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ABSTRACT 

 

DEVELOPING INTERPRETATION AND PRESENTATION STRATEGIES 

FOR AN ANCIENT PLACE OF PERFORMANCE: CNIDUS SMALL 

THEATRE AND ITS CONTEXT  

 

 

 

Günay, Tuĵba  

Master of Science, Conservation of Cultural Heritage in Architecture 

Supervisor : Assoc. Prof. Dr. Pēnar Ayka­ Leidholm 

 

 

September 2024, 274 pages 

 

 

Ancient performance spaces, one of the most important and remarkable structures 

of archaeological heritage sites, continue to exist as landmarks both in antiquity 

and today. With this symbolism, the issues related to the preservation, 

interpretation and presentation of the buildings, which have become inevitable to 

be reused for modern performance activities, have also become worth examining. 

The reuse of such spaces, which are a part of interpretation and presentation, 

should be carefully examined in order not to leave permanent damage to our fragile 

heritage. The historical, documentary, universal and architectural values of the 

structure should be presented and interpreted in the most effective way by using 

today's technological possibilities. In current uses, protecting the building should 

be a priority and measures should be taken accordingly, and the physical 

limitations of the structure should be determined very clearly. It should be ensured 

that each place has a guideline for use with its unique characteristics. It is important 

to preserve the site with its unique characteristics and transfer it to future 

generations. 
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The Small Theater, an ancient performance place in the ancient city of Cnidus, 

which is located on the Aegean and Mediterranean coasts, is one of the most 

significant structures that still exist in the city. This study is focused on developing 

strategies and principles for the presentation and interpretation of the first landmark 

at the entrance to the ancient city with its context. It also includes an assessment of 

the reuse of the building, which has become suitable for contemporary use with the 

increasing awareness of the city in recent years and the restoration works carried 

out. 

 

Keywords: Cnidus Ancient City, the Small Theatre of Cnidus, Ancient Place of 

Performance, Interpretation and Presentation of Cultural Heritage Sites, 

Interpretive Themes, 
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ÖZ 

 

ANTĶK BĶR PERFORMANS MEKANI Ķ¢ĶN YORUMLAMA VE SUNUM 

STRATEJĶLERĶ GELĶķTĶRMEK: KNĶDOS K¦¢¦K TĶYATROSU VE 

BAĴLAMI 

 

 

 

G¿nay, Tuĵba 

Yüksek Lisans, K¿lt¿rel Mirasē Koruma, Mimarlēk 

Tez Yöneticisi: Prof. Dr. Mert Sertkaya 

Ortak Tez Yöneticisi: Doç. Dr. Neĸe Mutlu 

 

 

Eylül 2024, 274 sayfa 

 

 

Arkeolojik miras alanlarēnēn en ºnemli ve dikkat ­ekici yapēlarēndan biri olan antik 

performans mek©nlarē, hem antik dºnemde hem de g¿n¿m¿zde birer simge olarak 

varlēklarēnē s¿rd¿r¿yor. Bu simgeselliĵi ile modern performans etkinlikleri i­in 

yeniden kullanēlmasē ka­ēnēlmaz hale gelen yapēlarēn korunmasē, yorumlanmasē ve 

sunumuna iliĸkin konular da incelenmeye deĵer hale gelmiĸtir. Yorumlama ve 

sunumun bir par­asē olan bu t¿r mek©nlarēn yeniden kullanēmē, kērēlgan 

mirasēmēzda kalēcē hasarlar bērakmamak adēna dikkatle incelenmelidir. Yapēnēn 

tarihi, belgesel, evrensel ve mimari deĵerleri g¿n¿m¿z teknolojik olanaklarē 

kullanēlarak en etkin ĸekilde sunulmalē ve yorumlanmalēdēr. Mevcut kullanēmlarda 

yapēnēn korunmasē ºncelikli olmalē ve buna gºre ºnlemler alēnmalē, yapēnēn fiziksel 

sēnērlamalarē ­ok net bir ĸekilde belirlenmelidir. Her mek©nēn kendine has 

ºzellikleri ile bir kullanēm kēlavuzuna sahip olmasē saĵlanmalēdēr. Alanēn kendine 

has ºzellikleri ile korunmasē ve gelecek nesillere aktarēlmasē ºnemlidir. 
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Ege ve Akdenizôe kēyēsē olan Knidos antik kentinde yer alan antik performans 

mek©nē K¿­¿k Tiyatro, kentte hala varlēĵēnē s¿rd¿ren en ºnemli yapēlardan biridir. 

Bu ­alēĸma, antik kentin giriĸindeki ilk simgesel yapēnēn sunumu ve yorumlanmasē 

için temalar, stratejiler ve ilkeler geliĸtirmeye odaklanmēĸtēr. Son yēllarda kentin 

artan farkēndalēĵē ve y¿r¿t¿len restorasyon ­alēĸmalarē ile ­aĵdaĸ kullanēma uygun 

hale gelen yapēnēn yeniden kullanēmēna iliĸkin bir deĵerlendirmeyi de i­ermektedir. 

 

Anahtar Kelimeler: Knidos Antik Kenti, Knidos Küçük Tiyatrosu, Antik 

Performans Mekanlarē, K¿lt¿rel Miras Alanlarēnēn Yorumlanmasē ve Sunumu, 

Yorumlama Temalarē 
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GLOSSARY 

Cavea: row of seats, the audience seating area 

Scene: stage of performances 

Orchestra: literally óthe dancing placeô circular or nearly circular space of the 

Greek theater situated in front of the stage, in which the chorus went through its 

evolutions  
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Analemma Wall: the retaining or supporting walls for the cavea 
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CHAPTER 1  

1 INTRODUCTION   

Archaeological sites are one of the most important non-renewable and fragile 

cultural and historical resources which constitutes the past of human being 

(ICOMOS, 1990). According to academics, archaeological sites are mainly 

documentation areas as well. Just from this perspective means those sites' values 

are limited to small groups of people. Knowing and protecting the archaeological 

sites that are so related to the history of human and human life are of great 

importance not only for academics but also for all humanity so that sustainability of 

the knowledge can be ensured (ICOMOS, 1990). For the appreciation and 

increasing the awareness and conservation of such sites interpretation and 

presentation are the most important tools (ICOMOS, 2008). 

Interpretation and presentation of the archaeological sites are very important 

because of different reasons. First of all, since the concept defined as 

archaeological sites extends to the distant past of humanity, it is difficult to 

understand the culture and ruins at present. 

Another reason is the lack of comprehensive conservation programs and planning 

for each site. This is about economic, political, and administrative problems in 

Turkey. Political pressures arising from the economic return of tourism, which has 

become one of the means of cultural dialogue in archaeological sites, often distract 

from the main purpose of conservation. The current priority is simply to encourage 

more visitors regardless of their effects on archaeological heritage. This approach 

does unpredictable and irrevocable damage to archaeological sites (Ahunbay, 

2007). Identification, meaning, spirit, and values of such sites can be overlooked 

mostly because of approach prioritizing tourism and consequently economic profit. 
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For the interpretation and presentation of the archaeological sites, there are many 

things to consider. If sustainability and awareness are desired, all components 

should be thought and planned at the upper scale from the physical limitations of 

the site (interventions, conservation problems, current technologies for the 

protection and presentation, tourism policies etc.), to different stakeholders 

demands and expectations (academics, adults, local people, visitors etc.) 

(ICOMOS, 2017). 

Ancient performance places such as theatres, amphitheaters, odea and circuses 

(Council of Europe, 1997) are the prominent monumental heritage making great 

impact in archaeological sites which have many range of values for different 

stakeholders or individuals (ICOMOS, 2013) such as historical, aesthetic, 

scientific, educational, functional, social and economic (Haddad, 2007). The 

cultural significance of such spaces is related to the place itself, its setting, fabric, 

use, association and meaning (ICOMOS, 2013). Ancient landmarks, attractive 

architecture, acoustic features and modern utilization are the main issues that 

define the cultural significance of ancient performance spaces (Haddad, 2007). 

The use of ancient performance spaces which are often located within 

archaeological sites is increasing, while archaeological sites cannot be reused. 

Although the reuse of such structures today poses many problems regarding their 

preservation, it is also an important point for their conservation facilities and 

presentation (Ahunbay, 2007). People adore attending the organizations arranged in 

which such fascinating atmosphere. Unfortunately, there is not enough awareness 

about the risks it carries for these precious monuments (Ahunbay, 2007). In 

addition, although the popular approach is to reuse such sites due to economic and 

political pressures, the value, meaning and importance of the site for different 

stakeholders are not adequately reflected in the interpretation and presentation of 

the site. 

Considering all these, while the main purpose should be to protect the values of the 

monument and ensure its sustainability, it should be aimed to produce more holistic 
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approaches with a sustainable management plan, including interpretation, 

presentation and use of the sites (ICOMOS, 2017). 

1.1 Problem Definition and Reasons for the Selection of the Study Area 

With the Verona Charter (Council of Europe, 1997), Segesta Declaration (Council 

of Europe, 1995) and the Syracusa Charter (Council of Europe, 2004), the balance 

between the conservation and reuse of ancient performance spaces has become an 

important issue in recent years (Bianchini C., Inglese C.,Ippolito A., 2016). The 

original use of ancient performance space as an ancient landmark in the 

archaeological sites is continued with substantial interventions as seen in many 

examples, while some of the unearthed ancient performance venues seem to have 

been abandoned within the archaeological site (Y¿ksel, Z., Erdoĵan, S., Ayangil, 

R., Ünver, R., Binan, C., & Can, C., 2005). However, with the interventions made 

in these places, the value, importance, meaning, spirit, and transformations over 

time are unfortunately not conveyed to people properly enough (Haddad, 2007). 

Currently, ancient performance spaces, which are host to various uses, are exposed 

to natural causes such as rain, sun and wind as well as human-made damages 

(Haddad, 2007). Human-made problems related to the interpretation, presentation 

and utilization of the sites can be explained as follows (Haddad, 2007). 

Firstly, it can be summarized as the incompatible use of such spaces, the use of 

such spaces beyond their capacity for events such as festivals, the thermal effects 

of lighting elements on the building during night use, noise pollution that can 

damage the structure with modern sound equipment, and deterioration due to air 

pollution for their location in the urban context (Haddad, 2007). 

With the increase in mass tourism, the lack of a visitor management plan for the 

protection and accessibility of such places is one of the problems (Haddad, 2007). 

Another problem is the economic problems related to the maintenance and public 

services of the site (Haddad, 2007).  Other problems can be listed as the lack of a 
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conservation plan for these sites and poor implementation of conservation 

principles with populist approaches (Haddad, 2007). 

Cnidus is one of the archaeological sites in the ancient Caria region. The 

excavations in the archaeological site which continue twelve months a year, is 

carried out under the direction of Prof. Dr. M. Ertekin Doksanaltē from Sel­uk 

University, Konya since 2012. The ancient city is not only a center of culture, art, 

and trade but also an important religious center (Doksanaltē E. M., 2006). 

Moreover, it was one of the wealthiest cities of its time because of its advantageous 

location for trade (Doksanaltē E. M., 2006). 

 

Figure1. 1. Cnidus and location of the Small Theatre (Günay, 2024) (Aerial 

photograph retrieved from Google Earth) 

Cnidus was built on terraces which are going down from Acropolis to the coast. 

For this reason, the city has a suitable topography for the theater structures that be 

built on the hillside. Ancient city has two theatres which were built on the mainland 

part of the city, one with a capacity of approximately 15,000 and the other with a 

capacity of 4500-5000. óThe Great or Upper Theatreô only has a part of the 

analemma wall and the location of the cavea. It is said that all the stones of cavea 

were used for the construction of other buildings in later period (Bruns-Özgan, 

2002). óThe Lower, Harbor or Small Theatreô is only 15 meters from the seashore. 
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With the excavations that resumed in 2012 after a 6-year hiatus, the conservation of 

the Small Theater began in 2014 and is still be ongoing (Cnidus Excavation 

Archive). The interpretation and presentation of this significant place of 

performance with a view to the sea is an important step in terms of understanding 

the value and importance that Cnidus deserves and its sustainability for a long 

period of time. 

In Cnidus, recent conservation, interpretation and presentation efforts have made 

the site more attractive. The anastylosis project of the Boulakrates fountain and the 

propylon, the restoration of the the heroons on Stoa and on the harbour street, the 

restoration of the Small Theatre, the environmental design and scientific research 

and the ongoing excavations of the B church are being carried out in the site. On 

the other hand, the site also hosts many cultural and social activities. 

Apart from this, the interpretive themes like sun-set activity developed for the site 

are another factor that increases the awareness of this place. However, it has been 

observed that the interpretation themes used in Cnidus are more oriented towards 

the natural beauties and opportunities of the site rather than the cultural importance 

of it, and for this reason, it is thought that the cultural significance of the site 

should be prioritized by approaching these themes critically (Felicity Coleman, Sue 

Hodges, Caitlin Neely, 2014). 

In the Small Theatre, comprehensive restoration studies started in 2012 are still 

ongoing (Cnidus Excavation Archive). In 2014, after the restoration project was 

approved by the Muĵla Cultural Heritage Preservation Board, the west analemma 

wall and west vomitorium, imma cavea, east parados wall of the theatre were 

restored. Arrangements were made in the scene part and access to the section was 

provided. Apart from these, opening the theatre for different re-use activities is one 

of the studies carried out in terms of interpretation and presentation. All these 

studies are aimed at the consolidation and re-use of the building. Although the 

Small Theatre is one of the most remarkable and outstanding building in the site, it 
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is seen that its values, meaning, spirit and significance are not reflected enough in 

the interventions and presentation strategies (ICOMOS, 2013). 

It is also clear that there is not enough and accurate information about the 

presentation of the building to the public. With the organization of some events in 

the Small Theatre, it becomes clear that both the theatre and the archaeological site 

do not have sufficient infrastructure and security measures for some uses. 

Moreover, the expectations of different stakeholders are not taken into account in 

the interpretation and presentation of the building, and that the significance and 

meaning of the place is not conveyed to the public in the proper way.   

The protection, interpretation and presentation of the Small Theatre require a 

holistic approach to all the issues and problems mentioned above. The 

understanding of the meaning of the building by the public in the site, conveying its 

importance to different groups by taking into account different stakeholder 

expectations, and determining the measures to be taken against the incompatible 

use of the building will contribute to the conservation and sustainability of the 

building. 

1.2 Aim and Scope of the Thesis 

The aim of this thesis is to develop interpretation themes and presentation 

strategies for the Cnidus Ancient Small Theatre in accordance with the demands 

and expectations of different stakeholders by focusing on the spirit, meaning and 

values of the site. 

Focusing on this aim, thesis answers these following questions: 

¶ What are the characteristics of the Cnidus Ancient Small Theatre and how it 

has transformed over time?  

¶ What is the significance of the Cnidus Ancient Small Theatre as an ancient 

place of performance? 
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¶ What are the values of the Cnidus Ancient Small Theatre as an ancient 

place of performance and what is its importance for different stakeholders? 

¶ What are the expectations of different groups regarding the presentation and 

interpretation of Cnidus Ancient Small Theatre? 

¶ How the Cnidus Ancient Small Theatre is presented today? 

¶ How can interpretation themes and presentation strategies be developed, 

taking into account the values of the site and the expectations of different 

stakeholders? 

The questions above aim to answer to understand the physical and spiritual 

characteristics of the site by taking into consideration of the values, demands, 

expectations, and problems identified by the different stakeholders. Consequently, 

interpretation themes and presentation strategies are developed by considering the 

values of the theatre as well as the demands and expectations of different 

stakeholders.  

1.3 Methodology and Structure of the Thesis  

This thesis has been prepared by using different research methods according to the 

content of the research topics. These methods are categorized under three main 

headings as literature reviews, archive research and field surveys as shown in 

Figure 1.7. Within the scope of literature review, books, articles, previously written 

theses, ancient sources, excavation reports, reports and documents of the related 

implemented examples, national and international laws, principles, decisions and 

documents were examined. 
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Figure1. 2. Methodological Framework of the Thesis (Günay, 2024) 

Printed and online literature research used in the thesis is evaluated under two 

headings. The first one is the research on the interpretation and presentation of 

cultural and archaeological heritage with a particular focus on ancient performance 

places. In this context, research on the concepts of interpretation and presentation 

related to cultural heritage, national and international charters, policies, laws and 

regulations regarding the archaeological sites and ancient performance places, 

examples applied in Turkey and in the world were conducted and resources were 

collected. In addition, a literature review was conducted on the significance and 

values of cultural heritage for the assessment part. 

The second is a literature review on Cnidus as a case study. Books, theses, articles, 

ancient sources and excavation reports have been examined and all sources related 

to Cnidus and the Ancient Small Theatre have been analyzed and used in the 

related chapter. 

Another research method, archival research, is the research on Cnidus, the Small 

Theatre, and the context of the case study. Reports, drawings, photographs, 

presentations to different institutions about the projects carried out at Cnidus and 

the Small Theatre, as well as brochures, posters and photographs prepared for 
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different activities carried out at the archaeological site and the Small Theatre were 

obtained digitally or in print from the Cnidus excavation archive. 

Furthermore, aerial photographs of Cnidus and its vicinity until 2023 were obtained 

from the Ministry of National Defence General Directorate of Mapping and used 

for the analysis of the ancient city and the Small Theatre. Protected area maps of 

Cnidus and its surroundings were provided from Datça Municipality. 

Another research method, field survey, focuses on physical work in the field. All 

written, oral and visual documents were collected by the author in the field. Firstly, 

the archaeological site and the Small Theatre were photographed, notes on 

observations were taken and information was gathered on the current condition, 

interpretation and presentation of both the archaeological site and the Small 

Theatre.  

A questionnaire was prepared before starting the site survey, submitted to the 

METU Human Research Ethics Committee Approval Form and approved with 

protocol number 0278-ODTUĶAEK (See Appendix A). The questionnaire was 

conducted among fifty randomly selected visitors, local people and field staff (See 

Table 1.1). In addition, in-depth interviews including these questions were audio-

recorded with the excavation director, Dat­a mayor, deputy mayor, Yazēkºy 

mukhtar, representative of the Ministry of Culture, and the conservation expert 

architect who designed the site project. 
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Table 1. 1. Questionnaire for Stakeholders about Cnidus Archaeological Site and 

Ancient Small Theatre (Günay, 2023) 
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The first chapter, which is an introduction, provides an overview of why 

archaeological sites and ancient performance spaces should be interpreted and 

presented, and identifies the problems associated with the interpretation, 

presentation and reuse of ancient performance spaces and the Small Theatre of 

Cnidus. The aim and scope of this thesis are then outlined, followed by the 

questions to be answered. Finally, the methodology and structure of the thesis are 

briefly described. 

In the second chapter, concepts such as presentation, interpretation, interpretive 

themes and planning in cultural heritage sites are first analysed. Then, charters, 

laws, regulations, rules and declarations for the conservation, presentation and 

interpretation of both archaeological sites and performance spaces in 

archaeological sites are examined. Furthermore, examples of the use, interpretation 

and presentation of ancient performance spaces are analysed in terms of 

interventions and presentation to public. Finally, based on the conceptual research, 

legislative documents and the analysed examples, a framework for the presentation, 

interpretation and use of ancient performance places has been developed. 

The third chapter  consists of two parts that analyze the archaeological site of 

Cnidus and the Small Theatre. The first part includes general information about 

Cnidus, the history of the city, the history of research and excavation, and the 

archaeological and architectural remains. The second part examines the general 

context, history, research and excavation history of the case study, the Small 

Theatre. In addition, interventions in the presentation and interpretation of the 

Small Theatre are described. 

The fourth section is the assessment and proposal section. The current conditions 

of the archaeological site and the Small Theatre have been examined under the 

headings Ename Charter by examining other legislative documents to understand. 

Afterwards, the information gathered from the questionnaires and in-depth 

interviews were analysed and the values, problems and expectations of different 

stakeholders for the site were determined through the graphics created. Then, as a 
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result of the data presented by different stakeholders about the site, the 

observations and researches made by the author in the field and the existing 

literature review, the significance and values, potentials and problems of the site in 

general and the Small Theatre were determined. Finally, based on these findings, 

evaluations and research, strategies for the presentation and interpretation of both 

the Small Theatre and the archaeological site in general were developed. In 

addition, proposal for the whole site and themes have been developed for the 

archaeological site and the Small Theatre that highlight the more cultural 

significance of the site. 

The final chapter is the conclusion, which summarizes the issues discussed in the 

thesis, the results of the study, the limitations of the thesis and what has not been 

carried out but should be carried out in the further studies. 
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CHAPTER 2  

2 THEORETICAL FRAMEWORK: INTERPRETATION AND PRESENTATION 

OF ANCIENT PLACES PERFORMANCE  

This chapter aims to review terms of definitions, international charters, policy 

documents, and recommendations regarding the interpretation and presentation of 

the archaeological sites with a particular focus on the ancient places of 

performance. Furthermore, examples of the presentation and interpretation of 

ancient performance spaces in Turkey and in the world were analysed and a 

framework on the subject was determined at the end of the chapter by taking all 

these elements into consideration. 

2.1 Theoretical Framework: Interpretation and Presentation in the Field 

of Heritage Conservation 

Today, it is recognized that interpretation and presentation as part of the 

management plan of heritage sites are important aspects of understanding the 

values of the site, raising awareness about its conservation, and ensuring its 

sustainability (ICOMOS, 2017). Although interpretation and presentation are 

complementary concepts, they have different definitions. According to Freeman 

Tilden the author of óInterpreting Our Heritageô and one of the first who describes 

the concept of interpretation for cultural heritages states that ñthrough 

interpretation education, through education appreciation, through appreciation 

protectionò (Tilden, Freeman., 1977, p.38). 

Interpretation was described by Tilden Freeman as an educational activity that does 

not only convey factual information, but also reveals meaning and relationships 
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through use, first-hand experience and demonstrative media (Tilden, Freeman, 

1977). 

In the Ename Charter interpretation was defined as all kinds of activities to increase 

public awareness of cultural heritage sites and to ensure understanding of the place 

(ICOMOS, 2008).These activities include printed or electronic publications, public 

meetings, on-site or off-site installations, educational programs, community 

activities and research, training and evaluation of the interpretation process 

(ICOMOS, 2008). 

As quoted in the Burra Charter; interpretation is all activities involving the 

restoration, reconstruction, or repairs of the fabric, reuse, visual, written, and verbal 

all explanatory materials in order to present the cultural significance of the place 

(ICOMOS, 2013). 

The presentation was defined in the Ename Charter as the carefully planned 

communication of interpretation through the arrangement of interpretive 

information, physical access, and infrastructure at a heritage site (ICOMOS, 2008). 

These include, but are not limited to, information boards, museum-like exhibitions, 

formal walking tours, lectures and guided tours, multimedia applications, and web 

pages (ICOMOS, 2008). 

Presenting the archaeological heritage to a wider public is a key way to understand 

how modern society has developed and evolved (ICOMOS, 1990). It is also 

emphasized that the information presented should be updated and should include 

different perspectives to understand history (ICOMOS, 1990). 

Based on these definitions, the main purpose of the presentation and interpretation 

of the cultural heritage area through a wide variety of tools is to encourage public 

awareness to protect the heritage by ensuring its significance and understanding  

(ICOMOS, 2008).The interpretation and presentation of cultural heritage sites is an 

important component of the conservation process (ICOMOS, 2017). 
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Tilden Freeman gives two definitions of interpretation for the interpreter, one of a 

greater truth that emerges from the knowledge available to the interpreter himself, 

and the other of curiosity and enrichment of the public presented (Tilden, Freeman, 

1977). Besides this, he also outlines six principles that he says will lay the 

groundwork for the fact of interpretation as below (Tilden, Freeman, 1977): 

ñAny interpretation that does not somehow relate what is being displayed or 

described to something within the personality or experience of the visitor will be 

sterile.ò (Tilden, Freeman., 1977, p.9). The first principle is that the visitor should 

be interpreted and incorporated into the fiction so that he or she can relate the place 

to his or her own experience and personality, for whatever reason. The 

interpretation should fulfill the visitor's sense of being part of a whole and the 

happiness of being included (Tilden, Freeman, 1977). 

ñInformation, as such, is not Interpretation. Interpretation is revelation based upon 

information. But they are entirely different things. However, all interpretation 

includes information.ò (Tilden, Freeman., 1977, p.9). It is stated that interpretation 

is fundamentally different from knowledge and cannot be isolated. An informed 

interpretation is important for the public to understand and connect with a fact 

(Tilden, Freeman, 1977). 

ñInterpretation is an art, which combines many arts, whether the materials 

presented is scientific, historical or architectural. Any art is in some degree 

teachable.ò (Tilden, Freeman., 1977, p.9). The third principle mentions that 

interpretation can be either scientific or artistic, but not both, and that narrative 

interpretation can have a greater impact on the visitor. The correct and skillful use 

of language allows visitors to go beyond what they see or hear (Tilden, Freeman, 

1977). 

ñThe chief aim of Interpretation is not instruction, but provocation.ò (Tilden, 

Freeman., 1977, p.9). In addition to didactic information, the interpretation of 

heritage sites should be made attractive by using effective methods that provoke 

the visitor to understand and protect the site (Tilden, Freeman, 1977). 
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ñInterpretation should aim to present a whole rather than a part, and must address 

itself to the whole man rather than any phaseò (Tilden, Freeman., 1977, p.9). It is 

the content of the fifth principle that an effective interpretation, whether of nature 

or physical remains, must be conveyed in such a way that it goes from the part to 

the whole. Perceiving the whole can stimulate one's curiosity and the search for 

adventure (Tilden, Freeman, 1977). 

ñInterpretation addressed to children (say, up to the age of twelve) should not be a 

dilution of the presentation to adults, but should follow a fundamentally different 

approach. To be at its best it will require a separate programò (Tilden, Freeman., 

1977, p.9). Finally, in the sixth principle, it is emphasized that different 

interpretation methods for various age groups are important and that interpretation 

for children should be of a quality that will stimulate their senses and improve their 

memory (Tilden, Freeman, 1977). 

Sam H. Ham (Ham, 1992) argues that interpretation, unlike teaching, is an 

ñapproach to communicationò (Ham, 1992, p.3) that is ñpleasurable, relevant, 

organized and thematicò. (Ham, 1992, p.9)  He stated that the interpretation should 

be entertaining by using different techniques such as physical, linguistic, and 

analogy according to the type of interpretation, otherwise, the attention and interest 

will be distracted (Ham, 1992). 

The second qualification of interpretation mentions two characteristics of 

relevance. The first is that it should be meaningful in the context that people know, 

and the other is that the information presented should have a personal element to 

relate it to something people know or care about (Ham, 1992). The third aspect of 

interpretation, that is being organized, is that the interpretation can be followed 

without much effort by the listener or the viewer. The main information to be given 

to the audience should be distinguishable from the intermediate information (Ham, 

1992). The last characteristic of interpretation is that it is thematic and separated 

from the concept of the subject. The so-called theme is the message that the subject 
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wants to convey to the audience and it should be in the form of a story (Ham, 

1992). 

In addition to Tilden's six principles, L. Beck and T. T. Cable developed nine more 

principles and first published the book "Interpretation for the 21st Century: Fifteen 

Guiding Principles for Interpreting Nature and Culture" in 1998 (Beck, 2011). The 

fifteen principles are as below (Beck, 2011); 

ñ1. To spark an interest, interpreters must relate the subject to the lives of the 

people in their audience. 

2. The purpose of interpretation goes beyond providing information to reveal 

deeper meaning and truth. 

3. The interpretive presentationðas a work of artðshould be designed as a story 

that informs, entertains, and enlightens. 

4. The purpose of the interpretive story is to inspire and to provoke people to 

broaden their horizons. 

5. Interpretation should present a complete theme or thesis and address the whole 

person. 

6. Interpretation for children, teenagers, and seniorsðwhen these comprise 

uniform groupsðshould follow fundamentally different approaches. 

7. Every place has a history. Interpreters can bring the past alive to make the 

present more enjoyable and the future more meaningful. 

8. Technology can reveal the world in exciting new ways. However, incorporating 

this technology into the interpretive program must be done with foresight and 

thoughtful care. 

9. Interpreters must concern themselves with the quantity and quality (selection 

and accuracy) of information presented. Focused, well-researched interpretation 

will be more powerful than a longer discourse. 
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10. Before applying the arts in interpretation, the interpreter must be familiar with 

basic communication techniques. Quality interpretation depends on the 

interpreterôs knowledge and skills, which must be continually developed over time. 

11. Interpretive writing should address what readers would like to know, with the 

authority of wisdom and its accompanying humility and care. 

12. The overall interpretive program must be capable of attracting supportð

financial, volunteer, political, administrative-whatever support is needed for the 

program to flourish. 

13. Interpretation should instill in people the ability, and the desire, to sense the 

beauty in their surroundingsðto provide spiritual uplift and to encourage resource 

preservation. 

14. Interpreters can promote optimal experiences through intentional and 

thoughtful program and facility design. 

15. Passion is the essential ingredient for powerful and effective interpretationð 

passion for the resource and for those people who come to be inspired by it.ò 

(Beck, 2011, p. xxiv- xxv) 

With these principles, the authors mention the unpredictable effects that a properly 

constructed story or interpretation can have on visitors to heritage sites, while at the 

same time conveying information. Sustainability will be ensured by determining 

the principles that can protect these areas, relate them to their significance and 

values for people, and make them accessible to future generations. 

Considered together with the above-mentioned principles, understanding heritage 

sites as a whole context is possible through the interpretation of all the values, 

meaning, spirit, and significance of the site using different communication tools 

and methods. The knowledge underlying interpretation needs to be both effectively 

conveyed and evaluated as a process. For this reason, up-to-date information in line 

with the different needs of different times is of great importance in interpretation. 
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The presentation and interpretation of ancient performance places includes 

concepts related to the interpretation and presentation of cultural heritage, but its 

contemporary use can also be analyzed in this context. To the extent offered by the 

spatial possibilities, it enables the original use of the area for cultural and artistic 

activities for its function. 

Theaters and similar structures, used for different purposes such as performing arts, 

musical, and athletic performances in ancient times, still have various uses today 

(Haddad, 2007). Except for its use for tourism (visiting) purposes, it continues to 

be physically used in festivals, conferences, and receptions (Haddad, 2007). Apart 

from these, it supports the relationship between the public and these structures 

digitally with virtual reality and contributes to their interpretation (Haddad, 2007). 

The threats posed by the contemporary use of these buildings cannot be ignored 

(Haddad, 2007). Naif Haddad has summarized the anthropogenic threats to the 

inappropriate modern use of these structures under nine items (Haddad, 2007). 

1. Overloading beyond its capacity, especially when used for festivals, thermal 

effects of lighting on heritage during night use, noise, and air pollution. 

2. Failure to manage accessibility and site protection. 

3. Maintenance and public service economic issues 

4. Insufficient cultural education and awareness-raising 

5. Insufficient archaeological and history studies 

6. Lack of conservation plans, lack of maintenance, inadequate application of 

conservation principles and lack of qualified staff 

7. No scientific approach and methods for diagnosing and preserving stones. 

8. Failure to document environmental conditions. 

9. Lack of legislation for the protection of historical ancient theatres and odea, 

including specific technical regulations. (Haddad, 2007) 
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Naif Haddad has identified five main issues for the reuse and conservation of these 

sites: Conservation, Restoration, and Maintenance; Interpretation and 

Presentation; Promotion and Marketing; Monitoring and Re-assessment; 

Guidelines for the Acoustic Adaptation of Ancient Theatres and Odea for Modern 

Performanceò (Haddad, 2007, pp.274-277). Besides these, N. Haddad remarks 

what needs to be done in the interpretation and presentation of ancient theatres and 

odeons to reveal their values by taking safety precautions (Haddad, 2007). 

It is a statement of how the site will be developed for the local/regional community, 

highlighting services and infrastructure projects that will help to develop the site 

and attract visitors. Performances and activities help to raise money to develop and 

maintain this cultural asset, as well as creating new jobs for locals. In order to 

provide comprehensive interpretation for all visitors and audiences, new 

technologies are needed, such as multimedia tools, meetings, workshops, guides, 

projector and data shows, various computer software and Internet websites. 

(Haddad, 2007) 

He mentioned the importance of respecting the diversity of cultural values for the 

local community and the site. The use of different languages in presentations, 

publications, meetings and web pages will result in better and wider 

communication and understanding of the cultural significance and values of the 

theatres and the odea. This makes it more appealing. (Haddad, 2007) 

It is emphasized the need to provide clear safety and security information to 

visitors and spectators by defining the safety zone of the theatre site and informing 

the public of the sensitivity of the surrounding area through signage, literature, etc. 

It is also important to prohibit access to fragile or damaged areas, provide 

appropriate facilities and facilities for the disabled as similar as possible to those 

for other visitors. Finally, the carrying capacity must accommodate the maximum 

number of visitors to ensure the long-term conservation of the site.
 
 (Haddad, 2007) 
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As a result, the cultural significance of ancient performance places can be 

communicated through interpretation and reuse. In order to achieve this (Haddad, 

2007); 

1. Fulfilling the purpose for which they were originally designed and 

enhancing the sites containing theatres and odea through their use. Their use 

gives them all their meaning by updating their function; whatever the type 

of event, it is essential that the fragility of the site is taken into account 

(Haddad, 2007). 

2. Contribute to local development by managing ancient theatres in the context 

of present and future development (Haddad, 2007). 

3. Preservation of their authentic scientific information. Restoration of the 

stage and portico to their original height and layout, use of the orchestra as 

an area for the speakers rather than for the audience, improvement of the 

sound reflected from the orchestra floor and avoidance of echoes (Haddad, 

2007). 

4. To promote ancient theatres and odea in their full role as places of artistic 

creation, shared pleasure and emotion. Performances should help to 

promote the heritage and stimulate public interest in ancient theatricality 

and odea (Haddad, 2007). 

The conclusion that emerges from all these studies is that the management of an 

ancient performance space, like any other cultural heritage site, is a very critical 

issue for its preservation and knowledge transfer to future generations. It cannot be 

ignored that presentation and interpretation are part of this management, even 

though there are different stages in the process. Although these interpretation and 

presentation tools should produce results that are appropriate to time, people and 

technology, the main aim is to recognize the significance of the place, to 

understand the place and to develop conservation awareness. In addition to the 

availability of different methods for presentation and interpretation, the use of such 
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places for their original function is one of these tools. In reuse, security measures 

should be taken without forgetting that the site has document value. 

2.2 International Charters and Policy Documents on the Conservation, 

Interpretation and Presentation of Ancient Places of Performance 

The protection of the cultural heritage of humanity is a universal issue and different 

organizations, in particular UNESCO founded in 1945, provide support for their 

protection. Founded by UNESCO in Rome in 1959, ICCROM works to study and 

develop methods of restoration. ICOMOS, which has effective studies in the field 

of conservation, was established in Warsaw in 1965 and has theoretical and 

scientific studies on the protection of architectural heritage (Ahunbay, 2009). 

The Athens Charter, adopted in 1931 at ñthe First International Congress of 

Architects and Technicians of Historical Monumentsò, aimed to establish main 

principles for restoration practices regarding the archaeological sites (The Athens 

Charter for the Restoration of Historic Monuments, 1931). 

ñInternational Charter for the Conservation and Restoration of Monuments and 

Sitesò (ICOMOS, 1964) known as the Venice Charter emphasized the importance 

of the concept of conservation not only in terms of the monument but also the 

urban or rural settlement within the context of the monument. The fifteenth item of 

this charter states that the protection of the remains in archaeological sites should 

be ensured and reconstruction activities other than anastylosis should be 

abandoned. Furthermore, the sixteenth article specifies the reporting of excavation 

and restoration studies to be archived in official institutions (ICOMOS, 1964). 

In 1990, ICOMOS adopted the ñCharter for the Protection and Management of 

Archaeological Heritageò (ICOMOS, 1990), which sets out the principles of policy 

and practice for the protection of archaeological heritage. Article 7 of the Charter 

states the presentation of archaeological heritage to the public is an important 

method for understanding the origins and development of contemporary societies. 
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It is stated that the presentation of archaeological heritage to the public should be 

seen as a popular interpretation of existing scientific data, should be constantly 

updated and the versatility of approaches to understanding the past should be 

considered. It was also emphasized that reconstructions should not be carried out 

on archaeological remains, if possible without damaging archaeological data, and 

that they should be understood as reconstructions (ICOMOS, 1990). 

In 1992, the ñEuropean Convention for the Protection of the Archaeological 

Heritageò (Council of Europe, 1992), signed between the member states of the 

Council of Europe and other states parties to the European Cultural Convention, 

sets out the basic principles on issues such as the identification of the 

archaeological heritage, conservation measures, research and conservation 

financing, collection and dissemination of scientific information, public awareness, 

prevention of illegal circulation of heritage items, technical and scientific 

assistance. Article 9 of the Convention stipulates the obligation to ensure that 

important elements of the archaeological heritage, especially sites, are made 

available to the public and to encourage the display of selected archaeological 

assets (Council of Europe, 1992). 

ñThe Segesta Declarationò
1
 (Council of Europe, 1995) on 'the conservation and use 

of ancient theatres' was prepared at the 'European network' colloquium in Sicily in 

September 1995. It presents recommendations on issues such as the protection of 

ancient architectural heritage, providing information and developing sensitivity 

towards cultural heritage, and increasing the value of old performance spaces by 

accepting them as artistic production areas. The Declaration states that not every 

monument is suitable for modern use and that the possibilities of traditional use 

should be evaluated. It also emphasizes that events should be organized to increase 

the heritage value of the monument, taking into account the sensitivity of the 

                                                 

 

1
 Segesta Declaration, 1995, the text was read at óRestoration and Management of Ancient Theatres 

in Turkey: Methods Research, Results (ed. by Filipo, M., Mighetto, P., Sobrà , G.), Galatina, 2012 

pp:255-257ô 
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monument, and that a balance should be established between the protection of the 

integrity of the monument and the expectations of visitors (Council of Europe, 

1995). 

Moreover, the declaration identifies three aspects for the protection, presentation, 

and interpretation of such sites. The first one is to establish specific legislation on 

the preservation, maintenance, repair, and management of the physical condition of 

monuments. The second item is about the knowledge to share knowledge exchange 

with both specialists and different stakeholders through different tools. In the last 

one, it was reported that determining the necessary rules for the use of the site in 

accordance with its capacity, avoiding permanent interventions and setting limits 

on technical equipment are important for the protection of the site (Council of 

Europe, 1995). 

Signed in 1997, Verona, Italy by the Council of Europe, óRegulation on the Use of 

Ancient Places of Performanceô (Council of Europe, 1997) states that the main 

objective is to record scientific information on ancient spectacle venues, to 

organize them in accordance with the development of the monuments and to 

restore their role in terms of artistic creation, shared enjoyment and the 

accumulation of emotions. The Regulation draws attention to issues such as the 

organization of events that will contribute to the development of heritage, the 

preparation of a management plan for the sustainable management of heritage, the 

creation of a balanced cultural tourism, the focus on cultural projects to provide 

jobs for local residents, the provision of initial and advanced training for 

conservation and event specialists, and the necessity of international cooperation in 

the process of protection and development of ancient performance sites (Council of 

Europe, 1997). 

In this charter, five main items as technical details have been identified for the 

protection, proper use, and sustainability of the site  (Council of Europe, 1997); 

1. ñHeritage resource preservation and data accuracy 

2. The quality of public 
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3. Enhancing the sites by using them 

4. Adoption of negotiated codes of good practice for each site 

5. Networkingò  (Council of Europe, 1997, Appendix I) 

In the Article 1 it is emphasized that physical interventions (restoration, 

maintenance, strengthening, etc.) should be carried out according to the principles 

of the ñInternational Charter for the Conservation and Restoration of Monuments 

and Sitesò (ICOMOS, 1964) while respecting all values (aesthetic, historical, and 

scientific) of the site. It also states that visitor routes and prohibited areas should be 

identified, the public should be informed about the sensitivity and importance of 

the site through different means on-site, and appropriate facilities should be 

provided to avoid irreversible damage if the site is open to the public. It is 

important to use new technologies for information purposes both to reduce the 

pressure on the field and to facilitate the monitoring of the field by professionals. In 

order to disseminate and popularize knowledge, it suggests the development of 

different media tools for the transfer of scientific knowledge by professionals in 

accordance with ethical and moral principles (Council of Europe, 1997). 

The first point highlighted in the second article is to improve the understanding of 

the site by the public through the creation of routes used in antiquity, the 

preparation of printed, audio, etc. guide tools for the understanding of the ruins by 

visitors, the organization of training workshops, the opening of a center with online 

or offline information tools at the entrance of the site. In order to ensure the 

protection and sustainability of the site; setting a maximum number of visitors, 

creating visitor-friendly facilities including disabled people as far as the conditions 

of the site allow, providing comfort during the organizations in line with the needs 

of the artists while respecting the cultural heritage, ensuring continuous training of 

the staff will help to improve the image of the site for visitors and audiences. It is 

very important to take safety precautions for hazards such as fire etc. that may 

occur on the site. In addition, the importance of ensuring security in the site by 

preparing a layout plan suitable for the panic in the crowd and taking police, 
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security and emergency measures for such emergencies is stated (Council of 

Europe, 1997). 

The third item refers to the development of the site by using of sites as a means of 

enhancement. It states the means used during the performance should be organized 

in such a way as to enhance the public's understanding of the monument and its 

significance. For instance; using the devices as a tool to better explain and illustrate 

the monument, by creating virtual imagery to provide minimum damages on 

monument, by using computers to develop acoustic models and providing an 

environment to combine sound and image for spectators (Council of Europe, 1997). 

Article 4 emphasized the need to manage performance sites by establishing site-

specific rules of use based on general principles established by the Council of 

Europe and other international organizations and by striking a balance between the 

owner, local authorities, and users (Council of Europe, 1997). 

Developing skills through networking by creating joint projects of professionals 

from different countries, expanding public awareness by providing scientific 

research (production of 'on-line' and 'off-line' tools and a virtual image bank), 

solutions for common problems, and continuing education (traveling exhibitions, 

historical research seminars) summarize the last item (Council of Europe, 1997). 

The preservation and utilization of ancient performance places is important for 

bringing different cultures together and providing knowledge and memories of a 

shared history. It is important that the context, significance and physical conditions 

of such venues are assessed in order to determine the principles of management 

and/or use. In the contemporary use, all the tools necessary for the activities should 

be used as a means to understand the building, to recognize its significance and to 

raise awareness of its conservation. 

ñThe Syracuse Charterò, drawn up in 2004, aims to assimilate and develop more 

comprehensively the European Network of Ancient Sites, the Segesta Declaration, 

and the Verona Charter (Council of Europe, 2004). It includes four technical and 
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thematic annexes that aim to contribute to the development of information, 

conservation, use and management protocols for each individual structure. 

Principles and general objectives are explained under each heading, and the main 

topics to be examined are explained under the headings (Council of Europe, 2004). 

The first technical annex concerns the organization and management of 

information on the state of conservation of ancient theatres, both their architecture 

and their territorial context (Council of Europe, 2004). It focuses on the census of 

the ancient theaters in the Mediterranean Region, so that both scientific knowledge 

and information on the materials and technology used in the current use can be 

compared and evaluated (Council of Europe, 2004). The aim is to create a database 

of the information obtained in this way, including information on ñconstruction 

techniques, materials used, the formation and evolution of the deterioration 

process, and the definition and implementation of conservation protocolsò 

(Council of Europe, 2004, p. 35). Taking into account the environmental context of 

the building, it is aimed to create strategies for the conservation, restoration 

process, management and appropriate use of the building with thematic risk maps 

that will be created as a result of research and investigations using all kinds of 

available technologies. Sharing all the information gathered with the public and 

scholars through reports, digital or printed resources or educational activities is 

important for both understanding the values of the site and promoting the field 

(Council of Europe, 2004). 

The second technical annex ñAnalysis, diagnosis, monitoring, conservation and 

restorationò, (Council of Europe, 2004, p.40) which aims to identify the risk 

factors and fragilities related to the urban context, natural conditions and current 

use of the theater and to develop conservation procedures based on knowledge and 

experience.  The criteria and solutions to be developed to ensure an integrated 

conservation in its context emphasize issues such as the preservation of the 

endemic flora, the establishment of urban, physical connections, the physical 

strengthening of the structure, and the integration into the general use of the area as 

a whole (Council of Europe, 2004). The restoration criteria to be applied for natural 
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and man-made deterioration should include the following principles: limited to 

necessity, recyclable, distinguishable, no negative impact on heritage, no damage 

to existing stonework, no disruption to the original structure and layout of the 

theater, and no complete reconstruction (Council of Europe, 2004). The training of 

experts to work in conservation areas and the provision of funds for the specific 

needs of the site are important for the implementation of procedures for analysis, 

monitoring and protection of the structure (Council of Europe, 2004). 

The third technical annex concerns the preservation of the archaeological site 

together with its surroundings and the sustainability of performance activities. The 

sustainable use of ancient performance spaces depends on technical, cultural, 

socio-economic factors related to the regional environment. This balance must be 

ensured in the conservation of sites that need to be protected together with their 

surroundings. It is very important not to use unsuitable monuments, to determine 

how much use the structure can withstand without damaging it through 

multidisciplinary studies, and to establish standards such as acoustics, illumination, 

mechanics, and fruiting for the protection and use of the site. Preparation of 

guideline for each ancient theatre is the right way to use the tools for heritage 

conservation (Council of Europe, 2004). It is important that technical solutions for 

the use of the cavea, stage and orchestra of the ancient theater in the performances 

to be organized are solved by experts without damaging the structure, acoustic and 

lighting systems are arranged by experts in a way that contributes to the 

understanding of the spatial and cultural characteristics of the site, and lastly, it is 

important to determine interventions for the transportation and use of the site 

without damaging the aesthetics of the building, to direct the visitor flow correctly 

and to produce appropriate solutions for facility services (Council of Europe, 

2004). 

The technical annex four focuses on the creation of effective partnership models 

for the conservation and development of ancient theaters by identifying potentials 

and risks to ensure political, administrative, social and cultural cooperation 

(Council of Europe, 2004). First of all, it is to determine the role and potential of 
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theaters in artistic and cultural planning on a local and regional scale, according to 

their cultural importance and value, and to establish a network of theaters (Council 

of Europe, 2004). The establishment of a network that brings together cultural, 

artistic, institutional, social, managerial, administrative and economic elements is 

important for users, operators and institutions to determine common strategies for 

the conservation and effective use of ancient theaters. In determining these 

strategies; issues such as real usability for cultural activities, preventing the use of 

the ancient theater contrary to its identity, landscape and history, and defining its 

durability for uses that are compatible with its values and accepted as the values of 

the local community should be taken into consideration (Council of Europe, 2004). 

The correct and rational use of the latest information technology systems as a 

means of communication and information serves as a link in the reconstruction of a 

regional identity with the different and similar characteristics of each ancient 

theater (Council of Europe, 2004). Each building should therefore be able to 

provide both regional and individual information, both for archaeological visits and 

performance activities. At the regional level, it is important to establish a general 

training plan at the cultural, artistic, technical and administrative levels based on 

local resources, to identify common strategies for the conservation and 

management of ancient theaters by comparing international experiences and to 

carry out joint projects on the training of competent human resources (Council of 

Europe, 2004). This will also enable the development of local capabilities and the 

definition of standards. The importance of scientific research on ancient theaters, as 

well as the implementation of projects that will increase regional values and 

cooperation and their cultural, artistic and economic effectiveness, and the 

importance of non-profit and effective Site Management with public resources are 

mentioned. There is also a need for the organization of a tax link for the protection 

and development of the site, the establishment of connections and the facilitation of 

cultural activities (Council of Europe, 2004). 

To sum up, the Syracusa Charter mentions the importance of a management plan 

for the archaeological site that is structurally related to the theater. This includes 
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not only physical interventions for the conservation and reuse of the building, but 

also cultural, social and financial connections and the involvement of different 

stakeholders to ensure its continuity and the values and significance of the heritage. 

Revised in 2008 by the ICOMOS International Scientific Committee, the purpose 

of the ICOMOS Charter for the Interpretation and Presentation of Cultural Heritage 

Site, known as Ename Charter, is to set out the essential components of the 

conservation of such heritage sites and the basic principles of presentation and 

interpretation that will enhance public understanding and appreciation. In this 

context, issues such as ópresentation, interpretation, interpretation infrastructure, 

site interpreters, and cultural heritage sitesô are defined, and seven basic principles 

are determined (ICOMOS, 2008). 

1. ñAccess and Understanding 

2. Information Sources 

3. Attention to Setting and Context 

4. Preservation of Authenticity 

5. Planning for Sustainability 

6. Concern for Inclusiveness 

7. Importance of Research, Training, and Evaluationò (ICOMOS, 

2008) 

The first principle of the Ename Charter, access and understanding, explains the 

issues necessary for the cultural heritage site to be perceivable by different 

stakeholders, both physically and intellectually. Accordingly, the site should be 

accessible to the public except for conservation, security, and cultural sensitivities, 

and if there are space constraints, presentation and interpretation activities should 

be provided off-site. In addition, presentation and interpretation programs should 

be organized in such a way as to engage with different individuals or communities 

about the significance and values of the site, enhance personal experiences, appeal 

to various demographic and cultural backgrounds, and take into account language 

diversity (ICOMOS, 2008). 
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The second principle emphasizes the importance of information sources that are 

not only scientific and academic but also include living cultural traditions. In the 

presentation and interpretation program, the inclusion of multi-disciplinary, well-

researched, and documented physical remains and visual reconstructions, oral and 

written information, as well as storytelling and participant memories is emphasized 

(ICOMOS, 2008). 

The third principle of the charter, context and setting, refers to the need to ground 

the interpretation and presentation of the site in wider social, cultural, artistic, 

political and environmental considerations. In doing so, it is important to interpret 

the site's history, culture, landscape, and natural elements, as well as intangible 

values such as spiritual tradition, story, dance, and cuisine, and present them with 

respect for all periods the site has gone through (ICOMOS, 2008). 

Respecting the basic principles of authenticity set out in the Nara Document 

published in 1994 (ICOMOS, 1994), authenticity, which is the fourth principle of 

this charter, in the interpretation and presentation of cultural heritage sites was 

evaluated. Interpretation and presentation activities should have an understanding 

of authenticity that respects the cultural and social values of the site, as well as the 

authenticity of the material that remains on the site. Besides, infrastructure 

elements for physical needs should be compatible with the character, nature, and 

environment of the site. Activities such as concerts and performance events for the 

physical use of the site should be organized so that does not harm the area and 

locals (ICOMOS, 2008). 

The fifth principle of the Ename Charter focuses on the interpretive plan and the 

need for sites to be physically, culturally, economically and socially sustainable. It 

emphasizes that interpretation plans are part of the management process of cultural 

heritage sites. Strategies for such plans are important for the integrated assessment 

of the site both culturally, physically, socially and economically. It states that such 

planning should be applied according to the fabric and conditions of the place and 

an effective maintenance process should be defined. In this planning, it is important 
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to select and apply tools that will not adversely affect the environment according to 

the texture, conditions and character of the place, and to define an effective 

maintenance process (ICOMOS, 2008). 

The sixth principle, inclusiveness focused on the importance of involving different 

stakeholders, like locals, administrative authorities both general and local, site 

directors, investors, employees and volunteers associated with the site in 

interpretive planning. It is important to respect and involve the rights, 

responsibilities and interests of local people and to organize interpretive activities 

in such a way that they bring economic, social and cultural benefits to local people. 

It also states that it should be open to the comments and participation of the whole 

public in order to be developed (ICOMOS, 2008). 

The last principle emphasizes that the Interpretation program is a process that 

requires training, research and evaluation. It is important that upgradable and 

modifiable infrastructures are created to ensure that the site is understood and 

appreciated by different groups of people, and that any education such as 

conferences, workshops, academic and staff training programs, etc. about the site is 

part of this plan (ICOMOS, 2008). 

Salalah Guidelines for the Management of Public Archaeological Sites
 
(ICOMOS, 

2017), published in 2017, provides issues for the management planning for the 

conservation and management of archaeological sites that are or could be, open to 

the public to ensure their sustainability (ICOMOS, 2017). In this context, 

guidelines for a sustainable management plan for archaeological parks covering 

both above and below ground are stated (ICOMOS, 2017). These are approached 

under two main headings: ñmanagement planningò (ICOMOS, 2017) and 

ñmanagement implementationò (ICOMOS, 2017).  

Management planning includes ten sub-headings; ñInventory and Evaluation, 

Establish Site Boundaries and Management Zones, Environmental Impact 

Assessment or Environmental Impact Study, Monitoring Plan, Archaeological 
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Research Plan, Interpretive Plan, Management Facilities, Staffing Plan, 

Community Engagement Plan, General Management Planò (ICOMOS, 2017). 

For a sustainable management plan, the sitesô cultural and natural resources, 

traditional uses, and infrastructure should first be identified and inventoried by 

experts in the field to evaluate the site's values, threats, and potential. Determining 

site boundaries, buffer zones, management zones and cost considerations based on 

the inventory and assessment study is important for effective management of the 

site. Study and assessment of environmental impact and its economic consequences 

are important for decisions to be taken in the management plan process. For the 

sustainability of the site's universal value criteria, issues such as the state of the 

site's physical resources, visitor satisfaction, and infrastructure should be monitored 

regularly. An archaeological research plan is necessary to prevent the destruction 

of archaeological data and to identify needs (ICOMOS, 2017). 

The interpretive plan that can be created with different tools is important for every 

archaeological site in terms of understanding and appreciation of the site.  This 

plan should include general and sub-themes related to the field and are revisable 

every five years for the evaluation of both knowledge and methodology. 

Management facilities, including buildings, tools, and services, should be created 

to preserve the integrity and authenticity of the site. For the sustainable 

management of the site, there should be a staff plan for technical, administrative, 

and service professionals. A community engagement plan should be developed to 

identify and engage different stakeholders. The contribution of the participation of 

different stakeholders related to the site to the significance, understanding and the 

awareness of collaborative conservation of the site is unquestionable. It is 

important to involve different social groups with cultural, social, educational, and 

economic benefits in the management of a heritage site in each of the management 

processes of the site to develop and provide sustainability in the long term.  There 

should be an overall management plan, including ñcriteria, programs, indicators, 

and budgets for each actionò by setting out ñthe framework, structure, system, 
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policies and actions' that need to be taken to ensure 'sustainable management'ò 

(ICOMOS, 2017) together with the content mentioned above (ICOMOS, 2017). 

Salalah guideline gives the basic headings of the management plan for 

archaeological sites that should be made for the sustainability of the site and does 

not elaborate on its content. The interpretation plan is considered a part of the 

management plan and it is seen that this concept is integral to the overall 

conservation of archaeological sites. 

2.3 Legislative Framework for the Conservation, Interpretation, and 

Presentation of Ancient Places of Performance in Turkey 

In Turkey, the Ministry of Culture and the Regional Boards for the Protection of 

Cultural Assets, and Survey and Monuments Directorates are responsible for the 

legal regulations regarding cultural heritages. The first legal regulation for the 

protection of cultural heritage in Turkey during the Ottoman period was the Asar-ē 

Atika Nizamnamesi of 1869 (Ahunbay, 2009). It authorized archaeological 

excavations to be carried out by foreign researchers and prohibited the export of 

artifacts abroad. (Ahunbay, 2009) The 4th Asar-ē Atika Nizamnamesi of 1906 and 

the 1912 Muhafaza-i Abidat Law were also used in the Republican period and the 

Act No. 1710 on Antiquities was introduced in 1973. (Ahunbay, 2009) Act No. 

2863 on the Protection of Cultural and Natural Heritage, enacted in 1983, is the 

main law for the protection of cultural heritage (Cultural and Natural Heritage 

Conservation Act (no:2863), 1983). This law was modified and supplemented by 

Act No. 3386 in 1987, Act No. 5226 in 2004, and Act No. 648 in 2011. With Act 

No. 3386, the concept of evaluation was added on the exhibition, presentation, use 

and promotion of cultural and natural assets (Cultural and Natural Heritage 

Conservation and Revision Act (no:3386), 1987). With Act No. 5226, definitions 

such as cultural heritage, archeological site, conservation zoning plan, 

environmental design project, management site, management plan, nexus point, 

which are also related to archaeological sites, were added. In the event that urgent 
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decisions need to be taken for the protection of archaeological sites and the solution 

of existing problems, an Environmental Design Project may be prepared in order to 

open them to visitors, to promote them, and to solve problems arising from use and 

circulation outside the conservation zoning plan (Cultural and Natural Heritage 

Conservation and Revision Act (no:5226), 2004). 

In 1999, the Ministry of Culture, High Council for the Protection of Cultural and 

Natural Assets published the Resolution on ñConservation and Use Conditions for 

Archaeological Sitesò (Resolution No. 658, 1999), which specifies the conservation 

and use conditions of archaeological sites according to their grades (Resolution No. 

658, 1999). 

Archaeological sites are defined as the sites where all kinds of cultural assets 

belonging to ancient civilizations that contain the social, cultural and economic 

characteristics of the period in which they lived. 1st degree archaeological sites are 

protected areas that are not allowed to be built except for conservation 

interventions. Necessary infrastructure implementations are carried out under the 

control of the museum directorate and excavation director. Arrangements such as 

pedestrian ways, parking areas, WCs, ticket offices, security cabins for use in 

archaeological sites are prepared with the approval of the relevant regional 

conservation board. 3rd degree archaeological sites are areas where new 

arrangements and construction activities are permitted according to protection and 

utilization decisions (Resolution No. 658, 1999). 

In 2014, the directive, which entered into force with the approval of the Ministry 

No. 161427, set standards for Entrance, Information, Guidance and Warning Signs 

in Museums and Ruins. Standards have been set for the material, size, typeface, 

content and location of information, direction and warning signs. Standards 

regarding the material, size, font, content and location of information, guidance and 

warning signs will be determined and will be ensured to be placed with the 

approval of the relevant conservation board (Directive on Entrance, Information, 
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Direction and Warning Signs in Museums and Ruins, 2014) (See Appendix B and 

C for example drawings). 

The legal framework for the presentation and interpretation of archaeological sites 

in Turkey mostly covers physical interventions and there are no regulations on 

content creation. There are also no regulations specifically for the presentation and 

contemporary use of ancient performance spaces within archaeological sites. 

2.4 Approaches and Projects for the Conservation, Interpretation, and 

Presentation of Ancient Places of Performance 

There are different views on the presentation and interpretation of ancient 

performance places. Most views favor the re-use of such sites, while others, as in 

the case of the Sagalassos Theatre, favor their preservation as ruins documenting 

the decline of a once thriving society, respecting all periods of the site (Flemissh 

Heritage Institute, 2004). 

 

Figure 2. 1. Sagalassos Theatre (Turkish Museums, 2022) 

The examples that are evaluated in detail are selected from those that have been 

restored, used or can be visited as an example of the existing theatre of Cnidus. 



 

 

37 

Since unused, ruined examples will not contribute to this thesis, such sites have 

been excluded. By examining such examples and the theoretical background, it is 

aimed to come up with a framework that can be useful for the case study. These 

examples have been evaluated under the headings of interventions to the structure, 

how is it being conveyed knowledge (interpretation and presentation), and for what 

purposes it is used. 

The ancient city of Caunus, which is on the UNESCO Tentative World Heritage 

List, is located in the Dalyan neighborhood of the Ortaca district of Muĵla. The 

5000-seat the Hellenistic Theatre of Caunus is one of the best preserved buildings 

in the ancient city, located east of the Acropolis (Serdaroĵlu, 1967). The horseshoe-

shaped theatre is divided in two by a single diazoma and has nine kerkides (Özer, 

2010). The analemma wall and the scene part are partially demolished and 

preserved in this state (Özer, 2010). 

In 2004, the implementations in the ancient city, which was evaluated as an 

archaeological park, were determined by three principles as it is almost like 

attaching an artificial limb (prosthesis) to a person without a limb:  (Özer, 2010) 

1. Suitability for the main purpose; not imitating the original in form, structure 

and material and ensuring safety for its function 

2. Integration; to provide integration with the structure, city and 

archaeological park fiction 

3. Reversible; use of recyclable materials and technologies 

While the entrance in the north of the theatre is flat, the vaulted entrance in the 

northwest direction has a staircase (Özer, 2010). For the missing parts of the 

original staircase made of cut stone, a removable staircase that respects the vaulted 

space and the same type of solution was produced for the missing steps in the 

cavea. As a result, old and new technology and materials are traceable (Özer, 

2010). 



 

 

38 

In the theatre information panel, general information about the building is given in 

Turkish and English languages and three-dimensional visuals are used. In general, 

the building has been tried to be presented and interpreted as original with partial 

restoration works by taking compulsory measures to facilitate the visit. The theatre 

of Caunus can be visited and there is no information that any contemporary 

activities are organized or not for contemporary use. 

 

Figure 2. 2. Plan of the Caunus Theatre (Özer, 2017, p. 177) 

  

Figure 2. 3. Details from designed stairs in the theatre (Özer, 2010, a-p.8,b-p.4) 
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Figure 2. 4. a-b. Implementations on the Caunus Theatre (Y. Say Özer, Nevzat O. 

Özer, 2010, p.8) 

     

Figure 2. 5. a-b-c. Signboard Examples on Caunus Ancient City (Tripadvisor, 

2024) 

óProjects for Presentation and use of the Theatre in Hierapolisô including 

arrangement of the store yard, the anastylosis of the scaenae frons and guidelines 

for the contemporary use of theatre with the support of MAIER (the Italian 

Archaeological Mission of Hierapolis in Phrygia) were prepared between 2004 and 

2007 ( Masino F., Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012).  

Before starting the interventions to the theatre dating 2
nd

 century CE, the Italian 

team arranged the store yard where the theatre marble blocks were located. 

Following this, they completed the anastylosis project of the scaenae frons ( 

Masino F., Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012). 
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Figure 2. 6. a. Reconstructive drawing of the scaenae frons b. the model compared 

to the traditional 2D drawing (F. Masino et al., 2011, p.76-79) 

 

Figure 2. 7. 3D prospect of the façade (F. Masino,G. Sobrà,F. Gabellon, M. 

Limoncelli, 2011, p.78) 

 

Figure 2. 8. After the 2013 restoration works, the Hiearapolis Theatre (Dôandria, 

2020, p.109) 
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In the scope of this study, the rules for the use of theatre was prepared in five parts 

in accordance with international documents, Segesta Declaration (Council of 

Europe, 1995), the European Charter (Council of Europe, 1997) and Syracusa 

Charter (Council of Europe, 2004). (Masino F., Mighetto P., Sobra G., D'andria F., 

Scardozzi G., 2012, pp.244-255) 

Part 1 called general criteria includes purpose (aiming the preservation of the 

monument with the maximum compatibility) and scope of the rules (regulations for 

the site and around), permitted (dramatic, musical and dance performances, cultural 

events and conferences) and prohibited activities (rock concerts, incompatible 

activities with both theatrical character and structural and functional of the 

monument), monitoring (preparation, setting, testing and implementations) and 

names of the parts of the theatre ( Masino F., Mighetto P., Sobra G., D'andria F., 

Scardozzi G., 2012). 

Part 2 specifies the duties of applicants under six headings. Responsibility for the 

preservation of the monument during preparation and performance belongs to the 

applicant requesting the use of the theatre. The information about the description of 

the planned performance, time and duration, needed setting, scene, equipment to be 

used, estimated time, and size of the public should be given authorization. Whole 

security services like roads, parking, guiding, controlling the boundaries of the site, 

medical emergency, and installation of chemical toilets are arranged by applicants. 

Final cleaning after the event and final evaluation report including photos should 

be completed within one week. ( Masino F., Mighetto P., Sobra G., D'andria F., 

Scardozzi G., 2012) 

Responsibilities of audience determine in Part 3 including clothing (suitable 

wearing), seat allocation, food and drink, flame (no use of candle or similar) and 

garbage. ( Masino F., Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012) 

Part 4, use of the spaces monument, describes the access to the theatre by indicated 

drawings, its capacity (6275 spectators for cavea) to avoid overusing, for technical 
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staff the specification of parking, and using inner rooms of the stage. ( Masino F., 

Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012) 

Part 5 is about the preparation of the set, include the limitations of the equipment to 

provide the visibility of the monument during the activity such as scenery, 

decorative panels (location and height), lighting, acoustic devices (absorbent 

materials to soften the vibrations), materials for scenography (prohibited material 

such as tarpaulins, ropes, hooks on masonry structure)  ( Masino F., Mighetto P., 

Sobra G., D'andria F., Scardozzi G., 2012). 

   

Figure 2. 9. a. Context and Accessibility b. Names of the Parts of the Theatre 

(Masino F., Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012, pp.251-252) 
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Figure 2. 10. a. Spaces and Uses (Masino F., Mighetto P., Sobra G., D'andria F., 

Scardozzi G., 2012, p.253) 

 

Figure 2. 11. . Set and Visibility of the Monument (Masino F., Mighetto P., Sobra 

G., D'andria F., Scardozzi G., 2012, p.254) 
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Hierapolis Ancient Theatre is open to both visitors and contemporary use with 

some rules and limitations after the restoration studies. The information panel of 

the theatre building was prepared in three languages, Turkish, English and Italian 

(Republic of Turkey Ministry of Culture and Tourism, Denizli Provincial 

Directorate of Culture and Tourism). 

 

Figure 2. 12. Information Panel of the Hierapolis Theatre (Denizli Provincial 

Directorate of Culture and Tourism) 

 

Figure 2. 13. Concert in Hierapolis Theatre (T.C. Denizli Metropolitan 

Municipality, 2023) 
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Figure 2. 14. Concert in the Hierapolis Theatre (ĶHA (Ķhlas Haber Ajansē), 2023) 

The ancient city of Ephesus in the UNESCO World Heritage List is located in the 

Sel­uk district of Ķzmir. The ancient theater of Ephesus was closed to visitors in 

1993 for five years due to security precautions (F. Krinzinger, M. Hofbauer, 

G.Styhler, A. Öztürk, 2012). In 2001 Elton John had a concert (F. Krinzinger, M. 

Hofbauer, G.Styhler, A. Öztürk, 2012) and today it still hosts many events and 

festivals such as the International Ephesus Opera and Ballet (T.C. Kültür ve 

Turizm Bakanlēĵē, 2024). 

   

Figure 2. 15. a-b-c. Festival posters in Ephesus Theatre (Republic of Turkey 

Ministry of Culture and Tourism, 2024) 
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Figure 2. 16. 7th International Ephesus Opera and Ballet Festival's, ñToscaò opera 

in the Ephesus Theatre (Baĵēĸ, 2024) 

The project for ñRestoration of the Great Theatre of Ephesos An Emergency 

Approach to Safeguarding the Monument and Making it Available for Partial 

Reuseò (Tekin, 2011) was organized and funded by the Austrian Archaeological 

Institute. Although the main aim of the project was conservation, expectations of 

public and government, and feasibility aspects also influenced the project approach 

and an interdisciplinary study was carried out (Tekin, 2011). 

Hypothetical reconstructions were avoided in this project and the marble cladding 

of the cavea was not included in the emergency response (Tekin, 2011). Rather 

than a single intervention decision, a minimum and recyclable intervention decision 

that will extend the life of the building has been adopted in the building, which 

contains traces of different period interventions. (Tekin, 2011) The cavea,  kerkides 

and diazomata sections, which were previously reconstructed with reused 

materials, were not intervened (Tekin, 2011). 
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Figure 2. 17. a-b. Reconstructed parts of the Ephesus Theatre (Tekin, 2011, p.313) 

In the feasibility study, a plan was made to open a certain part of the building for 

use and to carry out conservation work, and the conservation work was divided into 

phases and sub-phases (Tekin, 2011). Taking into account all conservation 

decisions, in the first stage, the focus was on opening the theater to its current use 

for 2200 seats (Tekin, 2011). Project focuses on Scene with backstage, summa 

cavea, and the top entrances to the theatre and portico (Tekin, 2011). 

  

Figure 2. 18. a. Phases and sub-phases of the project (Tekin, 2011, p.317) b. 

Proposal for summa cavea (Tekin, 2011, p.322) 

The restoration project of the Great Theatre of Ephesus was realized in a short 

period of time due to the urgent need for action and administrative pressures. 
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Interventions were made on the monument in accordance with the principles of 

conservation in such a way as not to cause any problems and it is still an ongoing 

process with new finds (Tekin, 2011). 

As mentioned above, the theatre is hosting contemporary uses. The prohibited areas 

of the theater are surrounded by security measures. The information signboard of 

the theatre in the ancient city was prepared in Turkish, English and German. 

 

Figure 2. 19. The Ephesus Great Theatre (Daily Sabah, 2021) 

 

Figure 2. 20. Information panel of the Great Theatre of Ephesos (The Ancient 

Theatre Archive, 2024) 
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Although the presentation and interpretation of ancient performance sites in Turkey 

varies, there is pressure from both the public and government authorities for the 

reuse of such sites. For this to happen, conservation specialists and all relevant 

professionals need to make careful conservation decisions and clearly define the 

current conditions of use within the boundaries of the building itself.  

Heraclio Minoa (Eraclea Minoa), Hellenistic theater (320 BCE) is located in Sicily, 

Italy. Built into the hillside, the theater was excavated in the 1950s. In the 1960s, in 

order to preserve the theater with 9 or 10 rows of seating, the architect Franco 

Minissi designed a cover the cavea rows with transparent plastic material supported 

by metal elements. Over time, it was found that the temperature, humidity and iron 

expansion of this design damaged the original stone texture and it was removed in 

1995 (Nicholas P. Stanley-Price & Jukka Jokilehto, 2013). 

  

Figure 2. 21. a-b. Deterioration of the seating stones caused by plastic materials 

(Nicholas P. Stanley-Price & Jukka Jokilehto, 2013, p.31) 

  

Figure 2. 22. a. The plan of theatre Eraclea Minoa (De Miro, 1966) b. color change 

in the cavea (Ruggirello, 2007, p.2) 
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Today, it is protected by an aluminum roof cover constructed in 1999. The heritage 

site, which cannot host any events, is open to visitors. Information about the 

building can only be obtained from the information panel prepared in Italian. 

 

Figure 2. 23. Information panels of the theatre (The Ancient Theatre Archive, 

2024) 

 

Figure 2. 24. Information panels of the theatre (The Ancient Theatre Archive, 

2024) 
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Figure 2. 25. a-b. Protective shelter on the theatre Eraclea Minoa (Hines, 2018) 

The city of Syracusa has been on the UNESCO World Heritage List since 2005 

(Minissale, P. et al, 2015). The archaeological park of Neopolis, where the 

Hellenistic Syracuse Theatre is located, is also situated in this territory (Minissale, 

P. et al, 2015). 

 

Figure 2. 26. Syracusa Theatre (Teatro Greco) (Ancient Theatre Archive, 2024) 
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Figure 2. 27. Syracusa Theatre (Ancient Theatre archive,  photo:@michele_ponzio, 

2018) 

The Syracusa Theatre which is the most important in the site (Minissale, P. et al, 

2015) that has seen many interventions throughout history (Gullo, M., La Pica, A., 

Rodono', G., & Vinci, V., 2008). It is an ancient performance space used 

extensively by the Italian association INDA (Istituto Nazionale Dramma Antico) 

and also used for festival activities (Bo, E., Astolfi, A., Pellegrino, A., Pelegrin-

Garcia, D., Puglisi, G. E., Shtrepi, L., & Rychtarikova, M., 2014).  

In 2012, for the Aeschlusôs Prometheus Unbound performance, OMA (Office for 

Metropolitan Architecture) designed a stage consisting of three (Ring, Machine and 

Raft) temporary and transformable architectural devices (Vinnitskaya, 2012). Ring 

is a suspended walkway, machine is a sloping circular platform and raft is a 

circular stage for actors and dancers (Vinnitskaya, 2012). 
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Figure 2. 28. Stage design by OMA (Vinnitskaya, 2012) 

 

Figure 2. 29. Stage design by OMA (Vinnitskaya, 2012) 
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The Syracusa Charter states the correct use of temporary acoustic and lighting 

elements to help understand and enhance the value of cultural heritage (Council of 

Europe, 2004). For this reason, the building has been investigated from this point 

of view, acoustic measurements have been made and a guideline is provided for 

professional designers without harming the historical significance of the building 

activities (Bo, E., Astolfi, A., Pellegrino, A., Pelegrin-Garcia, D., Puglisi, G. E., 

Shtrepi, L., & Rychtarikova, M., 2014). 

 

Figure 2. 30. Diagram of the intentions for design guidelines in the theatre (Bo, E. 

et al, 2014, p.107 Fig. 2) 

To sum up, when these examples are evaluated, both in our country and in 

international examples, the approach of contemporary use of ancient performance 

spaces is widespread. This may be due to the pressures of both political authorities 

and the public. Although the interventions in the structure for reuse vary, the main 

aim is to protect the structure. It should be ensured that professionals in different 

fields work for the use of these structures, analyze the structure according to their 

own fields and ensure that any pressure does not prevent the protection of the 

structure with data based on scientific results. 
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2.5 A Framework for the Interpretation and Presentation of Ancient 

Places of Performance 

In order to ensure the sustainability of the archaeological sites and the ancient 

performance spaces that are inseparable from their context, national and 

international laws, regulations, policies, principles and implemented examples have 

been evaluated and an attempt has been made to create a framework for the 

conservation, interpretation, presentation, and contemporary use of the ancient 

performance places. This framework consists of three phases. 

 

Figure 2. 31. Framework for the conservation, presentation, interpretation and 

contemporary use of the ancient performance places (Günay, 2024) 

Phase 1: Understanding 

In order to preserve and effectively present the values of the past, it is first 

necessary to understand the cultural heritage concerned (ICOMOS, 2013). With the 

aim to understand the significance of the cultural heritage and the ancient 

performance places that are part of it, it is essential to apply the principles 

mentioned in the previous sections. It is important to learn about the scientific 

excavations carried out primarily in ancient performance spaces, their history, 
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significance and evolution (Council of Europe, 2004).
 

The current physical 

conditions, the risks and problems it carries should be clearly identified  

(ICOMOS, 2008). Apart from these, it is also important to understand the 

interventions implemented in the site and the different stakeholders in order to find 

out the cultural, social, economic and political aspects of the site (ICOMOS, 2008). 

Phase 2: Assessment 

Second part of this framework is the evaluation of the current interpretation and 

presentation studies and to understand of the expectations and demands of different 

stakeholders associated with the site  (ICOMOS, 2008). It is important to determine 

to what extent the current presentation and interpretation reflects the values and 

significance of the site and what are the deficiencies. Furthermore, it is crucial to 

understand the capacity of ancient performance places to be used appropriately for 

contemporary events and the current presentation (Council of Europe, 1995)
2
. 

Phase 3: Developing Strategies and Principles for Conservation, Intepretation, 

Presentation and Contemporary Use of Ancient Performance Space 

The final part is concerned with setting out strategies and principles for the 

conservation, interpretation, presentation and compatible use of the site. The 

general strategies and principles for the conservation phase should be determined in 

accordance with the general conservation and management plan for the site 

(ICOMOS, 2017). Since this planning requires a much more comprehensive and 

interdisciplinary study, the sub-headings of presentation strategies and principles 

and interpretation plan, which are part of this management plan, have been 

evaluated in detail within this framework. In addition, it is important to determine 

strategies and principles for the use of ancient performance places in contemporary 

                                                 

 

2
 Segesta Declaration, 1995, the text was read at óRestoration and Management of Ancient Theatres 

in Turkey: Methods Research, Results (ed. by Filipo, M., Mighetto, P., Sobrà , G.), Galatina, 2012 

pp:255-257ô 



 

 

57 

activities according to the documents examined in the previous sections in terms of 

the continuity of the structure. 

The aim of an interpretation plan is not only to increase respect, understanding and 

appreciation of heritage sites, but it should also be inspiring, provocative and 

revealing, as Tilden states
 
(Tilden, Freeman, 1977). Therefore, the objectives of the 

interpretation plan can be listed as follows; 

1. ñTo increase public recognition and awareness of the significance and 

values of cultural heritage as well as its intertwined historical, cultural 

and natural values 

2. To ensure the protection of such areas by instilling respect for them 

3. To relate the site with visitors and local people through creative and 

inspiring means of interpretation 

4. Making a cultural heritage site attractive to visit, live or work in 

5. To show that heritage interpretation is part of an important and 

improvable whole for local authorities 

6. To produce content that will arouse and provoke people's curiosity in 

these areas and to instil the reasons why it is important to protect such 

areas 

7. To present the phases and debates of the field over time based on 

historical research and analyses 

8. identification of strategies, principles and recommendations for the 

interpretation of the site 

9. To produce content and appropriate tools that will attract the interest of 

different stakeholders by identifying main themes, stories and 

audiencesò
3
 

 

                                                 

 

3
 These items are based on the following sources; (Bellinger Foster Steinmetz, Edna Kimbro, 

Rebecca Allen-Past Forward, Inc.,, 2002) and (Felicity Coleman, Sue Hodges, Caitlin Neely, 2014) 
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In summary, why interpretation of the site is important, what to interpret, for whom 

it will be interpreted and how to interpret are among the primary questions to be 

answered in an interpretation plan. Apart from these, the management, monitoring 

and evaluation of interpretation are also important for the sustainability of 

knowledge (James Carter, 2nd ed. 2001). 

 

Figure 2. 32. Framework for Interpretation (Günay, 2024) 
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The re-use of the ancient performance spaces is one of another issue for the 

interpretation and presentation of such sites. Some interventions may be required to 

ensure safety in the site for both visiting and contemporary uses. Physical 

interventions such as restoration, maintenance and strengthening should be 

implemented by respecting the values of the site and considering its authenticity 

(Council of Europe, 1997). The determination of the routes within the site and the 

arrangements to be made to prevent access to prohibited areas are important for 

both the protection of the structure and the safety of the audience (Council of 

Europe, 1997).  

In the case of re-use for modern activities, clearer rules and practices for the public 

use of the site are required (Council of Europe, 2004). First of all, it is expected 

that the infrastructure services suitable for such a public gathering such as car park, 

toilet, electricity and clean water should be solved. Apart from this, the assignment 

of experienced staff is an important component in such events in terms of 

controlling and guiding the audience and protecting the structure.  

Each building should be evaluated together with its context and a guideline for re-

use should be prepared  (Council of Europe, 2004)  . This guideline should include 

the capacity of the site, installation and dismantling of technical equipment such as 

lighting, acoustics, stage installation in a way that will not damage the site  

(Council of Europe, 2004). It is also necessary to determine emergency escape 

routes, parking places of technical equipment and vehicles and circulation routes of 

the audience during the activity  (Council of Europe, 2004). After the activity, it is 

also important to dismantle the technical equipment without damaging the 

structure, to clean the site and to determine the damage assessment  (Council of 

Europe, 1995)
4
. 

                                                 

 

4
 Segesta Declaration, 1995, the text was read at óRestoration and Management of Ancient Theatres 

in Turkey: Methods Research, Results (ed. by Filipo, M., Mighetto, P., Sobrà , G.), Galatina, 2012 

pp:255-257ô 

 



 

 

60 

 

Figure 2. 33. Framework for Contemporary Use of Ancient Performance Places 

(Günay, 2024) 
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CHAPTER 3  

3 THE CASE STUDY: CNIDUS ANCIENT SMALL THEATRE  

This chapter aims to investigate the current situation of Cnidus by examining site 

location, geography, historical background, excavation history, architectural 

remains in the site, and focusing on Cnidus Ancient Small Theatre conservation 

and excavation history, intervention. It is important to understand the site with all 

its components in order to develop an interpretive plan with effective presentation 

strategies and thematic approaches, especially for the study case of the Ancient 

Small Theatre. In this scope, this chapter is examined under two headings: The first 

is the archaeological site of Cnidus and the second is the Ancient Small Theatre.  

3.1 Cnidus Ancient City 

Cnidus has been an attractive settlement for centuries with its history, geography, 

natural beauties and context. In this section, general information, current legal 

status, history, excavation and research history, architectural and archaeological 

remains and other components of the ancient city will examine. 

3.1.1  General Information  on the Cnidus Ancient City 

The ancient city Cnidus (New Cnidus) is located at the tip of a peninsula 

approximately 67 km long in the southwest of Anatolia, within the boundaries of 

Dat­a or Reĸadiye peninsula it is 157 km from Muĵla center and 35 km from 

Datça. In the ancient era it was called the Cnidus peninsula (Doksanaltē E. M., 

2006). This peninsula forms the boundary of the Aegean Sea in the north and the 

Mediterranean Sea in the south. The geology of the region around Cnidus is 

characterized by the presence of rocky terrain typical of coastal areas along the 
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Mediterranean and Aegean coasts of Turkey. It includes limestone formations, 

rocky cliffs, and a Mediterranean climate with hot, dry summers and mild, wet 

winters. Yazēkºy is a hinterland of a Cnidus and by following the paths the north of 

Acropolis and fertile bays can be accessed (Bruns-Özgan, 2002). Today, access to 

the site is provided by the asphalt road from Yazēkºy or seaway that easier than the 

main road.  

The presence of 103 archaeological sites (including Cnidus, Halicarnassus, 

Labraunda, Kaunos, etc.) within the borders of Muĵla province shows that it has 

been home to many civilizations throughout history and the richness of the region. 

 

Figure 3. 1. Location of Cnidus (Günay, 2024) (Aerial photograph retrieved from 

Google Earth) 
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Figure 3. 2. Cnidus and Nearby Locations (Günay, 2023) (Aerial photograph 

retrieved from Google Earth) 

Cnidus faces south and consists of terraces descending towards the sea. In front of 

the peninsula, there is another peninsula which is a long, thin cliff with a length of 

1.2km, and a width of 650m and which forms a cape at the western end of 'Datça' 

or 'Cnidus Peninsula', is today called Cap Crio-Deveboynu Cape, due to the hump-

like form of its slopes and summit. It is connected to the mainland by a narrow 

passage/isthmus approximately 80 m in width. North and south side of this passage 

there are two natural ports as Strabo reported (Strabon, trans: Adnan 

Pekman,2000).  

The settlement with ancient public and civil buildings like theaters, temples, 

bouleuterion, stoas, terrace houses, necropolis of city are on the mainland. In the 

northern part of Cap Crio, there are terraces and ruins on them like workshops, 

residences, etc., a mausoleum called Lykaithion in the northwestern part, and a 

lighthouse built in 1931 in the west.  
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Figure 3. 3. Cnidus Ancient City and Cap Crio (Günay, 2023) (Aerial photograph retrieved from Google Earth) 























https://en.wikipedia.org/wiki/Pous













































































































































































































































































































































































































