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Modern Directing in Mutter, a Performance by Dumitru Acris — A
study on how Brechtian aesthetics are reinterpreted through
contemporary directorial means
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Abstract: The article investigates how the performance Mutter, directed by Dumitru
Acris, rearticulates the themes of poverty, courage, and compromise through a complex
hybridization of Stanislavskian psychological realism and Brechtian distancing techniques.
The analysis follows the concrete mechanisms of stage construction—mise-en-scéne, space,
rhythm, gesture, and object—in order to highlight how these elements generate a
representation that is simultaneously emotional and critical. Poverty functions as an
organizing principle of the scenic universe, shaping behaviours and relational dynamics. The
performance alternates realistic sequences with moments of social commentary, transforming
the individual story into a reflection on contemporary socio-economic mechanisms. The result
is a form of modern social theatre that establishes a dialogue between the interiority of lived
experience and the lucidity of analysis.
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In the contemporary Romanian theatre landscape, performances that explore
social vulnerability (as well as individual vulnerability) in the face of economic
precariousness have gained increasing visibility, aligning with the tensions and
dysfunctions of a society undergoing a continuous and accelerated process of
(re)configuration. In this context, Mutter, directed by Dumitru Acris, stands out not
only through the theme it investigates—motherhood under the pressure of war-
induced poverty—but especially through the way it approaches it. The performance
explicitly avoids both rigid naturalism and inflexible ideological discourse,
constructing instead an aesthetic hybrid in which psychological realism intertwines
with critical distancing. What we encounter is not an illustration of Stanislavskian or
Brechtian doctrine, but a living, functional amalgam in which elements of these

* Lecturer PhD, Lucian Blaga University, Sibiu, Faculty of Letters and Arts, Department of Drama
and Theatre Studies
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traditions are (re)contextualized in the service of a scenic representation that seeks to
be simultaneously emotional and lucid.

The perspective of this article is not purely theoretical; its primary goal is not
to reconstruct methodological origins or discuss in detail the evolution of the two
theatrical or acting paradigms. Instead, the central focus is directed toward the
concrete mechanisms of stage construction: the dynamics of space, the architecture of
the mise-en-scene, the work with actors, rhythmic structure, the relationship between
object and gesture, and the ways in which these are put under tension by the themes
of poverty, courage, and compromise. Thus, in Mutter, poverty is not a backdrop but
a causal force, a principle of organization for the scenic world that shapes behaviors,
decisions, and relationships.

The performance becomes a laboratory in which the realism derived from
Stanislavski’s method (focused on objectives, actions, the organic quality of emotion,
and authentic reaction) is nuanced or even counterbalanced by Brechtian moments
that expose social mechanisms. Sometimes these moments manifest as visual or sonic
ruptures; other times they appear in the way actors shift their gaze toward the audience
or reposition themselves in space. Distancing does not cancel emotional experience,
nor does emotional experience cancel lucidity; the performance operates precisely
within this dialectic.

The article aims to investigate this complex construction, analyzing how the
central themes (poverty, courage, and compromise) are articulated through scenic
procedures rather than through discourse. Through this approach, Mutter emerges as
a relevant example of contemporary social theatre, one that succeeds in conveying
both the emotional truth of a story and a critical perspective on the socio-historical
context that generates it.

One of the most prominent figures of twentieth-century theatre, Bertolt Brecht
transformed the stage into a space of critical reflection and direct confrontation with
socio-historical reality—for both actors and spectators. It is important to recall the
foundational core of his fundamental theatrical concepts: Brecht consistently
reinforces his belief in a critical attitude, which gradually leads to the emergence of
the notion of interventionist thinking, shaped by Marxist influences, a theme to which
he repeatedly returns throughout his life. Marx’s final thesis, the Theses on
Feuerbach', determines Brecht’s inclination toward an almost scientific critical
understanding of the world.

! “The philosophers have only interpreted the world in various ways; the point, however, is to change
it.”. My translation after Karl Marx, Tezele despre Feuerbach, in Karl Marx and Friedrich Engels,
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Although the wide-ranging influence of his work on the performing arts
encourages us to view Brecht as a canonical figure, his spirit was in fact deeply avant-
garde, defined by gestures of deconstruction; the lines of coherence and structure are
often deliberately blurred. His theatrical theory rests on several key pillars that come
to characterize essential concepts in his plays: epic theatre and dialectical theatre, the
critique of empathy (and of Stanislavski, whose method was endorsed by the political
party of the time), the alienation effect (Verfremdungseffekt), historicization
(Historisierung), Fabel, and Gestus.

Moreover, his departure from the fundamental principles of classical realism
is rooted in his conflict with “Aristotelian” theatre, which he challenges because of
the concept of catharsis—the emotional purification of the audience through the
arousal of fear and pity. The spectator’s identification with the play’s hero leads to
empathy, a form of emotional manipulation that distorts the social and developmental
purpose of theatre. The Brechtian spectator, he argues, needs critical thinking, focused
on analyzing the characters’ experiences and the situations they inhabit, rather than
identifying with them under the guidance of “pity and fear.” The role of emotions in
Brecht’s work lies at the diametrically opposite point from that in fascist literature or
classical realism: magic and mystery are replaced by a passion for critical and
analytical thought.

If, according to Aristotle’s Poetics, the situations in a play arise plausibly and
truthfully from those preceding them—producing both an internal and external action
that progresses along the line of psycho-emotional logic— in Brecht we observe
unpredictable leaps in the narrative, as well as contradictions.?

The play Mutter Courage und ihre Kinder was written in 1939 and became a
symbol of epic theatre and a lucid reflection on the relationship between war,
commerce, and survival. Conceived as a warning against fascism and the horrors of
armed conflict, the play invites the audience to a clear-eyed analysis and a cold
judgment in the face of emotion. Mutter Courage und ihre Kinder has been called the
quintessential “anti-war play,” urging the spectator not toward empathy with the
central character, but rather toward a confrontation with her.

Scrieri alese, vol 1, selection, chronology and notes by Gabriel Chindea si Andrei State, with an
introductory note by Ernest Mandel, Cluj-Napoca. Ideea Design&Print, 2022, pag. 87

2 Brecht, Bertolt, Dialecticd §i instrainare-scrieri despre teatru, translated by Lorin Ghiman, with an
introductory note by David Schwartz, TACT, 2024, Cluj Napoca
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The staging of Mutter, directed by Dumitru Acris, brings to the forefront a
new relationship between the classical and the contemporary—more precisely,
between epic theatre and the need to speak today, directly, about violence,
compromise, and the precariousness of everyday life. The adaptation of the Brechtian
text is defined by a contemporary directorial approach, in which the mise-en-scéne,
scenography, and the actors’ expressivity rewrite the original themes, placing both
actors and spectators in relation to current socio-political realities.

Although the performance does not explicitly display its affiliation to any
specific aesthetic tradition, its acting and directorial construction can be more clearly
understood through reference to two major methodological frameworks: the
psychological realism derived from Stanislavski’s method and the distancing and
social-analytic techniques characteristic of Bertolt Brecht. In Mutter, these
frameworks are not treated as closed theoretical systems but as adaptable tools that
the director manipulates in order to emphasize different layers of the performance.

From Stanislavski, the production adopts above all the centrality of action: the
characters are constructed from clear objectives and seemingly simple yet powerful
conflicts. Poverty becomes the driving force behind these objectives, reducing the
range of performative possibilities to urgent, necessary, unadorned gestures. The
magical “if” does not generate fantastical scenarios but direct questions: “what do |
do if I can no longer pay?”, “how do I protect my child in this context?”, “what
sacrifice can I accept?”. Affective memory—reinterpreted in contemporary practice
more as sensory memory and accumulated experience—is used not to produce pathos,
but to anchor the actors’ behavior in a (re)known reality.

In parallel, a series of interventions can be observed that may be attributed to
the Brechtian tradition. These are not marked through discourse but emerge within
the architecture of the performance as inflection points of perception. For example,
the way the lighting becomes frontal in key moments breaks the emotional continuity
of the characters and invites the spectator to observe the mechanism of the scene.
Likewise, group compositions and the repositioning of actors sometimes generate
social gestus: bodily configurations suggesting an entire social class or type of
situation, not merely an individual character (the opening scene in which couples say
goodbye, the dictators’ scene, the passage of time—a leitmotif announcing the
evolution of the war and various types of conflicts, the declaration of peace, etc.).

Brecht is also reflected in the way social reality is explained, not merely
experienced. Moments of silence, prolonged pauses, and the repetitiveness of certain
“domestic” gestures or actions (gathering, dividing, eating, drinking, etc.) function as
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signs of the social pressures weighing upon the characters. They are not simply
expressions of the character’s psychology, but dissections of the context (for example,
the scene in which soldiers eat in the dining hall under the pressure created, this time,
by the presence of the general).

Thus, the performance situates itself within a space of methodological
hybridization: from Stanislavski it takes organicity and action, while from Brecht it
takes lucidity and interpretability. “The work must be brought to the technical
standards of modern theatre. (...) A scheme that shows the shifting of the center of
gravity from dramatic theatre to epic theatre.” This double anchoring allows Mutter
to remain emotional yet critical, intimate yet analytical, personal yet political.

The dramatic material of the performance Mutter (regardless of the exact
combination between the base text and the team’s contributions) is structured around
three major themes: motherhood under conditions of economic precariousness,
sacrifice as a strategy for survival, and the impact of poverty on human relationships.
Dumitru Acris’s stage adaptation does not pursue fidelity to any particular text, but
rather the relevance of the dramatic experience. In this sense, the director creates a
condensation of the material, amplifying episodes that highlight social pressure while
reducing those of a psychological nature to a role subordinate to the geopolitical
context.

The performance is built through an alternation of realistic sequences—
focused on immediate conflict and everyday gestures—and moments of commentary
that interrupt the narrative flow to expose structural context. For example, certain
scenes are presented almost as documentary fragments, with a level of detail that

3 The dramatic form of theatre — the epic form of theatre

Action — narration

Involves the spectator in the onstage action — makes the spectator an observer, yet

Consumes the spectator’s activity — awakens the spectator’s activity

Makes emotions possible — compels the spectator to make decisions

Experience — image of the world

Suggestion — argument

Brecht, Bertolt, Dialectica si instrdainare-scrieri despre teatru, translated by Lorin Ghiman, with an

introductory note by David Schwartz, TACT, 2024, Cluj Napoca, p. 117
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echoes observational naturalism (working with both imaginary and real objects): the
way a character tries to sell something, eats, or calculates a minimal expense. These
moments are often followed by group sequences in which the rhythm suspends or
shifts, allowing space for visual or sonic statements that function as commentary.

Here, the director adopts a form of scenic dramaturgy in which material action
prevails over dialogue. Objects become carriers of dramatic tension: the red stiletto
heels, an ammunition crate, a piece of meat, a bottle of alcohol, cigarettes, a worn
coat, the globe from the dictators’ scene, etc.—all integrated into the architecture of
conflict. Although seemingly banal, they function as “dramatic nodes” around which
decisions, relationships, and compromises are shaped. This strategy, typical of
Stanislavskian realism, is amplified here by an ethics of social visibility: objects are
not merely “objectives,” but witnesses to poverty. The adaptation also highlights
thythmic ruptures—essential procedures for the Brechtian “breathing” of the
performance. At certain moments, actors step out of the emotional flow to reposition
themselves in space in an almost sculptural way, giving the audience time to observe
the structure rather than the story. These intermissions do not function as narrative
pauses but as spaces for reflection.

Through this combination of realism and distancing, the stage adaptation of
the dramatic material produces a concentrated, efficient, and visually powerful
discourse, in which the personal story of the characters becomes a mirror of their
social condition. Poverty is not treated as a biographical accident but as a causal force,
visible in the logic of scenic action (both internal and external).

One of the defining aspects of Mutter is the way the scenic space becomes an
extension of the central themes and a directorial instrument. Dumitru Acris constructs
a minimal space, yet one loaded with meaning, where every object, surface, or spatial
relation functions both realistically and symbolically. Poverty is not merely
represented—it is materialized through textures, distances, visual ruptures, and
intentional absences.

The scenography is built on the principle of exposing the characters’ world in
its raw form. The “furniture” consists of worn ammunition crates, and the objects are
few but intensely used. No element suggests comfort or stability; on the contrary, the
material fragility of the space translates existential precariousness. In this sense, the
scenography approaches an “unveiled” naturalism: instead of faithfully reproducing a
domestic interior, it reduces it to its essential structure, bringing to the surface the
basic elements of survival. At the same time, the technique of transforming objects
(for example, the ammunition crates) “played in an empty space” allows for shifts in
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scenic place and time, amplifying both the given circumstances and the narrative
function of the objects (the crate becomes, in turn, a safe, a bed, a cupboard, etc.).

This minimalism does not aim for aesthetic austerity but for dramatic
functionality. The lack of objects is not an abstract scenographic principle but a logical
consequence of poverty: the characters lack possessions because they cannot afford
them. Thus, the few objects present become generators of tension, points around
which relationships concentrate. A chair becomes both a location and a resource; a
newspaper with a few coins becomes a valuable deposit; light becomes an instrument
for exposing absence.

The structure of stage movements is built on short, repetitive trajectories that
reflect the constraints of life. The characters move constantly between the same two
or three points of focus, creating an almost enclosed domestic choreography that
suggests the absence of social and personal horizons. In Stanislavskian terms, these
movements express immediate objectives and needs: “I am hungry,” “I must save
myself, survive,” “I want to protect my child”—in short, the resolution of a material
or personal urgency. At the same time, their repetitiveness creates a Brechtian effect,
revealing the social mechanism of imposed routine and repetition.

Lighting plays a crucial role in shaping the atmosphere and achieving
distancing. Intimate moments are lit naturalistically, with diffuse light, while
moments of tension are exposed frontally, unnaturally. This alternation creates a
visual dialectic between the interiority of the character and the exteriority of the social
world. Frontal light exposes, denounces, and treats the scene as a document; side or
back lighting produces immersion. In many moments, light does not merely serve the
action but becomes commentary, marking shifts in perspective.

Through all these devices, the direction and the space do not merely depict
poverty—they activate it as a scenic experience. The spectator is invited to perceive
it not through discourse, but through the materiality and tempo-rhythm of the scene.
The space thus becomes both a frame for action and a critical mechanism.

Work with the actor represents the foundation of the performance’s
construction. The stage direction is built on the principles of physical actions and
psychological realism, in a manner that prioritizes organicity and authentic reaction.
The performances in the show are not oriented toward visible expressivity or the
articulation of a moral message, but toward the coherent representation of lives pushed
to the edge of subsistence. “Between the inner and outer situations there is a direct
connection. Indeed, the situations of the characters’ spiritual life are hidden within the
situations of their external life, and therefore in the events of the play. It is difficult to
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analyze them separately. (...) Thus, we must return once again to the external facts of
the play, not for their own sake, but for the sake of the essence hidden within them,
for the sake of the inner situations of the play’s spiritual life.”*

The first essential dimension of working with the actor is the construction of
objectives. Each actor shapes their performance starting from concrete material needs:
obtaining money, securing food, protecting the child, avoiding further degradation.
Emotions are not played directly, but emerge from the confrontation between
objectives, purpose, and obstacles. In this sense, the interpretation approaches an
almost documentary realism, one that favors logical reactions in relation to the
situation.

The second component is physical action, essential in the structure of the
scene. Actors are guided to build dramatic moments through precise gestures and
tasks. These gestures are not decorative; they are the source of dramatic tension. Their
repetitiveness becomes the expression of a mode of existence. In many moments, the
physical actions are so charged with necessity that they become more expressive than
any line (a concrete example here is the character Kattrin, who cannot speak).

The third dimension concerns working with the partner: the emphasis is placed
on reaction, not demonstration. Actors are not encouraged to “play the emotion,” but
to follow their partner with full psycho-emotional availability, so that each gesture
becomes a truthful response. In this way, the stage becomes a space of living tension,
where authenticity is constantly (re)created.

An important element is the controlled use of pauses. Pauses are not moments
of melodramatic tension, but analytical tools: a character’s hesitation becomes visible,
their calculation perceptible. These pauses are part of the performance’s aesthetic
hybrid: realistic in intention, yet producing distancing effects for the spectator.
Through this approach, actors do not portray symbolic characters, but social types.
Emotion is present, but not as an aim; it is a natural consequence of external pressures.
The resulting realism is one of necessity, not introspection, as we encounter in
psychological realist drama or fiction (Chekhov, Tolstoy, Dostoevsky).

If Stanislavskian realism provides the performance with affective and material
consistency, the Brechtian elements offer it critical clarity. Dumitru Acris does not
apply the Brechtian method in a doctrinaire manner, but uses it tactically, in specific

4 My translation after Konstantin Stanislavski, Munca actorului asupra rolului. Etica. Translated from
Russian by Raluca Radulescu, with a preface by Nikita Betehtin, Bucuresti, Nemira, pg.95
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moments that allow the spectator to perceive not only the story, but also the social
contexts that generate it.

A first Brechtian element is the rupture of the characters’ tempo-rhythm, and
implicitly that of the performance. Intensely realistic sequences are sometimes
interrupted by moments of silence, by repositionings, or by glances toward the
audience. These brief dislocations do not break the emotion; they refract it, making
visible the social tensions that sustain it. They function as scenic parentheses, offering
the spectator time to analyze.

A second element is the social Gestus. In certain moments, the characters’
actions become representative of broader economic situations: the mother protects her
child not only as an individual, but as a member of a vulnerable class; the laborer (the
cook, the soldier, the preacher) becomes the figure of an entire category. Through
careful composition and positioning of the characters, Acris extracts these moments
from the narrative flow and transforms them into “exemplary” situations.

The third element is the indirect address to the audience. Although there are
no direct monologues in the Brechtian sense, certain glances, positions, and pauses
seem to address the room. This does not create a direct relationship, but one of
lucidity: the spectator is invited to see what would ordinarily remain in the
background.

Sound and music also play a Brechtian role. They do not pursue emotional
continuity but instead mark shifts in perspective. Sometimes an abrupt sound exposes
the artificiality of the scene; other times a minimal soundscape creates distance
between the character’s lived emotion and the broader perspective. The sonic universe
underscores the Brechtian approach precisely through its diversity and its lack of
logical continuity within the performance’s structure.’

Overall, these Brechtian procedures do not dilute the realism of the
performance; rather, they complete it, offering conceptual depth. The emotional and
the analytical coexist without cancelling each other out.

In Mutter, poverty is not treated as a secondary circumstance or a vague
context. It becomes the fundamental dramatic engine, the causal force that determines
all decisions, relationships, and fractures within the scenic universe. This approach

5 “Brecht likens epic theatre to a planetarium in which the episodes, characters, human relationships,
and the various components of the theatrical act (actors, actresses, music, scenography, projections,
etc.) appear simultaneously autonomous and interconnected, as in a reproduction of cosmic
space.”My translation after Brecht, Bertolt, Dialectica si instrainare-scrieri despre teatru, translated
by Lorin Ghiman, with an introductory note by David Schwartz, TACT, 2024, Cluj Napoca., pag. 21
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differs from melodramatic portrayals of precariousness and instead aligns with a
structural logic: poverty is not a biographical “accident,” but a systemic condition,
visible in bodies, gestures, and relational dynamics.

Within this framework, courage does not appear as an expression of individual
heroism, but as the effect of external pressures. The characters are compelled to acts
of resistance, but these acts are not noble—they are necessary. Thus, we can speak of
“the relationship between the importance of the situation/subject and that of the
characters.”® Courage is not manifested through spectacular actions, but through the
choice to continue, to find momentary solutions, to protect a child or a family in
extreme circumstances. In the logic of Stanislavskian realism, courage is expressed
through physical actions, not through statements devoid of concrete action. A line
spoken softly can be braver than a speech, and an action can be more revolutionary
than a direct confrontation.

On the other hand, compromise is presented as an inevitable dimension of
everyday life. The characters are not immoral; they employ a survival strategy. The
performance highlights how the characters are forced to accept undesirable situations:
giving up a principle, remaining silent in the face of injustice, accepting a degrading
job or a dysfunctional family circumstance. Compromise is not treated dramatically
as a moral rupture, but as an emotional expenditure imposed by the world’s economic
structure. The characters’ actions and gestures are constantly set in tension between
what they “ideally” should do and what they are, in reality, forced to do. This is where
the Brechtian dimension intervenes: the performance reveals the relationship between
the individual and the system, between the individual and the socio-historical
framework. Pauses of hesitation, distant gazes, and repeated gestures reveal not only
the psychology of the characters but also the structural conflict between desire and
possibility.

Overall, the theme of the performance articulates a profoundly contemporary
vision of poverty: not as an individual tragedy, but as the result of implacable social
mechanisms. Courage and compromise become forms of adaptation, and the direction
treats them with an ethical and aesthetic sensitivity essential to the performance’s
impact on the audience.

6 “An Aristotelian position with which Brecht can agree (...) is that the interpretation of the play’s
subject must take precedence over the highlighting of the characters’ traits — but for reasons that are
politically articulated and entirely different from those of Aristotle.” My trasnlation after Brecht,
Bertolt, Dialectica si instrainare-scrieri despre teatru, translated by Lorin Ghiman, with an
introductory note by David Schwartz, TACT, 2024, Cluj Napoca., pag. 19
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The modernity of Mutter does not arise from the use of technology, scenic
effects, or spectacular visual tricks. Rather, it stems from the way the director
hybridizes aesthetics and places them in dialogue with contemporary socio-economic
realities. Theatre is seen as a space where collective and individual’ memory is both
preserved and reinvented. In modern theatre, the style itself is not what matters, but
the capacity to produce relevant experiences; in this sense, Dumitru Acris’s vision
aligns with current trends in European theatre.

One defining aspect is the cinematographic mode of composition. Scenic cuts
are rapid, and the episodic structure of the performance reflects the fragmentation of
contemporary experience. The scenes do not unfold in a continuous flow, but in a
sequence of segments that generate rhythm, tension, and surprise. This device does
not contradict realism; rather, it translates it into a form recognizable to today’s
spectators, accustomed to visual montage.

The second aspect is the abandonment of explicit moralizing. In twentieth-
century theatrical tradition, Brecht was often associated with a pedagogical intention;
in Acris’s staging, however, Brechtian elements are not didactic but analytical. The
performance does not tell the spectator what to think—it invites them to observe. This
attitude is essential to modern theatre, which values ambiguity and complexity.

A third aspect is the relationship between the actor and the space. The
emphasis falls on bodily expressivity: the actor’s body is subjected to tension, fatigue,
and the repeated gestures of poverty and degradation. This corporeal realism is
doubled by moments in which the body becomes sign, symbol, representation—
transposing the performance into a transitional space between deeply personal
experience and distancing.

The subtle relationship with the audience can also be considered “modern.”
The performance does not seek to completely break the illusion, but neither does it
allow empathy to settle comfortably. The alternation between the characters’
interiority and the critical exposition of social situations is finely calibrated, so that
the spectator feels and analyzes simultaneously.

Finally, modernity also lies in the refusal of the spectacular. There are no
emotional outbursts, no “expressive” Brechtian monologues, no unnecessary visual

" Banu, George. Scena modernd: mitologii si miniaturi. Nemira, 2010

8 “The episodic structure and montage are consequences of the technological evolution of the arts,
already used at the time as construction principles in both cinema and radio., my translation after
Opere alese, vol. Walter Benjamin, coordonated by Andrei Cornea, Univers, Bucuresti, 1999
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effects. Everything is filtered through an ethic of necessity, which prioritizes the truth
of the situation over its aestheticization. This deliberate and necessary austerity,
combined with compositional precision, makes *Mutter* not only a performance
about poverty, but a performance of its time—about how theatre can represent
immediate geopolitical reality.’

One of the most striking aspects of the performance is the way it manages to
control the emotional relationship between stage and audience. While the
Stanislavskian realism of the interpretations creates empathy, the deliberately
introduced Brechtian elements prevent the establishment of full identification. The
spectator is allowed to feel, but not to surrender to emotion. Empathy functions on
simple and immediate levels: the austere space, the natural gestures, the decisions
dictated by survival as an authoritative force. The audience recognizes the fragility of
these moments and comes into contact with the characters’ vulnerability. Yet,
precisely when the emotion nears its climax, the direction introduces a rupture—a
reorientation in space, a frontal light, a prolonged silence, group moments with clearly
defined meanings in the structure of the performance. These interventions
(re)configure the spectator’s perspective: identification shifts into observation.

The spectator thus becomes a critical witness of an intensely personal
theatrical experience. They are not emotionally manipulated, but invited to analyze
the social mechanisms that shape the scenic situations and the characters. Vulgarity
arises from the (con)text, not from any intention of the staging. Emotion becomes a
tool, and lucidity its purpose. This very combination of lived experience and analysis
produces a profound effect, specific to contemporary social theatre, which inherits
and builds upon a dramaturgical text considered classic.

Mutter stands as a significant example of theatre that succeeds in organically
combining Stanislavskian realism with Brechtian distancing techniques, without
turning the performance into a theoretical demonstration. Dumitru Acris constructs a
scenic world in which poverty is not merely a theme, but an organizing principle: it
not only informs but dictates the gestures, rhythm, space, objects, and relationships
between characters.

Through actor work, the performance preserves authenticity of experience,
natural reaction, and the emotional intensity of the situations. At the same time,
through rhythmic ruptures, social gestus, and carefully calibrated visual compositions,
the direction introduces distancing moments that allow the spectator to perceive the

9 Reference to the Russian—Ukrainian war
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social structures generating existential precariousness. This dialectic between
interiority and analysis, between emotion and lucidity, between story and system,
requires from the performance both involvement and revelation.

Overall, Mutter offers a contemporary perspective on social theatre: one in
which aesthetics is not merely a vehicle for a message, but a space where form and
content mutually transform each other. Courage and compromise become expressions
of socio-economic structure, and theatre, through the hybridization of its methods,
becomes a tool for understanding and reflecting on the precarious nature of human
existence.

MUTTER

Adaptation of Mother Courage and Her Children (A Chronicle of the Thirty Years’
War), by Bertolt Brecht

Produced by Lucian Blaga University of Sibiu

Directed by Dumitru Acris

Assistant Director: Cristina Blaga-Tomus
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