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Abstract: Laura Lomas’s play Chaos (2021) offers a deconstructive 

structure that subverts the traditional dramatic form and linear narrative, 
favouring instead a fragmented, non-identified and multiple-character 
approach. Characters’ stories depict contemporary anxieties such as domestic 
abuse, climate change, the Syrian and Palestinian Wars, violence and racism. 
Observing postdramatic theatrical signs, such as nonlinearity-rather than a 
straightforward plot- simultaneity, different voices of nameless characters (like 
a chorus of young characters), as well as ambiguity and confusion because of no 
clear transition among the scenes, the play stages disorder, unpredictable 
outcomes and uncertainties of youth in the contemporary period. These 
postdramatic elements mirror personal crises and chaos that affect other 
characters’ stories, dismantling conventional notions of time, space and linear 
structure, creating chaos of characters who only report chaotic events2. Similar 
to how postdramatic theory embraces uncertainties and plethora, the play also 
embraces uncontrolled scenes and events. This paper argues how postdramatic 
techniques represent the aspects of chaos theory. In this postdramatic 
performance, the play forces audiences and readers to engage with fragmented 
and dislocated scenes while analysing the unpredictable outcomes of chaotic 
stories. Utilising postdramatic techniques, this article explores these chaotic 
narratives and anxieties they evoke, examining both theory and practice. 
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1 This article is a revised and expanded version of a paper entitled “Theatrical 

Turmoil: Postdramatic Elements and Chaos Theory in Laura Lomas's Chaos”. Presented at 
the 18th International IDEA Conference: Studies in English, Hacettepe University, Ankara, 
13-15 May 2026.   

 Assoc. Prof. Khoja Akhmet Yassawi International Kazakh-Turkish 
University, Faculty of Philology, Department of English Philology and 
Translation, Turkestan, Kazakhstan, Aydın Adnan Menderes University, 
Faculty of Humanities, Department of English Language and Literature.  

2 Hans Thies Lehmann, Postdramatic Theatre, (Routledge, 2006), p. 160.  
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Introduction 
The emergence of avant-garde movements in the nineteenth century, 

exemplified by Antonin Artaud’s Theatre of Cruelty,3 Peter Szondi’s Theory 
of Modern Drama4 (1956), Bertolt Brecht's disruption of the fourth wall5 
and the incorporation of fragmentation and non-linearity into texts and 
performances, marked the beginning of a new and chaotic period in theatre. 
Leaving established traditions and familiar conventions often proved 
challenging and problematic for audiences. 

The chaotic period in theatre continues with postmodernism, which 
deconstructs traditional elements, abandons conventional rules, and 
eliminates established, centralized components to create innovative 
performances. This process often results in a sense of chaos for the 
audience. Staging techniques, which have evolved since the early twentieth 
century and experienced significant transformation after the 1960s, as well 
as the deconstruction of dramatic structure and other theatrical changes 
characterised and identified as chaotic, have been theorised by Hans Thies 
Lehmann in his work Postdramatic Theatre (2006).  

This study analyses Laura Lomas’s play Chaos by integrating 
postdramatic theatre, chaos theory, and William Demastes's Theatre of 
Chaos: Beyond Absurdism, Into Orderly Disorder to establish a theoretical 
framework. The relationship between order and disorder is evident during 
the process of change in both text and performance, as chaos inherently 
contains elements of order. While postmodern or postdramatic theatre 
often involves deconstruction or disorder, it simultaneously introduces a 
new order and system. Drawing on these theoretical perspectives, this paper 
will analyse Laura Lomas’s Chaos, challenging conventions of dramatic 
theatre and exploring contemporary anxieties through the voices of young, 
nameless characters. 

   
  

 
3 Lehmann notes that “The emergence of neo-avant-garde art forms such as 

happenings, environments, Fluxus events and performance art or live art all resulted in a 
renewed attention to the materiality of performance in theatre and in renewed challenges 
to the dominance of the text, challenges that had previously been championed by the 
historical avant-garde, most prominently by Antonin Artaud” Hans Thies Lehmann, 
Postdramatic Theatre. Routledge, 2006), p.4.  

4 Markus Wessendorf indicates that Szondi referred to the increasing disparity 
between the historically conditioned Aristotelian form of drama and modern content, for 
which this traditional structure had become inadequate (2003). 

https://www2.hawaii.edu/~wessendo/Maxwell.htm  
5 Brecht’s Epic Theatre represents a significant break from traditional theatrical 

conventions. (Lehmann, Postdramatic Theatre, p. 3).  
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Postdramatic Theatre and Chaos of Representation  
As the dramatic text no longer dominates a central position, its sense 

of organised unity has weakened. This shift has also led to the conception of 
character—once considered essential in traditional drama—largely 
disappearing. As a result, what were once considered the primary elements 
of dramatic theatre are now viewed as secondary, changing the focus to 
other theatrical signs and aspects of performance. “Initially, postdramatic 
theatre grew out of a critique of the dramatic assumption that reality can be 
unambiguously depicted, narrated, and morally evaluated”6. Postdramatic 
theatre, which developed as a response to the conventions of dramatic 
theatre, therefore positions the text as one material among many within a 
scenic composition, rather than as the primary determinant of 
performance7.  

Lehmann integrates key elements from postmodernism and 
poststructuralism into the formulation of postdramatic theatre theory. The 
deconstruction of conventional dramatic aesthetics—which intersects with 
concepts such as deconstruction and the rejection of meta narratives—offers 
an important perspective on the aesthetics of postdramatic theatre: Even 
though postdramatic and postmodern theatre share many similarities, 
postdramatic theatre originates from and develops within a long-standing 
discourse on theatre aesthetics itself, deconstructing one of its fundamental 
principles, rather than being based on the application of a general cultural 
concept to the particular domain of theatre8. As stated in the introduction 
part of this study, while postdramatic theatre creates structural and 
technical chaos, it also draws upon traditional forms and theoretical 
frameworks. Although the prefix ‘post’ is practiced, postdramatic theatre, 
despite its removal from traditional dramatic concepts and elements at the 
textual or performative level, still incorporates the existence, revival, or 
continuity of earlier aesthetic concepts. Art, in its broadest sense, develops 
through continual reference to earlier forms. The central issue lies in the 
extent of this reference, the level of awareness, the explicitness of its 
expression and the unique stylistic approach employed9. 

Lehmann introduced a classification system based on the concepts of 
‘predramatic’, ‘dramatic’, and ‘postdramatic’10 to explain structural, textual 

 
6 Kai Tuchmann, Postdramatic Dramaturgies Renosances Between Asia and 

Europe. (Verlag: Bielefeld, 2022), p. 5 
7 Hans Thies Lehmann. Postdramatic Theatre. (Routledge), p. 146.  
8 Maxwell Wessendorf, (2003). ‘The Postdramatic Theatre of Richard Maxwell’, 

unpublished manuscript (2003) http://www2.hawaii.edu/~wessendo/Maxwell.htm. 
Lehmann, Postdramatic Theatre, p. 14.  

9 Ibid., 27.  
10 Lehmann examines these classifications and the evolutionary development of 

theatre in his work Tragedy and Dramatic Theatre, which was translated into English by 
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and performative changes in drama. The development of new 
classifications, definitions or theories is often challenging; thus, significant 
transformation without reference to prior frameworks can result in 
conceptual ambiguity. Although creative processes may involve disorder, 
Poetics seeks to establish a coherent dramatic structure within the apparent 
chaos of existence11. In tragedies, which reflect order, unity and the rule of 
law, the protagonist appears to end chaos, save the city from evil and 
sheathe the sword. However, the protagonist’s own errors and pride 
ultimately lead to their downfall and catalyst renewed disorder. Although 
the protagonist initially eliminates chaos through their actions, they cannot 
escape pride and fate, leading to punishment and the reemergence of chaos. 
Within the context of theatre, chaos has been depicted on stage to serve 
various purposes, including seeking revenge, appeasing deities or 
authorities, reflecting punishment, ending conflicts, offering criticism, 
emphasizing realism and challenging established conventions.  

Lehmann challenges established traditions by examining evolutionary 
developments and performances that highlight the theatrical signs of post-
dramatic theatre: “retreat of synthesis, dream images, synesthesia, 
parataxis/non-hierarchy, simultaneity, play with the density of signs, 
plethora, musicalization, scenography, warmth and coldness, physicality, 
concrete theatre, irruption of the real, and event and situation”12. In 
addition, aspects such as simultaneity and uncertainty, as well as polyphony 
and unpredictability, are used to create a sense of structural chaos, both in 
the text and on stage. Chaotic elements that do not appear in traditional 
plays and texts—those that remain hidden or are deliberately concealed—
directly shape contemporary theatrical experiences. Through Bertolt 
Brecht’s plays and in-yer-face theatre performances, audiences are 
confronted with chaotic elements and processes, becoming more 
participatory and dealing with greater confusion due to the gaps and 
missing characters in contemporary texts. In postdramatic theatre, this 
confusion and chaotic process leads to the fragmentation of character 
perceptions rather than their coherence and highlights a shift from a 
traditional narrative structure towards an audience-centred, interpretative 
interaction. Lehmann asserts that “The compensatory function of drama, to 
supplement the chaos of reality with structural order, finds itself inverted; 
the spectator’s desire for orientation turns out to be disavowed”13. 
Abandoning the traditional principle of dramatic action introduces 

 
Eric Butler in 2016. Hans Thies Lehmann. Tragedy and Dramatic Theatre. (Routledge, 
2016).  

11 Lehmann, Postdramatic Theatre, p. 40.  
12 Lehmann, Postdramatic Theatre, pp. 83-104.  
13 Ibid. 88 
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scenarios in which the audience must make decisions. When multiple 
actions are presented simultaneously, this can lead to difficulty and 
frustration for the audience throughout the performance14. If the audience 
cannot make independent decisions and finds it difficult to follow the 
performance, they are forced to watch it with a sense of chaos. 

The disorder in these performances illustrates chaos. In the “plethora” 
section—a postdramatic element introducing disorder—Lehmann states that 
“The stage is transformed into a playing field or rubbish tip littered with 
objects, inscriptions and signs, a field of chaotically splintered associations, 
whose confusing density communicates a sense of chaos, insufficiency, 
disorientation, sadness and horror vacui”15. In plays that are classified as 
postdramatic texts, playwrights create a sense of unease through deliberate 
gaps, whilst the dense and chaotic arrangement of stage elements also 
contributes to an all-pervading sense of insecurity. The disruption of 
hierarchical transitions between scenes, the presentation of unrelated scenes, 
the excessive use of elements on stage and the inability to distinguish between 
reality and fiction all draw the audience into chaos. In addition to the 
conventions that emerge through the analysis and deconstruction of 
traditional dramatic structures, deconstruction also takes place through the 
postdramatic dimensions of ‘text, space, body and media’16.   

Texts with corporate non-verbal elements and blank pages disrupt the 
interrupted transitions characteristic of traditional texts. For example, 
Lehmann analyses Giorgio Barberio Corsetti’s approach, noting that “the 
theatre needs the text as a foreign body, as a ‘world outside the stage’”17. By 
treating the text as a foreign body, the inclusion of non-traditional 
elements—such as blank pages—demonstrates how the dramatic text is 
separated from its original context. In a similar vein, when multilingualism 
emerges within the text, it can further intensify the sense of crisis and chaos, 
intensifying the disorder created by non-verbal elements. 

When interpreting the experimental text, the audience encounters a 
‘density of signs’ on stage. When combined with the multiple voices 
emerging within their perceptions, this phenomenon can create new spaces, 
including the ‘boundless spaces’ defined by Lehmann18. These boundless 
spaces are shaped by different faces, voices and characters. They can also 
create a sense of chaos because in postdramatic space “bodies, gestures, 
postures, voices and movements are torn from their spatio-temporal 
continuum, newly connected, isolated, and assembled into a tableau-like 

 
14 Ibid.  
15 Ibid. 91.  
16 Ibid. 145-174.  
17 Ibid. 146.  
18 Ibid. 148.  
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montage”19. Although postdramatic theatre meticulously crafts a play’s 
structure, it does not employ a traditional plot sequence. As a result, the 
narrative is fragmented, making it difficult for the audience to understand 
the story20.  

The principle of the unity of time is one of the fundamental elements of 
the Aristotelian tradition in dramatic theatre. The main characters—
including the hero, heroine, protagonist and antagonist—must be staged 
within a specific time period. This structure enables the audience to engage 
with the plot coherently and facilitates catharsis without direct intervention. 
Any disruption that might impede audience comprehension is to be avoided. 
Adorno characterizes ancient tragedy as ‘hearing without a judgement’. In 
contrast, Brecht’s epic theatre challenges this identification by introducing 
temporal discontinuities and interruptions throughout the performance21. 
Aristotle, in presenting the action in tragedies within a defined unity of time, 
aimed to eliminate disorder and chaos by establishing a systematic model 
for academic studies. In contrast, the dissolution of temporal unity, the 
impact of new artistic movements on texts and performances, the 
transformation of the audience’s perception of action through postdramatic 
theatrical signs and aspects, the loss of the body’s traditional status as a tool, 
and the actor’s direct presentation of their own body—where actions occur 
upon the body itself22 —introduce unpredictability and disorder for 
audiences who can no longer anticipate the progression of these actions.   

Chaotic processes and situations frequently adopt new forms of 
creativity. Crises, along with prevailing ideologies and artistic practices, 
often give rise to new movements, art forms and theatrical expressions. 
Chaos, containing an inherent order within apparent disorder, “was 
perceived as an essential and integral contributor to life and creative 
processes”23. This chaotic but creative process also supported postdramatic 
theatrical structure. Lehmann references Marianne van Kerkhoven’s article 
‘The Burden of the Times’, in which she connects new theatrical languages 
to chaos theory. According to this theory, reality is composed of unstable 
systems rather than closed circuits. The arts, in response, exhibit 
uncertainty, ambiguity and simultaneity, thereby establishing a connection 
between postdramatic theatre and chaos theory24. The following part of the 

 
19 Ibid, 151.  
20 David Barnett, (2008). When is a Play Not A Drama? Two Examples of 

Postdramatic Theatre Texts. New Theatre Quarterly, 24(1), (2008): p.21.   
21 Lehmann, Postdramatic Theatre, p. 158.  
22 Ibid. 163.  
23 William W. Demastes, Theatre of Chaos: Beyond Absurdism, into Orderly 

Disorder. (Cambridge: Cambridge University Press, 1998), p. 1.   
24 Marianne Van Kerkhoven, TAT-Zeitung. Journal of Theater am Turm. (Frankfurt 

am Main, 1991) in Lehmann, Postdramatic Theatre, p. 83.  
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study will analyse chaos theory, focusing on William W. Demastes’s Theatre 
of Chaos: Beyond Absurdism, into Orderly Disorder (2005) and its relation 
to postdramatic theatre. 

 
Theatre of Chaos and Postdramatic Theatre  
Chaos theory is characterised by unpredictability, randomness, 

nonlinearity, and the coexistence of order and disorder. Saeid Rahimipour 
identifies that “Chaos theory can be defined as a field of study which studies 
the behaviour of systems that are highly sensitive to initial conditions 
producing diverging outcomes which would be unpredictable and 
unachievable in any other way round”25. The key terms of chaos theory align 
with Lehmann’s postdramatic theatrical signs and aspects. Both theories 
challenge established paradigms: postdramatic theatre deconstructs 
Aristotle’s dramatic conventions, whereas chaos theory questions Newton’s 
conception of a predictable and orderly universe governed by causality26. 
The concept of deconstruction is a cornerstone of both chaos theory and 
postdramatic theatre. Khamees Ragap Yasser Aman clarifies that “Hayles, 
in particular, argues for the importance taking into consideration the 
relationship between chaos theory and literature. The science of chaos and 
the literary reading method with regard to deconstruction both subvert 
longstanding values of established paradigms”27. Traditional rules, 
established systems, values and centralised control that have persisted over 
time have been dismantled through disruptive and chaotic processes. Dean 
Wilcox notes that “Demastes relies on an extended, and fascinating, critique 
of Aristotelian drama, which he sees as collaborating with Newtonian cause-
and-effect physics to produce naturalism”28. Lehmann does not entirely 
disregard postdramatic theatre’s development from ancient times to the 
twentieth century. He uses analysis of conventional systems to formulate his 
new theory. Similarly, Demastes does not entirely disregard Aristotelian 
dramatic technique, determinism, or the Newtonian system.  

Through analysis of these, he has shaped chaos theory within the 
context of theatre. The Theatre of Chaos, which brings together diverse 

 
25 Saeid Rahimipour, An Outlook of The Theatre of Absurd Via The Framework of 

Chaos Theory. Acta Marisiensis. Philologia. 1(1), (2019), p. 2.  
26 William W. Demastes, Theatre of Chaos: Beyond Absurdism, into Orderly 

Disorder. (Cambridge: Cambridge University Press, 1998), p. 4. John Fleming, Stoppard’s 
Theatre: Finding Order Amid Chaos. (University Of Texas Press, 2001), p. 193.   

27 Hayles, N. Katherine (1990). Chaos Bound: Orderly Disorder in Contemporary 
Literature and Science. Cornell University Press, 1990), pp. 16-17. Yasser Khamees Ragab 
Aman, Chaos Theory and Literature from an Existetialist Perspective. CLCWeb: 
Comparative Literature and Culture. 9(3), (2007), p. 2.   

28 Dean Robert Wilcox, (2010). Theatre of Chaos: Beyond Absurdism Into Orderly 
Disorder, Theatre Survey, (2010), p. 149.  
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theories, ideologies and deconstructions within the conventional system, 
offers a framework that encourages diverse perspectives and seeks to 
explain the cosmos, albeit through approaches previously considered 
incomplete. One prominent explanation suggests that order emerges from 
disorder and that life arises from decay or entropy. Nonlinearity is central 
to this perspective, as the deterministic logic of Newtonian mechanics 
cannot adequately account for phenomena characterized by emergence or 
the generation of complexity from simplicity29.  

Nonlinearity, one of the central signs in postdramatic theatre, 
deconstructs conventional understanding of theatre and causes chaos 
among audiences. With its linear system Newtonianism also portrays the 
idea that “minor causes result in minor effects, major causes in major 
effects”30. In chaos theory, Newtonianism linear understanding is 
deconstructed with expression that minor causes result in major effects and 
this expression reflects the famous slogan of chaos theory as “butterfly 
effect”, which highlights the occurrence of unpredictable non-linear 
changes, is widely regarded as a fundamental component of chaos theory. 
In 1876, James Clerk Maxwell identifies ‘the butterfly effect’ as “small 
changes may produce a very great change in the final state”31. The definition 
of metaphorical discourse ‘butterfly effect’ is supported by Rahimipour. He 
asserts that “in all phenomena, there are points a minute change upon which 
creates enormous alteration”32. In scientific and meteorological forecasting, 
minor deviations can have significant consequences. Lorenz claims that 
“Does the flap of a butterfly’s Wings in Brazil set off a tornado in Texas” 
(1972) for that reason “chaos-inspired ideas”33 (Wilcox, indeterminacy, 
unpredictability and uncertainty have become the key words of chaos theory 
and theatre of chaos.  

Analogous to the storm generated by the butterfly effect, theatrical 
experiences that originate in technical innovations often progress toward 
theorisation and transformation into performance, diminishing the 
centrality of dramatic text and character through rhizomatic structures and 
experimental elements. Audiences now encounter “non-linear, fragmented 
and unpredictable forms”34, including unforeseeable scene transitions. The 
traditional climax within both text and performance has disappeared. 

 
29 Demastes, Theatre of Chaos: Beyond Absurdism, p. 7.  
30 Ibid. 6.  
31 Maxwell Wessendorf, The Postdramatic Theatre of Richard Maxwell, (2003). 

Étienne Ghys, The Butterfly Effect. 12th International Congress on Mathematical 
Education, (2012).   

32 Saeid Rahimipour, An Outlook of The Theatre of Absurd Via The Framework of 
Chaos Theory, 2019, p. 4.  

33 Wilcox, Beyond Absurdism, Review, 2010, p. 149. 
34 Eda Bayrakçı, Madness in Teleorman: Chaos and Order. Sefad, 49, (2023), p. 41.  
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Consequently, audiences search for meaning within a continuous and 
chaotic process. Disjointed scene transitions frequently occur, with multiple 
characters represented only by numbers and letters, or by the absence of 
characters altogether. Chaotic and unforseeable events have been 
characterised as “the experiment unforeseen by the playwright”35. 
According to Demastes, the playwright “cannot anticipate future events 
(unpredictability) with anything near the certainty we once felt we could”36.  
The unpredictability of this experience is causing more anxiety and turmoil. 
Consequently, audiences’ sense of security is being undermined, leading to 
a state of existential chaos.  

Within the context of postdramatic theatre and chaos theory, this paper 
will analyse Laura Lomas’s play Chaos (2021). The play practices 
ephemeral, independent scenes to highlight existential chaos and universal 
issues. It emphasizes that seemingly small themes—much like the butterfly 
effect—can impact all of humanity. Chaos contains both order and disorder. 
In Lomas’s play, the chaotic structure, text and performances create 
nervousness and anxiety in the audience. This experience raises awareness, 
prompts reflection and reveals a critical framework for universal order. 

 
Chaotic Turn in Chaos  
Written by Laura Lomas, one of the leading figures of the younger 

generation of contemporary British playwrights, Chaos was staged by young 
actors during the National Theatre’s Connection Festival in 2019. The play 
exemplifies a deliberate rejection of linear narrative structures. By 
employing intertwined, simultaneous scenes and actions, it conveys its 
content, thereby depicting the experiences of adolescence—characterised by 
emotional turmoil—in a chaotic yet aesthetically compelling manner37. By 
presenting a series of diverse and disjointed scenes, the play creates an 
atmosphere of uncertainty that encourages the audience to engage actively 
with the text. Instead of offering a definitive interpretation, the play 
encourages the audience to analyse fragmented narratives and the 
consequences they generate. This open-ended, fragmented structure 
encourages the tolerance for the complex and disjointed aspects of reality 
and suggests that such unpredictability allows individuals to have an impact 
on reality38. The play is structured in three parts, with scenes presented in a 
fragmented structure. Because character names are often misplaced, 

 
35 Demastes, Theatre of Chaos: Beyond Absurdism, p. 77.  
36 Ibid. 71.  
37 Carly Amber Shaw, The Stories We Tell: Affective Expressivity in the Formation of 

Reality and Identity in Theatre-Based Therapies, PhD. Dissertation. (University of 
California: Irvin, 2025), p. 107.  

38 Laura Lomas, Chaos. National Theatre Connections: New Plays for Young People, 
Metheun Drama, London, 2019), p. 407.   
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ambiguous identities and genders are observed in the play. In addition, 
some scenes represent only numbers and letters, while others feature blank 
pages or rare efforts to give names to characters. 

In Lomas’s play, the themes are intertwined despite apparent 
inconsistencies. The play abandons linear time, instead using an 
anachronistic structure to explore, through young actors, common 
challenges, unpredictability, loss of faith and mental chaos39. In the 
‘Butterfly’ scene, Lomas presents two characters, identified as 1 and 2, who 
engage in conversation. The dialogue between these figures references the 
interplay of order and disorder within chaos:  

1 the world is basically made from chaos.  
2 Okay 
1 If the world is chaos, then it means there’s no order, and if there’s no 

order, then it basically means that anything is possible. 
2 Right. 
1 And if anything is possible then it means that anything could happen, 

and if anything could happen then it means that anything might actually 
happen… 

… 
1 So if a butterfly like… flaps its wings, in say… Brazil. 
2 Okay 
1 Then that could cause a massive tornado, in like… Texas 
2 I don’t understand 
1 It’s complicated40.  
 
Lomas’s figures, which are structurally complex and composed of 

numbers similar to those in Martin Crimp’s play Not One of These People, 
exemplify a postdramatic theatrical sign and allude to chaos theory. In 
addition to the scene Butterfly, scenes such as Late, The Output, Depression, 
Anxiety, Rules, Universe, Violence Platform, and Anxiety 2 are presented 
with numerical identifiers. Collectively, these scenes exemplify both 
postdramatic and chaos theories.  

In her play, Lomas defines chaos theory by emphasising the primal 
nature of chaos and the interplay between order and disorder. By referring 
the butterfly effect, the author demonstrates how minor causes can lead to 
major consequences and highlights the inherent unpredictability of these 
outcomes as they escalate into a storm. The play’s fragmented structure 
creates a sense of chaos in both the text and the performance. Its scene titles 

 
39 Peter Cargill, Review: Chaos shows teen angst in talented hands. The Courier, 

(2022).  
https://www.thecourier.co.uk/fp/entertainment/3072845/chaos-perth-theatre/  
40 Laura Lomas, Chaos. (Nick Hern Books: London, 2021), pp. 11-12.   
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indicate a series of individual and universal issues. For example, the scene 
titled ‘Protest’ reflects this chaotic universe. It engages with topics such as 
government corruption, racism, sexism, police brutality, melting ice caps, 
the extinction of polar bears, genocide, rising temperatures, mass 
migration, the death of flowers and fish and wars.   

The motif of chaos is depicted as inevitable, covering across all regions 
and continents. The fragmented and rhizomatic structure between scenes is 
exemplified by the scene titled ‘Kiss’, which consists only a blank page 
following the ‘Protest’ heading. A significant feature of postdramatic theatre 
performances is the active participation of the audience. This participation 
is facilitated by the addition of blank pages within the text. Each blank page 
forces the audience to think, imagine and intervene, as the character is 
turned into a figure, a number or a voice. Chaotic themes, in which universal 
issues are staged through numbers, are followed by a dance routine that 
features no specific characters. Disjointed scenes evoke sensations of 
‘warmth and coldness’ in the audience41 through postdramatic theatrical 
signs. As a result, the audience questions the boundaries between reality 
and fiction and experiences the ‘irruption of the real’42.  

Lomas’s play portrays persistent repetition in its dialogue, creating a 
chaotic rhythm and postdramatic structure. The exhausting repetition of 
what is explained on stage, its emptiness, forces the audience to experience 
the direct conflict feared deep down, offering nothing but the threat of 
nothingness43. Both the ‘Depression’ and ‘Anxiety’ scenes exemplify this 
insistent dialogue; as a result, a disordered rhythm emerges:  

 
Depression Anxiety 
2 You have to come out 2 You reckon something’s happened 
1 No 1 I don’t know 
2 You have to 2 You Reckon something’s happened 
1 No 1 I don’t know 
…… 
1 I don’t care 3 Or if you catch a butterfly… I think it’d  
 be ok. 
2 You will do 2 Yeah? 
1 I won’t 1 I think if you could catch a butterfly then  
  it’d be okay44 (p. 40) 
2 You will 
1 I won’t45 

 
41 Lehmann, Postdramatic Theatre, p. 95 
42 Ibid. 99.  
43 Ibid. 
44 Lomas, Chaos, p. 40 
45 Ibid. 34.  
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The repetitions in the play, particularly dialogues in which characters 
interrupt one another, prompt reflections on societal isolation, exclusion, 
fear, anxiety about the future, trauma and the perceived meaninglessness of 
life. This existential questioning is stated in the play through both dance and 
screaming, as exemplified by the stage direction, “Someone screams”46, and 
a scene composed entirely of screaming. The scream represents the chaotic 
conditions threatening humanity as a whole. In the second part of the play, 
more specific characters Jane, Somalia, Aleph, Michael, Dan, Emily, Zara 
and Aisha are observed and non-linear and fragmented structures are 
represented in the second part again. However, these young characters, who 
have different stories, also reflect chaotic atmosphere in the play. Zara notes 
that  

 Because your structures are not my structures,  
 because your body is not the same as my body, 
 because my feelings are not the same as your feelings, 
 because the things I feel, the things ı think, the things I want the things 

I need… 
 

Because it doesn’t fit me. Because it’s too small. Because I can’t grow 
and I can’t be and I can’t breathe inside your structures, because they’re not 
my structures. 

Because your language doesn’t fit in my mouth, because your words 
can’t define me, because my body is not your body, and my body is my 
body47. 

Lomas portrays not only the anxieties of young characters but also the 
inescapable, often unnoticed loneliness present within society. The 
individuals depicted lack hope; they are unable to communicate effectively 
and speak a language that diverges from societal norms. Even when the 
characters appear on stage, they fail to listen to one another and become 
immersed in meaningless dialogue, ultimately leading the audience toward 
the ‘Chaos’ scene, suggesting a collective sense of disorientation:  

About like the climate, and like drought and how people are dying cus 
they haven’t got enough water, and like overpopulation and the war in Syria, 
or the bombs on Palestine, or the violence in the Congo, and the refugees, 
/like all millions of refugees, and the waters rising and the forests dying, and 
the hurricanes, or the earthquakes, and she stop thinking about it48. 

In this scene, the specific character structure is also abandoned. The 
author employs this approach to reflect issues that have become universally 
chaotic. Additionally, the simultaneous depiction of multiple locations and 

 
46 Ibid. 49.  
47 Ibid. 62.  
48 Lomas, Chaos, 64.  
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geographies within the performance can create a sense of chaos for the 
audience. Lehmann’s concept of ‘boundless spaces’49 is evident in Lomas’s 
play through the use of ambiguous figures, diverse faces and identities and 
unrelated spaces. Chaotic atmosphere in the play portrayed by “bodies, 
gestures, postures, voices and movements are torn from their spatio-
temporal continuum, newly connected, isolated, and assembled into a 
tableau-like montage”50.  

In the chaotic scene towards the end of the play, Lomas attempts to 
transform the stage into a setting that visually and thematically embodies 
chaos. Elements such as disjointed dialogue, that deviates from the 
characters’ traditional roles, the wind blowing through windows, the 
breaking of a butterfly’s wings—symbolizing fragile change—screams and 
the raging storm only serve to heighten the confusion. During two people 
kissing, erratic and uncontrolled dances, references to climate crises, 
migrations, receding waters, emerging wars and individual devastation, 
Lomas uses these events both literally and metaphorically: the concern for 
humanity and the boy kicking the ball stand as metaphors for hope or 
innocence within disorder.  

Through such images, Lomas reflects both individual and universal 
chaos. In the final scene, where all the previous scenes intertwine, neither 
the audience nor the actor can ascribe meaning to what is shared or make 
sense of it; in a sense, this reflects youths’ inability to comprehend a 
traumatic event in a linear manner. The scene’s reliance on chaos and 
intertwined planes of reality helps blur the boundary between audience and 
performer; both experience a similar disorientation that defies logic and 
prioritises emotional expression rooted in sensation51.   

 
Conclusion 
Laura Lomas’s play radically challenges conventional dramatic 

structure. Drawing on Lehmann’s concepts of postdramatic theatricality 
and echoing chaos theory’s metaphoric language, it disrupts linear 
narrative, spatial continuity and determinism with intentionally fragmented 
scene transitions. The Theatre of Chaos integrates diverse theories, 
ideologies, and deconstructions within the conventional system, providing 
a framework that promotes multiple perspectives and aims to explain the 
cosmos through methods previously regarded as incomplete.  

By eliminating specific characters and requiring active audience 
participation, the play, in which the ‘young voices’ of the contemporary 
period narrate both individual and universal chaotic processes, establishes 

 
49 Lehmann, Postdramatic Theatre, p. 148.  
50 Ibid. 151.  
51 Shaw, The Stories We Tell, p. 109.  
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a chaotic rather than a traditional dramatic space. Operating under the 
slogan ‘Butterfly Effect’, the play illustrates how individual, seemingly 
minor problems can lead to significant, destructive consequences.  

The transformation of an ordered system into disorder, the chaotic and 
simultaneous progression of all scenes toward the play’s climax within a 
non-hierarchical structure, and the presence of irrational dialogue, screams 
and universal anxieties are all conveyed through a postdramatic aesthetic. 
Uncertainty, ambiguity and simultaneity serve as unifying elements 
between postdramatic theatre and chaotic theatre. Contemporary society is 
characterised by individuals’ engagement with chaotic processes, including 
loneliness, anxiety, fear, economic crises, racism, migration, climate crises, 
ongoing wars and the emergence of new conflicts, often on an experimental 
level. As Demastes indicates one prominent explanation suggests that order 
emerges from disorder and that life arises from decay or entropy. 
Nonlinearity is central to this perspective, as the deterministic logic of 
Newtonian mechanics cannot adequately account for phenomena 
characterized by emergence or the generation of complexity from 
simplicity52. Lomas’s play shows how meaning is rebuilt through the 
relationship between chaos theory and postdramatic theatre. Chaos theory 
shapes the play’s approach to complexity, fragmentation and simultaneity, 
while postdramatic theatre provides the structural signs for reorganizing 
meaning. The play highlights how these two theories interact, with their 
combined influence guiding the vigorous interactions among text, body, 
space and audience to shape the performance. 
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