
outside. Emphasis in training the actor should be laid on the growth of sensibility and
creative zeal of the student enahling him to choose and discover style and form and tech­
nique.lle must develop within him all the qualities which makea dramatist, a producer and
a performer. lie must have intimate contact with reality, must have the wisdom to select
significant elements and the skill to recompose and re-arrange thoseelements intoan inte­
grated form. When a student develops these essential qualities he becomes an actor, an
interpreterof society and a recreator ofthe play he has got to perform. A mererecitalof the
theme of a play does not make an actor of a man.

An average student ofthe art ofacting comes for a training in the art with absolutely no
ideaof the creative and imaginative aspect of the actors' work. Hewill come with certain
preconceived notions of the theatre and the art of acting which he had picked up through
amateur orprofessional theatricals orthe films.Tohimactingwillmean the imitationonthe
stageof his screen idol. This will make the taskofa teaeherextreme1y difficult He willhave
to remove fromhis pupil's mind theevil influence of sterile conventions and defunct tradi­
tions which suffocates the contemporary Indian theatre and which the studentwill have in
all innocence assiduously encumbered himself with. Therefore, a studenl desirousof hav­
ing an actor's training must bestriped hare as if he were a new born body.llis body has to
be rejuvenated, to come alive again, shornofall modesties, inh.ibitioos:mdcomplexes. The
actor has slowly to make the discovery of his body for himself,mall Its intricatemechanism
and its evocative beauty, an instrument which has to be sensitive, flexible, perf~ly tuned
so as to respond, effectively to the actor's imaginalion and reflectaccurately his Ideas.And
finally, the student's imaginat ion has to be fired. All [ have said so far goes to suggestthat
the state to which the actor should aspire is that ofthe poet, the[over and the fool.

Ahindra Chaudhuri: [ do support every word Shri Alkazi has uttered in regard to ~e
training of an actor. A student's mind and body must be so prepared that he may receive
what he is given. But the real training begins fromthe momentanactorappearson the stage
and ends only when he retires from the stage. An actor grows in stature.through the
experiences he gathers while he plays. His day to day routine work of gIVIng dramatic
performances from year to year makes an actorof'him,the idea ofa finished a.ctorturnedout
by any school of drama is a douhtful, if not altogetheran impossible propoSItion. A school
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may only kindle a student's imagination and give him a knowledge oftheories related to the
art of acting. but for practical training he must have the stage to act upon and an audience
to please. The acclaim and the cat-calls do alike help an actor to grow. He is trained by them
and not only by lessons he learns from his teachers at the school. 11 may be said that if it is
true that the real training field is the stage, then why do we want that there should be school
as well. Shri Alkazi has very lucidly and cogently brought that out. Unless a student is
prepared mentally, physically and spiritually to rece ive experiences, it would be extremely
di fficult for him 10 gather them while he plays on the stage.

When we had come to this field, there were no schools to help us. We had to discover
things by sheer industry. We learned from our failures and succ esses. We had to be under
constant strain. Very few of us could stand the strain. Some of us left the stage, and some
became stereotyped. If we had received such basic train ing as Shri Alkazi expounded in his
speech and his paper, many ofus would have had the opportunity of gathering experiences
pleasantly and very few would have gone away or would have grown callous. A basic
training removes the causes of a crushing strain and lends a light to see things where
everything appears to be dark. I congratulate Shri Alkazi for his excellent paper. I guess that
some of you know my connection with the State Akademi of Dance, Drama andMusic
founded by the Government of West Bengal. I happen to be the Dean of the Faculty of
Drama of Chat institution. It is a training Akademi. I believe I willnot bewastingyour time
if I tell you how we train our students. We start with study of anatomy and physiology.
Then we come to the mental aspect of acting. Only when the students get familiar with the
physical and the mental requirementsofan actorand learn how to use theirbody and mind
we do take up pronunciation. diction, voice culture, etc. Along with these we teachthem
from the very first year the theories of emotion as Ihe Westerners have built up as well as
the rasa-vichar of our ancients. When we find our students we ll equipped with the basic
requirements, we teach them dramaturgy and the history of the growth and development of
drama from the earliest up to the very modern days. From the second year on students start
specializing on bow to give practical shape to things they had learned in theory. Designing
of stage, light charts, costumes, etc. have to be drawn and models have to be prepared by
the students when they reach a certain stage of spec ial ization. We bel ieve tha t they will be
engaged to any theatre. They will go there equipped with the fundamental knowledge of the
art ofplaymaking. Wehave yet to see how this system works. Writing ofdrama and criticism
also get OUf attention.

Suresh Awaslhi: I want to know whether there is any relat ionship between the art of
acting and the an of production? My second question is why do we find that wben there
have been great actors, the standard of plays have been correspondingly lower?

E. Alkaz i; There must be close relationship between the two. Both the arts are used to
produce drama. Production includes acting also. An interpretation of a play by acting
requires a style which should be consistent to the interpretation the producer is called upon
to do in order to unfold the inner beauty of the play. If the actor chooses his style which
neutral ize the efforts of the producer, the total ity of the art is bound to be chaotic. The actor
and the producer must collaborate to give the play every colour it needs, The quality of
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acting depends on the stylization of the particular production which has to be acted. Sec­
ondly, the style of acting is determined by the style of the play itself. The essence is the
styleof the play. I find it difficult to answer the second question. No actor, I believe, can
interpretan character in its entirety. Whena play is poor, the character is feeble. anable:
actor tries hard to make up the deficiencies by his creative skill. He does shine out by
outshining the play. But there might be characters greater than an actor's imagination. In
those cases, an actor has to engage his whole to the interpretation of the character. The
result is that the play become irresistible. When we say that a play was found to begreater
than the actor or an actor was found to be greater than a play, we do actually lose sight of
the difference between an interpretation anda creation.

K Narain Kale: How do you propose to teach all the dramatic styles and forms pursued
in different countries to the students who come for actor's training at one single school?
Can you teach Sanskrit forms and Western forms all together?

E. Alkazi: I do not believe that there is any difference either between Western dramaor
Eastern dramaorSanskri tdramaoranyother drama. The commonbasis forallart is human
experience. And buman experience is the sameeverywhere in theworld. That is why you
find artdevelops more or less in similar pattern anovertheworld.

A Delegate:Not exactly thesame,either the experience OT the art.

E.Alkazi:Well, I have no knowledge ofSanskrit. But Iam preparedto produce a Sanskrit
play. I am sure that I will not be offending the spirit and the style of tbe play. If there is any
difference between a Sanskrit play and a play of the West, it is only of degreeand emphasis
on the sensibility.




