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About TSTR. urAD Haklnde

SINIRLARIN OTESINDE TiYATRO

luslararas1 Tiyatro Aragtirmalar1 Dernegi (UTAD),
U Tiirkiye'de ve Gtesinde tiyatro, drama ve performans

caligmalar1 alanindaki aragtirmalar: ilerletmeye adan-
mig akademik bir dernektir. Farkli akademik ve sanatsal gec-
miglerden gelen akademisyenleri, arastirmacilari, uygulayicila-
r1 ve 6grencileri bir araya getiren UTAD, tiyatro arastirmalar1
alaninda bilimsel paylasim, elestirel diyalog ve uluslararas: ig
birligi icin bir platform sunmaktadur.

2023 yilinda Ankarada diizenlenen ilk konferansindan bu
yana UTAD, tiyatroyu farkl tarihsel, kuramsal, kiiltiirel ve di-
siplinleraras: bakis agilarindan ele alan, siiregelen bir uluslara-
rast toplantilar dizisi gelistirmigtir. “Kokenler” temastyla dii-
zenlenen ilk konferans, tiyatronun ve tiyatro ¢alismalarmin
tarihsel, kiiltiirel ve entelektiiel temellerini incelemistir. 2024
yilinda Istanbul'da “Varolus, Gelenek ve Gelecek” temastyla
gerceklestirilen ikinci konferans, siireklilige, doniisiime ve ti-
yatral pratigin degisen kosullarina odaklanmigtir. 2025 yilin-
da Ispartada diizenlenen iiclincii konferans olan “Tiyatroda
Evrim” ise tiyatronun degisen bigimler, pratikler, teknolojiler
ve yaklagimlar araciligiyla nasil gelistigini incelemistir.

10-12 Eyliil 2026 tarihlerinde Istanbul’da Marmara Univer-
sitesi ev sahipliginde gerceklestirilen 4. Uluslararast UTAD Ti-
yatro Aragtirmalar1 Konferansi, “Sinirlar ve Ayrimlar” tema-
siyla diizenlenmektedir. Tiirkiye'den ve diinyanmn dort bir ya-
nindan aragtirmaci ve akademisyenleri bir araya getiren kon-
ferans, tiyatroyu ve performanst sekillendiren cografi, kiiltii-
rel, politik, sosyal, estetik ve disipliner sinirlari irdelemektedir.
Kaulimcilari, bu smirlarin tiyatral ve performatif pratikler
araciligiyla nasil inga edildigini, miizakere edildigini, asildigini,
sorgulandigini ve yeniden tahayyiil edildigini diisiinmeye
davet etmektedir.

UTAD, diizenledigi konferanslar ve bilimsel girisimler aracili-
giyla titiz akademik aragtirmay tegvik etmeyi, disiplinlerarasi
ve uluslararasi etkilesimi desteklemeyi ve tiyatro ile perfor-
mans ¢alismalarmin dinamik bir aragtirma alani olarak siirekli
gelisimine katkida bulunmay1 amaglamaktadr.

THEATRE BEYOND BOUNDARIES

he Turkish Society for Theatre Research (TSTR) is an

academic association dedicated to advancing research in

theatre, drama, and performance studies in Tiirkiye
and beyond. Bringing together scholars, researchers, practi-
tioners, and students from diverse academic and artistic back-
grounds, TSTR provides a platform for scholarly exchange,
critical dialogue, and international collaboration in the field of
theatre research.

Since its inaugural conference in Ankara in 2023, TSTR has
developed an ongoing series of international gatherings ad-
dressing theatre from diverse historical, theoretical, cultural,
and interdisciplinary perspectives. The first conference, orga-
nized under the theme “Origins,” explored the historical, cul-
tural, and intellectual foundations of theatre and theatre stud-
ies. The second conference, held in Istanbul in 2024 under
the theme “Existence, Tradition and Future,” focused on ques-
tions of continuity, transformation, and the changing condi-
tions of theatrical practice. In 2025, the third conference in
Isparta, “Evolution in Theatre,” examined the ways in which
theatre develops through changing forms, practices, tech-

nologies, and approaches.

The 4th International UTAD Theatre Research Conference,
hosted by Marmara University in Istanbul on 10-12 Septem-
ber 2026, is held under the theme “Borders & Boundaries.”
Bringing together researchers and scholars from Tiirkiye and
around the world, the conference explores the geographical,
cultural, political, social, aesthetic, and disciplinary boundaries
that shape theatre and performance. It invites participants to
consider how these boundaries are constructed, negotiated,
crossed, challenged, and reimagined through theatrical and
performative practices.

Through its conferences and scholarly initiatives, TSTR seeks
to foster rigorous academic research, encourage interdiscipli-
nary and international exchange, and contribute to the con-
tinuing development of theatre and performance studies as a
dynamic field of inquiry.

Prof. Dr. Onder (;aklrta§
UTAD Ba;‘kam - President of TSTR
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KI KEYNOTE - ACILIS KONUSMASI

International Law, Human Righrs, and Theatrical Activism

Humanitarian Reason, Theatrical Collaboration, and
the Public Cultures of Migration Disaster Forensics

Assoc. Prof. Dr. Emma Cox Royal Holloway, University of London

KEYWORDS public culture - migrant disaster forensics - humanitarianism - human rights - biopolitics - Mediterranean
¥

rregular migration is a regulated crisis: anticipated by nation states, though also administratively
I unattended. With legal routes to Europe increasingly restricted, thousands have died in central
and eastern Mediterranean maritime transit zones. The Mediterranean accounts for 50-60% of
global migration fatalities with 78% of victims unidentified (Cattaneo et al 2023)." These maritime
losses are not usually treated as disaster victim identification events that would require nation-state
and INTERPOL coordination. This paper is concerned with public-facing, artistic, or activist projects
involving forensic experts — whose practice is not foremost about public engagement - and suggests,
moreover, that these be considered a genre of sorts because of the ways in which Europe’s migration
apparatus has situated NGO and unaffiliated public culture as a political field. My discussion follows
an established designation by classifying migration disaster forensics in a humanitarian frame, but it
simultaneously highlights the ambivalence of humanitarianism as a discourse bound up with moral ap-
peals to suffering and as an instrument with in-built power asymmetries. In Humanitarian Reason
(2012), Didier Fassin observes that the articulation of need and deservingness brings the ‘deployment
of moral sentiments’ to bear on ‘the government of human beings’ The work of constructing public
cultures of forensic humanitarianism in Europe, where political will is intermittent at best, brings
forth the complex set of moral, cultural, and political narratives enmeshed with medical-legal practice.
The figuring of forensics across documentary film, video installation, and performance ranges in
terms of form and capacity, but together these practices demonstrate how migrant disaster forensics
operates as a professional labour of care outside of a care infrastructure, in which the biopolitical

limits of human rights may be glimpsed.

i Cattaneo, Cristina, et al. “The rights of migrants to the identification of their dead’, International Journal of Legal Medicine 137
(2023): 145-156.

ii Didier Fassin, Humanitarian Reason: A Moral History of the Present, Trans. Rachel Gomme. Berkeley: U of California P, 2012, 1-
2.
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K2 KEYNOTE - ACILIS§ KONU§SMASI

Dramaturgies of Migration, Displacement, Refuge, and Exile
ey A i

Reframing Borders Through Performance. From
Situated Knowledge to Creative Agency.

Assoc. Prof. Dr. Rossella Nancy Maria Mazzaglia Universicy of Bologna

KEYWORDS Theatre and migration - bordering practices - border perspectivism - situated knowledge - documentary theatre -

ethics of representation
(4

\ )( 7 hat does the experience of a border make knowable, and how can theatre give form to that

knowledge? Drawing on Shahram Khosravi’s border perspectivism, this paper understands
borders not as stable territorial lines or abstract metaphors, but as practices whose operations and ef-
fects become perceptible from situated positions. It examines how artists seek proximity to the people
and places affected by bordering as a creative and epistemological process bringing the artists’ own
position, responsibilities, and modes of intervention inside the work.

The discussion moves through several transnational case studies. /mperium by the Warsaw-based
Strefa WolnoSlowa Foundation emerged from humanitarian action at the Polish-Belarusian border
and turns authentic calls for aid into a summons addressed to the audience. A Place of Safety by Kepler-
452 draws on artists’ participation in a Sea-Watch mission in the central Mediterranean to expose the
ethical and dramaturgical tensions between witnessing, rescuing, and representing 77juana by Lagar-
tijas Tiradas al Sol tests the relation between immersion, biography, fiction, and theatrical belief
within the socioeconomic realities of the Mexico-US border. Projects developed by Pietro Floridia
and Sara Pour in Harmanli and along the Balkan route further show how social and community the-
atre can move beyond representation towards collective performance, ritual, care, and public disobe-
dience.

Across these examples, proximity makes the artists’ position part of the work, where it can be ex-
posed, tested, and displaced. The paper argues that theatre responds ethically to border violence not
by “giving voice,” but by creating conditions for listening and revealing collective implication. It
shows the shift from situated knowledge to creative agency when a change in perspective produces a

change in practice, in who can act, how, and within which frame.
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K3 KEYNOTE - ACILIS KONU§SMASI

From the Noh Theatre to Eugenio Barba’s
Experimental Theatre — Connecting through the

Actor’s Body

Assoc. Prof. Dr. Tulia Waniek Dimicrie Cantemir Christian University, Bucharest
KEYWORDS Noh - Eugenio Barba - acting techniques - pre-expressivity - kathakali
€

he classical theatre of Japan, Noh, has an unbroken tradition of over 600 years, and through its
T acting techniques, the symbolic character of its mise en scéne and script, is strangely similar to
contemporary experimental theatre, such as that of Jerzy Grotowski or Eugenio Barba.

With its sources in ritual dances of Shinto and Buddhist origin, Noh combines instrumental music,
dance and recitation. In their training Noh actors work with their body in what Eugenio Barba called
the pre-expressive, or biological, level of preparing the body for artistic expression.

We draw on the Noh treatises written by Zeami, one of the creators of Noh aesthetics, and point
out the similarities with the principles that Eugenio Barba learned from oriental performances such as
kathakali, Noh, or Kabuki.

— 13—
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OOI ABSTRACT - BILDIRI

The Borders of Identity: Race, Class, Gender, Sexuality, and Theatre

Okan Bayiilgen’s Richard: An Intersemiotic

Translation and Appropriation of Shakespeare’s
Richard 111

Murat Ogﬁtcﬁ Adryaman University
KEYWORDS Okan Bayiilgen - Richard - Richard Il - William Shakespeare - appropriation - translation
(4

n intersemiotic translations we may speak of a “hypertextuality” among different discourses that
I raise questions regarding “translatability” and foreground the multifaceted transcultural connec-
tion between the source texts (ST) and target texts (T'T), which is affected by the translator’s intercul-
tural competence. Such intercultural competence can be observed in Okan Bayiilgen’s Richard, a
translation and appropriation of Shakespeare’s Richard IIl. Presenting and deconstructing ideas on
medieval physiognomy, current debates on social and personal trauma, racism, ethics, and the func-
tion of theatre, Bayiilgen Richard does not merely translate Shakespeare’s Richard II] into Turkish but
translates it to 21st-century socio-political topics like the migration crisis and the elusiveness of defin-
ing what is evil in today’s post-truth period from a Turkish intellectual point-of-view. Thus, this paper
aims to illustrate how Bayiilgen’s Richard as an interlingual translation and appropriation makes

Shakespeare’s Richard II] accessible for 21st-century Turkish audiences.
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002 ABSTRACT - BILDIiRI

Ethical Boundaries and Politics of Representation: What Can Be Represented?

Digital Equus: Alienation, Obsession, and the
Boundaries of Youth in the Screen Age

Fatma Karaman Van Yiiziincii Yil University
KEYWORDS Alienation - Digital Culture - Equus - Screen Addiction - Youth Identity
¥

his paper reconsiders Eguus by Peter Shaffer through the lens of contemporary digital culture,
T arguing that Alan Strang’s obsessive attachment to horses mirrors the emotional and psycholog-
ical immersion of today’s screen-oriented youth. While Alan’s fixation appears abnormal within the
social framework of the play, modern digital societies normalize equally consuming forms of attach-
ment through screens, algorithms, and virtual environments. The paper explores how the boundaries
between passion and pathology, freedom and control, and authentic experience and mediated reality
are negotiated both in Eguus and in contemporary digital life. Alan’s intense bodily and spiritual con-
nection with horses represents a search for meaning beyond the mechanized routines of modern soci-
ety. In contrast, today’s digitally immersed youth often experience reality through disembodied and al-
gorithmically curated interactions that replace direct emotional and physical engagement with the
world. This study argues that contemporary society no longer suppresses desire solely through institu-
tional discipline, as seen in Eguus, but through distraction, surveillance, and digital normalization.
Dysart’s attempt to “cure” Alan can therefore be interpreted as a metaphor for society’s regulation of
excessive passion and individuality. Ultimately, Equus is positioned as a remarkably relevant dramatic
text for understanding the psychological and emotional boundaries of youth in the digital age, where

the line between connection and alienation becomes increasingly unstable.
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003 ABSTRACT - BILDIRI

The Limits of Theatrical Form: Transitions between Traditional and Contemporary Structures

Crossing the Screen: The Transposition of Karagoz's
Sonic Dramaturgy and Comedic Structures into

Turkish Cinema

Elif Ozen Istanbul Technical University
KEYWORDS [Intermedial transposition - Karagoz - Sonic dramaturgy - Turkish cinema
(4

n contemporary performance studies, the transposition of traditional performance practices into

modern media challenges rigid disciplinary and intermedial boundaries. Traditional forms often
survive not through recognizable visual iconography alone, but through internalized performative
mechanism suc as dialogue rhythm, vocal characterization, verbal misunderstanding, repetition,
comic opposition, and sonic dramaturgy. Transferred into contemporary media, these auditory and
structural elements move beyond their original contexts to acquire new forms of expression.

This paper examines how the comic structures and sonic dramaturgy of traditional Turkish
Karag6z theatre are transformed within Turkish cinema through an analysis of Hacivat Karagoz
Neden Oldiiriildii?, Golge Oyunu, and Siit Kardesler. The films represent three different degrees of
engagement with the Karagoz tradition: direct historical representation, indirect dramaturgical corre-
spondence, and structural continuity within popular comedy. Methodologically, the study employs
comparative qualitative film analysis through close readings of selected scenes. These scenes are ex-
amined via analytical categories derived from Karagoz: rhythmic dialogue, vocal delivery, verbal mis-
understanding, repetition, character opposition, escalating comic conflict, sound effects, and their in-
teraction with bodily action and editing, Rather than offering a comprehensive formal analysis of each
film, the study focuses on scenes where these performative and auditory mechanisms become most
visible and audible.

The analysis reveals three modes of performative memory: direct historical representation (Haci-
vat Karagdz Neden Oldiiriildii?), dramaturgical duality and opposition (Golge Oyunuy), and structural
continuity through rhythmic comedy (Siit Kardegler).

These findings suggest that Karag6z persists in Turkish cinema not only as a visible cultural refer-
ence but also as an embodied and auditory performance memory. The boundary between traditional
heritage and modern media is thus permeable: although Karag6z’s sonic and dramaturgical principles
are reworked as they cross media, they retain recognizable elements of their rhythmic and structural

logic.
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004 ABSTRACT - BIiLDIiR

Disciplinary Boundaries of Theatre Theories and Border-Crossing Methodologies

Interdisciplinary Performance Through Dance: How
Movement Integrates with Light and Sound to
Create and Convey Emotion

Deniz Aykag Independent Researcher
KEYWORDS Movement and light - affective scenography - distributed cognition - embodied movement
(4

his study asks how dance can operate as a border-crossing practice in contemporary perfor-

mance, particularly when movement and light are composed as mutually shaping forces. Re-
sponding to the conference theme Borders and Boundaries, it investigates the thresholds between
choreography and scenography, body and space, visibility and affect. Rather than treating dance as a
self-contained bodily language or lighting as an external technical support, the study examines how
their encounter produces changing forms of attention, relation and emotional legibility on stage.

The research focuses on the moving body as a spatial and affective agent: a body that draws lines,
creates volumes, contracts, expands, accelerates, and reorganises the spectator’s perception of space.
It asks how these movement qualities become emotionally charged when they are exposed, fragment-
ed, obscured or redirected by light. A slow descent under a narrow side light, a suspended body held in
backlight, or an accented gesture cut by shadow can each shift the boundary between presence and
absence, intimacy and distance, vulnerability and resistance. In this sense, light is not understood as
illumination after choreography, but as part of the choreographic event itself.

Sound affect movement dynamics through rhythm, pulse, silence and accents shape the timing,
force and texture of bodily action. These elements do not simply accompany dance; they participate
in how motion becomes readable as tension, release, hesitation or emotional intensity.

Drawing on distributed cognition, the study proposes that meaning and affect emerge across per-
former, movement, light, rhythm, space and spectator, rather than residing in any single element. It
therefore approaches the stage as a perceptual ecology in which borders are continuously crossed and
redrawn. The study argues that dance-led performance creates emotion by negotiating the unstable

boundaries between seeing, sensing, moving and feeling within the live theatrical encounter.
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OOS ABSTRACT - BILDIiRI

The Borders of Identity: Race, Class, Gender, Sexuality, and Theatre

Borders of Identity: Glass Ceiling in Caryl Churchill’s
Top Girls

Fatma Aylin Bayrak¢eken Akin Iscanbul Aydin Universicy
KEYWORDS Glass ceiling - feminism - fluid identity - gender - patriarchy
¥

he aim of this paper is to present the metaphorical and structural concept of ‘glass ceiling’
T through the lens of feminist and postmodern theories of identity in Caryl Churchill’s 7op Giris.
Written during the Thatcher era, the playwright questions how women dwelling in patriarchal capital-
ist systems reach female success and exposes how they appear to transcend gender barriers; ironically,
by reproducing the same structures that marginalize other women. The protagonist Marlene’s identity
is depicted as fragmented and performative, shaped by neoliberal ideals of ambition, competition, and
individualism. In a male-dominated corporate environment, Marlene epitomizes women who succeed
in professional advancement, and her achievement simultaneously reveals the persistence of invisible
institutional and ideological barriers that restrict female autonomy and solidarity. Enhancing the re-
search via theoretical perspectives of Judith Butler, Simone de Beauvoir, and Bell Hooks, the aim of
this paper is to elaborate how gender identity in 7op Girls is constructed through performance, social
expectation, and class politics. Churchill’s use of non-linear structure, overlapping dialogue, and his-
torical female figures in Act [ shakes fixed notions of female identity and progress. The juxtaposition
of legendary women with contemporary working women presents the ‘glass ceiling’ as not only pro-
fessional but also psychological, familial, and ideological. Moreover, the paper interrogates the inter-
section of gender and class, highlighting how working-class women are excluded from the privileges
associated with corporate feminism. Under patriarchy, Caryl Churchill criticizes the illusion of meri-
tocratic empowerment while foregrounding the tensions between motherhood, career, and female sol-
idarity. Thus, in 7op Girls, Caryl Churchill presents identity as fluid yet constrained, unveiling the en-

during limitations imposed on women despite social advancement.
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006 ABSTRACT - BiLDIiRI

Dramaturgies of Migration, Displacement, Refuge, and Exile
O . [& o [&

Migrating Forms: Dramaturgy of Transfer and
Decolonial Storytelling in Autumn in New Stockholm

Eylem Ejder Istanbul Nisantagi University

KEYWORDS contemporary Turkish drama - decolonizing dramaturgy - hybrid forms - migration and playwriting - narrative

theatre
4

his paper examines Autumn in New Stockholm, a collaboratively written trilingual play by three
T women playwrights—Deniz Bagar, Fatma Onat, and Ayse Bayramoglu— who migrated from
Turkey to Canada, New Zealand, and Australia in the 2010s, amid increasing authoritarianism and
political repression, in the aftermath of the Gezi protest. Set in the fictional, seemingly utopian coun-
try of “New Stockholm,” the play uncovers hidden layers of exclusion and structural inequality that
shape the migrant experience. The core of my analysis investigates how the experience of displace-
ment fundamentally reshapes dramaturgical form. I argue that the play develops a “dramaturgy of
transfer”, a concept rooted in Turkey’s narrative theatre traditions.

By weaving together lived experiences with speculative futures, the play also produces a hybrid
structure that disrupts linear migrant narratives. Here, storytelling transcends representation to
become a restorative act of releasing what structural oppression renders unspeakable.l suggest that
this formal reconfiguration opens a decolonial perspective, targeting power dynamics in both the host
country and the home country left behind. Ultimately, the paper positions storytelling as a site of re-
sistance, arguing that the play’s “migrating form” actively reworks displacement into a means of re-

claiming agency.
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007 ABSTRACT - BIiLDIiR

Politics of Visibility, Othering, and Minority Theatres

The Body Learns Its Chains: Staging the Watched
Body, Visibility and Ethical Representation in
Libemting

Xiaoyao Luo Royal Academy of Dramatic Art
KEYWORDS ethical representation - feminist performance - othering - practice-as-research - spectatorship - visibility
(4

his paper examines the politics of visibility in my developing performance work Liberating: She
T Dances (in Chains), asking how a performance can stage the constrained female body without
reproducing the structures of objectification it seeks to critique. The work begins from a central
image: a woman dancing in chains, watched and framed by two masked male presences. This image is
deliberately unstable. It may suggest discipline, protection, violence, aesthetic pleasure, eroticisation,
or ritual. The paper asks what happens when such an image is placed before an audience: are they wit-
nessing the performer’s struggle, or consuming the spectacle of her restriction?

Drawing on practice-as-research, physical theatre, dance, object-based performance and auto-
ethnographic reflection, I consider visibility not as simple empowerment, but as a contested theatrical
condition. In Liberating, the female body becomes visible through restriction: chains shape posture,
rhythm and effort, while masks transform male performers into both theatrical partners and anony-
mous structures of surveillance. As a Chinese female performer-maker working in a UK and interna-
tional context, I also examine how the body on stage may be read through processes of othering,
where cultural difference, femininity and suffering risk becoming aestheticised.

The paper argues that the ethical task of the performance is not to represent female pain beautiful-
ly, but to expose the mechanisms through which pain, discipline and beauty become entangled. By
connecting spectatorship to witnessing, Liberating seeks to shift the audience from passive looking to-
wards ethical implication. In doing so, the work explores how theatre can make visible not only the

disciplined body, but also the politics of looking itself.
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Disability, the Limits of the Body, and Performance

The Body as Institutional Territory: Panopticism,
Biopolitics and the Erosion of Private Boundaries in
Morna Pearson’s Darklands

Asli Nur Kahraman Dogus University

Sinem Begiim Karaku§ Ankara Hact Bayram Veli University

KEYWORDS Anatomo-politics - Biopolitics - Boundaries of the Body - Darklands - Digital Panopticon - Morna Pearson
€

he aim of this study is to analyse Morna Pearson’s Darklands (2019) within the framework of

Michel Foucault’s theories of biopolitics and anatomo-politics, and to discuss how the individu-
al body ceases to be an autonomous space and is directly incorporated into the boundaries of owner-
ship and control exercised by institutional governance. Set in the year 2045 in the Aberdeenshire
region, the play depicts a dystopian smart city under the absolute control of a massive technology cor-
poration, dramatizing technology’s absolute domination over privacy, reproductive processes, and
human nature. In Foucault’s theory of anatomo-politics, which disciplines and pacifies the individual
body, and biopolitics, which regulates the population as a biological whole, converge to ensure that the
gaze of control is fully internalized by subjects through a panoptic surveillance system. This theoreti-
cal framework provides a highly competent ground for exploring how the physical interventions and
algorithmic forms of governance displayed in the play function as instruments of control at both the
micro and macro levels. In the Darklands universe, these concepts are embodied by the artificial intel-
ligence system Moira, which continuously monitors the characters’ blood values, dietary habits, and
anxiety levels to control the body at the cellular level, while reproductive capacity is severed from its
natural course and transferred to artificial womb programs in a laboratory setting Directing charac-
ters toward normalizing actions, such as walking through lavender fields, and coding humans just as
“human capital” reduces biological life entirely to an efficiency-driven economic variable. Therefore,
the study analyses how physical walls have been replaced by boundaries redrawn based on an individ-
ual’s most intimate biological data, and how the traditional distinctions between private life and the
institutional sphere have been completely erased through technological domination in Pearson’s Dark-
lands.
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Politics of Visibility, Othering, and Minority Theatres

Yasar Ne Yagar Ne Yasamaz: Biopolitics on the Turkish
Stage

Esra Misem S6nmez Fenerbahge University
KEYWORDS Aziz Nesin - Biopolitics - Discipline - Turkish Theatre
¥

nitially commissioned as a radio play, Aziz Nesin’s Yasar Ne Yasar Ne Yasamaz was adapted across

multiple media following its immediate popularity, eventually picked up as a stage play by the State
Theatre in 1989, where it would remain a mainstay for decades. Inspired by an encounter with a
Romani child of the same name, the eponymous Yasar Yagamaz contains two contradictory statements
in his name: that he lives (Yasar), and that he does not (Yagsamaz). A clerical error in the state registry
records Yasar among the deceased. Hence, Yasar exists in a peculiar position of legal precarity
throughout the play, considered alive whenever it suits the interests of the state, and otherwise decid-
edly not considered at all, a non-entity under the law. In his bid to unequivocally prove that he is alive,
Yasar ends up in increasingly absurd predicaments, wading through bureaucratic hellscapes of court-
houses and government offices, institutionalized in turns in medical and mental hospitals, and finally
incarcerated as a dissident for slander against the state. Indeed, the play is framed as a performance
put on by Yasar’s fellow inmates, with impressionistic elements such as puppet-like mime, dance and
music, and a largely episodic structure. This paper argues that through the stylized depictions of bodily
discipline and discursive governance underlying Yasar’s precarious existence, Yasar Ne Yasar Ne Yasa-
maz presents an emblem of the state’s power to “make live or let die” in the most Foucauldian sense.
Hence, this paper aims to move beyond traditional analyses of Nesin’s work as bureaucratic satire,
and locate Yagar within a broader theoretical framework on state power and the peculiarities of its

representations onstage
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Tiyatro Formunun Simrlari: Geleneksel ve Cagdags Yapilar Arasindaki Gegigler

Goriinmez Egigi Geemek: Ritiielle Muhataza Edilen

Simirlar

Ozlem Hemis Kadir Has University
ANAHTAR KELIMELER Esik - Koy Seyirlik - Ritiiel - Swr - Toren
¥

u ¢aligmada “Senlik ile Toren Arasinda Bir Toplumsal Uzlasi: Mugla ili Milas Ilgesi Pinarcik
B Koyiiniin Cumhuriyet Bayrami Kutlamalarindaki Geleneksel Kéy Seyirlik Oyunlarina Ozgii
Oriintiilerin Yerel, Giincel ve Cagdas Islevleri” baslikli TUBITAK 1001 projesinin saha bulgular
Arnold van Gennep, Victor Turner ve Richard Schechner’ in diisiinsel atlaslarina ugrayarak “sinirda
olma” fikri {izerinden sunulacaktir. Pinarcik’ta 100 yili agkin siiredir 29 Ekim Cumbhuriyet Bayram
Kaddak Deve Senligi adiyla, karnavalesk bir atmosferde kutlanmaktadir. Bu geleneksellesmig etkinlik
koytiin hassas demografik yapisini bir arada tutan coskulu bir atmosfer yaratmaktadir.

Saygi durusu ve Istiklal marsiyla baglayan kutlamalar, popiiler kiiltiir 6riintiileriyle tazelenmis gele-
neksel koy seyirlik oyunlarinin bir meydanci tarafindan gésteri aninda yonetildigi, 3-4 saat siiren, er-
keklerin kadin rollerini de sergiledigi sozsiiz ve sert fiziksel giildiirii unsurlariyla bezenmis kisa oyun-
lardan olugur. Finalde icracilarla seyredenler arasindaki sinir kalkar ve bir arada dans ederler. Ge¢gmis-
le gelecegin, genglerle yashlarin genis bir hog gorii ortaminda bir yaganti bi¢imini hem muhafaza eden
hem de doniistiiren pratiginin gerceklesmesi i¢in hep birlikte ¢aligirlar.

Kutlamalarin yapis: ve cogkusu zaman ve mekandaki farkli sinirlarin, esik durumlarin ve doniigiim-
lerin degerlendirilmesiyle iligkilendirilebilmektedir. Yapilan sozlii tarih ¢aligmalarinda kdye 6zgii bir
kurulug mitinin olustugu, kutlamalarin gecis ritiieli niteligi tasimasinin yani sira bu mitlerin hatirlan-
masi1 olarak basladigi anlagilmaktadir. Sunum, alandan goriintiiler esliginde bu 6zgiin olguyu paylagma-

y1 hedeflemektedir.
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Tiyatro Formunun Simrlari: Geleneksel ve Cagdags Yapilar Arasindaki Gegigler

Bolluk ve Bereket Motifinden Kamusal Faydaya:
Pinarcik Koyt Seylrhk Oyunlarlnda Ylyecek Toplama

Oriintiisiiniin Giincel I§levler1

Nilgiin Firidinoglu Tiryaki Iscanbul University
ANAHTAR KELIMELER 29 Ekim Bayram: - Anadolu Koy Seyirlik Oyunlar: - Kamusal Fayda - Senlik Ekonomisi
(4

u caligma, “Senlik ile Téren Arasinda Bir Toplumsal Uzlas:: Mugla ili Milas Ilcesi Pinarcik
B Koyi'niin Cumhuriyet Bayrami Kutlamalarindaki Geleneksel Koy Seyirlik Oyunlarina Ozgii
Oriintiilerin Yerel, Giincel ve Cagdas Islevleri” baslikli TUBITAK 1001 projesi kapsaminda yiiriitiilen
saha arastirmalarinin bulgularina dayanmaktadir. Aragtirma, Piarcik Kéyir'nde gercgeklestirilen kdy
seyirlik oyunlarini yalnizca gegmisten devralinmug ritiiel kalintilar: olarak degil, glincel toplumsal ihti-
yaglar dogrultusunda yeniden {iretilen performatif yapilar olarak ele almaktadir. Bu ¢er¢evede kdy se-
yirlik oyunlarinin ritiiel kokenleri ile ¢agdas islevleri arasindaki iligki dogrusal bir doniisiim olarak
degil, farkli katmanlarin eszamanli olarak varligini stirdiirdiigli dinamik bir siire¢ olarak degerlendiril-
mektedir.

Caligmanin odaginda, geleneksel kdy seyirlik oyunlarinda sik¢a kargilagilan “yiyecek toplama ve
paylagsma” oriintiisii yer almaktadir. Metin And tarafindan bolluk ve bereket ritiielleriyle iligkilendiri-
len bu 6riintii, Anadolu kiiltlirlinde yer alan bir¢ok seyirlik oyunda ve térensel pratikte toplumsal da-
yanigmay1 giiclendiren bir mekanizma olarak a¢iklanmugtir. Bir¢ok oyunda kdy halki evleri tek tek do-
lagarak yiyecek toplamakta ve toplanan yiyecekler oyunun ya da senligin sonunda gerceklestirilen
toplu ziyafetlerde tiiketilmektedir. Ancak Pinarcik Koyii 6rnegi, bu 6riintiiniin giiniimiizde yeni islev-
ler iistlendigini gostermektedir. Saha verileri, oyunlarin yalnizca kiiltiirel bir etkinlik degil, ayni za-
manda belirgin bir ekonomik organizasyon yapisi icerisinde gelistigini de ortaya koymaktadur.

Bu dogrultuda ¢alisma, bolluk ve bereket ritiielleriyle iligkilendirilen yiyecek toplama ve paylasma
oriintiisliniin, s6z konusu seyirlik oyunlarda tarihsel siirekliligini korurken degisen toplumsal ihtiyag-

lar dogrultusunda farkli bicimler ve iglevler kazanarak varligini slirdiirdiigiinii ileri stirmektedir.



UTAD 2026 - Borders & Boundaries - Stmirlar ve Ayrimlar

OIZ ABSTRACT - BILDIiRI

Kimlik Stnirlari: Irk, Cinsiyet, Cinsellik ve Tiyatro

Cercevelenmis Thaller: Pinarcik Kéyii 29 Ekim

Kutlamalar: ve Karnavalin Sinirlar

Idil Atasoy Kadir Has University
ANAHTAR KELIMELER Bahtin - Canetti - Milas - iktidar - karnaval - kitle - toplumsal cinsiyet
¥

u ¢aligma, Muglanin Milas il¢esine bagli Pinarcik Koyii'nde gerceklestirilen 29 Ekim Cumbhuri-
B yet Bayrami ve “Kaddak Deve $enligi” kutlamalarini kiiltiir teorileri egliginde tartigmaya agmak-
tadir. Resmi devlet toreninin ciddiyeti ile halk kiiltiirli mizahinin i¢ ige gectigi bu etkinlik, kirsal top-
lumsal dinamiklerin analizi i¢in zengin bir zemin sunmaktadir. Caligma, sahada yiiriitiilen katilimc:
gozleme dayanarak Mikhail Bahtin’in karnaval kuramu ve Elias Canetti'nin kitle ve iktidar teorisini
gozlemlenen olgularla karsilagtirmakta olup, kesin sonuglar iiretmek yerine bir inceleme hatti kurmay:
amaclamaktadir.

Aragtirmanin ilk izlegi, herkesin birbirini tanidig: bir toplulukta maske ve grotesk beden temsilleri-
nin sagladig ge¢ici anonimlik alanidir. Bahtin’in karnaval kuraminda maskenin hiyerarsiyi yikan ve
grotesk doniisiimli mesrulastiran iglevinden hareketle, taklit ve kostiimlerin vaat ettigi kuralsizligin
gergek sinirlar1 sorgulanmaktadir. fkinci izlek, senlikteki eylemselligin toplumsal cinsiyet ve statiiye
gore nasil sekillendigidir: cross-dressing sahneleri ve oyunlarin temalari, cinsiyetin karnavalsk askiya
alinmasi baglaminda ele alinmaktadir. Son olarak, meydandaki kadin izleyicilerin konumu mercek
altina alinmaktadir. Kamusal alanin doniigiimii ve kitlesel ritiiellerin statiikoyu yeniden iiretme iglev-
leri sorgulanmaktadir.

Temel sorulacak sorular sunlardir: Ozgiirlestirici goriinen kutlama, sundugu serbestligi takvime,
cinsiyete ve kOy hiyerarsisine goére dagitmakta ise, Pinarcik senligi Bahtinci bir anlamda ¢ercevelen-
mis bir ihlal olarak okunabilir mi? $enligin yarattig1 toplu desarj ani, Canetti'nin Entladung kavramry-
la okundugunda, communitas hissini gegici olarak iiretmekteyse, bu his kalic1 olmak yerine mevcut
diizeni yenilemekte midir?

Caligma, Pinarcik kutlamalarini tek boyutlu bir 6zgilirlesme ya da kat1 bir statiiko anlatis1 olarak
degil, iki kutup arasinda gidip gelen dinamik bir yap1 olarak konumlandirmaktadir. Maskenin déniis-
tiirticii glicii ile kirsal hiyerarsilerin ehlilestirici sinirlarinin nerede kesistigini soran bu ¢aligma, halkbi-

lim literatiiriine toplumsal cinsiyet ekseninden bir katki sunmay1 hedeflemektedir.

— o —
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Hybrid and Border-Crossing Performance Practices (Theatre, Dance, Music, Visual Arts)

Time as a Tangled Rope: Rethinking Linear
Temporality in Timothy Morton’s Time Time Time

Yektanur Kogak TED University
KEYWORDS Karen Barad - hyperobjects - new materialisms - post humanism - time
¥

his paper investigates the multidisciplinary operatic work TIME TIME TIME (2019) by Jen-
T nifer Walshe and Timothy Morton through its unconventional demonstration of temporality.
In an era where everything is measured through linear time, productivity has become the dominant
value, time itself has turned into a measurable commodity to be consumed. Within this technological
age, the notion of entangled time, a temporality in which past and future coexist simultaneously
within the present, has gradually been marginalized and overlooked. In this context, time is not an
entity with strict borders to define what it symbolizes, rather it is an experience where the observer
feels, remembers, teleports and travels. TIME TIME TIME is an opera that seeks to dismantle these
rigid and sharply defined boundaries of time by emphasizing the multiplicity of temporalities. By
demonstrating layered temporal structures such as digital time, biological time, and evolutionary time
through video projections and bodily theatre, the opera aims to decenter anthropocentric views of
time and human control over the universe. The conception of time as a non-linear phenomenon em-
phasizes the entanglement of past, present, and future within human existence. From this perspective,
humans are not simply forward-moving subjects constrained by a linear temporal horizon, but rather
microcosmic reflections of the universe itself, in which multiple temporal dimensions coexist within
an integrated whole.Drawing on Timothy Morton’s concept of “hyperobjects,” and Karen Barad’s
concept of agential realism, this paper demonstrates how the operatic theatre establishes an under-
standing of the swirling entanglement of time for the audience. Ultimately, this study argues that by
overlapping different timelines through music, theatre, and science, TIME TIME TIME serves as a
border-crossing performance that challenges linear and human- centered understandings of time as a

constructed concept.
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The Duplicable Human: Baudrillardian Hyperreality
and Simulacra in Karel Capek’s R.U.R.

Dilek Tiifek¢i Can  Balikesir University
Sara Hilal Sedeeq Fenerbahge University
KEYWORDS Hyperreality - human identity - manufactured humanity - posthumanism - simulacra

€

his paper examines Karel Capek’s Rossum’s Universal Robots (RUR.) (1920) from a perspective
T that diverges from the conventional interpretation of the play as a narrative about the replace-
ment of humans by machines. Instead, this paper contends that robots serve as representations of
manufactured humanity. The robots are intentionally designed to resemble, behave, and operate like
humans. As a result, the border between what is human and what is synthetic becomes significantly
destabilized. Drawing on Jean Baudrillard’s concepts of simulacra and hyperreality, and using posthu-
manist perspectives, this paper explores how RUR. transforms conventional understandings of hu-
manity into entities that can be replicated and commodified. The initial depiction of robots mirrors
human labour; however, as the play develops, the narrative interrogates whether human characteris-
tics can be reproduced to such an extent that humanity ceases to be understood as constant, biologi-
cal, or exclusive. Ultimately, the robots evolve beyond mere replicas, becoming symbols through
which the nature of human identity is critically examined. Thus, this paper argues that Capek’s manu-
factured robots can be interpreted as hyperreal humans. These synthetic beings successfully imitate
human roles, thereby eliminating the distinction between biological humans and artificial creations.
Their existence reveals a world in which labour, emotions, identity, and life itself are conceptualized
as products. From this perspective, RUR. serves not only as a cautionary play about technological ad-
vancement but also as a significant early exploration of the loss of human uniqueness when it be-

comes replicable.
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Disciplinary Boundaries of Theatre Theories and Border-Crossing Methodologies

A New Historicist Reading of Marlowe’s Doctor
Faustus: Between Rebellion and Restraint

Deniz Yildiz Istinye University
KEYWORDS Doctor Faustus - individual freedom - new historicism - rebellion and restraint - subversion and containment
¥

his study examines Christopher Marlowe’s play Doctor Faustus (1592) within the framework of
T New Historicism, exploring how human desire for individual freedom conflicts with the ideo-
logical boundaries of early modern period. Faustus’ boundless desire for knowledge, his questioning
of the dogmatic theological order, and his attempt to break away from a God-centred epistemology are
the main points where this conflict becomes dramatically apparent. Thus, his rejection of the sanctity
of knowledge through converting it into a personal and worldly goal can be considered as one of the
most extreme representations of Renaissance individualism. This study will analyse the play with ref-
erence to Stephen Greenblatt’s concept of “subversion and containment” which asserts that the cul-
ture not only encourages but also suppresses the potential for individual rebellion by restructuring it.
Additionally, this study will discuss how Marlowe’s engagement with atheism, heterodoxy, and politi-
cal radicalism provides a historical backdrop for the intellectual challenge in the play. Marlowe’s mar-
ginal position intersects with Faustus’ boundary-pushing characterization, deepening the play’s ideo-
logical tension. The play’s progression reveals how human desire for individual liberation is neutral-
ized by the cultural order and how the intellectual rebellion gradually transforms into a superficial
spectacle. Within this context, Doctor Faustus is regarded as a multi-layered text which simultaneously
portrays the rise of the human desire for individual freedom and its suppression by ideological mecha-

nisms, unveiling the tragic contradiction of the Renaissance man.
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“His Mother's Son: Bessie Shaw and the Theatrical
Negotiation of Gender Boundaries”

Atalay Giindiiz Dokuz Eyliil University
KEYWORDS Shaw - Victorian theatre - dramatic feminism - emancipation
¥

)(4 eorge Bernard Shaw’s dramatic interrogation of gender boundaries emerges from his lived

G experience of female emancipation within domestic spaces—specifically, his mother’s trans-
gressive navigation of Victorian constraints. Born into an unhappy marriage, Bessie Shaw redefined
familial hierarchies by abandoning her alcoholic husband, establishing economic independence
through musical pursuits under tutor Vandeleur Lee, and ultimately becoming the family’s decision-
maker and breadwinner. This domestic reconfiguration of power—a literal dismantling of patriarchal
borders—directly shaped Shaw’s theatrical practice. Shaw’s dramatic heroines—Vivie Warren in Mrs
Warren’s Profession (1894) and Mrs. Clandon in You Never Can Tell (1897)—embody the “new
woman” prototype that his mother represented. These characters cross gender boundaries by claiming
economic autonomy, rejecting enforced domesticity, and asserting intellectual authority. Through
dramaturgical structures that foreground female agency and independence, Shaw challenges the
formal and ideological limits of Victorian theatre, which traditionally confined women to passive, do-
mestic roles. Significantly, Shaw’s personal marriage to Charlotte Payne Townshend demonstrates
how his theoretical commitment to boundary- crossing manifested in practice. He actively encour-
aged her independent intellectual work, rejected patriarchal financial arrangements, and constructed
a marriage that honored her autonomy—establishing new relational boundaries rather than reinforc-
ing conventional ones. This paper examines how Shaw’s theatrical dismantling of gender boundaries—
both aesthetically and thematically—traces its genealogy to his mother’s personal transgression of Vic-
torian constraints. By analyzing the domestic origins of Shaw’s dramatic feminism, we illuminate how
theatre functions as a critical site where private acts of resistance become public, performative chal-

lenges to systemic boundaries of power, representation, and identity.

*Note: this abstract departs from the author’s 2013 book “Men in Petticoats” and was drafted with the help of Claude 4.5 Haiku.
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Gendered Power and the Boundaries of Intimacy in
Patrick Marber’s Closer

Begiim Sude Mizrak Iscanbul Aydin University
KEYWORDS Closer - Contemporary Drama - Gendered Power Relations - Intimacy - Patrick Marber
¥

ontemporary dramatic texts often present intimacy not as a safe emotional space, but as a com-
C plex and full of unstable tension. In relationships, individuals seek honesty and emotional
closeness, yet this closeness can also turn into a form of control. Patrick Marber’s Closer (1997) shows
this problem through four characters, Dan, Alice, Anna, and Larry. Their relationships are shaped by
desire, lies, jealousy, and emotional dependence. The play also questions the limits of personal free-
dom within close relationships and reveals the fragile boundaries between the private and shared emo-
tional experiences. Throughout the play, intimacy is tested by truth, confession, and betrayal. The
characters constantly seek access to each other’s private feelings and secrets, but this desire does not
create real understanding Instead, it creates more conflict between them. As the characters demand
increasing emotional openness from each other, the line between intimacy and interference becomes
more and more blurry. In Closer, emotional closeness becomes a way of crossing personal boundaries.
Also, honesty becomes dangerous, as the characters use truth as a means of hurting and controlling
each other. The play shows that love and intimacy are not always connected with trust. Besides, the re-
lationships in the play are affected by gender and power. Men and women do not have equal control
in these relationships, and this makes intimacy more problematic. By using Raewyn Connell’s theory
of gendered power relations and Anthony Giddens’s idea of intimacy, this paper argues that Closer
presents intimacy as a fragile space between love and domination. In the end, Marber shows that inti-
macy is not a stable or safe connection but a notion in which the personal boundaries are crossed and
repeatedly changed. Through Dan, Alice, Anna, and Larry, the play shows how truth, love, and emo-

tional attachment can become tools of control.
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“Ireland mustn't be such a bad place”
Representations of island space in The Cripple of

Inishmaan

Dilek Oztiirk Yagc1 Istanbul Technical University
KEYWORDS Martin McDonagh - The Cripple of Inishmaan - island idyll - island spatiality - space
(4

his study examines the representations of island space in 7he Cripple of Inishmaan (1996) by the
T contemporary Irish playwright Martin McDonagh. Set on the small Aran islands of Inishmaan
of Ireland in 1934, the play focuses on the life of an ‘insular’ community which has few links with the
rest of the world. The quiet world of the islanders is disrupted when the news arrive that an American
film company is shooting a documentary about the ‘authentic’ island life on the Aran Islands. When
Billy, the orphan boy, crippled in one leg and one arm, seizes an opportunity to join the filming and
take a screen test in Hollywood, he transcends the boundaries of his ‘disfigured’ body as well as the
cultural and political borders of Ireland. Following a few months in Hollywood, Billy returns to Inish-
maan, challenging the idea of ‘escape’ and the ‘American imaginary. Just as the characters reject
Robert Flaherty’s romanticised island life docufilm Man of Aran, Billy’s homecoming also unsettles
the essentialist notions of ‘nation’ and ‘identity. His return reveals the island’s threshold space as a
site of possibility where he reconceives of himself beyond the constructed views. By embracing his
self and relationality, Billy highlights the fluid nature of identity and the porosity of the island space,
complicating the romanticised readings of islands as places with nostalgic overtones of land and land-
scape. Drawing on these ideas, this paper will discuss how McDonagh rewrites the island idyll destabil-
ising its claim to authenticity. To develop this argument, Johannes Riquet’s ideas on island spatiality
will be employed, which conceptualise islands as open, unstable, porous, and “lived spaces with their
own distinctive materialities and dynamic processes” (The Aesthetics 21), challenging their prevalent

interpretations as static and bounded spaces.

— 32—



UTAD 2026 - Borders & Boundaries - Stmirlar ve Ayrimlar

020 ABSTRACT - BILDIiRI

Ethical Boundaries and Politics of Representation: What Can Be Represented?

Political Boundaries of Theatrical Representation: A
Transnational Conflict over The Lustful Turk

Melike Irem Alhas TED University
KEYWORDS Orientalism - Ottoman diplomacy - Victorian theatre - political boundaries of representation - the lustful Turk
¥

British parody of Don Juan in 1893 placed an Ottoman sultan, Abdiilhamid II, within the famil-
A iar stereotype of the “lustful Turk,” provoking protest from the Ottoman ambassador and inter-
vention by British authorities. Using Ottoman archival documents, this study examines the incident
as a transnational conflict over the political boundaries of theatrical representation. By situating the
controversy within the Western tradition of imagining Ottoman rulers through the figure of the “lust-
ful Turk,” the paper argues that Victorian popular theatre functioned not merely as entertainment, but
as a contested space where Orientalist fantasy, imperial diplomacy, and claims to sovereign dignity
collided. The Ottoman response sought to redraw the boundary between aesthetic freedom and politi-
cal accountability, asking whether comic licence on the Victorian stage could remain merely theatrical
when it mobilised Orientalist sexual fantasy against a reigning sovereign. Although diplomatic pres-
sure secured the removal of Sultan Abdiilhamid II’s name from the production, the visual and cultural
codes attached to the “lustful Turk” remained largely intact. The episode therefore reveals both the
reach and limits of Ottoman intervention in British performance culture, while showing how the stage
became a political boundary site where representation, authority, and imperial hierarchy were negoti-

ated.
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Censorship, Freedom of Expression, and Boundaries of Resistance in Theatre

Zizek’s Ideological Fantasy: Occupation, Censorship,
and Theatrical Resistance in My Name is Rachel Corrie

S. Hiida Temiir Atariirk Universicy
KEYWORDS Censorship - Ideological Fantasy - Key words: My Name is Rachel Corrie - Theatrical Witness - Zizek
¥

y Name is Rachel Corrie, first staged at the Royal Court Theatre, London, in 2005, is a verbatim
M theatre piece compiled from the diaries and emails of Rachel Corrie, an American activist killed
by an Israeli military bulldozer in Rafah, Gaza, in 2003. Edited by Alan Rickman and Katharine Viner,
the play transforms first-hand testimony of occupation into a theatrical act of witness, though its can-
cellation by the New York Theatre Workshop in 2006 proved that the act of witnessing itself remained
politically intolerable. This paper reads the play through Zizek’s (1989) concept of the ideological fan-
tasy, the symbolic structure through which a social order conceals its own fundamental antagonism
and presents itself as natural and necessary. The border regime of occupied Gaza is sustained by ex-
actly such a fantasy. By placing her body inside the occupied territory, Rachel crossed the threshold
the ideological fantasy is designed to make uncrossable, and her diaries document what lies on the
other side. Her testimony constitutes an active threat to the coherence of the ideological order. The
play brings that testimony onto the stage, exposing the crack in the fantasy. This is what Zizek (1989)
calls the symptom: the moment when the suppressed truth of a social order returns to the surface,
threatening the illusion that holds everything in place. When institutional power suppressed Rachel’s
voice a second time, following her physical erasure in Rafah, it revealed the very mechanism Zizek de-
scribes: ideology protecting itself from its own rupture. This paper regards the stage not merely as a
space of representation but a contested border in itself, where what can be said, shown, and mourned

remains violently policed.
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Kimlik Sinirlar1 Uzerine Bir Dramaturji: 12 Eyliil
Sonrasi Tiyatroda Marjinal Kimlikler

Ayse Sancak Deniz Independent Researcher
ANAHTAR KELIMELER 12 Eylil Sonrast Tiirk Tiyatrosu - Marjinal Kimlikler - Stz Patlamas: - Otekilestirme Pratikleri
¥

imlik sinirlar, 1rk, cinsiyet ve cinsellik ekseninde sabit ve 6zsel kategorilerden ziyade, tarihsel,
K sOylemsel ve ideolojik siire¢ler i¢inde kurulan dinamik yapilara igaret eder. Bu bildiri, 12 Eyliil
sonrasi Tiirk tiyatrosunda kimligin nasil {iretildigini ve 6tekilestirme pratikleri araciligryla nasil sinir-
landirildigini, Istanbul’un arka mekanlarinda konumlanan marjinal kimliklerin temsili iizerinden dra-
maturjik bir inceleme ¢ercevesinde ele almaktadir. Bu baglamda, 6tekilestirilen escinsel kimligi tizerin-
den pedofili, kiirtaj, AIDS hastalig1 gibi konusulmasi yasak olan, tabulastirilan toplumsal sorunlar giin-
deme getiren Ferdi Merter’in Kugular Sarki S6ylemez (1993) ve hamile olan geng bir kizin karnindaki
bebegin babasini bulmak i¢in Istanbul’un arka sokaklarini dolagmasini anlatan Ozen Yula'nin Istanbul
Beyaz Raki Rengarenk (1997) adli oyunlari ¢aligma kapsamina alinmistir.

Kuramsal olarak, Michel Foucault'nun iktidar ve dogruluk sdylemleri kavramsallagtirmasi, kimligin
bastirilan degil, aksine iktidar iligkileri i¢inde iiretilen ve disipline edilen bir yap1 oldugunu ortaya
koyar. Bu ¢ercevede iktidar, yalnizca yasaklayan degil, 6zneyi kuran, tanimlayan ve normatif sinirlar
icine yerlegtiren iiretken bir mekanizma olarak degerlendirilir. Judith Butler’in performatif kimlik an-
layisi ise cinsiyet ve kimligin dogustan verilmis degil, tekrar eden sdylem ve eylemler araciligiyla kuru-
lan bir performans oldugunu ileri siirerek bu yaklasimi derinlestirir. Zygmunt Bauman’in akiskan mo-
dernite kavrami, kimligin sabitligini yitirerek parcali, gecici ve mekansal olarak yerinden edilmis bir
kurguya doniismesini agiklarken, Nurdan Giirbilek’in “s6z patlamas1” kavrami, bastirilmig kimliklerin
kamusal alanda goriiniirliik kazanma siirecini ve bu siirecin beraberinde getirdigi yeni denetim bigim-
lerini agiklar.

Bu dogrultuda bildiri, tiyatroyu yalnizca bir temsil alan1 olarak degil, 6tekilestirilen, marjinallegtiri-
len ve kentsel periferide konumlanan kimliklerin séylemsel olarak iiretildigi, dolasima sokuldugu ve
yeniden tanimlandig: bir kiiltiirel pratik olarak konumlandirir. Sonug olarak, kimligin dogustan ve de-
gismez degil, iktidar, s6ylem ve toplumsal normlar araciligiyla kurulan, performatif ve akigkan bir

stire¢ oldugu ileri siiriilmektedir.
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Kurguda Kadin Temsili igin Yeni élgﬁtler:
Bechdel’den Tﬁrkiye Sahnesine Feminist Oyun
Yazarhgl I¢cin Temsil Testi

Siindiiz Hagar Iscanbul Aydin University
ANATTAR KELIMELER Bechdel Testi - feminist sanat - feminist tiyatro - oyun yazarhg: - saydamiik
(4

iyatro ve sinemada nesnel temsil eksikligi, uzun siiredir tartisilan temel sorunlardan biridir. Bu
T nedenle, diinyada kadinlarin (ve zamanla farkli kimliklerin) goriiniirliigiinii ve temsilini 6l¢mek
i¢in gesitli testler gelistirilmistir. Bechdel Testi, Vito Russo Testi, Mako Mori Testi, Sphinx Testi gibi
araglar, metinlerin yalnizca niceliksel degil, niteliksel olarak da hangi 6nyargilar1 yeniden {irettigini
goriiniir kilmay1 amaglar. Bu ¢alisma, 6ncelikle Bechdel Testi’nden baslayarak s6z konusu temsiliyet
testlerini tarihsel ve elestirel bir bakigla bir araya getirmekte, aralarindaki ortak ve ayrisan ilkeleri tar-
tismaktadir.

Tiirkiye’de tiyatro alaninda bu tiir temsiliyet testlerinin neredeyse hi¢ uygulanmamas: ve yerel,
baglamsal bir feminist temsil testinin heniiz liretilmemis olmasi, ¢alismanin ¢ikis noktasini olustur-
maktadir. Caligma, yalnizca temsiliyetin, yani kadin karakterlerin sayisinin ya da sahnedeki gériintim-
lerinin artmasinin yeterli olmadigini; bir oyunun temsil esitligi agisindan pozitif sayilabilmesi i¢in ka-
rakter sayisi ve islenisinin Otesine gecen, iktidar iligkilerini, kesisimselligi ve yazar 6znenin konumunu
hesaba katan 6zgiin bir yaklagim gerektigini savunur.

Bu nedenle ¢alismanin ikinci boliimii, mevcut uluslararasi testlerden hareketle, Tiirkiye’de 6ncelik-
le tiyatro alaninda kullanilabilecek, yerel baglama duyarl bir temsiliyet testi dnerme ¢abasi tagimakta-
dir. Onerilen gerceve hem mevcut oyunlarin analizine uygulanabilecek hem de oyun yazarligi atélye-

lerinde yaratici siireci yonlendirebilecek pratik bir diistinme araci olarak kurgulanmaktadir.
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Goriiniirligiin ve Otekilestirmenin Politikalart

Goriinmezlikten Politik Varoluga: Mothers. A Song for
Wartime Performansinda Bedensel Ittifak ve Karsi-
Agit
idil Ozaydin Dogus University
ANAHTAR KELIMELER Kamusal alan - bedensel ittifak - gorimdirliik politikalar: - yurtsuzluk

¢

u ¢caligma, Marta Gérnickanin Ukrayna, Belarus ve Polonyali go¢men kadinlarla gerceklestirdi-
B g1 Mothers. A Song for Wartime performansi iizerinden, savag ve yerinden edilmenin iirettigi
yurtsuzluk ve siyasal gériinmezlik durumunun ¢agdas performans pratikleri i¢inde nasil agildigini in-
celemektedir. Bu baglamda ¢aligma, sahnedeki ¢ok uluslu kadin bedenlerini bir savag magduriyetinin
temsili olarak ele almaz. Bunun yerine, yurtsuzlugun ve tarihsel olarak 6zel alana hapsedilmis yas eyle-
minin performans siiresince teshir edilmesinin yarattig1 politik kamusal alan ingasina odaklanir. Per-
formansta politik anlati, temsilin Gtesine gegilerek, sesin siirekliligi ve bedensel eylemlilik tizerinden
kurulmaktadir. Devletsiz birakilan kadinlarin sahnede goriiniir kilinmasi, modern ulus-devlet sistemi-
nin ve yasanin digina itilmig bu bedenlerin siyasal diizleme hangi konumdan dahil oldugu sorusunu
giindeme getirir. Bu baglamda sahnede yer alan kadinlar, ac1 ¢eken edilgen bir kurban olarak degil be-
densel varolugunu kamusal bir hak talebine doniistiiren eyleyen bir “hayatta kalan” konumunda diisii-
niiliir. Edilgenlikten eylemlilige uzanan bu performatif kirilma, ¢aligmanin temel sorunsalini olugturur
ve yurtsuzlugun dayattig: salt hayatta kalma mecburiyeti ile sahnede yeniden inga edilen siyasal varo-
lus arasindaki ontolojik gerilimi merkeze tasir. Hak yoksunlugu insani siyasal goriinmezlige ve o6zel
alana mahkum ederken; yasanin digina itilmis kadinlarin sahnede bedensel bir ittifak kurmalari, bu
mahkumiyeti kirarak yeniden kamusal alana ¢ikiga isaret eder. Bu ayrim, politik estetigin, yalnizca ha-
yatta kalmaya indirgenmis bedenlere sahnede nasil bir politik varolus imkani sundugu sorusunu agar.
Bu noktada performans, Antik Yunan’dan beri kadini edilgen bir kurban olarak kodlayan “agit yakan
kadin” imgesini, dogrudan dogruya 6zel alana hapsedilmigligin bir temsili olarak ele alir. Tarihsel
olarak yalnizca hayatta kalma haline sikigtirilmig bu yas tutma eyleminin, koral bir ittifakla gii¢lii bir
“karsi-agit” formunda kamusal bir bagkaldiriya doniistiiriilmesi, savag magduru kadin bedeninin
glincel direnis pratikleriyle iligkisini sorunsallastirir. Bu ¢aligma, s6z konusu gerilimi sahnedeki koral
beden iizerinden ele alarak, yurtsuzlugun ve 6zel alan-kamusal alan karsithgmin ¢agdas performans

baglaminda {irettigi goriiniirliik politikalarina odaklanmaktadur.
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Redefining the Boundaries of the Stage and of
Spectatorship beyond Ableism:
The Shadow Interpreter

Basak Ergil Yeditepe University
KEYWORDS ableism - deaf culture - shadow interpreting - sign language interpreting - theatre translation
(4

hadow interpreting is the inclusion of sign language interpreters on the theatre stage to perform
S interpreting performances alongside the cast of the play. Each member of the cast is assigned a
“shadow interpreter,” simultaneously “acting” as well as “interpreting” the actor’s part in sign language.
Unlike surtitling, a more commonly used method used for theatre and opera translation consisting of
the translated text being projected above the stage during the live performance; and unlike regular
sign language interpreting practices that locate the stable sign language interpreters in front of the
stage, shadow interpeting is a more dynamic, performative, and creative form of sign language inter-
preting located on the stage where the associated actor is acting, The present paper aims at approach-
ing shadow interpreting as an interdisciplinary ethical issue, concerning ethics of performance and
ethics of translation and interpreting, Instead of locating theatre translation and/or interpreting out-
side the stage and defining it as a simplistic task of rendering mainly of the textual meaning, the inclu-
sive and culturally pluralistic practices of shadow interpreting provide deaf communities with a more
artistic, creative, and stylized form of interpreting performance as these practices transgress the

boundaries and norms attributed to the spectatorship and watching practices of deaf communities.
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he experiences of the Holocaust and the Blitz transformed twentieth-century theatre by chal-
T lenging traditional ways of representing human suffering and historical trauma. The unprece-
dented violence, destruction, and psychological shock of these events led playwrights and theorists to
seek new dramatic forms capable of expressing fear, alienation, and the fragility of human existence.
Harold Pinter responded to the political and moral consequences of modern violence through his po-
litical dramas. In plays such as One for the Road, Mountain Language, and Ashes to Ashes, Pinter ex-
plores themes of oppression, torture, surveillance, memory, and state power. His use of silence,
pauses, ambiguity, and indirect references reflects the difficulty of representing historical atrocities
such as the Holocaust. Rather than depicting violence explicitly, Pinter exposes the mechanisms
through which authority controls individuals and suppresses truth. The ideas of Antonin Artaud also
emerged from a world marked by crisis and upheaval. Artaud’s concept of the Theatre of Cruelty
sought to shock audiences out of complacency by confronting them with intense sensory experiences.
He believed that conventional language was inadequate for expressing profound human suffering and
that theatre should communicate through gesture, sound, movement, and emotional intensity. Al-
though Artaud wrote before the Holocaust, his theories became especially relevant in the postwar
period when artists struggled to represent the horrors of genocide and war. Both Pinter and Artaud
challenge realistic theatre, but they do so in different ways. Artaud advocates a theatrical assault on
the senses, while Pinter employs silence, menace, and psychological tension. Nevertheless, both seek
to reveal hidden forms of violence and expose the instability of social and political order. Their work
reflects a twentieth-century awareness that catastrophic events such as the Holocaust and the Blitz

demand new theatrical languages capable of expressing trauma, fear, and human vulnerability.
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his study examines the boundary as both a theatrical and traumatic site, exploring how two radi-
T cally different performance traditions, In-Yer-Face Theatre from the UK and Butoh from Japan,
negotiate the limits of what can be expressed, witnessed, and endured. Grounded in the trauma theo-
ries of Freud and Cathy Caruth, the research investigates how performance operates at the threshold
between the speakable and the unspeakable, the personal and the collective, the historical and the
bodily. In the wake of World War II and the nuclear bombings of Hiroshima and Nagasaki, trauma
emerged as a force that fundamentally dissolves boundaries , between self and other, past and present,
the living and the dead, while simultaneously erecting new ones where conventional language and
representation fail. In-Yer-Face Theatre, characterized by graphic violence, verbal aggression, and
emotional intensity, stages trauma by transgressing the boundaries between performer and audience,
fiction and reality, the theatrical and the visceral. Butoh, by contrast, works at the border of the
human and the inhuman, the animate and the inanimate, transforming the body itself into a contested
terrain of historical memory and suffering, Through a comparative analysis of Sarah Kane’s Blasted
and Kazuo Ohno’s My Mother, this study examines how each tradition maps trauma onto the bound-
aries of form; verbal versus physical, confrontational versus contemplative, revealing how national
histories, cultural aesthetics, and competing understandings of suffering shape the very borders
within which trauma can be performed and perceived. Rather than treating these two traditions as op-
posites, this research positions them as boundary-crossing dialogues across culture, geography, and
theatrical convention, offering a cross-cultural perspective on how performance inhabits and trans-

forms the spaces where trauma resists articulation.
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his paper uses Gilles Deleuze and Félix Guattari’s concept of territorialization and Homi K.
T Bhabha’s concepts of The Third Space and mimicry to analyze Edward Albee’s The Sandbox
(1960), often categorized as absurd, as a ritualized border space. In this place, physical and symbolic
boundaries are created, negotiated, and destabilized through discourse and performance. Thus, it ex-
plores how the beach, the sandbox, and familial relationships function as spaces for producing and
challenging power, identity, and meaning, The study uses postcolonial theory to closely examine the
text and identify symbols and metaphors that function as microcosmic and macrocosmic analogies. It
explains how spaces are formed and maintained with spatial arrangement, ritualized action, and the-
atrical representation. The liminal space of the beach is a space in which boundaries are unstable and
open to negotiation, revealing their fragility, functioning as a Third Space for the creation of new dis-
courses, and suggesting confinement, transformation, and transition. Mommy’s, Grandmother’s, and
the young man’s identities are unstable and are performative positions. Performativity shapes power
and identity discourses. Mommy is the surveilling authority figure in total control; the grandmother is
displaced and dehumanized by Mommy. She is resistant and insists on telling her story as a counter-
narrative, positioning herself in the sandbox. The tension arises from the young man’s position be-
tween representation and ideological control. By discussing 7he Sandbox through the concepts of ter-
ritorialization, ritual, and the Third Space, the study contributes to discussions of power, control, rep-

resentation, and spatial politics and addresses borders and boundaries in postwar American theater.
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n Moy of the Antarctic: An African Odyssey (2006), playwright Mojisola Adebayo employs the real-
I life story of Ellen Craft, an African American woman who escaped slavery disguised as a white
man. Situating the play within postcolonial ecocriticism and Rob Nixon’s theorisation of slow vio-
lence, this paper argues that Adebayo constructs a decolonial dramaturgy in which the politics of rep-
resentation becomes inseparable from the ethics of ecological and racial visibility. Building on Craft’s
foundational act of fugitivity, Moj’s journey across the Atlantic, Britain, and the Antarctic transforms
geographical borders into unstable theatrical and ecological thresholds.

Rather than representing the ocean as a neutral passage, Moj of the Antarctic stages it as an archive
of racial capitalism and ecological loss, reversing, as Paul Gilroy’s Black Atlantic framework suggests,
the very itineraries of enslavement into routes of resistance. The play’s prologue invokes the geo-
mythical Gondwanaland to reimagine geography prior to colonial separation, reading the tectonic
splitting of Africa and Antarctica as a metaphor for colonialism and racism. Moj’s shifting racial and
gendered performances expose the violence of colonial boundaries between bodies and forms of be-
longing, The Antarctic becomes a haunted borderland where submerged Black oceanic histories and
environmental crisis converge, enacting destruction that is systematically rendered invisible.
Through its oceanic mise-en-scéne, the play brings human and more-than-human vulnerability into
relation, challenging anthropocentric understandings of history and performance.

Adebayo’s one-person form, staging a single Black body that carries multiple erased histories, her
intertextual appropriation of canonical Western texts, and her oceanic imagery collectively unsettle
the boundaries between historiographic theatre, travel writing, and ecological speculation. Ultimately,
Moj of the Antarctic offers a model of postcolonial ecocritical theatre in which crossing borders be-
comes a practice of ethical reworlding, questioning what performance can remember and what it can

imagine beyond empire and ecological extraction.
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his article introduces the choreographic apparatus of remote hosting across ’separated’ localities
T applied in a performance practice of Parallaxing (i) that | have been developing in the past years.
The separation addresses the experience of migrant artists and scholars connecting and sharing
across the borders that are symptoms of imperial and state power. Parallaxing (i) is a practice of form-
ing a cross-border collective body with artists/friends with similar experience of a double life across
these impermeable borders. We have formed collective bodies to attend any event that “I” have been
invited to, replacing my individual physical presence with a collective hybrid one. Borrowing the con-
ceptualization of body and presence from the field of performance studies and philosophy (Taylor and
Glissand), where the fluidity and opacity is centralised, I explore the apparatus of connect-ability and
move- ability to make space for trans-border collective bodies in the understanding of international-
ization and diversification in the global capitals.

What this article makes visible is both the discussions around institutional mandate of physical
presence and its turns around the COVID 19 pandemic as well as the effect of state borders in ob-
structing that presence. Parallaxing (1) is a practice that creates space to feel and connect with borders
and the way we create and cross them, through choreographing being together that is responsive to
the conditions that disrupt and sabotage our physical presence. In this article I will introduce the appa-
ratus of remote gathering through the performance practice of Parallaxing (i), from the international
transactions in sanctioned areas, to the cables and screens that work as a part of our collective body,
fighting for being present in the contributions to the collective thinking on this globe. I suggest re-

moteness as a valid form of being present that needs more acknowledgement and exploration today.
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ina Raine’s 7ribes stages deafness not as an individual deficiency but as a condition produced
N through exclusionary politics of communication. Centering on Billy, a deaf young man raised
within a hearing family that intentionally rejects sign language, the play demystifies how compulsory
able-bodiedness functions through the normalization of hearing and speech as dominant modes of
social participation. Although Billy’s family prides itself on intellectual openness and verbal sophisti-
cation, their incessant conversations paradoxically silence him, rendering him socially invisible
within the domestic sphere. Drawing on crip theory and disability studies, this paper argues 77ibes
destabilizes the assumption that disability resides in the deaf body itself. Instead, the text renders visi-
ble how communicative norms construct deafness as marginal through what Robert McRuer terms
compulsory able- bodiedness (2).

This paper further contends that the family functions as a microcosm of ableist society by persis-
tently demanding Billy’s assimilation into hearing culture while refusing to accommodate alternative
sensory and linguistic forms. In this respect, sign language emerges not merely as a tool of communi-
cation but as an embodied challenge to sonic normativity and hearing-centered subjectivity. More-
over, the play’s representation of overlapping dialogue, interruption, silence, and signed communica-
tion compels the audience to draw attention to the limits of normative listening practices. Ultimately,
this paper demonstrates that 77ibes critiques the politics of communicative normalcy by exposing
hearing culture itself as structurally disabling, thereby foregrounding deafness as a site of relational,

cultural, political and affirmative resistance.
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he paper addresses the process of creative contestation of boundaries in the performing arts
T from a cognitive perspective. Firstly, Eviatar Zerubavel’s typology of human minds is employed
to elucidate the process of creative recognition, destruction and reestablishment of cognitive bound-
aries in the context of performing arts. A series of in-depth interviews were conducted with a range of
Slovenian performing artists (actors, performers and dancers) from May to November 2024. The ob-
jective of these interviews was to collect data on the application of Zerubavel’s (1997) model of ex-
plaining artistic critique of injustice and social relationships. This model had already been previously
employed two decades ago (Krpi¢ 2006), but not yet in the area of the performing arts. The present
study aims to ascertain whether this model can provide a plausible explanation of the nature of art
performance. The analysis revealed that the performing artists regarded their creative process as dis-
tinctive in terms of its receptiveness to novel concepts and methodologies. They conceptualised cre-
ativity as a process characterised by the contestation of cognitive boundaries, frequent modification
of existing frameworks, and the establishment of new cognitive boundaries. The outcome of this
process is the creation of a novel temporal cognitive order that is embedded within a distinct perfor-

mance.

References Krpi¢, Tomaz. 2006. Umetnost in kritika kultur strahu v lu¢i kognitivne sociologije. Teorija in praksa 43 (3-4): 523-
539. Zerubavel, Eviatar. 1997. Social Mindscapes: An Invitation to Cognitive Sociology. London: Harvard University Press.



UTAD 2026 - Borders & Boundaries - Stmirlar ve Ayrimlar

033 ABSTRACT - BILDIiRI

Performans ve Mekana Ozgii Tiyatro ve Kamusal Alan Miidahaleleri

Mekana (")Zgii Tiyatroda Metamodern Mekan Algisi
ve Kamusal Alan Pradigmam

Neslihan Ekim Dokuz Eyliil University

ANAHTAR KELIMELER Bellek Fenomeni - Cografi Smmrlar - Esiksellic - Kamusal Alan - Mekana Ozgii Tiyatro -

Metamodernizm - Salimm
4

etamodernizm; modernizmin iitopyaci coskusu ile postmodernizmin ironik mesafesi arasinda-
M ki siirekli salinimi (oscillation) temsil eden bir “duyu yapis1” olarak, giiniimiiz sanat ve mekan
pratiklerinde yeni bir etik ve estetik arayisi ifade etmektedir. Bu ¢alisma, UTAD tarafindan belirlenen
“Mekan ve Cografi Sinirlar” izlegi cercevesinde, metamodern duyarliligin tiyatro mekanina ve sinir
kavramina kazandirdig1 derinligi kuramsal bir diizlemde ele almaktadur.

Vermeulen ve van den Akker’in “bilingli bir naiflik” (informed naivety) olarak tanimladigi metamo-
dern durum, mekani yalnizca fiziksel bir koordinat veya cografi bir engel olmaktan ¢ikarip, ge¢misin
izlerini tagiyan ve gelecege yonelen hibrit bir esige doniistiiriir. Caligmada, mimari bir kavram olarak
“bellek fenomeni” (phenomenon of memory) ve bu fenomenin retrospektif, animsatici ve anma dii-
zeyleri, tiyatro performansinin mekansal sinirlarryla iligkilendirilmektedir. Mekana 6zgii tiyatro (sites-
pecific theatre), bu baglamda fiziksel sinir duvarlarini veya kontrol noktalarini agsan, kamusal alani
performatif bir “belgeleme” ve miidahale bolgesi olarak yeniden kurgulayan bir arag olarak incelen-
mektedir. Mekanin “esikselligi” (liminality), metamodernizmin hem ge¢misin hatirasina bagli kalma
hem de yikintilar arasindan yeni bir anlam inga etme arzusunu ayni1 anda barindirmaktadir.

Bu bildiri, sinirlarin yalnizca cografi boliinmeler olmadigini, ayni zamanda farkli ontolojik katman-
larin ve kolektif bellek katmanlarinin kesigtigi yaratici alanlar oldugunu savunmaktadir. Performansin
mekana miidahalesi, postmodernizmin “her sey kurgudur” anlayisindan siyrilarak, mekanin tarihsel
yiikiinii “yeni bir samimiyet” ile iistlenir. Sonug olarak ¢aligma, metamodern tiyatro pratiginin cografi
sinirlar: nasil esnettigini ve mekani bir argiv nesnesi olarak nasil yeniden canlandirdigini analiz

ederek, tiyatro teorilerinin disiplinlerarasi sinirlarini agan bir metodoloji sunmay1 hedeflemektedir.
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his study examines fragile fatherhood and masculine crisis in Mike Bartlett’s My Child (2007),
T focusing on the relation between paternal authority and masculine vulnerability. The play cen-
tres on an unnamed Man who struggles to preserve his relationship with his son after separation and
whose position as a father is increasingly unsettled by his former wife, his son, and the presence of
Karl as an alternative paternal figure. In this context, the study employs the concept of precarious
manhood to examine how the erosion of paternal authority intensifies the Man’s need for masculine
recognition and validation. The analysis focuses on the competing expectations of fatherhood and
masculinity represented in the play. While the Man associates fatherhood with emotional attachment,
care, moral responsibility, and continued presence in his son’s life, he is repeatedly measured against
expectations of financial provision, confidence, authority, and physical strength. Karl is increasingly
associated with these qualities, while the Child’s desire for a father who is “strong and rich” makes the
Man’s perceived inadequacy more visible. The final confrontation between the Man and Karl further
complicates this conflict, as physical aggression briefly earns the Man his son’s approval, although he
explicitly refuses to take pride in the violence through which that approval is gained. The study argues
that My Child presents fatherhood as a fragile and contested position shaped not only by separation,
but also by conflicting expectations of masculinity. By bringing care and control, moral responsibility
and material success, and vulnerability and violence into conflict, Bartlett questions the terms

through which a man may be recognised as both a “good father” and a “good man.”
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ichel Foucault’nun yaklagimiyla diisliniildiiglinde tragedya, dramatik metinlerden ibaret olma-
M yan, iktidar ve 6znelesme iligkilerinin sahne iizerinde sinandig tarihsel bir aygit olarak belirir.
Antik Yunan’da mitos/logos doniisiimiiniin iirettigi yeni diizen, tragedya aracilifiyla seyirciye hem
temsilin estetik kodlarini hem de toplumsal normlarin sinirlarini deneyimletir. Bu baglamda Fouca-
ultnun Georges Bataille ve Maurice Blanchot’dan beslenerek gelistirdigi sinirdeneyim (limit experi-
ence) kavrami, tragedyanin 6znesini yasa, dil ve bedenin kesigim noktasinda konumlandiran yapiy1
kavramsallastirmak ag¢isindan giiglii bir ara¢ sunar. Foucault’nun Preface to Transgression metninde
tanimladigi bi¢cimiyle sinir-deneyim, 6znenin kurucu kategorilerini askiya alan ve onu temsilin giivenli
alanindan disar1iten anlari tarif eder.

Antigone, Hecuba, Oedipus gibi tragedya kahramanlar1 ise bu tiir esik anlarin dramatize edildigi
baslica figiirlerdir. Aristotelyen poetikanin anagnorisis ve katarsis olarak ¢ergeveledigi ugraklar, sinir-
deneyim perspektifinden okundugunda farkli bir gériiniim kazanir. S6z konusu ugraklar 6znenin
kendi kurulus kosullariyla yiiz yiize geldigi epistemolojik kirilma anlarina igaret eder. Bu kirilma anlari,
antik tragedyanin tarihsel formunda oldugu kadar ¢cagdas sahnede yeniden iiretilen beden temelli es-
tetik stratejilerde de iglemektedir.

Bu bildiri, s6z konusu kuramsal ¢erceveyi giiniimiize tagryarak Theodoros Terzopoulos’un ¢agdas
tragedya sahnelemeleri iizerinden tartigmaya a¢may1 amaglamaktadir. Terzopoulos™un Attis Tiyatrosu
catis1 altinda gelistirdigi bedensel-ritiiel estetik, klasik temsil rejiminden belirgin bir kopus gosterir. Yo-
netmenin Oedipus Rex (Aleksandrinsky Tiyatrosu, 2006) ve Truvali Kadinlar (Attis Tiyatrosu, Delfi
2018) sahnelemelerinden segilecek sahne 6rnekleri lizerinden sinirin temsil edilmek yerine seyircinin
bedensel ve algisal esiginde nasil iretildigi gosterilecektir. Bildiri, bedensel ve sessel esiklerin kullani-
mu yoluyla seyircide yaratilan epistemolojik sarsinti stratejilerinin Foucault'nun sinir-deneyim kavra-

muyla nasil kesistigini ortaya koymay1 hedeflemektedir.
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he American playwright Sam Shepard’s 1977 play Curse of the Starving Class is a multi- layered,
T emotionally intense and compelling theatrical play, which touches upon the tragedy of a dys-
functional lower-middle-class American family who live in a farmhouse in rural California. The play
unfolds a plethora of human conflicts—family, class, gender and identity—thus rendering itself as one
of the most complex and symbolically subversive contemporary plays. Although the play employs a
minimal number of characters who are situated and interact in a single setting, i.e., the Tate family’s
country house, the play unravels extraordinarily intense emotional, mental and psychological con-
flicts, manifested through the dramatic monologues, soliloquies, and dialogues across the play, and
through the subtle, multi-faceted imagery and symbolism attributed to the major characters. Apart
from its explicitly underscoring feminist and Marxist implications, the play renders itself profoundly
open to psychoanalytic criticism. However, rather than directly and wholeheartedly resorting to psy-
choanalytic literary criticism, this study will attempt to specifically inquire how the characters in the
play mutually undermine and negate their sexual identities while trying to navigate through their dys-
functional lives, filled with social, economic, sexual and emotional inadequacies and insufficiencies.
They crave to transform and create change; however, they continually stay where they are, unable to
function, to (re)enact, to self-express, or to signify. Although they fail to actualize their dreams and es-
tablish a meaningful communication between themselves, their speeches and utterances display a
symbolic register that temporarily unites them, and though unwittingly, they participate in redefining
and restructuring one another’s selfhoods. In the play, language becomes a tool that emasculates the
male and defeminizes the status of the female, thus endlessly reverberating around vulnerable and

broken sexual identities.
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ritten in 1983, Davit Mamet’s Glengarry Glen Ross offers a piercing critique of capitalism

C(' through the lives of real estate salesmen in Chicago, trapped within the rigid confines of a
profit-driven workplace. The play exposes how the capitalist system’s survival of the fittest ethos
forces these men to transgress ethical and legal boundaries to maintain their livelihoods, ranging from
systemic deception to committing burglary. This paper focuses on how characters, setting and the use
of language in Glengarry Glen Ross serve as a microcosm of American business system, highlighting the
stark societal divisions it creates. Though the lens of Marxist framework, this paper argues that David
Mamet exposes the inherent flaws of capitalism by asserting that its profitdriven structure erects
strict class boundaries; it not only dehumanizes workers through relentless competition and exploita-
tion but also erodes moral limits and commodifies human relationships. Furthermore, this paper ex-
amines the role of ageism as an invisible border within the American business setting, It highlights how
the capitalist system pushes older workers like Shelley Levene to the margins, intensifying their sepa-
ration and dehumanization as such systems prioritize youth and immediate profitability over experi-
ence. By exploring this intersection of age-based division, relentless competition and exploitation,
this study demonstrates how Mamet presents the workplace as a fiercely guided territory where ex-
ploitative economic forces position the capitalist system as fundamentally oppressive, unsustainable
and defined by the insurmountable boundaries it imposes on its subjects. Through this intersection of
ageism with relentless competition and exploitation, Mamet presents the workplace as a battlefield for
survival under exploitative economic forces and positions capitalist system as fundamentally oppres-

sive and unsustainable.
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artin Crimp consistently refers to his collaborations with composers as texts for music rather
M than librettos. This preference is more than a matter of terminology. Reflecting on /nto the
Little Hill, Crimp remarks that, unlike a play, a text for music may occasionally “stand still” while
music continues to move forward. His observation invites a broader question: if these works are nei-
ther dramatic plays nor conventional librettos, what kind of theatrical logic do they make possible?

Taking Crimp’s distinction as its point of departure, this paper asks what the term text for music re-
veals about the changing relationship between text, music, and dramatic action. The discussion focus-
es primarily on /nto the Little Hill, with comparative references to Written on Skin, Lessons in Love
and Violence, and Picture a Day Like This. Across these works, voices move between narration and
embodiment, making it difficult to determine where storytelling gives way to dramatic action. Events
are frequently narrated rather than enacted, while music assumes a more active role in sustaining the-
atrical movement. Together, these strategies reconfigure the relationship between text, music, and
performance, redistributing functions traditionally associated with dramatic text, character, and mu-
sical composition.

From this perspective, Crimp’s rejection of the term libretto reflects more than a generic prefer-
ence. It points to a dramaturgical model in which the conventional relationship between text and
score is fundamentally rethought. The resulting form occupies a space between theatre and opera, not
because it simply combines features of both, but because it reorganises the ways narrative, perfor-
mance, and music generate dramatic experience. Read in this light, generic instability emerges as the
consequence of a more fundamental shift in dramaturgical practice. The implications of this dra-
maturgical shift are considered through Jacques Derrida’s reflections on genre and Hans-Thies

Lehmann’s account of postdramatic theatre.

—5i—
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Busenur Aslan Ege University
KEYWORDS Alan Ayckbourn - Comic Potential - Human-centredness - gender - posthumanism
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his study attempts to examine how Alan Ayckbourn’s Comic Potential (1998) asks what “human”

means on stage by calling attention to the female android actor Jacie, who is cast as a nurse in
the hospital soap opera. The play centres on the not-toodistant future, where a writer, Adam Train-
smith, observes “actoid,” finds her glitches and sense of humour, falls in love with her, and offers a new
comedy for her that is seen as a risk of presenting a female android in it by a regional TV director,
Carla Pepperbloom. In the play, when Carla threatens Jacie’s presence and seeks to cast her out, Adam
intends to rescue her in the name of freeing her from Carla. In this sense, through Adam’s romantic
idealisation of the female figure, the play invites the reader to ask a question: What is human? What is
love? And what is laughter, then? leading to a critical analysis towards the human-centredness and an-
drocentrism. Considering this, posthumanism critically asks these questions by affirmatively revisit-
ing all the dichotomous lines already drawn for women’s position, framed within new gendered bor-
ders and boundaries for female androids and humans in the era of technological advancement. In this
regard, rather than analysing it as a romantic comedy, this study demonstrates that the play reveals se-
rious issues in Ayckbourn’s comedy regarding the boundaries between humans and androids, and be-
tween men and women, not only on the stage but also in life. This study aims to evaluate how Alan Ay-
ckbourn’s Comic Potential (1998) carries this play into a post/humanist stage, where vivid humannon-
human interaction and the idea of co-acting with female androids as supporting actors alongside other

human actors create both fascination and anxiety, which forces one to stay on or off the stage.
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his paper explores how gender serves as a structuring border in the interpretation of post- war
T British theatre, rather than being only a thematic issue. Focusing on John Osborne’s Look Back
in Anger, it argues that interconnected dynamics of domestic space, the marginalization of female sub-
jectivity and discursive power result in the marginalization of female subjectivity

The study examines how patriarchal structures are reproduced both within the play and in its criti-
cal reception, drawing on theories of cultural materialism and power. The character of Alison Porter is
central to this analysis. She is limited to the home by language and spatial limitations, which affect her
subjectivity. The recurrent image of ironing, which is connected to Alison and subsequently reappears
in Helena’s persona, is interpreted as a representation of gendered labor that makes women both visi-
ble and confined inside cycles of reproduction and invisibility.

Jimmy Porter’s verbal dominance, on the other hand, creates a hierarchy where female quiet is ac-
ceptable and frequently mistaken for passivity, while masculine speaking is valued. This paper reinter-
prets Alison’s silence as a result of institutional power dynamics that control visibility and voice
rather than as an absence or lack of agency.

By emphasizing these dynamics, the paper contends that by ignoring gender as a key analytical
framework, traditional theater criticism frequently reproduces its own interpretive constraints. Not
only is representation lost when gender is omitted from interpretation, but the boundaries of what
theater can imply are also lost.

Shirley Valentine will be briefly mentioned in order to illustrate how later drama starts to question

these inherited constraints.
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his article compares Shakespeare’s female characters Ophelia in Hamlet and Olivia in Twelfth
T Night through the lens of Judith Butler’s concept of Gender Performativity. These two charac-
ters belong to different dramatic genres, one tragedy and the other comedy, both of which conflict
with the societal expectations imposed upon women during the Renaissance Era. By comparing their
desire, autonomy, and self-expression, this study examines how Shakespeare portrays the life choices,
desires and endings of these two contrasting women. Drawing on Butler’s argument that gender is a
socially repeated performance, not an innate essence, this study analyzes how both characters are de-
picted within gender stereotypes in different contexts. Ophelia is defined under the authority of male
figures such as Polonius, Laertes, and Hamlet. This patriarchal order leads to her tragic end. Despite
being an aristocratic lady, Ophelia’s limited autonomy leads to her marginalization from the social
order. In contrast, Olivia shows stronger free will than Ophelia. As an aristocratic lady, she actively
expresses her desires and makes independent decisions about marriage. She claims her happy ending
by challenging traditional expectations of female passivity with her intelligent personality. Olivia’s at-
traction to Viola, who is disguised as Cesario, also reveals the instability of fixed gender categories. Ul-
timately, this paper argues that Shakespeare reveals the performative nature of femininity and the
fragile boundaries governing female desire. Both women attempt to navigate patriarchal structures.
Their differing outcomes are shaped not only by social expectations but also by the characteristics of
dramatic genres. The tragic world of Hamlet punishes female desire and autonomy. The comic resolu-
tion of Twelfth Night adapts them into the social order. Through Feminist literary criticism, both
emerge as significant figures for understanding the intersections of gender performance, agency, and

desire in Shakespeare’s works.
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Postdramatic Strategies in Alistair McDowall’s
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listair McDowall’s Pomona (2014), a contemporary play, focuses on urban decay, alienation,
A and violence. The play represents a radical example of border-crossing in terms of dramatic
form. This study aims to reveal how McDowall challenges the boundaries of traditional dramatic the-
atre through the lens of Hans-Thies Lehmann’s theory of postdramatic theatre. McDowall creates a
theatrical experience that prioritizes performativity over mimetic representation. The play’s frag-
mented textual structure resists linear progression and disrupts conventional narrative coherence. It
immerses the audience in an unstable theatrical experience using fractured temporal structures,
abrupt scene changes, and incomplete information. The play sets in a neglected post-industrial area of
Manchester, Pomona. It explores a world in which the borders of the body are violated through organ
trafficking, while the boundaries of identity are erased by systemic invisibility. The incorporation of
Tabletop Role-Playing Game (RPG) mechanics further blurs the distinction between reality and simu-
lation. The crossing of formal boundaries in the play functions as a political act that exposes the frag-
mented and precarious conditions of contemporary urban life. In conclusion, the purpose of this
study is to reveal how McDowall deconstructs the established conventions of dramatic theatre while

exposing the fragmented and precarious realities of contemporary urban life.
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s a British-Nigerian playwright, Bola Agbaje has established herself as a prominent voice
A through her exploration of intra-racial relations and the black experience in Britain, particu-
larly by drawing attention to issues of displacement, exile and identity politics. In her play Detaining
Justice (2009), staged as a part of the Tricycle Theatre’s Not Black & WhiteSeason featuring new plays
from the black playwrights, Agbaje addresses the issue of immigration and the condition of refugees
within the British justice and social system while foregrounding ongoing political and economic crisis
in Zimbabwe. In this context, the play revolves around Justice and his sister, Grace who struggle
against a system detaining them. Justice, as an ironic name, has fled from Zimbabwe to Britain to
escape persecution because of his political ideals. Justice seeks asylum in Britain but is detained both
literally and ironically due to systemic shortcomings. The play explores the experiences of black
people and their relationships with each other while exposing the systematic injustices and the compli-
cated realities of being an immigrant and refugee within British society. This paper argues that Agbaje
depicts the black immigrant experience as a liminal condition in which the characters deals with dis-
placement, exclusion and injustice, thereby problematising the concepts of community, identity and

belonging as traditional boundaries and borders have already fallen apart.
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his presentation examines Performative Acting, a methodology I have developed over the past
T ten years, as a border-crossing approach that unsettles conventional distinctions between re-
hearsal and performance, process and product, performer and witness, and archive and live event(see
Sevdi 2024: https://www.critical-stages.org/29/audience-- involvement-multiplelayering-and-reso-
nances-in-numbers-increase-as-we-count/.). Emerging from my artistic research practice, Performa-
tive Acting understands acting as an embodied mode of doing, responding, knowing, and becoming
(not theatrical representation). The methodology is based on simple tasks situated within dramaturgi-
cally structured environments, in which performers participate as thinking, feeling, and responsive
subjects.

The methodology first emerged through my performance Numbers Increase As We Count..., struc-
tured around the task of counting: “one, two, three..” This seemingly simple action refers to the esti-
mated number of women trafficked following the U.S.-led invasion of Iraq. Because the actual number
can never be fully determined, counting functions simultaneously as a dramaturgical structure, a form
of political testimony, and an embodied practice of duration. I have also used it for my performance
Performing Motherhood, to explore the topic of the intersection of being a mother, an immigrant, an
artist.

Drawing on these two works, the presentation argues that Performative Acting crosses aesthetic,
epistemic, and ethical boundaries: dramaturgical structures do not only organize the performance, but
acts upon performers, audiences, and materials, creating conditions for transformation. Rehearsals,
discussions, documentation, and audience participation therefore become integral components of the
performative field. Similarly, the archive is understood as an active dramaturgical force that repeated-
ly re-enters and reshapes the work.

By focusing on tasks, structures, and archives, this presentation asks how performances can make
their own processes visible. It proposes Performative Acting as an artistic research methodology
through which theatre becomes a site of political witnessing, embodied knowledge, and boundary-

crossing practice.
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Tiirkiye’de Tiyatro Tasarimi Egitiminde Sinirlar ve
Ayrlmlar: MSGSU ve DEU Ornegi
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irkiye’de tiyatro tasarimu egitimi, farkli pedagojik yaklagimlar dogrultusunda sekillenmig iki
T temel ekol iizerinden gelismistir. Mimar Sinan Giizel Sanatlar Universitesi (MSGSU) Sahne De-
korlar1 ve Kostiimii B6liimii ile Dokuz Eyliil Universitesi (DEU) Sahne Sanatlar:1 Béliimii Sahne Tasari-
mi Anasanat Dali, bu alandaki profesyonel tasarimcilarin yetistigi en koklii iki kurumdur. Bu ¢aligma,
2022-2023 egitim yili miifredatlar1 ve atdlye yapilar: iizerinden, bu kurumlarin tiyatro tasarimina ilig-
kin egitim anlayiglarini karsilagtirmali olarak incelemektedir.

Aragtirmada nitel yontem kullanilmus; iki kurumun kurulus yapilari, ders igerikleri, uzmanlagma
stirecleri ve uygulama odakli egitim yaklasimlar: dokiiman incelemesi yoluyla analiz edilmigstir. Bulgu-
lar, MSGSUniin dekor, kostiim ve kukla-gdlge oyunu alanlarini birbirinden belirgin sinirlarla ayiran
ve 6grencilerin belirli alanlarda uzmanlagsmasina olanak tanryan bir model benimsedigini géstermek-
tedir. Buna karsilik DEU, sahne tasarimini oyunculuk ve dramaturji gibi diger sahne sanatlar1 disiplin-
leriyle iligkilendiren, genel tiyatro bilgisini merkeze alan ve disiplinlerarasi etkilesimi tesvik eden bii-
tiinlesik bir yap: sunmaktadir. Ayrica genel tiyatro bilgisi, tasarim uygulamalar: ve uzmanlagma alanla-
rinin miifredattaki konumlari, iki kurumun tiyatro tasarimcisinin bilgi ve yetkinlik alanlarini farkl: bi-
¢imlerde tanimladigini ortaya koymaktadir.

“Sinirlar ve Ayrimlar” temasi ¢ercevesinde ¢aligma, tiyatro tasarimu egitiminde disiplinler arasinda-
ki iligkilerin nasil kuruldugunu ve hangi alanlarin birbirinden ayrigtirildigini tartismaya a¢maktadur.
Tiirkiye’de tiyatro tasarimi egitiminin iki temel modelini kargilagtiran arastirma, uzmanlagma ile disip-
linleraras1 yaklasim arasindaki pedagojik ayrimlari goriiniir kilarak tiyatro egitimi literatiiriine giincel

bir katki sunmay1 amaglamaktadir.
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ecmisten giiniimiize oyuncunun sahne iizerindeki pratikleri siirekli bir doniisiim, deneyim ve
G sinirlarin yeniden ingasi {izerinden sekillenmektedir. Geleneksel tiyatro anlayiginda sahne {ize-
rindeki merkezi 6zne oyuncu olarak konumlanirken, ¢agdas performans pratiklerinde bu insan-mer-
kezci yapi giderek yerini farkli nesnelere, insan dig1 varliklara hatta djjitallesmeyle birlikte yeni tekno-
lojik 6znellik bi¢cimlerine birakmaktadir. Bu baglamda ¢alisma, ¢cagdas sahnelemede performansin si-
nirlarinin nasil yeniden tanimlandigini insan-dis1 performans 6zneleri lizerinden tartigmay: amacgla-
maktadir.

Caligma, Rimini Protokoll’iin Solo for an Octopus ve Uncanny Valley adli yapimlari {izerinden ele
alinmigtir. Ik rnekte sahne iizerinde canli bir ahtapot performansin merkezine yerlestirilirken, ikinci
ornekte insan oyuncunun yerini robotik ve teknolojik bir beden almaktadir. Her iki 6rnek de sahne
tizerindeki 6znenin yalnizca insan bedeniyle sinirli olmadigini, insan-dis1 canlilarin ve teknolojik be-
denlerin de performatif etki iiretebildigini géstermektedir. Béylelikle sahnede var olan ya da temsil
edilen insan, sabit ve merkezi bir 6zne olmaktan ¢ikarak par¢alanan, doniisen ve yeniden iiretilen bir
yaptya doniligmektedir.

Caligma, insan sonrasi (posthuman) performans kuramlari ¢ercevesinde sahne iizerindeki 6zneleg-
me siireclerini analiz etmektedir. Bu baglamda Donna Haraway’in insan sonras: diigiincesi ekseninde,
orneklem olarak secilen iki Rimini Protokoll yapimi incelenmektedir. Haraway’in insan-merkezci
6zne anlayigini sorgulayan; insan, hayvan ve teknoloji arasindaki iliskilere odaklanan yaklasimu ¢alis-
manin kuramsal temelini olusturmaktadir. Ozellikle pargali, ¢oklu ve hibrit 6zne anlayist ise ¢agdas
sahnelemede performatif 6znenin yalnizca insan bedeniyle sinirli olmadigini tartismaya agmaktadir.
Bu yaklagim dogrultusunda performansin, yalnizca insan eylemine dayali bir temsil bi¢imi olmaktan
¢ikarak insan-dis1 varliklarin etken bir 6zne olarak sahnelemeye dahil oldugu ¢ok katmanli bir yapiya
doniistiigli goriilmektedir. Sonug olarak ¢agdas sahnelemede sinir kavraminin, insan ve insan-dig1 var-
liklar arasindaki gegirgen iligkiler lizerinden yeniden tanimlanarak sahnelemenin sinirlari tizerine dii-

slinmemize yol a¢tig1 soylenebilmektedir.
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Meltem Bozkurt Social Sciences University of Ankara
ANAHTAR KELIMELER Bir Yaz Gecesi Rilyast - diegetik mekan - dramatik mekan - mimetik temsil - opsis
¥

ristoteles’in opsis kavrami baglaminda degerlendirildiginde dramatik mekan, tiyatro yapitinin
A anlam iiretimine katilan temel kurucu unsurlarindan biridir. Bu yapinin mimetik ve diegetik
olarak iki tamamlayici bileseni, tipki ¢ift goziin birlikte ¢alisarak derinlik algis1 liretmesi gibi, seyirci-
nin mekan deneyimini ortaklasa insa eder. Bu iki unsur arasindaki agirlik degisimleri ise farkl tiyatro
estetiklerinin ve sahneleme anlayiglarinin ortaya ¢ikmasina olanak tanir.

William Shakespeare tiyatrosunda Elizabeth dénemi sahneleme pratikleri ve a¢ik sahne yapis1 ne-
deniyle sabit dekor sisteminin bulunmamasi, mekanin gérsel olarak sabit bir diizen i¢inde temsil edil-
mesinden ziyade s6z, performans ve seyircinin imgelemi iizerinden kurulmasina imkan tanimugtir.
Dekor kullaniminin sinirli olmasi, dramatik mekanin karakterlerin sozleri, anlatilar: ve eylemleri ara-
ciligryla kurulmasini zorunlu kilar; William Shakespeare’in dili mekani dogrudan goriiniir kilmak
yerine s6z ve ima iizerinden de gii¢lii bir bicimde insa ederek diegetik mekani sahnelemenin temel be-
lirleyeni haline getirir.

Bu bildiri, “Bir Yaz Gecesi Riiyas:” oyununu dramatik mekan baglaminda incelemeyi amag¢lamakta-
dir. Oyunda orman, karakterlerin kimliklerini doniistiiren ve toplumsal sinirlar1 askiya alan etkin bir
mekansal 6zne olarak iglev goriir.

Caligma, metinde baskin bi¢cimde kurulan diegetik mekanin minimal dekorlu sahnelemelerden
soziin geri plana ¢ekildigi bale uyarlamalarina kadar farkli temsil bicimlerinde nasil yeniden iiretilebil-
digini tartigmaktadir. Bu baglamda mimetik ve diegetik mekan arasindaki dengenin degisimi, klasik
metinlerin gilincel sahneleme pratiklerinde yeniden yorumlanabilmesini miimkiin kilan esnek bir
kurucu unsur olarak degerlendirilmektedir. Bu ¢alisma, nitel metin analizi yontemiyle “Bir Yaz Geces:
Riiyas:” oyunundaki mekansal gostergeleri ve diegetik mekani kuran séylemsel yapilar: incelemekte-

dir.
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he Antigone myth is one of the fundamental mythological structures in the Ancient Greek narra-
T tive tradition that centres on the conflict between law, authority, and ethical resistance. This
myth acquired its classical form through Sophocles’ tragedy Antigone; in the modern period, however,
it has been rewritten in different historical and political contexts, transforming into a critical discur-
sive ground through which contemporary political and social issues are debated. This study aims to ex-
amine how the Antigone myth is rewritten in two modern theatrical adaptations—Jean Anouilh’s
Antigone (1944) and Brendan Kennelly’s Antigone (1996)—within the tradition of post-1950 political
theatre and contemporary epic theatre. The theoretical framework of the study brings together
Hannah Arendt’s political philosophy and Norman Fairclough’s Critical Discourse Analysis approach.
While Arendt’s concepts of power, violence, the public sphere, and civil disobedience provide a funda-
mental philosophical ground for evaluating the political positioning of the Antigone figure, Fairclough’s
discourse analysis model enables a systematic examination of the linguistic and ideological structures
within the texts. By employing these two approaches together, the study analyses how authority and
resistance are constructed at ethical, aesthetic, and discursive levels in modern adaptations of
Antigone. In addition, the ethical- aesthetic dimension of resistance is briefly addressed through

Zeynep Sayin’s reflections on the limits of representation and the ethical force of aesthetic gestures.
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his study sets out to investigate how Stuff Happens negotiates the boundaries of theatrical form
T by means of its mixed use of conventional dramatic structure and documentary strategies. By
occupying a place between realist political drama and modern documentary theatre, the play fore-
grounds how the late twentieth- and early twenty-first century theatre reoccupies the well-seated dra-
matic conventions in response to newly emerging political and media realities. Despite the fact that
the play incorporates certain elements of Aristotelian dramaturgy such as dialogue, characterization,
and narrative progression, it concomitantly deconstructs these conventions with its fragmented
scenes and integration of public discourse. Drawing on Hans-Thies Lehmann’s theory of post dramat-
ic theatre, this study also argues that David Hare neither completely leaves behind dramatic realism
nor fully embodies post dramatic disintegration. Instead, Stuff Happens resides a transitional theatrical
arena where documentary material reconfigures the coherence of traditional form from within. The
play’s inclusion of real political figures related to the Iraq War blurs the line between theatrical repre-
sentation and its historical reality, drawing attention to the instability of political truth in the age of
mass media. By zeroing in on the formal tensions deeply buried in Hare’s dramaturgy, this study sheds
light on the question of how contemporary political theatre reshapes rather than repudiates tradition-
al structures. By so doing, it brings Stuff Happens into contact with contemporary audience as one

seminal example of transitional theatrical form in the history of British drama.
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heatre has always borrowed from other media, but contemporary documentary theatre increas-
T ingly places different media forms in direct conversation with one another. Drawing on my
master’s research, this paper explores how the use of live camera technologies in performances deal-
ing with traumatic histories, violence, and catastrophe creates a productive crossing of boundaries be-
tween theatre and multimedia technologies.

Rather than treating the camera as a simple recording device, many contemporary performances
use live video as an active dramaturgical element. In these works, the audience simultaneously en-
counters live bodies on stage and mediated images that emulate archival material. As a result, familiar
distinctions begin to blur: past and present, live and recorded, document and performance, reality
and representation can no longer be neatly separated.

I argue that this intermedial condition is not merely an aesthetic choice. The encounter between
live performance and multimedia opens up a different way of engaging with difficult histories. By con-
stantly shifting between presence and mediation, these performances challenge audiences to question
how they see, remember, and relate to events they may not have directly experienced. The crossing of
boundaries between theatre and media, therefore, becomes an ethical as well as an artistic process.

Focusing on Mila Rau’s La Reprise: Histoire(s) du théatre and Hotel Modern’s KAMP, the paper ex-
amines how live camera practices transform both theatrical representation and the status of docu-
mentary evidence on stage. Ultimately, I suggest that the strength of these works lies not in resolving
the tension between different media but in keeping those boundaries open, unstable, and negotiable.
It is precisely through this ongoing exchange between performance and media that new possibilities

for witnessing, memory, and ethical reception (and maybe intervention) emerge.
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Liminality and the Ecology of Spectatorship: Re-
mapping Wole Soyinka’s A Dance of the Forests

Abiodun Moses Akinsiku Lead City University
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historiography
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his research interrogates the intersection of liminality and environmental dramaturgy by criti-
T cally re-mapping Wole Soyinka’s A Dance of the Forests through the 2014 site-specific interven-
tions of Tunde Awosanmi. Recognising that the performance exists now as an archival trace rather
than a present experience, this study shifts from a participant- observation framework to a rigorous
historiographical analysis of directorial intent, scenographic documentation, and mediated perfor-
mance remnants. By examining the forest as both a semiotic resource and a material agent, the re-
search explores how Awosanmi’s directorial methodology — reconstructed through interviews, pro-
duction stills, and archival footage — reconfigured the relationship between Soyinka’s mythopoeic text
and the ecological landscape. The methodology employs a comparative archival framework, synthesis-
ing the director’s pedagogical discourse with the visual and narrative evidence of the production. This
approach treats the performance not as a static event but as a “dramaturgical ecology,” in which the
forest operates as an active participant in the negotiation of Nigerian post- colonial history. By
analysing the deliberate placement of performance nodes within the natural terrain, the study argues
that Awosanmi’s work functioned as a calculated disruption of the audience’s cognitive orientation —
its efficacy proportional to the symbolic density of each forest site relative to its displacement from
conventional theatrical centrality. Ultimately, this research demonstrates that Awosanmi’s dramatur-
gy successfully transformed the forest into a liminal space of ancestral encounter, proving that even
through archival mediation, the ecological site remains a potent archive of collective memory and cul-

tural critique.
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his paper explores how David Greig dramatizes borders not only as geopolitical divisions but
T also as unstable cultural, linguistic, psychological, and metaphorical spaces in Europe (1994) and
The Cosmonaut’s Last Message to the Woman He Once Loved in the Former Soviet Union (1999).
Writing in the aftermath of post-wall political turmoil, Greig focuses on mobility, migration, and
transnational encounters to interrogate the meaning of belonging and identity in an increasingly
globalized yet divided world.

In Europe, the railway station functions as a liminal place where identities and social beliefs
become uneasy. The arrival of refugees Sava and Katia exposes the anxieties of a community con-
fronted with economic decline, xenophobia, and the fear of cultural displacement. The paper argues
that Greig stages the border as performative: a socially constructed mechanism preserved through
harmful discourses that simultaneously reveal its own fragility. The play’s emphasis on transit and
waiting destabilizes fixed notions of home and nationhood, presenting Europe itself as an incomplete
and contested project.

Similarly, Cosmonaut expands the concept of the border beyond geography into the realms of
communication and human connection. Through fragmented narratives covering multiple countries
and characters isolated despite technological interconnectedness, Greig explores the paradox of glob-
alization where the world appears increasingly connected, while individuals remain emotionally and
culturally estranged. Borders appear not only between nations but also between languages, desires,
and identities.

Drawing on theories of interculturalism, liminality, and spatial performance, this paper observes
that Greig’s theatre resists rigid binaries between self and other, center and margin, local and global.
Instead, his plays imagine border spaces as dynamic zones of encounter where identities are continu-
ously negotiated and transformed. Greig’s dramatic landscapes reveal both the violence of exclusion

and the possibility of new forms of intercultural solidarity in contemporary Europe.
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remiered at the Bush Theatre, London, in January 1991, Philip Ridley’s theatre debut, 7he Pitch-

fork Disney (often cited as a seminal work of the 1990s “in-yer-face” theatre movement), is a one
act play the action of which unfolds in a dystopian near future. The play is about Presley and Haley
Stray, twenty-eight-year-old twins who have cocooned themselves in their derelict East London flat
for ten years following the death of their parents and the intruders Cosmo Disney and his silent,
masked partner, the Pitchfork Cavalier. Their arrival collapses the barrier between the twins’ inner
nightmares and the external world. This act—allowing the monster inside the castle—is the central,
fatal collapse of the domestic border. In the play the boundary between normal and abnormal is desta-
bilised in both the characters’ appearances and behaviours. Cosmo transgresses the boundary of what
is edible, even for money, while Pitchfork’s grotesque physical qualities blur the line between human
and monster. My argument aims to show how Philip Ridley skilfully challenges, in 7he Pitchfork Disney
(1991), harmonious boundaries, the limits of human behaviour and also the limits of what can be rea-
sonably represented on stage, pushing boundaries vis-a-vis conceptual questions about what it means
to be human or what it means to exist outside the norm, and what the norm is. In sum, Ridley uses
transgression—the act of crossing a boundary—to create his signature effect, which is the collapse of
fixed boundaries (physical, social, and conceptual), leading to a state of complex, often disturbing, am-
biguity. His lack of willingness to resolve border crises leads to an artistic freedom which relies heavily

on the grotesque hybrids as a mechanism for border- boundary collapse.
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rthur Kopit, considered by Martin Esslin as a significant figure in American absurdist theatre
A alongside Edward Albee, in his play /ndians (1969) centers on Buffalo Bill, a cowboy who is a
prominent figure in American fake-lore and entertainment, and Sitting Bull who is regarded as a
Sioux chef, unifier spiritual leader becoming a symbol of Native American resistance and an enter-
tainment figure. With such satirical approach, /ndians confronts the Wounded Knee Massacre (1890),
in which over three hundred Native Americans were killed. In Bambiland (2004), her first work written
immediately after winning the Nobel Prize in Literature in 2004, Austrian author Elfriede Jelinek, in
this post-dramatic monologue, rewriting Aeschylus’s Persians, satirically and with unprecedented
harshness, addresses the Iraq War and Guantanamo Bay prison. Jelinek delineates dramatized por-
trayal of the East as it has been treated since Aeschylus, and the mass impact of the media’s manipula-
tion of Oriental image’s abjection.

Both plays satirically criticize the West’s civilizing face and heavily critique its Euro- phallocentric
power as a control mechanism and its self-obsessed reflection. The manipulative power of white-gaze
is highly palpable in those plays and colonizer’s discourse becomes deconstructed. This study aims to
examine the deconstruction of the American dream in Arthur Kopit’s /ndians (1969) and Elfriede Je-
linek’s Bambiland (2004), the creation of the Orient through representation by immuring it into an
imaginary geography, and the brutal unconscious behind this dream, all through the lens of Edward
Said’s concept of “latent orientalism” which is historically accumulated ethnocentric logic that differ-

entiates and alienates the Eastern motives.
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alt. is a one-woman performance by artist Selina Thompson that traces her journey of the Transat-
S lantic Slave Triangle - spanning the UK, Ghana, Jamaica, and back. First performed at the South-
bank Centre, London, in July 2017, it toured internationally and across the UK from 2016 to 2020.
The performance engages with Stuart Hall’s suggestion that “ .. dangers are not places you run away
from but places you go towards” positioning Thompson’s journey as an act of deliberate confronta-
tion. While the route undertaken by Thompson traces the physical geography, the narration of this
journey through the lens of historical race relations contributes to contemporary re-conceptualiza-
tion of “the border” by reframing it not as a fixed material boundary but as a site of complex, layered
negotiation. Thus, Thompson foregrounds the bordering process as one deeply entangled with politi-
cal, cultural, and colonial histories. The performance situates Thompson’s personal border narrative
within the broader histories of slavery and colonialism while challenging the formal and aesthetic con-
ventions of theatre itself. sa/t. interrogates the aesthetic borders that Thompson both contests and re-
defines. Drawing on her biographical experience as a Black British woman, Thompson occupies the
dual position of both subject and performer. The work has also been adapted into a digital format, fur-
ther extending its engagement with questions of borders and artistic form. Ultimately, sa/t. constructs
a pilgrimage-like traversal across geographic, historical, and theatrical borders — bearing witness to
the histories of slavery while disrupting conventional genre boundaries through its hybrid mode of
narration. Eventually the presentation aims to highlight Thompson’s redefinition of physical borders,

as well as her experiment with theatrical borders, in engagement with contemporary border theory.
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his presentation will analyze selected plays by Native American women to explore how Indige-
T nous women playwrights deconstruct and reconstruct the geopolitical, cultural and identity
boundaries imposed on them by settler-colonial structures. Using theoretical frameworks and termi-
nologies from decolonial studies and Gerald Vizenor’s notion of “survivance,” this presentation will
argue that these plays do not only represent marginalization but they act as a performative border
zones where Indigenous identities are negotiated and reclaimed. This presentation will focus on three
plays. It will be put forward that Diane Glancy’s The Woman Who Was a Red Deer Dressed for the
Deer Dance (1995) tackles generational and temporal borders between an elder grandmother, who is
tied to traditional ancestral ceremonies, and her granddaughter, who tries to navigate her modern life.
Meanwhile Marie Clements’s Urban Tattoo (1999) deals with the oppressive spatial boundaries of the
American metropolis. Through a multimedia one-woman performance, the protagonist endures the
alienating thresholds of urban poverty, sexual exploitation. As a result, she disrupts the rigid bound-
aries of modern city life and ancestral spaces by returning to the mythic wholeness of her community.
In Ghost Dance (2003) Annette Arkeketa, questions the institutional borders through the lens of repa-
triation. Here, it will be stressed that through her play, Arkeketa exposes the epistemic boundaries of
Western science, which imposes limitations on Native Americans by downgrading them to museum
artifacts. Furthermore, this paper will demonstrate how these playwrights also transition beyond Eu-
rocentric theatrical forms, utilizing circularity, myth, and storytelling to transform historical bound-

aries into dynamic acts of sovereignty, thus redefining the limits of the American stage.
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u calisma, absiird ve grotesk dramatik yapilarda mizahin yalnizca diizeni bozan ya da normlar:
B askiya alan bir estetik ara¢ olmadigini; ayni1 zamanda hangi davraniglarin komik, rahatsiz edici
ya da tehditkar olarak algilanacagini belirleyen cinsiyetlendirilmis bir dramaturjik mekanizma olarak
isledigini tartigmaktadir. Bu baglamda norm sapmasi, dilsel tagkinlik, dikkat dagilmasi, tekrar, rol de-
gistirme, bedensel agirilik, siddetin estetize edilmesi ve glindelik davranig kaliplarinin bozulmas: iize-
rinden ele alinmaktadir. Caligma, Adalet Agaoglunun Kozalar, Giingér Dilmen’in Canli Maymun Lo-
kantasi, Edward Albee’nin Kim Korkar Hain Kurttan? ve Jean Genet’nin Hizmet¢iler oyunlari {izerin-
den ilerlemektedir. Kozalar’da kadin karakterlerin kapali mekanda korku, giivenlik ve giindelik diizen
etrafinda dagilan konusmalari, ilk bakista bos ve tekrarli goriinse de toplumsal kayginin ve kapatilmis-
ligin dramaturjisini kurar. Canli Maymun Lokantasi’'nda grotesk beden ve siddet, kara mizah aracili-
gryla seyirlik bir tiiketim nesnesine doniigiir. Kim Korkar Hain Kurttan? oyununda George’un ironik
dili oyun kurucu zeka ve kara mizah i¢inde okunurken, Marthanin dilsel tagkinlig1 agirilik ve tehdit
olarak kodlanir. Hizmetgiler ise rol degistirme, taklit ve ritiiel yoluyla normun tekrar edilerek nasil bo-
zuldugunu goriiniir kilar.Bu metinler {izerinden ¢aligma, mizahin tarafsiz bir giilme alan1 olmadigini;

cinsiyet, sinif, beden ve iktidar iligkileriyle birlikte isleyen bir temsil diizeni oldugunu 6ne stirmekte-

dir.
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ekan ile beden arasindaki bag, toplumsal diizen ve iktidarin erkek bedenini referans alarak ge-
M killendirdigi politik bir siiregtir.

Insan doga ile ilk karsilastigi andan itibaren ¢evre tarafindan mekanla arasina sinirlar konur. Top-
lumda kabul géren bu normatif sinirlar zamanla toplumsal deneyimlere gore genisler veya daralir.

Tarih boyunca kadin bedeni, hareket alani ve goriiniirliigli bakimindan toplumsal kurallara gore
giivenlik, koruma ve denetim gibi gerekgelerle sinirlandirilir. Biyolojik farkliliklar, korunma ihtiyaci
ve risk gibi sdylemlerle toplum tarafindan yorumlanarak kadinin mekandaki yonelimini kisitlayan po-
litik sinirlara evrilir.

Beden, ¢evreyle kurdugu 6zgiir ve yalin bagdan koparilarak toplumun kodlanmus tarihsel normla-
r1yla hareket etmeye zorlanir.

Bu bildiri ¢aligmasinda, kadin bedeninin kamusal alanda hissettigi glivensizlik duygusunu ve sinir-
landirilma deneyimini beden merkezli bir performans iizerinden somutlastirmak amag¢lanmistir. “Bana
Ait Degil: Stnirlar” adli performansta, beden hem giindelik hayatta siirekli maruz kaldig1 gériinmez, psi-
kolojik sinirlar1 ve glivensizlik hissini performans icinde deneyimler hem de bu sinirlarla sinanir. Dik
bir ugurum kenarinda, riizgarin ve tagin yarattug fiziksel yiik altinda icra edilen performans boyunca
ortaya ¢ikan yon kaybi, tetikte olma hali, korunma diirtiisii ve algisal daralma gibi anlik refleksler arag-
tirmanin temel verileri olarak kaydedilmistir. Deneyimlenen fizyolojik ve psikolojik reaksiyonlar, Ma-
urice Merleau-Ponty’nin “yasanilan beden” diislincesiyle, Sara Ahmed’in mekanin egemen karakteri-
ne isaret eden “yonelim” kavramiyla ve Michel Foucault'nun panoptik “6z-denetim” yaklagimiyla bir-
likte analiz edilmistir.

Elde edilen bulgular, kadin bedeninde uyanan mekansal giivensizlik hissinin biyolojik bir zayiflik-
tan ziyade bilingaltindaki cinsiyet¢i yonelimden ve igsellestirilmis iktidar kodlarindan beslendigini
ortaya koyar.

Caligmada, beden sinirlariyla ilgili bu performansla bedenin seyirlik bir estetik nesne olmadig1 gos-
terilir. Mekanin erkek egemen kurallarla politik bir denetim alanina doniistiigiinii ve kadinda biraktig:

giivensizlik izlerini performansi icra edenin bedeni lizerinden kanaitlar, yeni bir bilgi {iretir.
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u bildiri, oyunculuk pratiginde ikonik rollerin etrafinda olusan yerlesik yorum kaliplarinin
B oyuncunun yaraticl yorum alanini nasil etkiledigini tartigmay1 amaglamaktadir. Tiyatro tarihin-
de siklikla sahneye tasinan bir¢ok ikonik roliin, zaman igerisinde yalnizca dramatik metinlerin bir par-
cas1 olmaktan ¢ikarak belirli oyunculuk aligkanliklar: ve estetik beklentilerle birlikte anilir hale gele-
bildigi goriilmektedir. Bu durum, oyuncularin metnin sundugu ¢oklu yorum olanaklarini arastirma
egilimini sinirlandirabilmekte ve ¢ogu zaman séz konusu rollere iliskin kanonik yorumlarin yeniden
tiretilmesine yol agabilmektedir.

Estetik sinirlarin nasil iiretildigi ve nasil doniistiiriilebilecegi sorusu, rol dramaturjisinin sundugu
olanaklar1 yeniden diisiinmeyi gerekli kilmaktadir. Rol dramaturjisi, burada oyuncunun dramatik
metin, karakter, eylem ve yerlesik yorum bi¢imleri arasindaki iligkileri elestirel bi¢imde ¢6zlimleyerek
kendi yorumunu insa ettigi yaratici bir aragtirma siireci olarak ele alinmaktadir. Bu dogrultuda, s6z
konusu smirlarin goriiniir kilinmasi, yerlesik kabullerin sorgulanmasi ve metnin sundugu alternatif
eylem ve iligki olasiliklarinin aragtirilmasi yoluyla oyuncunun yorum alanini genisletebilecek olanak-
lar degerlendirilmektedir.

Sonug olarak ¢alisma, estetik sinirlarin oyunculuk pratiginde kaginilmaz ve degismez yapilar olarak
degil, elestirel bir rol dramaturjisi siireci icerisinde yeniden diisiiniilebilecek ve doniistiiriilebilecek
tiretken egikler olarak ele alinabilecegini ileri sirmektedir. Bu yaklasimin, oyunculuk pedagojisinde
rol ¢6ziimleme siireglerini yeniden diislinmeye ve ikonik rollere iligkin yerlesik estetik sinirlar1 sorgu-

lamaya katk: sunabilecegi 6ne siirtilmektedir.
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ontemporary British theatre increasingly interrogates postcolonial belonging through the lens
C of migration and border politics. The Jungle (2017), dramatizing the Calais refugee camp,
presents the border not merely as a geographical line but as a performative mechanism of exclusion
and suspended identity. While scholarship often focuses on its documentary realism or humanitarian
activism, this paper argues that the play is more productively examined through postcolonial liminali-
ty and performative displacement. Drawing on Homi K. Bhabha’s “Third Space,” Gloria Anzaldua’s
“border consciousness,” and Achille Mbembe’s “necropolitics,” this study explores the camp as a limi-
nal zone where displaced subjects oscillate between visibility and erasure, mobility and confinement.
The play’s immersive form collapses the boundary between audience and performer, forcing specta-
tors to witness border precarity firsthand. Rather than a mere humanitarian crisis, 7he Jungle reveals
the enduring afterlives of colonial power within European border regimes. The camp operates as a
theatricalized space where belonging is perpetually deferred and identities remain unstable. By expos-
ing how modern borders reproduce postcolonial hierarchies through bureaucratic violence and spatial
exclusion, the play reconfigures contemporary theatre into a critical site for negotiating twenty-first-
century liminal subjectivities. Ultimately, this research demonstrates that the refugee camp functions

as a microcosm of the postcolonial world’s unstable power dynamics.
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he Ottoman Empire is an ambiguous entity in modern-day cultural discourse, being claimed,
T lamented, disputed, and denied by those who have inherited its remnants in the form of the na-
tions and communities that succeeded it. It will be argued here that the theatrical space provides a
unique location for these ambivalently inherited legacies to come into play not only as subject matter
but also as structures of haunting Utilizing the theoretical framework of Avery Gordon’s ghostly mat-
ters, this study explores how modern- day theater artists from Turkey and Greece confront Ottoman
cultural memory in performance.

A comparison between selected performances of both cultures using dramaturgy as an analytical
tool is used in the paper. As for the Turkish side, it includes analyses of those performances that revi-
talize Ottoman performance styles like Meddah and Ortaoyunu into today’s context. As for the Greek
part, it deals with productions that process their pain regarding Asia Minor and Constantinople/Is-
tanbul. Performances created in joint ventures of the two cultures in the early 2000s era are analyzed.

Theorizing from Homi Bhabha’s concept of mimicry and ambivalence, Diana Taylor’s “archive
versus repertoire” debate, and Ottoman transcultural studies of memory, the paper claims that Ot-
toman history haunts both Turkish and Greek theatre, and neither can exorcize it entirely nor accept
its specter into its identity fully. In conclusion, however, the question posed by the paper is, “What if

both Turkish and Greek theatres were to grieve together their shared heritage?”
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n the post-war landscape of the 1950s, theatre emerged as a particularly vital site for negotiating
I the boundaries of a fragmented world. This paper examines Beckett’s Waiting for Godot (1954)
and Pinter’s The Dumb Waiter (1957) as performative spaces that establish, patrol, and dismantle po-
litical and epistemic borders. Whilst traditionally framed through existential Absurdism, both plays
also offer dramaturgical structures that deftly dramatise the modern “border crisis” through the impo-
sition of spatial limits and the strategic management of knowledge.

Drawing on Bachelard’s “topoanalysis,” this study proposes to investigate how the confined set-
tings within these texts operate as hostile “border zones”: The basement in The Dumb Waiter func-
tions as a cellar of repressed trauma and “buried madness,” whilst the open road in Godot induces an
“exterior dizziness” that transforms a landscape into a carceral checkpoint. These spaces are policed
by invisible sovereign figures—Godot and Wilson—whose authority is maintained through what Derri-
da terms the “visor effect” a spectral power that monitors without being seen, compelling characters
to internalise the law of the absent guard.

Through an interrogation of spatiality and epistemology, this paper argues that the primary bound-
ary in these plays is epistemic rather than physical, where the “border security” of institutional power
is maintained through the deliberate production of epistemological uncertainty whereby ambiguous
messages delivered by the messenger boy and the mechanical lift become tactical disruptions of truth.
Within this carceral framework, the characters’ mutual abjection—manifested as radical inertia and a
systematic failure to comprehend state parameters—transforms into an ironic mode of resistance. By
failing to execute their roles efficiently, their powerlessness renders the institutional machinery un-
governable through non-cooperation. Bridging spatial theory and post-war drama, this paper will
demonstrate how both playwrights map the invisible limits of the modern state, revealing the stage as

a site for contesting the boundaries of institutional authority.
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he representation of racism in literature is often framed as a conflict between dominant and
marginalized racial groups. However, Bola Agbaje’s Gone Too Far! complicates this perspective
by exposing the ways in which racism can also be internalized and reproduced within marginalized
communities themselves. This paper examines how internalized racism produces psychological and
cultural boundaries within the Black diaspora and shapes the characters’ perceptions of identity and
belonging. Drawing on W. E. B. Du Bois’s concept of double consciousness, Frantz Fanon’s analysis of
alienation and the “white mask,” and Stuart Hall’s understanding of identity as a fluid process of be-
coming, the study explores how diasporic subjects negotiate identity within a racialized social struc-
ture. Hall emphasizes that cultural identity is never a finished product but is instead a matter of posi-
tioning, where individuals must navigate the ruptures of history and the discourses of the present.
Focusing primarily on the characters of Yemi and Armani, the paper argues that colonial stereo-
types and aesthetic hierarchies transform racial difference into intraracial conflict. Through language,
beauty standards, and historical narratives, the characters reproduce the colonial gaze and establish
symbolic boundaries between African, Caribbean, and mixed- race identities. At the same time, char-
acters such as Paris and Ikudayisi challenge these divisions by reasserting cultural memory and collec-
tive belonging, Ultimately, the play reveals that the boundaries shaping diasporic identity are not only
imposed externally by racism but are also reproduced internally through the lingering structures of

colonial consciousness.
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Politics of Visibility, Othering, and Minority Theatres

Visibility, Disidentification, and the Chicano Stage in
Luis Valdez’s I Don’t Have to Show You No Stinking
Badges!

Giillii Yavuz Istanbul Kene University
KEYWORDS Borderlands - Chicano theatre - Cultural visibility - Disidentification - Metatheatricality
(4

n Luis Valdez’s 1986 play / Don’t Have to Show You No Stinking Badges!, the border is not a geopoliti-
I cal line but an ontological condition; a fault line running through identity, performance, and cul-
tural belonging simultaneously. Staging the crisis of a Chicano family whose survival has depended on
decades of silent, stereotyped Hollywood bit parts, the play positions visibility itself as a site of politi-
cal contest. Its metatheatrical form is the play’s central argument: to perform is always, already, to ne-
gotiate the terms of one’s own legibility.

This paper examines / Don’t Have to Show You No Stinking Badges! through three intersecting lenses.
Drawing on Gloria Anzaldda’s concept of the borderlands, it situates Sonny Villa’s identity crisis as a
condition of radical in-betweenness; belonging fully to neither the Anglo world of Harvard Law
School nor the Chicano culture that his parents have quietly surrendered to Hollywood’s image-
making machine. Furthermore, José Esteban Mufioz’s theory of disidentification illuminates Valdez’s
theatrical method: the play neither assimilates Hollywood conventions nor flatly rejects them, but
works through them, recycling the bandido, the self-effacing maid, and the domestic sitcom format to
expose the ideological machinery that produced those images in the first place. Finally, Diana Taylor’s
distinction between the archive and the repertoire frames the paper’s broader claim: that / Don’t Have
to Show You No Stinking Badges! functions as an act of embodied cultural memory, preserving and reac-
tivating what the dominant archive has systematically erased.

In staging the collapse of the boundary between performance and lived experience, Valdez displays
that Chicano theatre does not simply represent marginality, it also performs the very terms of its own

visibility.
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Disipliner Stmirlar: Tiyatro Kuramlar: ve Stmr Asan Metodolojiler

Feeling the Stage: Physiological and Self-Reported
Emotional Responses to Theatre

Ozgiil Akinc1 Beykoz University
Ali Mert Piskiillic  Beykoz University
Buse Efe Beykoz University
Giil Sena Bayar Beykoz Universicy
Giilnihan Sar Beykoz University
Naime Hatice Giirler Beykoz Universiry
KEYWORDS GSR - PANAS - empirical aesthetics - self-assessment manikin - theatre audience
.

D espite growing interest in audience research, empirical work in this area has relied predomi-

nantly on subjective self-report measures, leaving the physiological correlates of theatrical
emotional response largely underexamined. This study addressed this gap by examining the emotional
effects of live theatre on audiences using a purpose-built, 40- minute performance with 53 adult par-
ticipants in a pretest— posttest design. Physiological arousal was assessed via galvanic skin response
(GSR), and subjective emotional states were measured using the PANAS and SAM scales.

Results indicated a significant increase in tonic electrodermal activity following the performance,
alongside modest decreases in PANAS scores. However, GSR scores were not significantly correlated
with any self-report measure. These findings suggest that live theatrical engagement activates physio-
logical and subjective emotional systems with a degree of independence, contributing to the audience
research literature by showing that physiological and self-report measures capture distinct dimensions
of theatrical emotional experience. The study underscores the importance of both dramaturgical work

oriented toward the experiment and the integration of multiple measurement approaches in future au-

dience research.
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The Borders of Identity: Race, Class, Gender, Sexuality, and Theatre

Institutional Borders and Fragmented Subjectivity in
Peter Weiss's Marat/Sade

Selin Sencan [zmir Demokrasi University
KEYWORDS Marat/Sade - Peter Weiss - asylum - borders and boundaries - confinement - performance - resistance
¥

eter Weiss’s Marat/Sade occupies a distinctive place in modern theatre’s treatment of bound-
P aries. For in a dramatic tradition increasingly concerned with hospitals, prisons, asylums, and
other closed institutions, Weiss located revolutionary memory within the regulated space of Charen-
ton asylum. The present study analyzes Marat/Sade in terms of three major concepts. First in line is
the asylum as an institutional border. The second is the boundary between patient and performer,
through which the inmates become both confined bodies and theatrical agents. As for the third factor,
this paper examines theatrical resistance as a force shaped by surveillance, censorship, and bodily
control. To establish and protect institutional order, the asylum regulates speech, movement, and visi-
bility within the frame of performance. Even so, when the inmates re-enact revolutionary history,
these limits begin to lose their certainty, since performance turns the asylum into a contested border-
space where confinement and resistance confront each other. In this respect, Marat/Sade explores dis-
ciplinary borders, bodily limits, and the ethical boundaries of representation through the confined

world of the asylum.
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The Borders of Identity: Race, Class, Gender, Sexuality, and Theatre

Reinventing the East Beyond the Ottoman World:
The Fictionalization of Timur in Marlowe’s
Tamburlaine the Great

Merve Pekdz  Ordu University
KEYWORDS Timur - Marlowe - Tamburlaine the Great - Foucault - discourse - fluid identity
(4

ichel Foucault conceptualizes power as a productive force that generates discourse and identi-
M ty. From a Foucauldian perspective, this study examines how Christopher Marlowe’s 7am-
burlaine the Great fictionalizes the historical figure of Timur in accordance with the political and cul-
tural concerns of the Elizabethan period. Tamburlaine is portrayed as an intelligent and strategic
leader, whose powerful rhetoric and association with classical references draw him closer to Western
cultural values. He appears as a heroic figure who indirectly protects Europe from the Ottoman threat
and as a self-fashioned Renaissance individual who recreates himself through his ambition. On the
contrary, he is also represented as a merciless, uncultivated, and irreligious shepherd. Hence, Tam-
burlaine moves between contradictory positions: a poetic lover and a bloodthirsty conqueror, an une-
ducated Scythian and a rhetorically gifted military genius, an enemy of the West and a temporary ally
whose hostility toward the Ottomans appears to serve European interests. This study argues that these
unstable representations reflect the West’s effort to classify and locate the newly encountered East
within its own political and cultural imagination. From a Foucauldian perspective, the play produces
an unfixable Tamburlaine who is simultaneously brought closer to Western ideals and excluded from

them.

— 80—



UTAD 2026 - Borders & Boundaries - Stmirlar ve Ayrimlar

068 ABSTRACT - BiLDIiR

Disciplinary Boundaries of Theatre Theories and Border-Crossing Methodologies

Agential Cuts on Stage: Boundary-Making and
Responsibility in Michael Frayn’s Copenhagen (1998)

Doga Ozmen TED Universicy

KEYWORDS Karen Barad - Michael Frayn's Copenhagen - agential cut - agential realism - new materialism - posthumanist

performativity
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ichael Frayn’s Copenhagen returns to a meeting it never resolves: Heisenberg’s 1941 visit to
M Bohr in occupied Copenhagen, replayed across “drafts” that recast motive, memory, and re-
sponsibility. Critics often read the play through Heisenberg’s uncertainty principle as a study of un-
knowable intention, recasting an ontological indeterminacy as an epistemic limit, a move Karen
Barad’s account of the play names and resists. This paper distinguishes the play’s philosophical fram-
ing from what its dramaturgy does. The repeated drafts and the theatrical return move toward the on-
tological problem Barad locates in complementarity, an indeterminacy no further knowledge would
resolve. The indeterminate becomes determinate locally, through “agential cuts,” boundary-drawing
operations enacted by apparatuses rather than knowing observers.

Kirsten Shepherd-Barr reads the play as “performative in the classic Austinian sense,” its dialogue
“one long speech act that performs the uncertainty principle” That reading captures the play’s perfor-
mative charge yet keeps performativity within language. Austinian performativity presupposes speak-
ers whose utterances do things, whereas Barad’s posthumanist performativity asks how speakers, ut-
terances, and their objects are bounded at all. The analysis therefore moves from the dialogue alone to
the theatrical apparatus. Serial re-enactments, Margrethe’s interventions, the actors’ bodies, and an
audience drawn into the phenomenon each participate in the cut. No determinate meeting precedes
the apparatus that configures it. The question turns from what the event was toward what can count as
it. A closing thought-experiment sets Bohr’s silence against the critical-mass calculation he never
prompts, the consequences shifting with the cut. Responsibility moves from hidden intention toward
the arrangement that renders the event determinate. Even so, the past stays beyond invention, since
the cuts remain answerable to marks already materialized, among them the bombings no version
undoes. Theatre thereby becomes a site where epistemic, ethical, and ontological boundaries are made

to matter.
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Melez ve Sinir Agan Performans Pracikleri (Tiyatro, Dans, Miizik, Gorsel Sanatlar)

Beden, Dagiikligin Ortasinda: Kum,Pan,Ya. Rejisiyle
Everest My Lord

Zeynep Kllegél Independent Researcher

ANAHTAR KELIMELER FEverest My Lord - Kum-Pan-Ya - Performans ¢alismalar: - Sevim Burak - beden - estetik stratejiler

- postdramatik tiyatro
(4

EDEN, DAGINIKLIGIN ORTASINDA: KUM,PAN,YA. REJISIYLE EVEREST MY LORD

B Everest My Lord, Sevim Burak’in Tiirkiye tiyatrosunda dramatik temsil anlayiginin ve sahne-
sel olanin sinirlarini radikal bigimde sorguladig1 6zgiin bir metin olarak kabul edilir. Yalnizca deneysel
bir yazi deneyimi 6nermekle kalmayan bu metin; ayni zamanda beden, nesne, mekan ve seyirci ara-
sindaki iligkilerin yeniden diisiiniilmesine imkan taniyan bir ¢ok olasilik da sunar. Tiim bu 6zglinliigii-
ne kargin iizerine yiiriitiilen ¢aligmalarin biiyiik bolimii dilsel deney, anlatisal parcalanma ve avan-
gard estetik baglamlar: ekseninde metni tartisirken, sahnelenmesiyle ortaya ¢ikan/cikabilecek beden-
sel, mekansal ve iligkisel olasiliklar gérece sinirli bicimde tartigilmugtir.

Iste bu ¢alisma, metnin mevcut olasiliklarini a¢iga ¢ikardigina inandigi Kum,Pan,Ya'nin Cihangir
Parki'ndaki. rejisinde, sahnesel anlamin insan 6znesi ya da oyuncu bedeni etrafinda merkezilesmedigi;
beden, yazi, nesne, 151k, goriintii ve mekan arasinda dolagima giren ¢oklu iligkiler ag: iginde iiretildigi
estetik bir diizenleme bi¢imi olarak 6nerdigi, beden merkezli bir “dagitilmis estetik strateji” nin pesine
diiger.

Caligma kendini postdramatik tiyatro, genisletilmis sahne tasarimi ve yeni materyalist performans
kuramlari iizerine kurar. Metni, yalnizca dramatik bir anlati olarak degil, farkli sahnesel bilesenler ara-
sinda iligki kuran performatif bir sistem olarak ele alan ¢aligma, metne yonelik yakin okuma ile sahne-
lemeye yonelik kargilagtirmali performans analizini bir araya getirerek yéntemini belirler. Bu dogrul-
tuda ilk 6nce metindeki 6znenin ¢oziilmesini, insandisi unsurlarin failligini, nesne kataloglarini,
tekrar yapilarini ve dilin performatiflegmesini incelerken, ikinci olarak da metnin yapisiyla paralel
olarak kurulan Kum,Pan,Ya. sahnelemesinde kullanilan reji ve oyunculuk stratejilerini analiz eder.

Kum,Pan,Ya. rejisiyle sahnelenen Everest My Lord metninde ¢agdas tiyatroda bedenin dagitilmug bir
estetik ilke olarak nasil igledigini aragtiran bu ¢aligma, bir yandan Sevim Burak ¢aligmalarina sahnele-
me ve performans odakli yeni bir okuma 6nerirken, bir yandan da bedenin, insan ve insan-dis1 unsur-
lar arasinda kurulan iligkisel bir alan olarak yeniden kavramsallagtirilmasina katk: saglamay1 amagla-

maktadir.
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Tiyatronun Teni: Cagdas Tiyatroda Birlikce-
Bedensellik

Sinem Kotiloglu Yidiz Technical Universicy
ANAHTAR KELIMELER Birlikte-Bedensellik - Communitas - Es-Mevcudiyet - Merleau-Ponty - Somatik Ortaklik - Ten
¥

tinlimiizde artan ekran odakli yagsam pratikleri bireyi, bedensel bir yalitilmislik ile tiiketici- goz
G konumuna hapsederek onu somatik ortaklik deneyimlerinden giderek uzaklastirmaktadir. Ya-
sanilan bu bireysellesme krizine kargi, tiyatronun varolugsal ¢ekirdegl, izleyen ve izlenenin es-mevcu-
diyet (co-presence) i¢erisinde ayni mekani paylagmasi, organik bir karsi-eylem alani olusturur. Bu bil-
diri, Maurice MerleauPonty’nin felsefesinde yank: bulan “Ten” (La chair) kavramuni, tiyatronun izle-
yen ve izlenen ikiligi {izerinden yeniden diisiinerek; bu ayrimin aslinda gorenle goriilenin ortak bir
tende bulustugu bir birlikte-bedensellik (intercorporeality) alani yarattigini savunmaktadir. Bu pers-
pektifle bakildiginda, gérenle goriilenin sinirlarinin birbirine ge¢mesi, izleme eylemini salt estetik bir
titkketim olmaktan ¢ikarip komiinal bir eyleme doniistiiriir. Mekansal birliktelikle ortak bir ten yaratil-
masl, tiyatroyu sinematik temsilden ayiran en temel unsurlardan biri haline gelir. izleyen-izlenen sini-
rin1 esneten bu unsur, ortak eylemden dogan bir topluluk bilinci olusturur. Olusan bu topluluk (com-
munitas), benzer ideolojik paydada bulusan ya da bulusmasi gereken bir kitle degil; tiim ayrigmighkla-
rina ragmen o anki eylemin kirilganligini ve ansalligini paylasan yatay bir birliktelik halidir. Bu bag-
lamda, bugiin ¢agdas tiyatronun asil politik potansiyeli, metinlerin didaktik sdylemlerinde ya da seyir-
ciyi bir yargic konumuna koyan tarihsel yabancilastirma tekniklerinde bulunamayabilir. Zira her ¢ag,
mevcut kosullarini kendi ruhuyla yeniden okumay: gerektirir. Bugiin ekranlara sikigmis insanin ihti-
yac1 yabancilagmaktan ziyade ortaklagmaktir. Glinlimiiz kogullarinda tiyatronun doniistiiriicii etkisi
ise, ona digaridan yeni bir misyon yiiklemek yerine; kendi ontolojik dogasini -ayn1 odada nefes alma
gliclinii- kendine hatirlatmak olabilir. Bildiri, giderek dijitallesen bir diinyada, tiyatronun mevcut ko-
numunu birlikte-bedensellik {izerinden yeniden tartismaya a¢makta ve ortak mekanda ayni anda bu-

lunarak kurulan bu bagin nasil yatay ve politik bir karsi-eylem alani inga ettigini sorgulamaktadir.
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Kimlik Stnirlari: Irk, Cinsiyet, Cinsellik ve Tiyatro

Siikran Moral, Nezaket Ekici ve Leman Sevda
Dar1c10glu’nun Performanslarinda Beden Politikalar:

Ozge Tatar Dogus University
ANAHTAR KELIMELER Performans - de-kolonyal - feminist performans - neo-kolonyal
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arihsel siirecte somiirgecilik ve onun giiniimiizdeki uzantisi olan neo-kolonyal yapilar, yalnizca
T siyasi veya ekonomik bir tahakkiim kurmamais; bedeni ve toplumsal cinsiyet rollerini de sémiir-
gelestirerek hiyerarsik bir sistem inga etmigstir. Chandra Mohanty gibi postkolonyal feminist kuramci-
larin da siklikla elestirdigi {izere Bati merkezli feminizm, Kiiresel Giiney ve Dogu kadinlarini egitimsiz,
geleneklere hapsolmus, kendi iradesi olmayan homojen ve kurtarilmaya muhta¢ “ligiincii diinya
kadin1” magdurlar: olarak tanimlayarak bu diglayic1 séylemi yeniden iiretir. Buna kargin bilginin jeo-
politigini sorgulayan de-kolonyal feminizm, evrensel ve tekil bir “kurtaric1” Bat1 sdylemini reddede-
rek, marjinallestirilmis kadinlarin kendi seslerini, yaganmugliklarini ve eylemliliklerini merkeze alir.
Bu teorik zemin {izerinden bildiri, ¢agdas Tiirkiye sanatinda kadin bedeninin politik bir itiraz ve
“karsi-temsil” alani olarak kullanimina odaklanmaktadir. Bu baglamda, Amelia Jones’un 6ne siirdiigii
“cifteyabancilik” (double-otherness / double-alienation) kavrami énemli bir rol oynar. Tiirkiye’den
kadin sanatgilar, hem yerel ataerkil tahakkiimiin nesnesi olarak hem de Batili oryantalist/ neo-kolon-
yal bakigin “egzotik ve ezilmis” Gtekisi olarak iki kat yabancilastirildiklarini bedenleri iizerinden ifsa
ederler. Bu cift yonlii baski, Sitkran Moral'in Mardin’in bir kdyiinde gerceklestirdigi “Evli, U¢ Erkek-
li” performansinda parodik bir dille performe edilir. Ote yandan, Leman Sevda Daricioglwnun “Safe
Here” adli canli performansi go¢men politikalarini ve Kiiresel Giiney’den gelenlere yonelik neo-ko-
lonyal bakis1 hedef almaktadir. Nezaket Ekici’'nin “Permanent Words” performansi ise inang ve bede-
nin kesistigi bir ¢ifte-yabancilik okumasi sunar. Sonug olarak, bu ¢aligma; Stikran Moral, Leman Sevda
Daricioglu ve Nezaket Ekici'nin performanslar: iizerinden, Tiirkiye ¢ikisli kadin sanatgilarin sadece
kurbanlagtirilmig kadin imgesini reddetmekle kalmayip, kolonyal, neo-kolonyal ve ataerkil gii¢lerin
bedendeki izlerine kargi nasil birer de-kolonyal feminist itiraz gelistirdiklerini ortaya koymaktadir. Bu
sanat¢ilar, hiyerarsik cinsiyet ve kimlik kaliplarini yapibozuma ugratarak, tekil ve Bati1 merkezli bir ev-

rensellik iddias1 yerine, cogul, kesisimsel ve direnig¢i yeni temsil imkanlar: gelistirmektedirler.
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Border Walls, Checkpoints, and Performance Art

Theatre, Resistance and Hope at the Mexico-US

border

Angel Iglesias Ortiz Tampere Peace Research Institute
KEYWORDS Hope - Mexico-US border - Resistance - Theatre
€

his contribution presents the case of a Central American woman deported with her kid from the
T United States to Mexico, whose story forms the basis of one of five theatrical monologues de-
veloped within the research project Forms of Resistance and Practices of Hope. (The Project is hosted
at the Tampere Peace Research Institute in Finland). Drawing on ethnographic fieldwork conducted
along the Mexico-U.S. border, the monologue intertwines empirical findings with dramaturgical ele-
ments to explore experiences of family separation, precarious belonging, uncertainty, and everyday
forms of resistance and practices of hope. As such, the project works with the idea of everyday resis-
tance (Johansson, A., & Vinthagen, S. 2020) and hope as a joint force (Agyei and Iglesias Ortiz 2025)
which together habilitates individual and collective forms of resistance based on the politics of hope
(Lindroth, M., & Sinevaara-Niskanen, H. 2019).

Conceptually, the project examines the relationship between resistance and hope within different
social contexts, migration control and forced mobility being one of the topics. Through the medium of
documentary theatre, the monologue seeks to render visible the emotional, temporal, and embodied
dimensions of deportation that are often absent from policy and academic discourse. By combining
research and performance, the project also engages broader debates on the potential of theatre as a
critical and transformative methodology capable of fostering empathy, public engagement, and alter-

native forms of knowledge production.

References: Agyei, P. D., & Iglesias Ortiz, A. (2025). Resistance and Hope in Balance: Toward a Complementary Conceptual
Framework. Journal of Immigrant & Refugee Studies, 1-13. https:/doi.org/ 10.1080/15562948.2025.2606199 Johansson, A.,
& Vinthagen, S. (2020). Conceptualizing ‘everyday resistance’: A transdisciplinary approach. Routledge, Taylor & Francis Group
Lindroth, M., & Sinevaara-Niskanen, H. (2019). Politics of hope. Globalizations, 16(5), 644-648.
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The Borders of Identity: Race, Class, Gender, Sexuality, and Theatre

Gentrification and Borders of the Body Politic:
Metamodern Sensibilities in Arinze Kene’s Misty

Berna Bozdag Anlim University
KEYWORDS Body Politic - Contemporary British Theatre - Gentrification - Metamodernism
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etamodernism addresses the contemporary political scene afflicted by neoliberal policies,
M racial segregation, violations of immigrant rights, and urbanisation by underlining hope, af-
fective engagement, and a search for authenticity while emphasising incredulity toward metanarra-
tives. Metamodern theatre, as Tom Drayton delineates in his Metamodernism in Contemporary
British Theatre:A Sense of Hope/ lessness (2024), is imbued with (re)constructive pastiche, dialogical
engagement, and a sense of hope/lessness, presenting an oscillation between apathy and empathy,
irony and sincerity, doubt and belief, while foregrounding plurality and relativism. This study argues
that Arinze Kene’s Misty (2018) actively engages with metamodern sensibilities and addresses the im-
plicit authoritarianism of neoliberal urban policies manifested through the gentrification of impover-
ished areas inhabited by ethnic minorities. By associating the urban space with the body, a living or-
ganism, and thus commenting on the ‘body politic’ of the contemporary city, Kene portrays people of
colour not as tenants but as outsiders expelled from neighbourhoods that rapidly transform into high-
end spaces due to gentrification, leading to political exclusion. While Lucas’s narrative of police vio-
lence and gentrification comes to life on stage, Kene also exposes the process of playwriting by com-
menting on and performing it, at times rapping, chanting, and including the audience in world-
making while responding to criticisms directed at him for writing a ‘black play’ tailored to a middle-
class white audience, commodifying ‘black trauma, or being overtly political. This study suggests that
the metamodern sensibility of Misty enables a critical interrogation of censorship, political correct-
ness, body politic, and the problem of representation on stage, while positioning theatre as a public
forum and a locus of dissent, as Kene approaches contemporary issues by destabilising the processes

of acting and playwriting and blurring the boundaries between fact and fiction.
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Border Security, Conflict Zones, and Representation in Theatre

Securitization, Post-truth, and Manufactured wars on

Stuff Happens and Black Watch
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he pervasive use of post-truth rhetoric at the beginning of the 21st century has been often de-
T scribed as one of the most important shifts between the centuries, transforming the politics and
everyday life of individuals to an immense extent. Defined as the phenomenon in which the truth has
been ‘eclipsed’ and its value no longer required, the use of post-truth has generally been accepted to
have been taken notice during and the aftermath of the invasion of Iraq, also known as the Second
Gulf War, and inauguration of president Trump’s first term by academics such as OREN and KEYES.
At the time, the use of post-truth rhetoric had created a scene of ‘securitization’, a speech act that cre-
ates the security threat it describes into existence through the repetition of words such as weapons of
mass destruction and chemical weapons that were ambiguous to the public of that time. This in turn
acted as a tool to reinforce what Herbert MARCUSE called ‘one-dimensional thinking’, that is the
phenomenon of reducing individual’s identity and cognitive abilities to guarantee the continuation of
the status-quo which is based on the exploitation of the people. According to Marcuse, the commodi-
ties and manufactured conflicts/wars of the modern world are made available to blunt the populace’s
reactionary nature and identity that could threaten the status-quo, aligning closely with post-truth
and its ability to numb people towards the value of truth. The topic discussed here can be closely ob-
served in the plays Stuff Happens by David Hare and Black Watch by Gregory Burke, which question
the issue of identity and truth through the Iraq War. The topic is relevant today as we are currently
witnessing the same circumstances unfolding around the world and both plays could shed light on

what the future of theatre may lead to.
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Politics of Visibility, Othering, and Minority Theatres

Monstrous Grief: Monster Theory and Human
Suffering in Shakespeare’s Hamlet

Demet Uygun TED University
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his paper argues that the monster-making process described by Pramod K. Nayar, drawing on
T Jeffrey Jerome Cohen’s monster theory, is not confined to the medieval creatures and mytho-
logical figures that have historically populated its theoretical framework. Rather, this process operates
with equal force on human beings whose psychological suffering renders them unclassifiable within
the normative boundaries of their social world. Through a posthumanist reading of Shakespeare’s
Hamlet, this paper proposes that grief, melancholy, and psychological collapse function as sites of
boundary-crossing, not between species, but between what a society accepts as fully human and what
it cannot. Focusing on Hamlet and Ophelia, this paper traces how extreme psychological experiences
transform both characters, making the performance of rational, composed humanity impossible to
sustain. As posthumanism reminds us, the human subject was never the fixed, autonomous figure that
humanism promised. Hamlet and Ophelia do not fail to be human. They expose what being human has
always meant: vulnerable, biological, and shaped by what we live through. Yet the court of Elsinore re-
sponds to this exposure not with understanding but with classification, surveillance, and exclusion,
the very mechanisms Nayar identifies as constitutive of the monstrous. This paper situates monster
theory within the broader conference theme of Borders and Boundaries, arguing that the most violent
borders are not always geographical or political. Sometimes they are drawn around suffering itself, de-
ciding whose pain is legible, whose grief is acceptable, and whose transformation tips them beyond the
boundary of the fully human. Monster theory, read through a posthumanist lens, becomes a tool for
exposing these borders and questioning the compassion with which they are maintained. In this sense,
Shakespearean theatre emerges as a space where the boundaries of the human are not merely repre-

sented but publicly staged, contested, and violently enforced.
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The Limits of Theatrical Form: Transitions between Traditional and Contemporary Structures

From Fairyland to the Underworld: Staging
Metamorphosis and the Human—Nonhuman

Boundary in Shakespeare and Caryl Churchill

Alperen Yedekgi Social Sciences University of Ankara
KEYWORDS Fairy Folklore - Human-Nonhuman Boundary - Liminality - Metamorphosis - Post-dramatic Theatre
(4

his paper examines the boundary between humans and nonhumans in dramatic texts. It focuses
T on the stage representation of metamorphosis in William Shakespeare’s A Midsummer Night’s
Dream and Caryl Churchill’s The Skriker. To define these supernatural zones, this study also focuses
on the concept of the “Perilous Realm” from JR.R. Tolkien’s essay “On Fairy-Stories”. Both play-
wrights use fairy folklore to challenge the stability of human identity. However, their works give oppo-
site structural and ideological purposes. The comparison between these two plays reveals how differ-
ent theatrical eras use supernatural thresholds to handle crises of order. Hans-Thies Lehmann’s con-
cept of post-dramatic theatre helps explain this stylistic evolution. The research maps the specific spa-
tial contrast between human architecture and supernatural realms in each text. With Tolkien’s and
Lehmann’s approach, this study shows how the physical stage makes these abstract boundaries visible.
Thus, Shakespeare and Churchill reflect different historical shifts in human trust in a stable reality. In
Midsummer Night’s Dream, fairy world functions as a temporary zone of transition. Even though
magical transformations confuse the characters, they restore the social and patriarchal order. Here,
the human boundary remains intact at the end of the play. In contrast, Churchill’s The Skriker
presents a damaged, malicious, and toxic supernatural realm. The creature changes form and infects
the modern world. The threshold becomes unstable and invasive and nonhuman shatters the illusion
of human control. In the end, this study analyzes these choices through the lens of theatrical space and
physical performance. It contrasts early modern restorative liminality with postdramatic fragmenta-
tion. The comparison indicates a clear historical shift in theatre. The stage moves from a space of tem-

porary escape to a site of permanent exposure.
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Disciplinary Boundaries of Theatre Theories and Border-Crossing Methodologies

Staging the Reformation: Law, Conscience, and

Religious Boundaries in Shakespeare and Fletcher’s
Henry VIII

Ogulcan Celik TED University
KEYWORDS Henry VIII - Law - Reformation - Religion
(4

his paper examines Shakespeare and Fletcher’s Henry VIII as a drama of religious, legal, and po-
T litical boundaries. Rather than presenting the English Reformation through explicit doctrinal
debate, the play stages it through trials, ceremonies, accusations, coronations, and prophetic speech.
Focusing on the Blackfriars trial, Katherine of Aragon’s appeal to conscience, Wolsey’s fall, Henry’s
royal authority, and Cranmer’s prophecy, the paper argues that Henry VIII transforms the Reforma-
tion into a theatrical problem of legitimacy. The play asks where authority resides when law, con-
science, monarchy, and church come into conflict. Katherine exposes the limits of legal procedure;
Wolsey embodies the dangerous fusion of sacred office and political ambition; and the final christen-
ing scene recasts contested religious history as providential national continuity. By analysing these
staged boundaries, this paper suggests that Henry VIII represents the Reformation not simply as a his-
torical break with Rome, but as a performative redrawing of the borders between faith, law, sovereign-

ty, gender, and public memory.
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Border Security, Conflict Zones, and Representation in Theatre

Detention and Biopolitics in Hannah Khalil’s The Scar
Test

Meri¢ Debele¢  Social Sciences Universicy of Ankara
KEYWORDS Foucault - Hannah Khalil - The Scar Test - biopolitics - immigrant detention
¥

et in the Yarl’s Wood Immigration Removal Centre, Hannah Khalil’s 7he Scar Tést (2015) is a liter-
S ary response to the institutionalised detention of women immigrants, and the systematic atroci-
ties they face. With its fragmented dramatic structure and rich catalogue of characters, the play con-
structs a realistic microcosm where individual traumas experienced by women from across the world
intersect with confinement, surveillance, and control. Emphasising the serious magnitude of the
problem expressed in the play, this study analyses the play by referring to the history of Yarl’s Wood
IRC. It scrutinises the reports of the violent detention of migrant women, abuse allegations, and ac-
tions of rebellion in order to contextualise the dire circumstances in the strict and inhuman regime of
immigrant detention. The theoretical framework for analysis is Michel Foucault’s theory of biopoli-
tics. Such concepts as surveillance, spatial regulation, and population management are drawn upon,
too. As per Foucault’s theory, the IRC in 7he Scar Test is examined as a biopolitical space operated
through the segregation, surveillance, and strategic regulation of women’s bodies. In line with the logic
of biopolitics, the play exposes how detainees are abstracted into administrative data and controllable
units. Demonstrating how the dramatic representation of bodily symptoms, restricted mobility, and
surveillance reveals immigrant detention as a system that produces vulnerability while maintaining
institutional legitimacy, this paper argues that 7he Scar Test portrays the IRC as a biopolitical micro-
cosm in which the governance of human life is enacted through both material conditions and discur-

sive practices.
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Hybrid and Border-Crossing Performance Practices (Theatre, Dance, Music, Visual Arts)

The Youthtul Body on the Threshold of the Canon:

Representation, Age, and the Redistribution of Stage
Authority

idil Tﬁrkmenoglu Cocuk Geng Sanat Tiyatro

KEYWORDS Authority - Interdisciplinary Performance - Representation - Shakespeare - Theatrical Canon - Youth

Performance
€

his presentation examines the stage show Spiritua - Futura Nuovo Arte not merely as an exam-
T ple of interdisciplinary performance, but through the pivotal questions of who holds the right to
speak, represent, and appropriate classical texts on stage. Drawing upon Shakespeare’s tragedies as
well as the narrative of Troy, Spiritua opens the historically adult, text-centered, and character-driven
structure of the Western theatrical canon to a reencounter through the bodies, voices, and collective
energy of child and youth performers.

Within this framework, the transgressive nature of Spiritua stems not only from its convergence of
theatre, dance, music, choir, and visual arts. The performance also exposes and destabilizes the bound-
aries between childhood and adulthood, pedagogy and the professional stage, classical text and popu-
lar visual culture, and individual heroism and collective existence. The structure created on stage by
45 children and youth shifts Shakespearean tragedies away from being spaces of representation re-
liant on psychological character interpretations; instead, it puts them back into circulation through
rhythm, repetition, movement, sound, and imagery.

By delivering soliloquies not as dramatic peaks belonging to individual actors but through a plural
choral voice, the authority of the text is distributed across the stage rather than concentrated in a
single body. Thus, Spiritua positions young performers not as mere “carriers” of the classical text, but
as active subjects who transform it. Manga aesthetics, LED visuals, contemporary music, and choreo-
graphic arrangements establish a generative, intergenerational space of negotiation—not just formal-
ly, but culturally—between the canonical tragedy and today’s youth culture.

Consequently, through the case of Spiritua, this presentation discusses hybrid performance less as
a combination of disparate art forms and more as a contemporary practice where the boundaries be-

tween age, representation, authority, and stage language are renegotiated.
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Tarih Yazimunin, Gézden Kagan Cografyalarin ve Stmirlarin Sinirlar

Yeti§kin Merkezli Bir Diinyada Cocukla Dayanigma
Imkani Olarak Cocuk Tiyatrosu: Bog Sahne—Abzu

Fatma Kegeli Maltepe University
ANAHTAR KELIMELER AbZu - Bos Sahne - Yeni Cocukluk Sosyolojisi - Cocuk Tiyatrosu - Cocukla Dayanisma
¥

osyal bilimlerin uzun siire ihmal ettigi cocuk, 1990’lardan itibaren ¢ocukluk ¢aligmalariyla birlik-
S te sosyoloji, antropoloji, tarih ve cografya gibi farkl disiplinlerin ilgi alanina girmistir. Ozellikle
Yeni Cocukluk Sosyolojisi, ¢ocugu yasa gore siniflandiran, standartlagtiran ve yetigkin olmay1 merke-
ze koyup onu yetkin olmakla da es tutan arglimanlara kars1 6nemli itirazlar gelistirmistir. Evrensel bir
cocukluk tanimu yerine, sinif, cinsiyet, etnik kdken gibi sosyal degiskenlerle birlikte ¢cocukluk dene-
yimlerinin ¢esitliligine dikkat ¢eken, cocuklugun biyolojik bir kategori degil, toplumsal bir insa oldu-
gunun altini ¢izen bu yaklagim, ¢cocugun yalnizca degisen degil, ayni zamanda ¢evresini etkileyen ve
doniistiiren aktif sosyal aktér oldugunu da vurgulamugtir. Ancak bu anlayisin ¢ocuk tiyatrosundaki
yansimalar: olduk¢a sinirlidir. Bunun temel nedenlerinden biri, ¢ocuklarin hala biiyiik ol¢iide
Piaget’in Gelisim Psikolojisinin verileriyle tanimlanmasi ve sahnede onlar i¢in yaratilan anlam evreni-
nin bu ¢er¢evede kavranmaya c¢alisilmasidir. Cocugun sosyal bir varlik oldugunu géz ard: eden bu yak-
lagimin yayginligi, onun deneyimlerini merkeze alan tiyatro {iretimlerinin sinirli kalmasina yol ag-
maktadir. Ozellikle Tiirkiye’de ¢ocuk tiyatrosunun yetiskin tiyatrosuna gegiste bir basamak olarak go-
riilmesi de, didaktik ve ticari oyunlarin agirlik kazanmasina zemin hazirlamaktadir. Bu durum, ¢ocukla
farkli bir iligki kuran tiyatro pratiklerini yeniden degerlendirmeyi gerekli kilmaktadir. ODTU Tiyatro
Toplulugu geleneginden gelen ve kolektif {iretim anlayigini slirdiiren Bos Sahne, bu topluluklardan bi-
ridir. Adin1 Peter Brook’un “bog alan” kavramindan alan topluluk, ¢ocuk seyirciyi edilgen bir alici
olarak degil, sahnede kurulan anlamin ortag: olarak géren bir tiyatro anlayisini benimsemistir. Bu bil-
diride, ¢ocukla hiyerarsik olmayan bir iliski kuran tiyatro pratiklerinden biri olarak Bos Sahne’nin
AbZu oyunu, Yeni Cocukluk Sosyolojisinin ¢ocuk anlayisi cercevesinde incelenecek; oyunun sahnele-
me anlayisi, cocuk seyirciyle kurdugu iligki ve dramaturjik tercihleri {izerinden ¢ocukla dayanigmay1

nasil miimkiin kildig: tartisilacaktur.
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Disipliner Stmirlar: Tiyatro Kuramlar: ve Stmr Asan Metodolojiler

Moderniteyi Yamamak: Kiilciirel Periferi olarak
Tiyatro ve Performansta Epistemolojiden Ontolojiye
Kayis

Mustafa Caligkan Agn [brahim Cegen University

ANAHTAR KELIMELER Dramatik Tiyatro - Epistemoloji-Temsil - Ontoloji-Mevcudiyet - Postdramatik Tiyatro - Profan-
Sekiiler Ritiieller

€

odernite diisiincesiyle kodlanarak hegemonik bir norm olarak dayatilan dramatik tiyatro, metne, temsi-
M le, rasyonel akla dayali epistemolojik bir temele sahiptir. Neyin “estetik” ve “evrensel” oldugunu dikte
eden bu merkez, rasyonel sinirlar i¢inde sabitleyemedigi (fiksleyemedigi) duyumsal ve deneyimsel unsurlari
Dantonun tabiriyle soykirima ugratmis ya da marjinallestirip merkezin digina iterek periferiklestirmigtir.
Modern sonrasi/postdramatik tiyatro ve performans pratikleriyse merkezin bu epistemolojik tahakkiimiine karg
ontolojik bir varolug alan: agmistir.

Sahneyi/performans: bir mevcudiyet alanina doniistiiren Grotowski, Barba, Schechner gibi isimler, hakim
s6ylemin ve egemen “bilgi paketlerinin” digsarida biraktig: alanlar aragtirmigtir. Nitekim Grotowski, metodoloji-
si icin “dikkatimizi yogunlastirdigimiz alanin bilimsel bir alan olmadigini, o alandaki her seyin tanimlanamaya-
cagin1” belirterek, rasyonel/bilimsel laboratuvarin sinirlarini ve onun gegcerli kavramsal dayatmalarini sorunsal-
lagtirmigtir.

S6z konusu oyun ve performanslar, Nietzsche'nin “Tanr1 Oldii” séyleminde &zetledigi modernitenin agtigi
manevi boslugu doldurmak amaciyla, kiiltiirel periferiden devsirilen “ham maddeleri” (Islam tasavvufundaki
sema/zikir, Uzak Dogu yoga pratikleri, Afrika ve Amerika yerli ritiielleri) isleyerek sekiiler ritiieller olarak sahne-
ye tasimaktadir. Bu baglamda “moderniteyi yamamak”, Aydinlanmaci aklin-epistemolojinin yarattig1 anlam kay-
bini, kiiltiirel periferiden devsirilen ritiiel, mevcudiyet ve bedensel tecriibelerle ontolojik diizeyde onarma stra-
tejisidir.

Ancak buradaki kritik niians, 6ncelikle modernitenin sinirlarinin agilmamas: ve Yuval Noah Hararinin kav-

A3

ramsallagtirdig1 “modern s6zlesmenin” ihlal edilmeyisidir. Harari’ye gére modernite, “insanlarin gii¢ karsiliginda
anlamu terk ettigi” bir sozlesmedir; fakat bu s6zlesmede sinsi bir “cayma sart1” vardir: Eger insanlik, ucu agkin bir
yaraticiya/ilahiyata ¢ikmayan biiyiik bir planda anlam bulmayi1 basarirsa sézlesme ihlal edilmemis sayilacaktir.
Bunu garanti altina alan ithal edilen kiiltiirel hammaddenin kaynagindaki baglamindan koparilarak profanlasti-
rilmasidir.

Iste modern sonras1 tiyatronun biiyiik sanatsal projesi, tam da bu cayma sartindan yararlanarak yiice-kozmik
bir plana dayandirilmayan mevcudiyet ve varolus (Ontoloji- Presence) temelli anlam iiretimidir. Kiiltiirel perife-
riden ithal edilen mistik 6geler, teolojik degil; profan/sekiiler temelde estetik 6l¢titlerle yeniden kodlanarak igle-
tilir. Niteliksel arastirma yontemlerinden dramaturjik ve hermenétik analiz metodunun benimsendigi bu bildiri
dramatik tiyatronun epistemolojik yapisindan modern sonrasi oyun (postdramatik) ve performanslarin mevcu-

diyet odakli ontolojik karakterine gecisi tartigmay: amaglamaktadir.
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Etik Sinirlar ve Temsil Politikalari: Ne Temsil Edilebilir?

Aksanin iginde Nefes Almak

Bagak §amllog1u Huvaj Independent Researcher
ANAHTAR KELIMELER aksan - nefes - oyuncu sesi - temsil etigi - vokal kimlik
(4

u bildiri, oyuncunun yakindan tanidig: bir sinirdan hareket eder: kendi nefesi, sesi ve bedeni ile

karakterinin nefesi, sesi ve bedeni arasindaki egik. Bir karakter oyuncunun tek bir nefesidir —
oyuncunun o nefesi nasil aldigi, nereye yonelttigi ve nasil biraktigi, karakterin tiim hatlarini ¢izer. Bu
uygulayic1 gézleminden yola ¢ikan bildiri, ana dilinden farkli bir aksanla konugan ve sark: sdyleyen
bir karakteri kesintisiz ve yogun bir performans pratigi icinde tagryan bir oyuncunun deneyimine da-
yanir. Yabanci bir aksanla performans, yalnizca ses degil nefes de gerektirir: o aksanmn agirhigini,
yoniinii, kuvvetini tagiyan farkli bir nefes. Kulakla duyulan bu yabanci ses bedende yankilanir ve pa-
radoksal bicimde, karakteri daha az degil daha goriiniir kilar.

Rodenburg’un ikinci gember kavrami ve Linklater’in vokal diirtii izerine ¢aligmalari, 6zgiin perfor-
mans1 oyuncunun dogal nefesinin ve sesinin 6zgiirlesmesinde konumlandirir. Bildiri, yabanci bir ak-
sanin aligilmis nefes ve ses kaliplarini bozarak tam da Barba'nin tanimladig: ifade-6ncesi hazir bulu-
nuslugu aciga ¢ikarabilecegini 6ne siirer: oyuncu giindelik benliginden kopar ve bu kopusta karakteri
olagandisi bir netlikle bulur. Sinir, burada, iiretici bir islev goriir.

Ne var ki her sinir esit degildir. Bildiri, Tiirkiye tiyatro pratigini tarihsel olarak bi¢imlendiren bir
olguya yonelir: bolgesel ve etnik kimlikleri karikatiirize etme iizerine kurulu sive komedisi gelenegi. Bu
gelenek, aksanli bir karakteri seslendirmeyi oyuncular i¢in ¢ekinceyle yaklasilan bir alana doéniistiir-
miistiir. Karakter sesi ile alay arasindaki ¢izgi agir1 incelmis, temsil pratigi tarihsel bir yiikle dolmustur.
Bu yalnizca estetik degil, etik bir sorundur: kimin sesi, kimin agzindan, hangi baglamda?

Bu iki deneyim arasindaki karsithik — yabanci aksanin iiretken mesafesi ile sive komedisinin ¢ekin-
celi zemini — sunu ortaya koyar: vokal sinir ge¢isinin iiretkenligi, 6diing alinan sesin tagidig: kiiltiirel
ve tarihsel yiikle dogrudan iligkilidir. Schechner’in yeniden kurgulanmig davranis kavrami ve temsil
etigi cercevesinden yola ¢ikarak bildiri, kiiltiirlerarasi vokal pratigin yalnizca yabanci sesin oyuncu-
nun enstriimanina ne yaptigini degil, sesleri sahiplenilen topluluklara ne yaptigini da hesaba katmasi

gerektigini savunur.
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Performans ve Mekana Ozgii Tiyatro ve Kamusal Alan Miidahaleleri

Yiiriiyiis Performanslarinda Siniri igeriden Yeniden

(;izmek

Hakan Arslan [scanbul Beykent Universicy
ANAHTAR KELIMELER beden - kamusal alan - smmr - tamklhk - yiiriyis performans:
¥

iirliyiis, cagdas performansin en yalin ama en politik jestlerinden biridir: bir bedenin mekanda

biraktg: ¢izgi. Bu bildiri, yiirliylis performanslarini “sinir” sorunsali ekseninde ele alarak, bir
¢izgi gibi goriinen yiirilyiisiin aslinda bir iligki ag1 (plexus) 6rdiiglinii 6ne siirer. Wulia'nin estetik dire-
nis kuramu (plexus, kamusallik siirekliligi), Fisher’in “kargit- olmayan direnis” 6nerisi ve Butler ile At-
hanasiounun miilksiizlestirme tartigmasindan hareketle su iddia gelistirilir: yiiriiyen beden iktidarin
“disina” ¢ikmaz; sinirin i¢inden gecerek onu yeniden ¢izer ve “digarisi olmayan” bir direnis kipi kurar.

Caligma, nitel desende ¢oklu 6rnek olay incelemesidir. Orneklem, sinirmn farkl kiplerde (cografi,
hukuki, bedensel, kentsel) sahnelenmesi 6l¢iitiiyle amaclh 6rnekleme yoluyla olusturulmustur. Perfor-
manslara dolayimlar: iizerinden (video ve fotograf belgeleri, sanat¢1 beyanlari, kiiratéryel metinler,
basin alimlamasi) erisilmekte; malzeme karsilagtirmali performans ¢6ziimlemesi ve elestirel séylem ¢6-
ziimlemesiyle okunmaktadir. Belge dolayimu bir sinirlilik degil, bulgunun pargasidir: performansin
bugiine ulagma bi¢imi, plexus dedigimiz ag1 kurar.

Coziimleme dort kip iizerinden ilerler. Cizgi-¢izen yiirliylisler (Aljs, The Green Line; Long, A Line
Made by Walking; Abramovié¢-Ulay, Great Wall Walk) sinirin keyfiligini ve esik niteligini goriiniir
kilar. Iz-birakan yiiriiyiisler (Galindo, :Quién puede borrar las huellas?) bedeni tanikliga déniistiirerek
“yas tutulabilirlik” rejimini sorgular. Sinir-agan yiiriiyiisler (Little Amal; Pippa Bacca, Brides on Tour)
konukseverlik iitopyas: ile bedenin kirilganligi arasindaki gerilimi agar. Akisi-kesen yiiriiylisler
(Pope.L’in siiriinme performanslary; Lin Yilin, Safely Maneuvering Across Lin He Road) dik yiiriiyii-
siin ve kentsel akigin normunu bozarak engeli hareketli kilar.

Yiiriiylis boylece niyetten ¢ok potansiyelle isleyen; taniklari, kontrol noktalarini, medyay: ve
oliim-sonras1 alimlamay1 baglayan canli bir ag olarak belirir. Caligma performans ¢aligmalarina, yiirii-
yliisii psikocografya ve sanatgi niyeti eksenli okumadan ayirarak dort kipten olusan analitik bir tipoloji
ve dagiuik faillik 6nerisi sunar; sinir kuramina ise, agsma/ihlal paradigmasinin yerine sinirin bedensel
yeniden yazilabilirligini ““iceriden yeniden ¢izme”yi- 6nerir. Wulianin plexus kavramini isleyen bir

coziimleme aracina doniistiirerek Tiirkce alanyazina kazandirmay1 hedefler.
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The Limits of Theatrical Form: Transitions between Traditional and Contemporary Structures

Over the Binary: Synthetic Bodies in Contemporary
Theatre

Asim Esat Kalyon TED University
KEYWORDS anthropocene - artificial intelligence - contemporary theatre - posthumanism - robot theater
¥

raditional frameworks of environmental ethics often operate under a logic which offers a
T human/nonhuman border. Although recent discussions have aided the elimination of such an
ontological border, contemporary discourses struggle to pursue a path beyond the binary of natural
versus synthetic. This paper de-centers the human baseline by proposing a post- carbon ontology that
dismantles the ontological border between the natural and the synthetic. Phenomena such as emer-
gent properties and vital materialism make it possible to infer that both biological and synthetic bodies
are complex, entangled systems. Thus, the foundational binary of the natural and the synthetic can be
dismantled by evaluating a post- carbon theory that rejects humanled production as an artificial ex-
ception. Setting the present argument in critical posthumanism and material ecocriticism, I argue that
human technological synthesis is an evolutionary continuation of natural planetary reactions, no
more distinct from the ecosystem than a volatic animal building a nest or a primate utilizing a tool. To
trace this borderless continuity on the contemporary stage, this paper provides a comparative analysis
of three landmark productions: Oriza Hirata’s Sayonara (2010) and I, Worker (2008), which introduce
androids and industrial robots in presenting domestic and existential realities, and the Svanda The-
atre’s Al: When a Robot Writes a Play (2021), which utilizes biological human actors to embody a script
autonomously generated by artificial intelligence. Through these case studies, the study demonstrates
how contemporary theater acts as a vital posthuman laboratory, and reminds that the contemporary

stage is a feast of flesh, silicon, and code.
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Disciplinary Boundaries of Theatre Theories and Border-Crossing Methodologies

“Crossing the Boundaries of Performance: A Schizo-
analytic Reading of Enda Walsh’s Ballyturk”

Riiveyda Biiyiiktelli Anlim University
KEYWORDS Ballyturk - Deleuze & Guattari - Enda Walsh - schizo-theatre - schizoanalysis ABSTRACT
¥

nda Walsh’s Ballyturk (2014) is a highly experimental one-act play that explores the lives of two

men unfolding within an unspecified setting only referred to as “a very large room” The two
characters, simply introduced as “1” and “2” in the play, perform seemingly non- sensical, arbitrary,
ritualistic, and repetitive acts on stage, which often mirror the lives of people in an imaginary Irish
town called Ballyturk. Walsh makes an excessive use of sounds, music, and lighting to create raw
energy and affect with coproductive and performative exchanges between his characters and the audi-
ence. The voices 1 and 2 hear and the arrival of a Godot-like character named “3” increases the ten-
sion in an already chaotic and shifting atmosphere. The play is characterized by fluidity, fragmenta-
tion, constant pauses, excessive use of music and lighting as affective tools, and manic moods of its
characters, which creates an ever-shifting and non-representational performance. This paper aims to
read Enda Walsh’s Ballyturk through the lenses of schizoanalysis as found in the works of Deleuze and
Guattari. By treating the ‘schizo’ not as a clinical term but as a productive site of ‘desiring machines’,
schizoanalysis and ‘schizo-theatre’ designate a radical alternative to traditional psychoanalysis as well
as performance studies. Unlike traditional representational theatre defined by representations of
fixed identities, causal relations, and stability; schizo-theatre promotes ‘production’ through shifting
identities, unstable moods, fragmentation, disorder, and continuous senses of becoming through
affect. This paper argues that Walsh’s use of raw energy, shifting states of becoming, affective and per-
formative shock techniques as well as the atmospheres of disorder and chaos in Ballyturk destabilise
the notions of conventional representational theatre and produce an example of schizo-theatre where
there is a ‘perpetual variation’ of character, plot, and performance through creative and performative

senses of becoming and coproduction.
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Disability, the Limits of the Body, and Performance

Challenging Monocultural Boundaries through
Translation and Non-Translation

Ba§ak Ergil Yeditepe University
KEYWORDS ableism - deaf culture - shadow interpreting - sign language interpreting - theatre translation
¥

hadow interpreting is the inclusion of sign language interpreters on the theatre stage to perform
S interpreting performances alongside the cast of the play. Each member of the cast is assigned a
“shadow interpreter,” simultaneously “acting” as well as “interpreting” the actor’s part in sign language.
Unlike surtitling, a more commonly used method used for theatre and opera translation consisting of
the translated text being projected above the stage during the live performance; and unlike regular
sign language interpreting practices that locate the stable sign language interpreters in front of the
stage, shadow interpeting is a more dynamic, performative, and creative form of sign language inter-
preting located on the stage where the associated actor is acting The present paper aims at approach-
ing shadow interpreting as an interdisciplinary ethical issue, concerning ethics of performance and
ethics of translation and interpreting Instead of locating theatre translation and/or interpreting out-
side the stage and defining it as a simplistic task of rendering mainly of the textual meaning, the inclu-
sive and culturally pluralistic practices of shadow interpreting provide deaf communities with a more
artistic, creative, and stylized form of interpreting performance as these practices transgress the

boundaries and norms attributed to the spectatorship and watching practices of deaf communities.
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Playing Through Borders: The Digital Double and the
Unfmished Quest in Zelda Bu Zor Bir Mesele

Gék(s‘e Yetkin Dicle University

KEYWORDS Minal F. Karadogan - Zelda Bu Zor Bir Mesele - border-crossing performance - digital dramaturgy - intermedial

performance
(4

elda Bu Zor Bir Mesele (Zelda: This Is a Difficult Matter) is an unpublished Turkishlanguage per-
Z formance text written in 2024 by Minal F. Karadogan and premiered at Amed City Theatre, Di-
yarbakir, in 2025. Written and performed by Karadogan and co-directed by Karadogan and Umut Yil-
mazer, the solo production traces a family history spanning Diyarbakir and Germany since the 1960s
through recorded and partly modified gameplay footage from The Legend of Zelda. Drawing on the
script and the 2025 production, this paper examines how projected game sequences structure the per-
formance’s bordercrossing form.

The analysis is confined to these sequences and reads them through Steve Dixon’s account of the
digital double and Jesper Juul’s discussion of failure and repetition, in which non- completion is un-
derstood as structural rather than incidental. Digital dramaturgy here names the way the game’s rules,
levels, and repeated attempts organise narrative time and stage action. A single performer narrates a
history drawn from personal recollection and inherited family memory, while the screen alternates
passages from a 1990s Nintendo game with actual family photographs and video footage. The projec-
tion does not illustrate the migration story but opens a second performance space that the performer
enters, interrupts, and reworks, unsettling the line between performer and avatar as well as that be-
tween stage space and screen space.

The paper argues that the production relocates the border from a geographical line to a playable but
unstable system. Failure to complete the quest becomes the formal principle of the piece, since belong-
ing is staged as something replayed rather than reached. The play challenges boundaries by making
migration navigable as a rule-governed system that can be entered, interrupted, and rewritten, yet
never mastered. It thus contributes to hybrid and border-crossing performance practices by showing

how game structure can function as a dramaturgical method.
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Postcolonialism, Borderlands, and Theatre Studies

Staging Borders: Negotiating Belonging and
Boundary—Making in Hanif Kureishi’s Theatre

Hande Kolat iscanbul Atlas University
KEYWORDS Borders and Belonging - Diaspora and Identity - Hanif Kureishi - Liminality - Performativity
¥

his paper examines how Hanif Kureishi’s early plays Borderline (1981), Outskirts (1981), and
T Birds of Passage (1983) represent borders not as fixed geographical divisions but as unstable
and performative structures that continuously shape belonging, exclusion, and identity formation. Set
against the sociopolitical climate of late twentieth-century Britain, these plays explore the experi-
ences of diasporic and marginalized subjects negotiating cultural, familial, spatial, and emotional
boundaries within British society.

Drawing on Victor Turner’s concept of liminality, Homi Bhabha’s theory of the Third Space, and
Judith Butler’s notion of performativity, this study argues that Kureishi transforms theatre into a limi-
nal site where borders are enacted, challenged, and reconfigured. Rather than presenting identity as
stable or resolved, the plays depict characters suspended between competing systems of belonging,
unable to fully inhabit either inherited traditions or dominant social structures. In this sense, border
existence emerges not as a temporary condition but as an ongoing mode of being,

The paper further suggests that Kureishi’s dramaturgy destabilizes rigid distinctions between
center and margin, insider and outsider, private and public space. Through fragmented relationships,
generational tensions, and urban alienation, the plays expose how social boundaries are reproduced
through everyday interactions and performances. Ultimately, this study demonstrates that Kureishi’s
theatre reconceptualizes borders as fluid and negotiated processes, foregrounding the instability of

belonging in contemporary multicultural Britain.

— 101 —



UTAD 2026 - Borders & Boundaries - Stmirlar ve Ayrimlar

089 ABSTRACT - BiLDIiR

Disciplinary Boundaries of Theatre Theories and Border-Crossing Methodologies

Crossing Pedagogical Borders: Al-Mediated
Performative Writing as a Liminal Space in Turkish
University EFL Classrooms

Dandyson Jaja Sivas University of Science and Technology
KEYWORDS Al-mediated pedagogy - performative writing - liminality - academic voice - Turkish EFL - borders and boundaries
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his paper investigates how Al-mediated performative writing functions as a liminal pedagogical
T space in which linguistic, cultural, and authorial boundaries are actively negotiated in Turkish
university EFL classrooms. Drawing on theories of liminality and theatre-informed pedagogy, the
study reconceptualises the academic English writing classroom as a micro-theatre where students re-
hearse academic identities, experiment with voice, and navigate tensions between personal meaning
and institutional norms. Empirically, the study adopts a qualitative-dominant mixedmethods design
conducted over a twelve-week instructional cycle with upper-B2 to low-C1 undergraduate students in
a School of Foreign Languages at a Turkish state university. Data sources include student writing arte-
facts produced with and without Al support, reflective learning journals, semi- structured interviews,
and classroom observations. Thematic analysis reveals that generative Al does not displace learner
agency but operates as a co-performer that expands expressive possibilities while heightening stu-
dents’ awareness of rhetorical choice, authorship, and ethical responsibility. Findings indicate that Al-
supported performative writing enables learners to cross linguistic and cultural borders between lo-
cally grounded identities and globally recognised academic discourse. Rather than erasing voice, Al
makes pedagogical boundaries more visible and negotiable, transforming academic writing from a
product-oriented task into a rehearseable, dialogic practice. By situating Alenhanced writing within
the broader discourse of theatre and performance, the paper contributes to contemporary discussions

on borders and boundaries in education, language learning, and human-technology collaboration.
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The Limits of Theatrical Form: Transitions between Traditional and Contemporary Structures

Performing Hamlet Otherwise: Gender, Genre, and
the Limits of Theatrical Form in Metin Erksan’s
Intikam Melegi

Sena Sahini Ege University
KEYWORDS Female Hamlet - Turkish cinema - adaptation - genre hybridity - intermediality
(4

etin Erksan’s /ntikam Melegi (The Angel of Vengeance, 1976) is often remembered for its most
M striking departure from Shakespeare’s Hamlet: the transformation of the canonical tragic hero
into a female protagonist. Yet the film’s challenge to established boundaries extends far beyond gender.
This paper argues that /ntikam Melegi functions as a liminal adaptation that destabilizes multiple aes-
thetic and performative categories simultaneously. By re-imagining Hamlet as a woman, the film ques-
tions the traditionally masculine foundations of revenge tragedy; however, it also resists stable classi-
fication in terms of genre, performance style, and medium.

While preserving and at times intensifying the metatheatrical qualities of Shakespeare’s play,
Erksan employs highly stylized visual compositions, exaggerated performances, and non-naturalistic
settings that blur the boundaries between theatre and cinema. The film oscillates between Shake-
spearean tragedy, Yesilcam melodrama, absurdist aesthetics, and moments reminiscent of Brechtian
cabaret, creating a hybrid form that challenges conventional dramatic structures. Furthermore, the
female Hamlet, portrayed by Fatma Girik, emerges as an alienated figure not only because of her tragic
predicament but also because she inhabits a cultural and generic landscape that appears fundamental-
ly at odds with the Shakespearean role she occupies.

Drawing on adaptation theory, genre studies, and performance theory, this paper examines /ntikam
Melegi as a work situated at the intersection of multiple borders: gendered, generic, medial, and the-
atrical. Rather than viewing the film merely as a Turkish adaptation of Hamlet, the study proposes that
its significance lies in its refusal to remain within any single category. In doing so, /ntikam Melegi re-
veals how adaptation can become a site where established boundaries of identity, genre, and theatrical

form are simultaneously challenged and re-imagined.
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Censorship, Freedom of Expression, and Boundaries of Resistance in Theatre

The Prohibited Borders of Performance: Palestinian
Women Actors Facing Two Forms of Control

Sinem Capar lleri Giresun University
KEYWORDS Palestinian theatre - Palestinian women - boundaries - freedom - performance practices - resistance
¥

his paper explores the experience of Palestinian women actors who step onto the stage while
T negotiating two forms of control: the patriarchal rules that restrict women’s visibility, and the
political structures that limit movement, expression, and public gathering Focusing on documented
performance practices—Forum Theatre at ASHTAR, testimonial work at The Freedom Theatre,
women-led revivals of the hakawati tradition, and site-specific performances in refugee camps and
militarized spaces—the study examines how these artists use the stage as a place to speak, to appear,
and to insist on presence. The act of appearing becomes more than a theatrical gesture: it is a way of
pushing against boundaries that attempt to shape where a woman may stand, how she may speak, and
who may listen. Their performances reveal the quiet tension between safety and visibility, tradition
and self- expression, silence and voice. Rather than describing these women as passive subjects caught
between forces, the study highlights how they reshape theatrical forms, claim contested spaces, and
craft their own routes toward artistic and personal autonomy. Ultimately, the paper argues that the
Palestinian woman actor does not simply perform within restrictions; she performs against them.
Each appearance on stage becomes a small map of freedom—drawn in a place where freedom is repeat-

edly denied.
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Censorship, Freedom of Expression, and Boundaries of Resistance in Theatre

Female Playwright’s Refusal and Contemporary
British Theatre as Border in Ella Hickson’s The Writer

Yildiz Hazal Alundag Halic University
KEYWORDS complaint - contemporary feminist theatre - institutional border - politics of form - refusal
¥

his paper argues Ella Hickson’s play 7he Writer (2018) stages the border as the theatrical institu-
T tion. The institution, as male authority, market, recognition, and formal expectations, restricts
the playwright’s desire for “the world to change shape” by limiting her ability to say no to the forms,
narratives, and marketability of her feminist aspirations. The autofictional structure connects the
writer’s struggle to the systemic pressures contemporary British female playwrights, like Hickson,
face as gender bias continues in twenty-first-century British theatre. Although female playwrights are
more visible, their works continue to be shaped by expectations that see women’s writing as intimate
and marketable, rather than epic, experimental, or politically assertive. Hickson observes that “the
ability to say no” depends on privilege where female artistic freedom mirrors institutional and eco-
nomic borders. The freedom of refusal becomes not just artistic expression but a site where institu-
tions create the limits of acceptable voice and form. This paper examines the play through Sarah
Grochala’s politics of form and Sara Ahmed’s theory of complaint to critique how theatre appropriates
female refusal. The writer’s anger is not only a complaint against the institution but becomes commod-
ified as drama. In the opening play-within-a-play, feminist anger becomes zeitgeisty. In a fantasy
scene, the writer dreams of a freer form beyond institutional rules. In the final scene, the writer is visi-
ble only when tied to money and status. Therefore, the play stages theatre as a border that includes the

female voice while limiting its subversive potential: female refusal of institutional recognition.
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Melez ve Sinir Agan Performans Pracikleri (Tiyatro, Dans, Miizik, Gorsel Sanatlar)

Sahne Sanatlarinda Sanal Mekan: Telematik
Performans ve Seyirci—Mekan Etkile§imi

Ozgiin Can Karaburun Arkmn University of Creative Arts and Design
ANAHTAR KELIMELER Mekan - Sahne Sanatlar: - Seyirci - Telematik Performans
%

elematik performans, aralarinda fiziksel mesafe bulunan iki ya da daha fazla gercek mekanda
T gerceklestirilen ve bu mekanlarin telekomiinikasyon aygitlar1 araciligiyla birbirlerine eszamanl
baglandiklar: bir performans sanati formudur. Bu formda, bir biitiin olarak performansin tamamlayic1
parcasi ya da parcalar: niteliginde olan ve seyircinin fiziksel anlamda mevcut bulunmadig: gercek me-
kanin ya da mekanlarin yeni bir katman olusturdugu ve bu katmana sanal mekan ad: verildigi goriil-
mektedir. Bu yoniiyle sanal mekan, telematik performans formunu da i¢ine alan sahne sanatlar: ala-
ninda seyirci ile mekan arasinda kurulabilecek etkilesim bi¢imlerine yonelik yenilik¢i fikirlerin iretil-
mesine imkan saglayan bir katman olarak dikkat ¢cekmektedir. Bu ¢aligmada, s6z konusu yenilik¢i fi-
kirlerin ge¢mis ve glincel 6rnekler iizerinden incelenmesi amaglanmustir.

Richard Schechner’in performans, sahne sanatlari, performans sanati ve tiyatro tanimlar1 ile Nadja
Masura’nin djjital tiyatro ve Steve Dixon’in dijital performans tanimlari ¢alismanin kuramsal temelini
olusturmaktadir. Literatiir taramasinin ardindan ulagilan telematik performans érnekleri arasindan
caligmanin amacina uygun olduklar: goriilen ii¢ 6rnek, seyirci-mekan etkilesimi baglaminda incelen-
migtir.

flk 6rnek olan Telematic Dreaming’de seyirci, performansin gerceklestirildigi iki gercek mekanin
birinde fiziksel anlamda mevcut bulunmakta ve diger gercek mekanda bulunan oyuncu, seyircinin bu-
lundugu gercek mekana baglanmaktadir. ikinci 6rnek olan 2032 SmartFamily’de seyirci, performansin
gergeklestirildigi iki ger¢cek mekanin birinde fiziksel anlamda mevcut bulunmakta ve diger gercek
mekani egzamanli takip edebilmektedir. Seyirciler birbirine baglanan iki ger¢ek mekana konumlandi-
rilmigtir. Son 6rnek olan Tradgardsgatan’da ise bir¢ok ger¢ek mekan Zoom uygulamasi araciligiyla bir-
birlerine baglanmistir ancak seyirci performansin gergeklestirildigi gercek mekanlarin herhangi birin-
de mevcut bulunmaz.

Caligmanin sonucunda, sanal mekanin sahne sanatlar: alanindaki sinirlarinin belirlenmesi ve bu
sinirlar kapsaminda seyirci ile mekan arasindaki etkilesim bi¢imlerinin ¢egitlendirilmesi hedeflenmis-

tir.
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Swnwr Duvarlari, Kontrol Noktalart ve Performans Sanatlart

Godot'nun Otesinde Bir Metafor Olarak Rada:
Postmodern Tiyatroda Otoetnografik Perforr}?ans ve
Dijital Dramaturjik Sahneleme Yak1a§1m1 ile Uretim

Furkan Yazici Independent Artist (Actor)
ANATHTAR KELIMELER Dgital Dramaturji - Otoetnografi - Performans - Varolus
(4

u ¢aligma, varolus sorununun giiniimiizde sanat¢1 6zelinde nasil deneyimlendigini, Practice-as-
B Research ¢ercevesinde otoetnografik performans yontemi ve dijital dramaturjik sahneleme yak-
lagimi araciligiyla incelemektedir. Insan i¢in anlam, umut ve tutunma ihtiyaci varolusun merkezinde
yer alirken, bu ihtiya¢ glinlimiiziin yapisal ve dijital kogullar1 icinde yeniden sekillenmektedir. Bu bag-
lamda ¢aligma, Waiting for Godot iizerinden gelisen bekleyis metaforunu agarak RADA’y1 yalnizca bir
kurum ad1 olarak degil, aktif bir anlam {iretimi ve yénelme noktasini belirten bir kavram olarak éner-
mektedir. RADA, bireyin hayatta kalabilmek i¢in kurmak zorunda oldugu bir anlam ve tutunma mer-
kezi olarak tanimlanmakta; varolusun siirdiiriilmesi i¢cin gerekli bir hedef, yonelim ve yagsamsal daya-
nak fikriyle iligkilendirilmektedir. Arastirma, sanat¢inin giincel varolusunun yalnizca bireysel degil;
cografya, ekonomik esitsizlikler, kiiltlirel sermaye, kurumsal erigim ve dijital ¢agin etkileri dogrultu-
sunda sekillendigini ortaya koymaktadir. Bu varolugsal durum, kisisel deneyimin performatif veriye
doniistiiriilmesi ve ekran, arayiiz, telefon goriismeleri, dijital hafiza ve parcali iletisim yapilar1 {izerin-
den sahnede yeniden iiretilmesi yoluyla ele alinmaktadir. Caligma, bu kavramsal ve estetik ¢erceveyi
RADA and Other Things performansi ile somutlastirmaktadir.Sonug olarak ¢aligma, kisisel deneyim-
den yola ¢ikarak kolektif varolus motivasyonunu ve 6zelde sanat¢inin iretimini, goriiniirliigiinii ,stir-
diiriilebilirligini etkileyen etmenleri analiz etmekte; 6rnek bir uygulama ile otoetnografik performans
ile dijital dramaturjik sahneleme yaklagiminin hem kavramsal hem estetik olanaklarini ortaya koyarak
cagdas tiyatro {iretimine katkida bulunacak performatif bir diisiince alani agmay1 hedeflemektedir.

Anahtar Kelimeler: Varolus, Otoetnografi, Dijital Dramaturji, Performans
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Tiyatro Formunun Simrlari: Geleneksel ve Cagdags Yapilar Arasindaki Gegigler

Diinden Bugiine: Antik Yunan Mitolojisinden
Tragedyz}.ya S1zan Sinir Thlalleri ve Aiskhiilos'un

Oresteia Uglemesi

Aynur Demircan Hacettepe University Ankara State Conservatory
ANATTAR KELIMELER Aiskhiilos - Antik Yunan - Smr - hybris - tragedya
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ntik Yunan déneminde énemli bir yer tutan mitolojik anlatilar, Tanrilar ve insanlar arasinda
A korunmasi gereken sinirin siirekli hatirlatildig: ibretlik hikayelerle doludur. Bu hikayelerin ve
Yunan sézlii kiiltlir gelenegine ait olan tarihsel ve tarihi gercegi olmayan kimi hikayelerin derlenip top-
landig1 bir kitap olarak, Homeros’un Ilyada kitabinda da benzeri egilimler géze ¢arpmaktadir.

Haddini, siirmn1 ve 6l¢iisinii bilmeyen her bir insan, yari-tanr1 6zellikleri ile donatilmis olsa da,
kendisi i¢in 6nceden belirlenmig olan standartlara uymak ve sinirini bilmek zorundadir. Bunlarin ba-
sinda da tanrilar gibi asla 6liimsiiz olmayacak olmalar: fikrini benimsemeleri gerekliligi gelir. Herhangi
bir sebeple 6liimsiiz oldugunu unuttugu i¢in ifa ettikleri olaylar yiiziinden 6l¢iisiizliige kacan ve bu ey-
lemlerinin sonunda da Yunan mitolojisinde akla gelmeyecek cezalarla karsilasan kahramanlar ibretlik
ornekler olarak yazili ve sozlii kiiltiirdeki yerlerini almiglardir. Oyle ki bu mitolojiye ve tragedyaya
6zgii kibirin 6zgiin bir kavramla kargilandig: goriiliir: hybris.

Mitolojideki pek ¢ok dykiiye sinmig olan bu goriise, gerek Antik Yunan felsefesinde gerekse Antik
Yunan tragedyalarinda “haddini, sinirin1 ve 6l¢iisiinii” bilmekle, “kendini bilmenin” es tutuldugu bir
deger atfedilir. Insan olarak hayattaki durusunu arayan felsefik bireyle, metafizik olanin sug ve ceza
sisteminin Ortiilii olarak birlikte isletildigini gérdiiglimiiz tragedyalar arasinda Aiskhiilos’un eserleri-
nin de 6zel bir yeri vardir. Gerek tragedyanin elimizdeki en eski 6rneklerinden olmasi, gerekse yukari-
da bahsedilen konularda pek ¢ok verinin bulunmasi sebebi ile bu sunum ¢ercevesinde Oresteia Ugle-
mesi: Agamemnon, Adak Sunucular ve Eumenidler incelenecek ve kahramanlar tarafindan sinir ihlal-
lerinin hangi sekillerde gerceklestigi ve bunlar karsisinda kusaklar: etkileyen cezalarin nasil hayata ge-
cirildigi, s6z konusu triloji ekseninde tarihsel ve felsefik bir baglam kurulmak suretiyle ele alinacak ve

tiyatro tarihinde giiniimiize uzanan benzer durumlara deginilecektir.
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The Limits of Theatrical Form: Transitions between Traditional and Contemporary Structures

Between Avant-Garde Experimentation and Early

Absurdism: Luigi Pirandello’s Six Characters in Search
of an Author

Tugba Karabulut iscinye University
KEYWORDS Pirandello - aesthetic boundaries - avant-garde theatre - early absurdism - narrative authority
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uigi Pirandello’s Six Characters in Search of an Author (1921) occupies a distinctive position at the
L intersection of early twentieth-century avant-garde experimentation and the emergent currents
of absurdist theatre. This paper investigates how the play negotiates the tension between formal inno-
vation and existential inquiry, situating Pirandello simultaneously as a foundational modernist exper-
imenter and a precursor to the Theatre of the Absurd. By deconstructing the conventional relation-
ship between author, character, and audience, Pirandello displaces narrative authority, exposes the
fragility of theatrical illusion, and challenges aesthetic boundaries, while anticipating thematic and
stylistic concerns that would later define absurdist drama. The study analyses the play’s metatheatrical
techniques —including its layering of fiction and reality, self-reflexive commentary, performative frag-
mentation, and disruption of conventional narrative structure—to show how these strategies function
as forms of avant-garde experimentation and early absurdist exploration. Through its destabilisation
of fixed identity, the play foregrounds the instability of representation itself, interrogating assump-
tions about character, authorial control, and the audience’s role in meaning-making, Thus, it situates
the play within broader debates on modernist innovation and theatrical realism, emphasising its radi-
cal reconfiguration of aesthetic boundaries in modern drama. This analysis demonstrates that Piran-
dello’s work not only disrupts early twentieth-century dramatic conventions but also forms a concep-
tual bridge to mid-century absurdist playwrights, revealing the continuity between experimental mod-
ernism and existentialist inquiry in theatre. Ultimately, reading the play as avant-garde and early ab-
surdist offers a nuanced account of modern theatre’s evolution, highlighting its enduring relevance to

questions of performance, authorship, and the human condition.
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Hybrid and Border-Crossing Performance Practices (Theatre, Dance, Music, Visual Arts)

The New Choreography of the Old Village: The

Performative Dimensions of Irish Traditions in MAM

Gizem Giirer Bilkent University
KEYWORDS Mam - choreography - contemporary theatre - performance - village
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his paper offers a visual dramaturgical analysis of MAM, a performance created by Tea¢ Darnsa
T and directed by Michael Keegan-Dolan, observed in Athens on 10 June 2026 as part of the Epi-
daurus Festival programme. Focusing on the performance’s aesthetics, the study examines how dance,
music, voice, and collective movement function as performative tools that create a shared experience
grounded in, yet not limited to, Irish cultural traditions.

Throughout the performance, audiences encounter songs, dances, stories, and communal forms of
gathering that evoke traces of Ireland’s cultural memory. However, these elements are not presented
as folklore or as representations of a particular village. Rather, they appear as contemporary perfor-
mative choices shaped through choreography. What emerges on stage is not a reconstruction of Irish
tradition but a new artistic language that draws strength from it.

Particular attention is given to moments of collective ecstasy produced through rhythm, repeti-
tion, movement, and sound. As performers move together, individual bodies gradually become part of
a larger collective experience. These moments transform the spectators’ relationship to the perfor-
mance and generate a powerful sense of shared presence.

For audiences familiar with Irish cultural traditions, the performance may recall rural gatherings,
folk dances, and communal celebrations. For others, it may simply appear as a group of people reach-
ing states of joy, intensity, or ecstasy through dance and music. What remains constant is not a specif-
ic story or reference, but an atmosphere that seems to emerge from a transformed cultural heritage.

From a visual dramaturgical perspective, MAM demonstrates how traditional cultural forms can be
reimagined through contemporary performance. Rather than preserving tradition as a fixed image of
the past, the work transforms it into a living, collective, and constantly evolving choreographic expe-

rience.
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The Borders of Identity: Race, Class, Gender, Sexuality, and Theatre

The “Mock Father’s Guilt” upon the Bleak Waste: The
Crisis of the Paternal Metaphor in The Borderers

Gokhan Albayrak Ankara University
KEYWORDS Jacques Lacan - The Borderers - The Paternal Metaphor - The Real - William Wordsworth
¥

his study offers a novel historicist-psychoanalytic re-reading of William Wordsworth’s sole
T verse drama, The Borderers (1796-1797), by illuminating the structural isomorphism between
the geopolitical vacancy of the thirteenth-century Anglo-Scottish border and the psychopathology of
its central characters. Moving beyond traditional critical paradigms that view the play as either an ide-
ological renunciation of William Godwin’s rationalism or a displaced biographical confession of revo-
lutionary guilt, this paper utilizes Lacanian psychoanalysis to theorize the lawless Borders as a spatial
manifestation of the Lacanian Real. It is argued that Wordsworth’s deliberate historiographical choice
of the turbulent reign of Henry III functions as a precise typological mirror to the post-revolutionary
trauma of 1793 France. By paralyzing the centralized authority of the Crown, this geographic border
precipitates a catastrophic foreclosure of the Paternal Metaphor. In this non- symbolic wilderness, the
traditional, benevolent Father of the Law, represented by the blind, dispossessed Baron Herbert, is
systematically liquidated. Through a close textual analysis of Oswald’s foul device, the paper demon-
strates how the antagonist deconstructs Marmaduke’s reality by framing Herbert as an Arch-Impos-
tor. By weaponizing the spectral fantasy of the Obscene Father through allegations of Herbert’s
“strange pleasures” and the commodification of Idonea, Oswald shatters the ultimate paternal prohibi-
tion, causing Marmaduke’s firm foundation to collapse. Paralyzed by this epistemological undoing and
unable to directly shed blood, Marmaduke undergoes an impulsive, psychotic leap into action, aban-
doning the innocent Baron on the bleak Waste, savage Moor. Hence, the study repositions 7he Border-
ers as a sophisticated, proto-psychoanalytic diagnosis of the post- revolutionary condition, wherein
the radical subject is condemned to a state of permanent subjective destitution symbolized by Mar-

maduke’s eternal, melancholic wandering in the catastrophic wake of an encountered Real.
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orders, from the traditional perspective, may be conceived as the rigid lines that show the outer
B limits of a specific territory. Considering the globalized network of relations and goods, easily
changeable in power geometry, they become highly fluid and mobile in today’s world. However, these
mobile and fluid borders shelter their own internal contradictions. As they enforce restriction, con-
stant surveillance and unequal treatment on some vulnerable, socially disadvantageous groups in
order to put them under control, they paradoxically become permeable to privilege some elites in
power axis, enabling a free access to highly secured zones, prohibited, or extremely difficult for some
undesired groups to pass. This ambivalence implies, as Doreen Massey argues, how today’s borders
are intertwined with power geometry. David Hare’s Via Dolorosa (1998) is an outstanding play which
put this paradoxical case into performance. The play is Hare’s solo-performance in which he shares his
travel notes with the audience in order to expose audience to witness the Israel- Palestinian conflict at
first hand. Although the literature has extensively addressed on the antitheatricality of the play and its
categorization as a documentary, my argument shifts the focus toward Hare’s privileged status that has
granted him access to any place in his trip, and also his specific notes in the play which imply how
border can easily be manipulated in power geometry. Viewed through Doreen Massey’s power geome-
try, this research paper argues that border is a political tool discursively shaped in power relations in

David Hare’s Via Dolorosa.
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herrie Moraga’s The Hungry Woman: A Mexican Medea reimagines the classical figure of

Medea through the intersecting discourses of border identity, motherhood, and abjection.
While Euripides’ Medea has long been understood as a transgressive figure who destabilizes social, po-
litical, and familial boundaries, Moraga relocates this transgression to the U.S.-Mexico borderlands,
where questions of belonging, exclusion, and identity acquire new cultural and political significance.
This paper argues that Moraga’s adaptation constructs Medea as a profoundly liminal subject whose
identity is defined by occupying multiple border spaces simultaneously.

Drawing on Gloria Anzalduia’s theorization of the borderlands and Julia Kristeva’s concept of the
abject, I examine how Moraga transforms Medea into a figure suspended between seemingly irrecon-
cilable categories. Exiled from Aztlan and forced to inhabit the margins of the nation-state, Medea
embodies Anzaldua’s border consciousness, existing between cultures, identities, and systems of be-
longing, Simultaneously, her role as both a mother and midwife positions her at the threshold between
creation and destruction, life and death. As a woman who gives life yet ultimately takes it, Medea be-
comes a site of abjection, troubling the distinctions between subject and object, self and other, mater-
nal nurturance and maternal violence.

Rather than treating Medea’s infanticide solely as an act of revenge or political resistance, this
paper reads it as the culmination of a broader crisis of boundary-making, Moraga’s adaptation reveals
how borders—whether national, cultural, or maternal—produce subjects who cannot be fully con-
tained within normative categories. By placing the borderlands and the maternal body in dialogue, 7he
Hungry Woman reconfigures Medea as a figure whose horror emerges precisely from her refusal of

stable identity, exposing the fragility of the boundaries upon which social and political order depend.
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his paper offers a close reading of 7he Claim by Tim Cowbury, arguing that the play reconceptu-
T alises borders as linguistic, procedural and epistemic constructs produced within the asylum
systems. Rather than depicting borders as fixed geographical lines, 7he Claim locates them within insti-
tutional practices that regulate visibility, credibility and belonging. Central to this process is the
demand for authentic testimony in which applicants must present their experiences as coherent, emo-
tionally legible, and verifiable within strict bureaucratic frameworks.

Focusing on the dramaturgy of interrogation and interruption, this study demonstrates how appli-
cants’ narratives are continually fragmented, redirected and reformulated by institutional authority.
Questions function as regulatory mechanisms that impose narrative order and determine what counts
as authentic suffering Hesitation, contradiction and silence—often intrinsic to traumatic memory—
are instead interpreted as signs of unreliability, revealing how authenticity is not an inherent quality
but a constructed and disciplined effect. The border, thus, emerges as an interpretative threshold, en-
acted through practices of listening, interpretation and judgement.

The paper develops this argument through a theoretical framework informed by Judith Butler,
Didier Fassin and Gayatri Chakravorty Spivak. Credibility appears as a compelled performance
shaped by normative constraints, echoing Butler’s notion of performativity and conditions of intelli-
gibility. Fassin’s concept of humanitarian reason further shows how institutional regimes of compas-
sion selectively recognise certain forms of suffering as authentic. This is complicated by language,
which, following Spivak, raises the question of whether marginalised subjects can fully articulate their
experiences, or whether their voices are always reframed within institutional discursive limits.

By staging the asylum interview as a theatrical microcosm, 7he Claim exposes how legal, ethical and
representational boundaries intersect. This article ultimately examines how contemporary theatre re-
veals the institutional production of credibility and voice and how regimes of interpretation and com-

passion constrain the possibility of authentic selfrepresentation.
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u bildiri, Berk Yalman’in yazip yonettigi Filtre Kahve, Yaslilik ve Agrilar adli oyunu, 4. Uluslara-
B rast UTAD Tiyatro Aragtirmalar1 Konferansr'nin “Estetik, Bi¢cimsel ve Disipliner Sinirlar” ana
baslig1 altinda yer alan “Performans ve Mekéana Ozgii Tiyatro ve Kamusal Alan Miidahaleleri” alt bas-
lig1 kapsaminda incelemeyi amag¢lamaktadir. Oyun, klasik sahneleme anlayisinin seyirci ile perfor-
mans arasina yerlestirdigi “dérdiincili duvar” kavramini tersytiiz ederek, tiyatral deneyimi dogrudan bir
evin dort duvari i¢ine tasimaktadir. Boylece sahne, temsil edilen bir alan olmaktan ¢ikarak yaganan,
solunan ve paylasilan bir mekana déniismektedir.

Ovyunda seyirciler, geleneksel tiyatro diizeninde karsidan izleyen pasif konumlarindan ayrilarak
Leyla karakterinin evine gelen misafirler haline getirilir. Kahve kokusu, eski fotograf albiimleri, tele-
fon 1s1klari, kapi sesleri ve glindelik ev esyalari; performansin yalnizca gorsel degil, duyusal ve fiziksel
bir deneyim olarak kurulmasini saglar. Bu yoniiyle mekan, dekoratif bir unsur olmanin 6tesine gege-
rek oyunun dramaturjik hafizasina doniigmektedir. Leylanin yaghlik, gé¢, politik travma, kayip ve
su¢luluk duygusuna iligkin anlatilari; ev i¢i alani kisisel bir yasam alanindan kolektif bir taniklik meka-
nina tagimaktadir.

Bildiri, oyunun mekana 6zgii tiyatro estetigini nasil kullandigini; seyirciperformans iligkisini fizik-
sel yakinlik ve ortak atmosfer ilizerinden nasil yeniden tanimladigini tartigacaktir. Caligmada mekan
poetikasi ve site-specific theatre yaklagimlar: temel alinacaktir. Sonug olarak Filtre Kahve, Yaglilik ve
Agrilar’'in, ev i¢ci mekani yasayan bir performans alanina doniistiirerek ¢cagdas mekana 6zgii tiyatro

pratiklerine 6zgiin bir 6rnek sundugu ileri siiriilecektir.
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igration, exile, and refugeehood are often theorized through narratives of physical movement
M across borders, oceans, and nations. Yet Black history unsettles this spatial logic by revealing
displacement as a condition that may persist even in the absence of geographical migration. For Black
subjects exile frequently manifests not as departure but as permanent estrangement within the
nation-state. Amiri Baraka’s play Dutchman (1964) dramatizes this paradox by staging Black life as in-
ternal refugeehood —an existence marked by surveillance, disposability, and structural unbelonging,
Rather than depicting physical migration, Dutchman dramatizes psychic, cultural, and ontological dis-
placement experienced by Black subjects who remain trapped within structures of white modernity.
Through the confined space of the subway car, Baraka constructs a theatre of displacement in which
the Black male protagonist, Clay, is rendered stateless within his own country. Clay is neither immi-
grant nor exile in the traditional sense; he is a citizen, educated and socially mobile. Yet, the play ex-
poses the hollowness of this citizenship. In an attempt to answer the research question of “how the
black drama performs internal exile without mobility in the racialized borders”, this article argues that
Dutchman constitutes displacement, staging refugee and exilic consciousness as an internalized,
racialized condition rather than a spatial journey. Drawing on theories of exile (Edward Said), and di-
aspora (Stuart Hall), the researcher claims, as a tentative result, that Dutchman transforms the stage
into a site of political exposure, revealing how Black existence in America is conditioned by perpetual

expulsion, surveillance, and symbolic death.
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his article examines Suzan-Lori Parks’ Topdog/Underdog (2001) by utilizing Victor Turner’s con-
T cept of liminality to demonstrate how identities are shaped at the intersections of performance
and reality, history and the present, and authenticity and theatrical representation. The drama re-
volves around two African-American siblings, Lincoln and Booth, whose names hold particular signif-
icance as they reference Abraham Lincoln and his assassin, John Wilkes Booth. The play focuses on
their existential struggle to maintain their identities and lives in the face of race, class, capitalism, and
generational trauma. In “From Ritual to Theatre”, Turner examines theatre as a ritualistic form of
modern society, a space where moments of social crisis are transformed into performance, and where
the line between everyday life and stage performance becomes blurred. Employed as an Abraham Lin-
coln impersonator in the arcade, Lincoln consistently performs the reenactment of the president’s as-
sassination, while Booth strives to create a masculine and socially acceptable identity through gam-
bling, fantasy, and role-playing As the narrative unfolds, the boundaries between historical perfor-
mance and reality begin to fade, leading to Booth’s reenactment of the historical assassination by mur-
dering his brother. This positioning sets their performative identities and selves within a borderland
that transcends fixed and binary frameworks. This liminal situation reveals that the characters’ lives
are shaped by constantly shifting power dynamics as topdog and underdog, the relationship between
visibility and obscurity, exclusion and belonging, and the inability to achieve a stable social standing
This article aims to discuss identity crises and power struggles in these liminal spaces that make visible
the mechanisms of systematic exclusion. Through Lincoln and Booth oscillating between past and
present, representation and reality, and performed identity and repressed self, threshold areas serve
not only transitional but also social and political spaces where exclusion and vulnerability are pro-

duced.
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u metinde, TAL’in (Tiyatro Arastirma Laboratuvari) yillar i¢inde 6zenle sakladig1 yazili ve gorsel
B arsiv belgeleri araciligiyla bedensel arastirma mirasini incelerken, 6zellikle Sinirlar projesine
odaklanarak, bu sanatsal arastirma ¢ercevesinde TAL'in ger¢eklestirdigi doga¢lamalar ve kaydedilen
bellek yoluyla oyunculuk arastirmalarinda ve sahneleme dilini olustururken disiplinleraras: ve Gtesi
bir yaklagimdan nasil yararlandiklarini detaylandirmaya ¢alisacagim. 1988 yilinda Istanbul’da kurulan
Tiyatro Aragtirma Laboratuvari (TAL)% yaratici deneysel ¢aligmalar, arsivsel titizlik, psikanalitik sor-
gulama ve karnavalesk performans geleneklerini sentezleyen &zgiin bir tiyatro metodolojisine 6ncii-
liik eden 6nemli bir disiplinlerarasi merkez haline gelmistir. Bu degerlendirme su soruyu giindeme geti-
recektir: TAL'1n fiziksel arastirmalarinda sekillenen bedensel epistemolojiler, hangi disiplinlerden ya-
rarlanmay1 tercih etmis ve bu tercihler ¢ercevesinde olusturdugu kendine has sahne dilini seyirciyle
paylastiginda ne tiir bir yeni paylagim alani agilmigtir?

Tiyatro Aragtirma Laboratuvari (TAL), basl bagina bir okul ve ekol olarak IBB Sehir Tiyatrolari
icinde bir arastirma birimi olarak kurulmug, 1988 ile 2002 yillar:1 arasinda geleneksel olan ile ¢agdas
sahneleme arasindaki iligkiyi aragtirmus, tiyatro antropolojisi alani bagta olmak {izere tiyatronun bir
cok unsuru iizerine fiziksel aragtirmalar yiirlitmiis ve 6neriler gelistirmigtir. TAL tiyatro alaninda farkl
cografyalarda {iretilen bilgiyi ve deneyimi Tiirkiye’ye getirmis, bu deneyimi Tiirkiye’de {iretilen uygu-
lamali aragtirma ve fikirlerle birlikte yorumlamustir. Aragtirma birimi olarak ¢alisan TAL, tiyatro ant-
ropolojisinden yararlanarak ¢agdas tiyatroya katkida bulunmus ve performansa yonelik bir aragtirma
stireci yaklagimini benimsemistir. Performanslarinin yani sira TAL, ¢ok sayida seminer, réportaj, kar-
navalesk festivaller ve tiyatro kamplar1 gelistirmistir. Enstiti 2002 yilinda kapansa da, 40 y1l boyunca
detayli kayitlar korunmusg ve arsiv bugiine kadar 1yi durumda saklanmugtir.

*Eyliil 2024°ten itibaren Kadir Has Universitesi Tiyatro Boliimii, Tiirkiye Bilimsel ve Teknolojik
Aragtirma Kurumu (TUBITAK) tarafindan finanse edilen bir aragtirma girisimi araciligiyla TAL arsivi-

ni djjitallestirmekte ve arsivdeki igerik iizerine ¢aligmaktadur.
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988 yilinda Istanbul’da, Istanbul Biiyiiksehir Belediyesi Sehir Tiyatrolari biinyesinde Beklan
I Algan 6nderliginde kurulan Tiyatro Arastirma Laboratuvari (TAL), adindan da anlagilacag lizere
kendini bir {iriin degil, siireg; bir varis degil yolculuk olarak konumlandiran disiplinleraras: bir aragtir-
ma kurumudur. Yaraticiligl, elestirel sorgulamay1 ve kiiltiirleraras: diyalogu merkeze alan TAL; tiyatro
bi¢iminin sinirlari, melez ve sinir asan performans pratikleri ile bu konferansin kesisen temasiyla dog-
rudan Ortiigen paradigmatik bir 6rnek olugturmaktadir.

TAL1n kurulus amaci su sézlerle tanimlanmugtir: "Batili iilkelerde bile eksikligi duyulan, simdiye
kadar insan varlig: {izerine yapilan diislinsel-sanatsal-bilimsel disiplinlerin toplamu disinda, ¢agdas
insana 6zgli bir bakig agis1 getirmeye calisan; insanin heniiz ele alinmayan zengin varliksal kaynaklari-
n1 yaraticilik agisindan yeniden ele alarak, gliniimiizde yaratic1 6z benligini arayan tiyatronun biitii-
niiyle egitsel ve arastirmaci bir amaca yoneliktir: Bu da INSAN varligidir." Bu ifade, TAL'1n felsefi alt-
yapisinda belirleyici bir yere sahip olan psikiyatrist ve sanatg¢1 Prof. Dr. Siileyman Velioglu'nun (1927-
2001) insan1 aragtirmanin merkezi nesnesi olarak konumlandiran ontolojik perspektifiyle dogrudan
ortiismektedir. Velioglwnun gelistirdigi Insan Varligt Kuramr'nda insan, “biyolojik organizmanin
iistiine 6zbiling potansiyeli ile yaratma potansiyelinin temellendigi varolus” olarak tanimlanir; yarat-
ma edimi ise insanin reel alandaki biitiinlesemezligine kars: gelistirdigi en temel direnis ve agma bigi-
midir.

Bu bildiri, TAL'1n tiyatro formunun sinirlarinda iirettigi performanslari, basta “Gelisme Siirecinde
Caligma” normuyla gerceklestirilen gosterimler olmak {izere, Velioglunun yaratici insan ve yaratma
edimi kuramu ¢ergevesinde ele almaktadir. Temel argiiman sudur: TAL'1n {iretimleri, yaratici oyuncu-
nun varolugsal giidiisiiniin bir ¢iktis1 olarak disipliner, mekansal ve bi¢cimsel sinirlar: asan pratiklere
doniigmekte; bu doniisiim de Velioglunun irreel-ideal alanda biitiinlesme ve yegane olani yaratma
olarak tanimladig1 yaratma edimiyle yapisal bir értlisme i¢inde yer almaktadir. TAL'1n {iretimleri bu
cercevede incelenerek hem Velioglunun kuraminin tiyatro pratigine yansimalar: sorgulanacak hem de

bu iligki ¢agdas performans ¢alismalar: perspektifinden degerlendirilecektir.
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eden odakl aragtirmalar, duyumsama yetisinin gelismesine olanak saglamaktadir. {lgili ¢alisma-
B larda kisi 6nce kendi bedenine, oradan yola ¢ikarak iligkilendigi cevreye, onu saran mimariye ve
toplumsal konulara ¢evirebilir farkindaligini. Gelisen duyumsama giidiisii, herhangi bir sistemde, eko-
lojide, diizende ya da diyalogda islemeyen, tikanmig ya da aksayan noktalar: ve sinirlar: fark etmeyi
kolaylagtirabilir ve bunun i¢in 6neriler gelistirmek miimkiin hale gelebilir. “Gégebe okul” kavrayisi ve
“hareket hakki” 6nermesi bu miimkiimliikler etrafinda yapilandirilmakta olan bir aragtirmadir. Kisinin
ve toplumun inga ettigi “sinirlar” ve “sinir ihlalleri’ni beden kavrami, bedenin konumu ve hareket
alanlar1 izerinden tanimlayan farkindalik alanlarinin izini siirmektedir.

Bu aragtirma kapsaminda, kiiresel hareketlilik, sosyopolitik gerilimler ve djjital doniigiimle tanimla-
nan, eski sinirlarin yeniden aciliyet kazandig bir ¢agda beden odakli ¢caligmalarin dinamikleri ile gelis-
tirilen aragtirmalarin melezlesmis sinirlar iizerinden dikkate alinabilecegi bir 6nerme paylasilacaktur.
Tiyatro; sinirlarin aktif olarak miizakere edildigi, meydan okundugu ve yeniden ¢izildigi performatif
bir alandir. Gosteri sanatlar1 baglaminda hem metin, hem de hareket repertuar: agisindan melez ve
sinir agan performans yaklagimlar: baglaminda bir 6rneklem olarak Axis Syllabus®© ele alinacaktir. AS,
anatomi, fizik gibi somatik bilimlerden alinan, insan bedeni hakkindaki bilgilerin bir toplamidir. Hare-
ket, anatomi, fizik ve evrim arasindaki iligkileri cogunlukla dansa bagvurarak arastiran AS; bugiin de
devam eden disiplinlerarasi bir arastirma ve pedagojik projeye ilham kaynagi olmakta ve gosteri sanat-
lar1 baglaminda pek ¢ok melez metodoloji gelisimine olanak saglamaktadir.

Beden ve hareket aragtirmalarini glindelik kargilagsmalarin i¢ine dahil etmeyi 6nceliklendiren ¢alig-
malarin bir izlegi olusturulmaktadir. Doktora aragtirmalarimin zeminini kurmakta olan “hareket
hakki” 6nermesi ve “gd¢ebe okul” yaklagimi kapsaminda melez dinamikler ile kurulan atélye ve goste-
riler incelenmeye, {iretim siiregleri gelistirilmeye devam edilmektedir. Sunum kapsaminda, gesitli sa-
natsal ve akademik ¢aligmalar ile gelistirilmekte olan “hareket hakki” 6nermesi hakkinda bilgi paylasil-
mas1 ve Axis Syllabus arsivinin rehberliginde siiren ¢aligmalarin melez dinamikler, sinirlar: esneten,
birbirini gelistiren ve arastirma alanlarini genigleten metodolojilerin tartismaya agilmas: hedeflen-

mektedir.
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ransformation sequences have become a staple of the magical girl genre and embody the most
T dramatic transformation of character identity. These are combinations of choreography, cos-
tumes, music, and ritualistic performances that demonstrate the dramatic physical change of transi-
tioning from an everyday identity to a magical or superpowered one. They exist as fluid and boundless
in animated series like Sazlor Moon, where the possibilities for spectacle are limitless due to the mal-
leability of animated forms. As an integral element of this genre, these transitional scenes can also be
found in stage productions. For example, in stage productions of Sazlor Moon musicals, while the sig-
nificance of these transitions remains the same, the practical limitations and boundaries of live per-
formance are exposed. As opposed to animated characters, who may transform instantaneously, per-
formers do not possess this capability; therefore, the illusion is created by using elements of stagecraft
such as rapid costume changes, strategic lighting, synchronized timing, dance, and catchphrases.
Transformation scenes function as theatrical spaces in which identity is performed rather than
fixed. The transforming body, in its passage from animation to stage, becomes physically visible
during the transformation sequences, and Sazlor Moon musicals negotiate the boundary between live
theatre and animation. Because the transformation sequence cannot fully replicate that of its animat-
ed counterpart, it exposes how transformation is a manufactured performance. Therefore, these musi-
cals can draw attention to both the materiality of the performing body and the visible labour involved
in the transformations. By staging transformation as a live experience, Sazlor Moon musicals clearly il-
lustrate the magical girl genre’s deep roots in spectacular theatrical forms and in the creation of per-
formative identity. Ultimately, the transformation sequences in Sazlor Moon musicals function as the-
atrical borderlands where gender, power, and selfhood are repeatedly negotiated through perfor-

mance.
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his study focuses on Bernard Pomerance’s (1940 - 2017) The Elephant Man (1977) through the
T lens of Viktor Emil Frankl’s Logotherapy, specifically the attitudinal pathway. Logotherapy con-
ceptualizes meaning as the primary human drive and locates its realization not in the elimination of
suffering but in the attitude adopted towards unavoidable conditions. In 7he Elephant Man, the main
character, John Merrick, suffers from a congenital and incurable condition. However, he consciously
adopts an affirmative response towards all the predicaments of his life including extreme forms of
physical, emotional, and social degradation such as his exhibition as a spectacle. When analysed from
a logotherapeutic perspective, his gentle and ethically grounded attitude could be a significant exam-
ple for the individuals who challenge restrictions in all walks of life. His story showcases the human
capacity for meaning-making to overcome deformity by dignity while staging a gradual reconfigura-
tion of identity in which externally imposed limitations are met with an inner assertion of decency.
His trajectory reveals a persistent movement towards a new definition of himself, and this striving in-
tensifies his search for meaning rather than diminishing it. Instead of changing or eliminating his
physical situation, he reclaims his humanity from objectification through an attitudinal shift. In this re-
spect, by scrutinizing the play’s central tensions and key scenes, this study intends to foreground
John Merrick’s resilient character between spectacle and subjecthood. This purposeful and continu-
ous stance towards life is the embodiment of what Frankl coins as “responsibleness” on the pathway

through which an individual could reach the highest level of meaning in life.
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eresa Deevy was a pioneer and a leading figure of the Irish national theatre. She contributed
T tremendously to the national Irish theatre and she wrote so many plays regarding the role of
Irish women in the post-colonial period if Ireland. Her plays have been so important in the sense that
she reflected the trutful way of life, customs and traditions in post-colonial Ireland. She made such a
remarkable change in her plays. By writing so many different plays such as Katie Roche, A Disciple ,
Wife to James Dhelan and also The King of Spain’s daughter. In addition to these plays, she also con-
tributed to the Irish national theatre by creating such dissident characters who went against the tradi-
tions and conventions of the time’s atmosphere. That’s why her characters have been so important in
creating a brand new character type for the national Irish theatre. These female characters were un-
conventional and unexpected for their time, and following that characters, Teresa Deevy drew upon a
pretty much different understanding of the theatre. She narrated the problems of the Irish women
ranging from marriage, divorce and also living independently on their own. She narrated these char-
acters to an extent that in Katie Roche was displayed as an independent women who dared to go
against the traditions and conventions of their time.

In this proposal, the usual outline of the Teresa Deevy’s characters will be created and it will be
demonstrated that Teresa Deevy changed the national Irish theatre from a propagandist approach to
the more artistic, feminist and much more productive realm. Therefore, we can ultimately say that
Teresa Deevy has been a revolutionist in the field of Irish theatre. This claim and her characters will be

analyzed in a detailed way in the article & workshop.
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aragoz, recognized by UNESCO as an Intangible Cultural Heritage of Humanity, is a centuries-
K old traditional Anatolian shadow puppetry that originated in the Ottoman era and has endured
(albeit with changes) into modern Turkey. Drawing on Alexa Alice Joubin’s Foucault-inspired notion
of “heterotopia,” which signifies a culturally mediated theatrical space particularly for Global Shake-
speare productions, this study examines Godot Bize Gelmez (En: Godot Won’t Come to Us, 2022), an
adaptation of Waiting for Godot reimagined for the Karagoz screen by Murat Karahiiseyinoglu. When
the Beckettian landscape is reinterpreted through an Anatolian lens, Karagéz and Hacivat take on
Vladimir and Estragon, and the act of waiting becomes a revoiced practice in what could be called a
transcultural heterotopia. By examining Beckett’s canon through an unconventional, non- Western
theatrical practice, the boundaries of Beckett’s absurdism, Karagtz’s satirical parodies, and the con-
temporary realities of audiences amid current sociopolitics are continuously stitched and restitched
throughout the show. The study also features exclusive interviews with Karahiiseyinoglu and Mehmet
Ali Dénmez, the puppeteer, to explore the multilayered dramaturgy and rewriting practices that chal-
lenge, stretch, and attempt to reestablish the borders of both Karagoz as a form and of an alternative
afterlife for Beckett on the contemporary Turkish stage. A full version of the show (an older recording)

is available here to provide insight for the general reader unfamiliar with the Karag6z form.
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€

ostcolonial masculinitychallenges the notion of a universal model of manhood by demonstrat-
P ing how masculine identities are shaped within specific colonial and diasporic histories. Colonial
discourse established rigid binaries between coloniser and colonised, rationality and emotion, thereby
reshaping indigenous constructions of masculinity and producing fractured identities. Stuart Hall, in
Cultural Identity and Diaspora, argues that cultural identity is not fixed or essential, but constantly
negotiated through cultural borders, history, difference, displacement, and diasporic experience.
Ashis Nandy’s The Intimate Enemy analyses the cultural and psychological dimensions of colonial-
ism, highlighting how colonial encounters reshape indigenous constructions of masculinity. Drawing
on Ashis Nandy and Stuart Hall, this paper examines how borders shape masculine subjectivities in
Things Fall Apart and The Namesake. While Achebe’s novel is commonly interpreted through colonial
disruption and collective trauma, and Lahiri’s through diaspora and identity formation, this study
brings both texts into dialogue to investigate the transformation of postcolonial masculinity across
colonial and diasporic spaces. It argues that Okonkwo and Gogol/ Nikhil embody different responses
to postcolonial trauma shaped by distinct forms of boundary crisis. Okonkwo’s rigid masculinity is
rooted in communal and territorial structures threatened by colonial intrusion, whereas Gogol’s frag-
mented masculinity emerges through migration, naming, hybridity, and psychological displacement
within diasporic space. By comparing a colonial narrative with a diasporic narrative, the paper
demonstrates how postcolonial masculinity shifts from collective historical trauma toward individu-
alised existential negotiation, implying its movement from rigidity to fluid instability, and reflecting a

broader transition from territorial loss to psychological displacement in postcolonialliterature
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his study analyses how David Greig’s Dunsinane (2010) constructs and destabilises the bound-
T aries between Scottish and English national identities. Set in the aftermath of Shakespeare’s
Macbeth, the play reimagines the political succession crisis following Macbeth’s death. After Macbeth
is killed, the English general Siward intends to install Malcolm on the Scottish throne to bring order to
Scotland; however, he is confronted by Macbeth’s wife Gruach, who asserts her claim to the throne on
behalf of her son, Lulach. In this way, the play presents Dunsinane as a contact zone where national
identities are questioned, and redefined. The study argues that English characters establish authority
over Scotland through a rigid dichotomy that frames English identity as civilised, rational, and order-
ly, while Scottish identity is constructed as chaotic, superstitious, and quarrelsome. In this discourse,
national identity operates as a mechanism of distinction that legitimises English domination and posi-
tions Scotland as the cultural and political “other” However, the play also destabilises this binary by
exposing the constructed and unstable nature of national identity. Although the English army possess-
es military power, it repeatedly fails to understand Scottish culture, as England interprets Scotland
through its own assumptions rather than engaging with local knowledge and lived realities. Through
Gruach’s resistance and the refusal of Scottish people to accept England’s imposed order, marginalised
groups challenge the authority of the centre and complicate established power relations. The study
therefore contends that Greig presents national identity not as fixed, but as fluid, and open to manip-
ulation. By blurring the boundaries between England and Scotland, Dunsinane reveals how political
power depends on the construction of cultural difference, while also demonstrating the capacity of

the margin to resist, and reshape dominant narratives.
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irst published in 1991, Tony Kushner’s Angels in America portrays the intertwined experiences of
F shame, illness, and identity within the affective and political landscape of the AIDS crisis. The
play explores how affect circulates across social and psychic boundaries, shaping both personal and
collective forms of survival through Prior Walter’s confrontation with illness and abandonment, and
Roy Cohn’s concealment of his sexuality and moral decay. The aim of this paper is to examine how
Angels in America revisits shame as the emotional and ethical current that courses through illness,
desire, and revelation, transforming private affliction into a shared language of survival and renewal.
Building on Eve Kosofsky Sedgwick’s Touching Feeling: Affect, Pedagogy, Performativity, this paper
situates shame within what Sedgwick calls a circuit of identity-constituting identificatory communica-
tion, where shame and identity exist in a dynamic relation that is at once deconstituting and founda-
tional, both peculiarly contagious and peculiarly individuating This paper argues that Angels in Ameri-
ca embodies the double movement of shame, moving toward painful individuation and toward uncon-
trollable relationality. Through Prior’s endurance and openness to vulnerability, shame becomes a
reparative visibility that rebuilds the interpersonal bridge between self and other, while Roy’s refusal
of exposure isolates him within paranoid self-containment. By portraying shame as a communicative
structure that interrupts yet sustains identification, the reparative vision of affect as the mutable pulse

through which identity is continually unmade and remade within the social fabric of relation.
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his paper proposes that the condition of refugeehood constitutes not a fixed identity but a co-
T erced performative state, and this structural liminality mirrors the ontological position of the
actor on stage. Drawing on Denis Diderot’s paradox of the actor as “nothing that he [the actor] is
before all everything” (109) and Philippe LacoueLabarthe’s elaboration of the modele idéal, I argue
that the refugee, like the actor, is compelled to negate their private self and inhabit an imposed role
legible to the audience. In the case of the refugee, the global spectator, like a theatre audience, sees
only the role, which is the standardised figure of the genuine refugee in this case, while the individual’s
accumulated history, personality, and subjectivity are systematically eclipsed.

Joe Murphy and Joe Robertson’s 7he Jungle (2018) stages this dynamic with unusual explicitness.
The character’s description of camp as a non-place between death and resurrection (105) frames the
refugee condition as precisely “liminal personae” that Victor Turner identifies as they “are neither
here nor there; they are betwixt and between the positions assigned and arrayed by laws, custom, con-
vention, and ceremonial” (359). The play articulates the serial negation of prior selthood that the limi-
nal passage demands. Each border crossing enacts a new social death, a new donning of the refugee
mask just as every new role an actor takes up. This renders the theatrical logic explicit, aligning with
the logic of refugehood where the personal narrative must be shaped into a performance that satisfies
the adjudicating audience, regardless of the person delivering it. Combining Turner’s liminality and
Diderot’s paradox of expression, this paper will conduct a dramaturgical analysis of 7The Jungle to
argue that the border functions as a theatrical space, by reading refugeehood as a performative thresh-

old rather than a categorical identity.
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his paper examines Heiner Goebbels’s contemporary work, Stifiers Dinge as a deconstruction of
T traditional anthropocentric theater, focusing on the elements of musicality and machine perfor-
mativity. Premiered in 2007, Stifters Dinge is a “performative installation” or "theater without actors”
staged in a vast industrial space rather than a conventional theater hall. Devoid of live actors, musi-
cians, or singers, the stage is entirely occupied by a giant mechanical apparatus: five modified pianos,
water pools, tracks, and fog machines. Moreover, the acousmatic (pre-recorded) voices reading the
texts of Claude Lévi- Strauss, Malcolm X, William S. Burroughs, and Adalbert Stifter are used as “mu-
sical textures” like piano notes or the sound of water, rather than as literary narratives. Therefore, it is
difficult to determine whether this work is a play, a music concert, or a modern art installation. Draw-
ing upon Hans-Thies Lehmann’s theory of postdramatic theater and the historical avant-garde con-
cept of the “space-as-actor,” this study explores how the conventional borders between performers
and sounds are radically dissolved. By replacing traditional dramatic conflict with an active scenic at-
mosphere and exposing the ecstasies of marginal objects, the performance forces the spectator’s state
of mind to shift from merely hearing to actively listening Through this unique process, marginal
things successfully become the main characteristics of the theatrical space. Ultimately, this paper
argues that Stifiers Dinge dismantles the boundaries of traditional representation and communicates

with the unfamiliar forces of a purely acoustic and mechanical landscape.
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u makale, Amerikali yazar Sophie Treadwell’in 1928 yilinda kaleme aldig1 “Machinal” adli oyunu-
B nu kimliksizlesme, mekanik sinirlar, ataerkil sistem, sanayi toplumu kavramlari iizerinden okur.
Ovyun, kendi kimligini inga etme siirecinde ¢arptig eril duvarlarin, sinirlarin yarattg: trajediyi gozler
oniline seren zamansiz bir metin olarak karsimiza ¢ikmaktadir. Oyun, digavurumcu tiyatronun 6ncii
eserlerinden olmakla birlikte, modern sanayi toplumunun ¢arklar: arasinda sikisan bir kadinin trajik
hikayesini anlatir. Oyunda modernlesme ve sanayilesme sadece ekonomik bir doniisiim olarak goste-
rilmez. Kadin; evlilik, annelik vb. toplumsal rollerin i¢ine hapsolmus ataerkil bir sistem i¢inde sunulur.
Oyundaki karakterlerin isimlerinin olmamasi, kapitalist ve ataerkil sistem i¢cindeki kimliksizlesme sii-
recinin de somut bir 6rnegi olarak karsimiza ¢ikar. Treadwell’in oyunda kullandig1 digavurumcu este-
tik (mekanik sesler, tekrarlayan dil ve klostrofobik atmosfer) kadinin ruhsal ve bedensel sinirlarini
nasil ¢izdigini gériiniir kilmaktadir.
Caligma, nitel aragtirma yontemlerinden metin analizi teknigiyle yiiriitiilmekte olup Machinal’in
yalnizca bir donem elestirisi olmadigini; kadini nesnelestiren, kimliksizlestiren ve sinirlar i¢ine hapse-
den sistematik yapilarin evrensel niteligini ve giiniimiizde de gecerliligini korudugunu ileri stirmekte-

dir.
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u ¢aligmada Peter Danish tarafindan yazilan ve KabareDada ile Onk Content ortakliginda Nihal
B Usanmaz yénetmenliginde sahnelenen Devlerin Savag: adli oyunla, Ahmet Sami Ozbudak tara-
findan kaleme alinan ve Tiyatro Hayali tarafindan Emrah Eren rejisiyle sahnelenen Meghul Pasa adli
oyunlarin ana kahramanlarinin kargilastirilmas: ama¢lanmistir. Bu karsilastirmanin ekseninde, tiyat-
roda ifade 6zgiirliigii kavramui yer alir. Oyunlarin ana kahramanlari olan Herbert von Karajan ve Leo-
nard Bernstein ile Sabahattin Ali, Aziz Nesin ve Rifat [Igaz’in, politik ayrimcilik ve sansiir kargisindaki
sanat¢1 duruslarinin metinlere nasil yansitildigi ele alinir. Farkli cografyalarda yasayan yazarlarla bir-
likte yonetmenlerin de ele aldiklari konuya ve kahramanlara yaklasirken politik ayrimcilik ve sansiir-
den nasil etkilendiklerine yer verilir. Béylece de bati ve dogu arasindaki bakis agis1 farkliliklarinin
metne ve rejiye kazandirdiklar: ya da kaybettirdikleri iizerinden ele alinan kavramlarin biraz daha
genis bir perspektifte degerlendirilmesi saglanir. Caligma metinlerin dramaturjik analizini; ana kahra-
manlarin gercek hayatta kargilastiklar: politik baski, kisitlama ve sansiir karsisinda nasil bir tavir gelis-
tirdiklerinin tespit ve yazarlarin bu malzemeyi dramatik bir ¢at1 i¢cinde nasil degerlendirdikleri ¢erge-
vesii¢cinde ele alir. Yonetmenlerin bu dramaturjik eksen iizerine kurduklari reji yorumun irdeler. Yazar
ve yonetmenlerle yapilan soylesilerden yararlanir ve sonugta ifade 6zgiirliigiine getirilen kisitlamanin
sanat¢1 tavrini nasil etkiledigine iligkin, eksen karakterler {izerinden yiiriitiilen kargilastirmali ¢ika-

rimlarinin ortaya koyar.
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er kiiltlirde erkekler, modellenmig bir erkeklik tanimiyla ve kendisinin o tanimla kurulmusg er-
H keklik 6l¢eginde nasil konumlandigini (ve sinirlandigini) tartmas: gerekliligiyle miicadele eder-
ler. Bu kriterlerin herhangi birinde yeterli olmayan bir erkek kendisini muhtemelen, en azindan baz
anlarda, degersiz, eksik ve agag1 biri olarak gérmektedir. Toplumsal cinsiyet ve cinsiyet iligkilerine dair
sorunlar1 tarihten psikanalize, ekonomiden gilindelik politikaya kadar ¢ok ¢esitli boyutlariyla ele
alarak erkeklik ¢aligmalarinda 6ne ¢ikan Connell’de erkekligin bu “hegemonik” tanimi, “gesitli ikincil
konumlarla iligkili olarak inga edilmistir”.
iktidarin siddet veya baski yoluyla dayatilmasindan ziyade insanlarin rizasima ve kabullenmesine
dayali kuruldugunu, bu baglamda hegemonik erkekligin kadinlar ve diger erkekler {izerindeki iktidari-
n1 onlarin rizasini alarak kuruldugunu, dolayisiyla ataerkil séylemin kadinlar ve diger erkekler tarafin-
dan igsellestirilmesiyle miimkiin oldugunu agiklayan “hegemonik erkeklik” kuraminda 6ne ¢ikan; be-
lirli bir yapr igerisinde fiziksel gii¢ ve baski ile degil, o yapiy1 meydana getiren unsurlar (kiiltiir, toplum-
sal kurumlar, pratikler ve politikalar) araciligiyla ve riza yoluyla elde edilen toplumsal {istiinliige vurgu
yapimasidir. Erkekligin yekpare olmadigini, her biri iktidar iligkileri hiyerarsisinde farkli konumlar:
tutan mubhtelif erkekliklerin var oldugunu ve erkeklikler arasindaki bu iligkilerin bizzat erkekler i¢cin
de son derece kiilfetli olabildigini savunan Connell’in tek bir kadinlik ve erkeklik olmadigi 6nermesin-
den yola ¢ikildiginda, hegemonya kavraminin tek bir hakim giiclin varligindan ziyade mevcut giicler-
den birinin digerlerine iistlinliigline ve bu diger gii¢lerin ikincil konumda oluslarina isaret ettigi gorii-
liir. Connell’a goére tam da bu ikincil konumda olan gii¢lerin varligi ile ancak hegemonik erkeklik
miimkiin olabilmektedir; ne de olsa farkli erkeklik bi¢cimleri arasindaki etkilesim, ataerkil bir toplumsal
diizenin igleyis biciminin ayrilmaz parcasidir.
Bu ¢aligmada, Connell’in “hegemonik erkeklik” kuramindan yola ¢ikilarak, erkeklik sinirlar1 ve ay-

rimlar tiyatro yazinimizdan temel 6rneklerle tartisilmaktadir.
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s a broad space for staging and questioning the intersections of public or personal identity, pri-
A vate domesticity and the outside world, theatre has long explored the extent to which spaces
and identities are structured by performance. In this context, the borders of the domestic interior,
then, serve as a site where traditional roles are both maintained and subverted through daily recur-
rence. Performing a 1950s lifestyle to create and maintain domesticity, Judy and Johnny in Laura
Wade’s Home, I'm Darling (2018), illustrate how such a contemporary couple as themselves live within
the restraints of a project of historical nostalgia. Their suburban existence within the domestic sanctu-
ary portrays a collision and blurs the boundaries between the 1950s lifestyle and the brackets of
modernity, especially in terms of economic problems, the influence of the workplace, and the pres-
ence of technological advancements hidden within the walls of their “ideal home.” Through such con-
flict, the limits of the body and performativity are highlighted against the demands of domestic labour,
maintenance, and forced smiles. This ongoing commitment to traditional gender performances in the
face of the modern world shows that the couple’s acting is repeatedly undermined by those around
them, who offer critiques of the 1950s. As a result, the theatricality of their daily lives exposes the re-
quirement of suppression of the intellect and professionalism to show how traditional gender roles
are not innate but produced and choreographed. Ultimately, this research demonstrates that Laura
Wade’s Home, I'm Darling presents the theatrical performance of the past to examine the borderland of
identity, showing that the construction of gender roles is a boundary that simultaneously serves as a
cage, suppressing the autonomy of the domestic subject and proving the patriarchal past is not sus-

tainable amid the modern female liberation.
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his paper examines how the concepts of identity, belonging, and boundaries are destabilized in
T David Eldridge’s The Stock Da’wa. The play centres on an intense and claustrophobic encounter
in the home of Joan and Mr Wilson, where Paul, once almost adopted as a son by Joan, returns to the
house seventeen years later. However, his return is not merely a confrontation with the past but also a
violent reckoning in which identities, roles, and moral boundaries are shattered.

Drawing primarily on Victor Turner’s concept of “liminality”, Homi K. Bhabha’s notions of “am-
bivalence” and “the unhomely”, and Edward Said’s critique of Western representations of Islam, this
study examines Paul’s unstable position between belonging and exclusion, family and stranger, and
victimhood and violence. Paul, who is both shaped by his past and determined to reject it, states that
he is now a Muslim, yet the play leaves the meaning of this transformation uncertain. Rather than
defining his new identity as either authentic or artificial, the study questions whether it represents re-
ligious conversion, a response to trauma, failed belonging, or a performed rejection of the West, the
family, and the identity into which he was born.

The paper further examines whether the play challenges or reproduces familiar representations of
Muslim identity through violence, alienation, and anti-Western hostility. Paul’s return also destabi-
lizes the boundaries between home and outside, family and stranger, care and betrayal. Although Joan
is not Paul’s biological mother, she has cared for him as a son, which makes his confession that he
killed Oliver even more destructive. Joan’s death can therefore be read not merely as an individual
collapse but as the physical consequence of repressed truths and violated boundaries. The study
argues that 7he Stock Da’wa presents identity and belonging as fragile, fluid, and often violently con-

structed formations.
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his study examines 7he Penelopiad as a theatrical space in which borders are not only represent-
T ed but actively performed and contested. Reworking The Odyssey for the stage, Margaret
Atwood constructs a dramaturgy that foregrounds liminality as both a thematic concern and a struc-
tural principle. The analysis argues that the play stages multiple forms of boundary-crossing through
its characters, choral dynamics, and hybrid theatrical form. Penelope emerges as a fundamentally limi-
nal figure who inhabits multiple thresholds, including those between life and death, fidelity and sub-
version, silence and articulation, complicity and agency. Her weaving and unweaving—traditionally
framed as markers of patience and virtue—are reconfigured as performative acts that blur the bound-
aries between obedience and resistance. Through retrospective narration, she further traverses the
border between myth and reinterpretation, asserting a provisional narrative authority over a story
historically shaped by patriarchal discourse. This authority, however, is persistently destabilised by the
chorus of the twelve maids, whose spectral presence occupies the liminal space between life and
death, justice and injustice, visibility and erasure. Their performative interventions—through song,
parody, staged trial, and more—transform the stage into a contested borderland in which dominant
narratives are interrupted and reframed. Finally, the play itself enacts liminality at the level of form,
disrupting conventional theatrical boundaries through its fusion of myth, legal discourse, parody, and
choral performance. In doing so, The Penelopiad performs borders rather than merely representing
them, positioning theatre as a dynamic site where the limits of voice, authority, and representation are

continuously negotiated.
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Ithough Zadie Smith’s novels have attracted extensive critical attention, her dramatic adapta-
A tion The Wife of Willesden (2021) has received comparatively little consideration from literary
scholars. In the play, Smith reimagines one of the most vibrant figures in English literary history:
Chaucer’s Wife of Bath. Such a reimagining is by no means unprecedented. For more than six cen-
turies, the literary afterlife of Geoffrey Chaucer’s The Canterbury Tales, and of the boundary-break-
ing Alisoun in particular, has continued to provoke, inspire, and challenge readers, performers, and
adaptors. As Marion Turner observes, the Wife of Bath has been reimagined across a remarkable
range of media and cultural contexts, with “sources ranging from Shakespeare’s plays to Pasolini’s
film, from Voltaire’s retelling of her tale to a visual image of her in communist Poland” (140)[1]. Smith’s
adaptation, however, distinguishes itself through its decolonial emphasis. While the setting of the
Wife’s Prologue is transposed to the multicultural landscape of contemporary north-west London, the
Tale’s Arthurian world is reconfigured as an eighteenth-century Maroon community in Jamaica. This
article contends that these relocations transform Chaucer’s concern with female sovereignty into a
broader examination of freedom and self- determination shaped by gender and colonialism. The Tale’s
eighteenth-century Maroon setting is particularly significant because such communities were estab-
lished by formerly enslaved people who escaped from plantations and created autonomous societies.
By situating the Wife’s question of what women most desire within this history of enslavement and re-
sistance, Smith expands the meaning of sovereignty beyond authority within heterosexual relation-
ships. Thus, in The Wife of Willesden, sovereignty becomes both a personal demand for sexual agency
and a collective struggle against the social structures that determine whose bodies, voices, and desires
are recognised as free.

[1] Turner, Marion. The Wife of Bath: A Biography. Princeton University Press, 2023.
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arah Kane’s Phaedra’s Love (1996) reimagines the Hippolytus myth within a world shaped by emo-
S tional detachment, public spectacle, and institutional violence. While the play is often read
through the lenses of desire, nihilism, and cruelty, it also explores the unstable boundary between pri-
vate conflict and public authority. What begins as an intimate crisis between individuals gradually be-
comes a matter of collective judgment, revealing how institutions appropriate and transform personal
narratives.

This study examines the relationship between Phaedra and Hippolytus through psychiatrist
Stephen B. Karpman’s Drama Triangle, a model of dysfunctional interaction structured around the
shifting roles of Victim, Rescuer, and Persecutor. The framework illuminates the fluidity of the charac-
ters’ positions throughout the play; rather than occupying fixed identities, the characters continually
move between positions, exposing the instability of moral categories and personal responsibility.
However, the final movement of the play introduces a significant shift. Once the conflict enters the
public sphere, the fluid characteristic of interpersonal relations gives way to institutional certainty.
The roles that previously circulated between individuals become fixed and socially enforced.

The paper argues that Phaedra’s Love dramatizes the crossing of a boundary between private psy-
chological conflict and public institutional violence. While the drama triangle initially operates
through shifting and contested identities, the intervention of social and political authority stabilizes
and weaponizes those roles. It transforms intimate crisis into a collective spectacle of punishment.
Kane’s play thus exposes how institutions impose rigid narratives upon complex human relationships,

converting ambiguity into certainty and conflict into public violence.
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his study examines Franca Rame’s The Rape (1988) and Suzie Miller’s Prima Facie (2022), draw-
T ing on contemporary rape discourse and feminist performance theory. Despite being separated
by decades, both works share a commitment to theatrical activism that confronts the pervasive reality
of sexual violence and explores its intricate relationship with systemic boundaries. The paper explores
how these debates are dramatised in solo performances to critique the legal and cultural systems that
often fail survivors. In Miller’s play, the protagonist’s traumatic event compels her to confront the
criminal justice system and its biases against victims. This narrative showcases how procedural prac-
tices create an adversarial environment, transforming the courtroom into the ultimate site of ‘sec-
ondary rape’. Conversely, Rame’s piece, rooted in her own experience of a politically motivated gang
rape, deploys raw minimalism to bypass traditional stagecraft and expose institutional betrayal. This
analysis highlights how both performances dismantle the persistent myth of ‘real rape’ and challenge
the legal system’s historical reliance on physical force and resistance. Ultimately, this paper shows the
transformative power of theatre as a vital space for feminist resistance. These works successfully
cross institutional boundaries, resist the silencing of survivors, and amplify their voices to demand

social critique and cultural change.
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Iternatif tiyatro, cogunlukla tiyatro amaciyla insa edilmemis mekanlarda gerceklestirilen per-
A formanslarla iliskilendirilmekte; buluntu mekanlar, mekana 6zgii uygulamalar ve kamusal alan
miidahaleleri bu alanin temel bilesenleri arasinda degerlendirilmektedir. Ancak tiyatro dis1 bir mekan-
da gerceklesen her performansin alternatif bir deneyim iiretmedigi, buna karsilik tiyatro yapilar1 igeri-
sinde sahnelenen bazi performanslarin yerlesik mekansal iligkileri déniistiirebildigi goériilmektedir. Bu
durum, alternatif tiyatroyu sekillendiren dl¢iitlerin yeniden tartisilmasini gerekli kilmaktadir.

Bu caligma, alternatifligi yalnizca performansin gerceklestigi fiziksel mekan iizerinden tanimlayan
yaklasimlar: sorgulayarak, alternatif tiyatroyu performans ile mekan arasindaki iligkilerin yeniden
kurgulanmasi iizerinden degerlendirmeyi 6nermektedir. Caligmanin kuramsal ¢ercevesini, Sitiiasyo-
nist Enternasyonal tarafindan gelistirilen constructed situations (tasarlanmis durumlar), dérive ve
détournement kavramlari olusturmaktadir. Guy Debord’un giindelik yasamin doniistiiriilmesine y6-
nelik yaklasimindan hareketle, alternatif tiyatro pratikleri yeni mekansal deneyimler ve karsilagmalar
tireten performatif miidahaleler olarak ele alinmaktadir.

Aragtirma, nitel aragtirma yontemlerinden kargilagtirmali vaka analizi yaklagimini benimsemekte-
dir. Bu dogrultuda tiyatro yapilarinda, tiyatro dig1 mekanlarda ve kamusal alanlarda gerceklestirilen
cesitli performans Ornekleri; mekansal organizasyon, seyirci-oyuncu iligkileri, dolagim bi¢imleri ve
deneyim iiretimi agisindan karsilagtirmali olarak incelenmektedir. Inceleme kapsaminda hem tiyatro
amaciyla inga edilmig yapilarda hem de gilindelik kullanim i¢in tasarlanmis mekéanlarda gerceklestirilen
performanslar degerlendirmeye alinmaktadir. Bylece alternatifligi belirleyen unsurun yalnizca
mekan tiirii olmadig; sahne ve seyir alanlar1 arasindaki sinirlarin bulaniklagtirilmasi, giindelik mekan-
sal kullanimin doniistiiriilmesi ve yeni kargilagsma bi¢imlerinin iiretilmesiyle iliskili oldugu ileri siiriil-
mektedir.

Sonug olarak, caligma alternatif tiyatronun belirli bir mekan kategorisiyle degil, mekanin fiziksel,
islevsel ve algisal sinirlarini yeniden kurgulayarak yeni deneyim alanlari iiretme kapasitesiyle tanimla-
nabilecegini 6ne slirmektedir. Bu baglamda Sitiiasyonist Enternasyonal’in kavramsal araglarinin, al-
ternatif tiyatro ve performans mekani ¢caligmalarini yeniden degerlendirmek i¢in iiretken bir kuram-
sal cerceve sundugu savunulmaktadir. Bu yaklasim, alternatif tiyatro kavraminin giincel performans

caligmalari igindeki kuramsal sinirlarinin yeniden diisliniilmesine katki sunmay1 amaglamaktadir.
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atirlandiginda yaralayicl/ travmatik etki yaratan kolektif hafiza igeriklerinin temsili ile ilgili ¢a-
H ligmalar ¢agdas tiyatro ¢aligmalar1 i¢in dikkate deger kuramsal ve dramaturjik tartigma potansi-
yeli tasimaktadir. Hafiza dogrusal ve biitlinliiklii bir anlat1 yapisindan ziyade parcalanma, tekrar ve za-
mansal kirilmalarla karakterize edilir. Bu nedenle dogrusal eyleme dayanan geleneksel dramatik yapi-
larin hafizanin karmasik ve ¢ok katmanli yapisini temsil etmekte ¢ogu zaman yetersiz kaldig goriil-
mektedir. Bu durum, ¢agdas tiyatroda temsilin estetik ve epistemik sinirlarini sorgulayan alternatif
dramaturjik stratejilerin ortaya ¢ikmasina zemin hazirlamigtir.

Bu bildiri, ¢agdas Tiirk tiyatrosunda yaralayici olabilen kolektif hafiza iceriklerinin temsilinde me-
tatiyatral stratejilerin nasil iglev gérdiigiinii ve bu stratejilerin temsilin sinirlarini nasil tartigmaya agti-
gin1 incelemektedir. Metatiyatro kavrami, 6zellikle Lionel Abel’in ¢aligmalariyla birlikte, tiyatral tem-
silin 6zdiisliniimsel dogasin1 agiga ¢ikaran bir yaklasim olarak ele alinmaktadir. Metatiyatro, tiyatro-
nun kurmaca yapisini goriiniir kilarak temsil mekanizmalarini ifsa eder ve boylece gerceklik ile kur-
maca arasindaki yerlesik sinirlari sorgular.

Hafiza dramaturjisi baglaminda bu ¢aligma, oyun i¢inde oyun yapisi, anlatinin pargalanmasi, seyir-
ciyl oyunun bir unsuru olarak konumlandirma ve rol degisimleri gibi metatiyatral araglarin kolektif
hafizanin sahnede kurulma bi¢imini nasil goriiniir kildigini tartigmaktadir. Bu baglamda ¢agdas Tiirk
tiyatrosundan ornekler iizerinden, 6zellikle Civan Canovanin Kizilotesi Aydinlik adli oyunu incelen-
mektedir. S6z konusu oyun baglaminda metatiyatral tekniklerin hafizanin temsilini yalnizca miimkiin
kilmakla kalmayip, ayni zamanda hatirlama, anlatma ve temsil etme siire¢lerinin sinirlarini elestirel bi-
¢imde ag1ga ¢ikardig ileri siiriilmektedir.

Bu ¢aligma, metatiyatral dramaturjinin kolektif hafizanin temsiline iligkin estetik sinirlar ve ola-

naklar1 gériiniir kilan iyi bir strateji olarak isledigini savunmaktadir.
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ercek hayat ile sahne arasindaki ayrimin belirsizlestigi, malzemesini gercek hayattan toplayan,
G temsil edilen ile temsil eden arasindaki ayrimin bulaniklastigi ve Carol Martin tarafindan Ger-
cegin Tiyatrosu (Theatre of the Real) biciminde kavramsallagtirilan bir tiyatro pratikleri dizisi diinden
bugiine kendini gostermektedir. Bu tiyatro pratikleri 6zellikle mimesis ile iligkisi baglaminda kimi
farkli uygulamalarla karsimiza ¢ikmaktadir. Mimesis klasik anlamiyla taklit ya da temsil edimine karsi-
lik gelirken sahnedeki eylemin gercegin kendisi oldugu iddiasi, ya da 6znenin kendini temsil ettigi id-
dias1 temsilin, dolayistyla mimesisin sinirlarinin ne oldugu sorusunu giindeme getirir. Bu sahnelemele-
rin mimesis ile kurdugu iligki mimesisin agilmis m1 yoksa giincel ihtiya¢lara uyumlanmig m1 oldugu gibi
tartigmalara post-mimesis kavrami {izerinden alan agarken; ayni zamanda neyin ya da kimin temsil
edilebilecegi, ve kimin tarafindan hangi sinirlar dahilinde temsil edilebilecegi sorusunu da beraberinde
getirir. Milo Rau, La Reprise adli eserinde bir nefret cinayetine kurban giden bir escinsel erkegin 6ldii-
riildiigii sahnenin temsil sinirlar: agisindan adeta otopsisini yapar. Sahneye koyulan cinayet gergektir.
Karakterler oyuncular tarafindan temsil edilir. Ancak kimi oyuncular profesyonel anlamda oyuncu ol-
mayan kisilerden se¢ilmistir. O kisilerle yapilan oyuncu se¢meleri de tipk: ger¢ek hayatta oldugu haliy-
le sahnede temsil edilir. Eser ayn1 anda kimlik, 6tekilestirme ve ayrimcilik konularini gergegin tiyatro-
su yoluyla tartigirken, temsilin etik sinirlarini felsefi diizeyde yoruma agar. Bu ¢aligma mimesis ile ilis-
kisini gozeterek, gercegin tiyatrosunu temsilin etik sinirlar1 baglaminda Milo Rau'nun La Reprise adlh
eseri lizerinden tartigmaya agmay1 amaglamaktadir. 21. Yiizyilda PostMimesis ve Gergegin Tiyatrosu
tizerine kimi farkli 6rneklere atifta bulunarak konuya farkli boyut ve a¢ilimlar kazandirmak da yine bu

caligmanin amaclari arasindadir.
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u bildiri, performans yoluyla arastirma (practice-as-research) yaklasimiyla gelistirilen ENVAN-
B TER baslikli performanstan hareketle, arsivin hegemonik sinirlarini ve bu sinirlarin bedensel
refleksler {izerindeki disipline edici giiciinii tartigmaya agmaktadir. Geleneksel arsiv mantigi, perfor-
mans1 ugucu ve kaybolan bir eylem olarak kodlayarak onu ancak maddi belgeler (metin, fotograf,
kayit) araciligiyla “evcillestirmekte” ve kontrol altina almaktadir. Schneider’in Performing Remains
(2011) adh ¢caliymasinda vurguladig: {izere, performans aslinda bir “kalint1” (remains) olarak bedende,
jestte ve nefeste yasamaya devam eder. Bu durum, arsivin kurumsal ve nomolojik (yasal) sinirlarin:
sarsan bir “anarsiv” olasiligini dogurur.

Caligmanin odaginda yer alan performans, nefesi yasamsal bir refleksten ¢ikarip diizenlenebilir, si-
niflandirilabilir ve devredilebilir bir nesneye doniistiirme girisimiyle bu teorik tartigmayi somutlagtirir.
Rafael Lozano-Hemmer’in Last Breath enstalasyonundan ilham alan bu performans, nefesin kendi-
sinden ziyade, nefese yoneltilen kontrol, koruma ve disiplin arzusunu goriiniir kilmaktadir. Bireysel
bir nefes hikdyesini performansin omurgasina yerlestiren ¢alisma, nefesin ¢ocukluktan itibaren nasil
yonlendirildigini ve “arsivlendigini” arastirirken; ayni zamanda bu diizenin digina tagan, simgesel
sistem tarafindan sogrulamayan “fazlaliklar1” (Sayin’in ifadesiyle anarsivi) temsil eder.

Bu baglamda bildiri, nefesin bir “nesne” olarak arsivlenmesi girisiminin, aslinda bedenin 6zgiir
alanlarina ¢ekilen epistemik bir hudut oldugunu ileri siirer. Performans, nefese uygulanan diizenin ar-
sivini tutarak, arsivin “arkhe” (baglangi¢ ve buyruk) niteligini desifre eder. Sonug olarak, “ENVAN-
TER” performansi {izerinden, arsivin digladig1 veya disipline etmeye ¢alistig1 “bedensel kalintilarin’,
konferansin “Sinirlar ve Hudutlar” temas1 baglaminda nasil bir direng ve anarsiv alan1 yarattig: tartigi-

lacaktr.
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u caligma, 29. Istanbul Tiyatro Festivali kapsaminda Istanbul Manifaturacilar Carsisr'nda (IMC)
B gerceklestirilen mekana 6zgii ve katilimci performans A¢ik Miilk {izerinden, performansin kent-
sel mekanlari farkli sinirlarin siirekli olarak miizakere edildigi ve yeniden kuruldugu alanlar haline ge-
tirme potansiyelini ele almaktadir. Caligmanin ¢ikis noktasi, tiyatronun ge¢mis ile bugiin, argiv ile ya-
sayan deneyim, kamusal ile 6zel alan, ticaret ile giindelik yagam arasindaki sinirlar1 gériiniir kilan ve
doniistiiren bir kamusal miidahale bi¢cimi olabilecegi diislincesidir. Sanatsal arastirma (artistic rese-
arch) yaklagimi metodolojik ¢erceve olarak benimsenmekte; A¢ik Miilk’iin yaratim siireci bir vaka ¢a-
lismas: olarak degerlendirilmektedir. Kolektif iiretim, belgesel performans, kentsel etnografi ve
mekana 6zgli dramaturji pratiklerini bir araya getiren A¢ik Miilk; argiv aragtirmalari, alan gozlemleri,
esnaf ve ¢alisanlarla yapilan goriismeler, ses kayitlar1 ve performatif haritalama yontemleri lizerinden
gelistirilmistir. Bu siirecte IMC, yalnizca modernist bir mimarlik mirasi ya da tarihsel bir yap1 olarak
degil; resmi anlatilarla bedensel hafizalarin, glindelik pratiklerle géz ard: edilen mikro tarihlerin kesis-
tigi yagayan bir arsiv olarak ele alinmaktadir. Bu ¢aligma, seyircinin performans boyunca bu mekanin
icinde dolagarak sesler, hikayeler ve mekana gomiilii duyusal izlerle karsilagmasinin, izleyici ile kati-
limci, belge ile deneyim ve arastirma ile sanatsal {iretim arasindaki sinirlar1 nasil gegirgenlestirdigini
tartigmaktadir. Mekana 6zgii performansin alternatif kentsel hafiza bi¢imleri {ireten ve kamusal alan:
gecici olarak yeniden kurarak sinir-agan bir dramaturjik pratik olarak degerlendirilebilecegi ileri siiriil-

mektedir.
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tiresel hareketlilik ve kiiltiirleraras: etkilesimin yogunlastig1 glinlimiizde tiyatro iiretimi, farkl
K ekol, cografi, kiiltiirel ve estetik baglamlardan gelen sanatgilarin karsilastig1 bir miizakere alani-
na doniigsmektedir. Bu kargilagmalar yalnizca yeni liretim bi¢imlerinin ortaya ¢ikmasini saglamamakta;
ayni zamanda sanat¢ilarin kiiltiirel bagajlarini, yaratici aligkanliklarini ve iletisim kurma gekillerini ye-
niden degerlendirmelerini gerektiren sinirlar1 goriiniir kilmaktadir. Bu bildiri, kiiltiirlerarasi tiyatro
iretim slire¢lerinde sanatginin sahip oldugu sosyokiiltiirel bagajlarin yaratici siirece etkisini ve bu ba-
gajlarin ortak yaratim yontemleri araciligryla nasil doniistiiriilebilecegini incelemektedir.

Bu cercevede bildiri, Kadir Has Universitesi Tiyatro Béliimii, Hollanda’daki HKU University of
the Arts ve Slovenya'daki Glej Theatre ortakligiyla gerceklestirilen Boundary Crossing projesini bir
vaka ¢aligmasi olarak ele alacaktir. Bu proje kapsaminda Tiirkiye, Hollanda ve Slovenya’dan halihazir-
da tiyatro alaninda egitim alan (oyunculuk, tiyatro egitmenligi, tiyatro tasarimi) ya da bu alanlardan
mezun olmus profesyonel olarak ¢alisan sanatgilar, yaklasik sekiz haftaya yayilan ¢evrimici yaratici
siireclerinden sonra fiziksel olarak bir araya gelerek belirlenen temalar iizerinden ortak performanslar
gelistirmigtir. Proje, tiyatroyu yalnizca sahne izerinde gerceklesen bir temsil bicimi olarak degil; farkli
kiiltiirel deneyimlerin kargilagma, ¢atigma ve yeniden yapilanma alani olarak ele almay1 hedeflemekte-
dir.

Aragtirma, 6ncelikle Geert Hofstede’nin Kiiltiirel Boyutlar Teorisi ve Milton Bennett'in Kiiltiirle-
rarast Duyarlilik Gelisim Modeli ¢ercevesinde sosyokiiltiirel farkliliklarin seviyesini irdelemektedir.
Sonrasinda ise bu farkliliklarin ortak yaratim siire¢lerinde nasil deneyimlendigini tartigmaktadur. Bil-
dirinin temel sorusu, 6zellikle uluslararasi: alanda ¢alisan sanat¢ilarin kendi sosyokiiltiirel “bagajlarini”
kiiltiirleraras: bir ortak yaratim ¢aligmasinda agilmasi gereken sinirlar olarak mi, yoksa yeni yaratici
olanaklar saglayan malzemeler olarak mi1 degerlendirebilecekleridir.

Bununla birlikte, arastirma kiiltlirleraras: ortak yaratim siireclerinin sanat¢inin meslektaglariyla
olan empati kapasitesini, kendisinden farkli olanla iligki kurma bi¢imini ve yaratic1 olarak karar alma
stireclerini nasil etkiledigini ortaya koymay: amag¢lamaktadir. Boundary Crossing projesi {izerinden,
tiyatronun sosyokiiltiirel sinirlari ortadan kaldiran degil; bu sinirlar: goriiniir kilarak yeniden miizake-

re eden ya da ¢erceveleyen kolektif bir liretim alani oldugu ileri siiriilmektedir.
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CC I wWoRrRKSHOP . ATOLYE

Melez ve Sinir Agan Performans Pracikleri (Tiyatro, Dans, Miizik, Gorsel Sanatlar)

Hareket-Ses-Metin Kesigsiminde Yaratict [fade
Atélyesi

§ebnem Yiiksel Canakkale 18 Mare University
ANAHTAR KELIMELER arastirma - hareket - metin - ses - yaraticilik
¥

ir performansin temel taslarini olusturan metin, ses ve hareketin etkilesimini odaga alan atélye,

bu ii¢ ifade aracinin tek ve ayrilmaz bir biitiiniin pargalar1 oldugunun farkindaligini gelis t irmeyi
hedefler. Bu dog r ultuda ¢ a lig m a, metin, ses ve hareketin birbirini nasil besledigine ve birbirinin ala-
nini nasil genislettigine dair bir aragtirma zemini olugturur.

Atdlye, bedeni canlandiran egzersizlerle baslar, ardindan hareket potansiyelini arttirmak iizere do-
gaclama arastirmalara yer verilir. Daha sonra ses ile metinin dahil oldugu ve katilimcry1 bu alanlarin
alisilmig kaliplarindan &zgiirlestiren melez ¢aligmalar uygulanir. Siirecin ilerleyen asamalarinda ise
metin-hareket-ses gecislerinin goriiniir oldugu kisa yaratilar olusturulmaya dogru ilerlenir.

Bu ¢alisma, hem bireysel hem de kolektif yaraticilig1 beslerken {i¢ unsurun kesigsiminde 6zgiin bir

kesif alani sunar.
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CC 2 WORKSHOP - ATOLYE

The Limits of Theatrical Form: Transitions between Traditional and Contemporary Structures

Grotowski ve Ses Aragtirmalar: - Atélye

Pinar Yiiksel Hacertepe University
ANAHTAR KELIMELER Beden - Gelenek - Grotowski - Kiiltiirlerarasilik - Oyun - Ses - Uzam
(4
olonyali yonetmen Jerzy Grotowski'nin Kaynaklar Tiyatrosu ve Ara¢ Olarak Sanat donemleri-

P nin etkisiyle, kendi deneyimlerimden siiziilerek olusturulan bir atélye ¢alismasidir.

Atdlyede temel olarak, ses- beden biitiinlesmesi, sesin uzamla iliskisi, sesi 6zgiirlestirme, ses oyun-
lariyla yeni ses renkleri arama iizerinde ¢aligmalar yapilacaktir.

Caligmalar iki alanda yiiriitiilecektir:

- Seste Geleneksel Olan

Bedenin ve sesin koklerine y6nelmeyi amaglayan bu calisma, modern hayatin kisitladigy,
“giizel”lestirdigi seslerden ve bedenlerden, geleneksel olana, daha ham olana bir gecis ¢abasini icerir.
Bedenle dinleme ve séyleme, bedenin gérme ve isitme algilarini a¢ma, sesin 6niindeki engelleri kaldir-
ma, geleneksel sarkilar ve danslar tizerinde ¢aligilarak, ses kaynaklariyla kargilasma amacli bireysel ve
toplu ¢caligmalar yapilacaktir.

- Imge ve Ses

Katilimcmnin imgelemi ile sesi arasindaki bag: giiclendirecek bu ¢aligma, imgelemini kullanarak,
yeni ses renkleri ve konugma bi¢imleri yakalamasi iizerine ¢aligilacaktir. Sesle boyama, sesle bir ig
yapma, bir imgenin sese doniistiiriilmesi, ya da agizda farkli kivamlarda birsey ¢ignenmesiyle konus-

ma bi¢iminin bozulmasi gibi egzersizlerle oyuncunun ses skalasinin genigletilmesi amaglanmaktadir.
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CC 3 WORKSHOP - ATOLYE

Politics of Visibility, Othering, and Minority Theatres

Kurguda Varlik ve Esitlik igin Atdlye

Siindiiz Ha§ar [stanbul /\ya’m University
Ozlem Belkis Dokuz Eyliil University

ANAHTAR KELIMELER elestirel biling - esitlik - konumlanma - kurmaca - miistereklik - oyun yazarhg: - saydamiik -

sorgulama etigi - temsiliyet testleri - varlk - ¢ogulluk - dzne

€

u atdlye, bildiride 6nerilen temsil testini tiyatro alaninda calisan profesyoneller ve arastirmaci-

larla birlikte degerlendirmeyi ama¢lamaktadir. Calismanin ¢ikis noktasini, temsiliyet testlerinin
uluslararasi alanda uzun siiredir biliniyor olmasina kargin, Tiirkiye’de 6zellikle tiyatro baglaminda s1-
nirl 6l¢lide tartigilmis ve uygulanmis olmasi olusturmaktadir.

Calisma feminist oyun yazarlig1 baglig1 altinda sekillense de feminizm burada kapsayici kuramsal
bir semsiye olarak ele alinmakta, 6nerilen temsil testi, temsilde vavrlik ve esitlik sorunu yagayan farkl
toplumsal gruplar i¢cin de degerlendirilebilecek bir ¢erceve sunmay: amaglamaktadir. Bu nedenle de
test, temsil testi olarak degil, “Kurguda Varlik ve Esitlik Testi” olarak adlandirilmistir.

Atdlyede, Onerilen testin igleyisi katilimcilarla birlikte 6rnekler {izerinden sinanacak; 6l¢iitlerin
acikligl, uygulanabilirligi ve kapsayiciligl tartigmaya agilacaktir. Bylece hem temsil, varolus ve esitlik
meselesi etrafinda ortak bir diisiinme zemini olusturulmasi hem de yerel baglamda gelistirilen bu 6ne-

rinin ortak ¢caligma ve geri bildirimle gii¢clendirilmesi hedeflenmektedir.
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CC 4 WORKSHOP - ATOLYE

Performans ve Mekana Ozgii Tiyatro ve Kamusal Alan Miidahaleleri

Cemberin Giicii: Tiyatro igin Cember Kurmak

Meltem Bozkurt Social Sciences University of Ankara
ANAHTAR KELIMELER atdlye
(4

u atdlye, cember formunu tiyatronun en temel mekansal ve toplumsal orgiitlenme bi¢imlerin-

den biri olarak ele almay1 amaglamaktadir. Insanlarin bir araya gelerek hikaye anlattigy, ritiieller
gerceklestirdigi ve oyun oynadig1 en eski yapilardan biri olan ¢ember, dikkat, karsilagma, dinleme ve
birlikte var olma pratiklerini miimkiin kilan performatif bir alandir. Cember, bir yandan igeriyi ve di-
sar1y1 belirleyen bir sinir olustururken, diger yandan katilimcilar: ortak bir merkez etrafinda egit me-
safede konumlandirarak hiyerarsik iligkileri askiya alan ve kolektif deneyimi destekleyen bir yap:
sunar.

Atdlye, kisa bir kuramsal girigin ardindan katilimcilar: se¢ilmis ¢ember oyunlar: ve grup etkilesim-
lerine davet edecektir. Bu uygulamalar araciligryla dikkat, odaklanma, ritim, dinleme, tepki verme,
grup farkindalig1 ve ortak oyun alani olusturma siirecleri deneyimlenecektir. Tiim katilimeilarin ayni
anda siirecin pargasi oldugu bu oyunlar, rekabet yerine igbirligini, bireysel bagar: yerine kolektif kati-
limu ve diglayici sinirlar yerine kapsayici karsilagma bigcimlerini 6ne ¢ikarir.

Atolye, cemberin bir sinir olarak nasil igledigi ve ayni zamanda nasil bir olanak alani yarattig: soru-
sunu tiyatro pratigi lizerinden arastirmay1 hedeflemektedir.Bu baglamda ¢ember, esitlik, ortak dikkat,
oyun kiiltiirii ve topluluk duygusunun iiretilmesine olanak saglayan bir mekansal diizenleme ve per-
formatif bi¢im olarak ele alinacakur.Katilimcilar, deneyimledikleri oyunlar aracilifiyla ¢emberin tiyat-
ro egitiminde, prova siireclerinde ve performatif kargilagmalarda iistlendigi iglevleri birlikte sorgulama
firsat1 bulacaklardir.

Atdlye, tiyatro arastirmacilarini, sanatgilari, 6grencileri ve farkli disiplinlerden katilimcilar:

cember kurmanin doniistiirlicii potansiyelini birlikte deneyimlemeye davet etmektedir.
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PS PERFORMANCE - PERFORMANS

Tiyatro Formunun Simrlari: Geleneksel ve Cagdags Yapilar Arasindaki Gegigler

Sappho’yu Dinlerken

Pinar Yiiksel Hacertepe University
ANAHTAR KELIMELER Beden - Gelenek - Grotowski - Kiiltiirlerarasiik - Ses - Tiirkii
(4

appho’yu Dinlerken, Anadolu'daki kdyleri gezip farkl kiiltiirlerin (Laz, Dengbej, Alevi, Roman,

Yoriik) tiirkiilerini toplayan Pinar Yiiksel’in, tiirkiilerini, eski Yunan sairi Sappho’nun siirleriyle
birlestirdigi bir tek kisilik, 25 dk’lik performanstir. Performans, Grotowski 'nin Kaynaklar Tiyatrosu
ve Arag olarak Sanat donemlerinin etkisiyle, Pinar Yiiksel'in bu yonde katildig1 atdlye caligmalari ve
aldig1 egitimden ilham alarak ¢iktig1 bir yolculugun {irtiniidiir. Pinar Yiiksel, ses kaynaklariyla kargilas-
mak, kdylerdeki sdyleyen kisilerle birebir ¢alisarak, tiirkii sdyleme geleneginin 6ziine yaklagsmak iste-
mistir. Bu 6grendigi tiirkiilerle, Grotowski pratiklerinde 6grendigi ses ve beden ¢aligmalarini birlesti-
rerek Sappho’yu Dinlerken performansini olugturmustur. Performans: olusturma siirecinde, dogada
ses ve beden ¢aligmalarini yiiriitmek i¢in, ¢esitli ekokdylere gitmis, orada goniillii olarak toprak isle-
rinde ¢alismus, ¢alisirken 6grendigi tiirkiileri sdylemistir. Boylece doga, is, beden ve ses uyumunu ya-
kalamay1 denemistir. Kalan vakitlerinde de doga icinde, ormanda ya da vadilerde ses ve beden pratik-
lerini yapmus, dogay1, dogadaki sesleri dinleyerek ve onlarla birlikte ilerleyerek ¢alismigtir. Perfor-
mansta, ses, beden ve tiirkiiler yoluyla Sappho'nun siirleri i¢indeki imgelerin ortaya ¢ikmas: {izerinde
durulmustur. Sappho’nun siirlerindeki agitlar, yakariglar, ninniler, performansta igi¢e driilmiistiir. Ayni
zamanda, siirlerdeki doga betimlemeleri, doga icerisinde yapilan ¢aligmalarla ortiismiistiir. Eger vakit
olarak sorun olmazsa, performansimdan sonra, Kéklere Dogru adli 20 dk’lik belgeselimi gostermek is-
terim. Yoksa gostermeyebilirim de. Kéklere Dogru, Pinar Yiiksel’in, Anadolu'daki kdylere gezileri sira-
sinda, eski tiirkii sdyleyenleri ¢ektigi kamera kayitlarindan olusan 20dk’lik bir belgeseldir. Belgeselde,
Laz tlirkil cesitleri, agit, ninni, horon, ; Diyarbakir ve Van’daki dengbejler- Kiirt geleneksel ezgili
hikaye anlaticilar; Elbistan, Adiyaman, Elazig’daki Alevi dedelerinden sazli deyisler; Kesan, Liilebur-

gaz, Gelibolu'daki Roman miizisyenler; Yoriik miiziginin ve tiirkiilerinin ¢esitlemeleri yer almaktadir.
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