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Ay k a -

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 his 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 @ p# 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 imib&t 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. lildime ensured

that each place has a guideline for use with its unique charactettggsamportant

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

generations.



The Small Theater, an ancient performance place in thenaraty 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 fostHandmark

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 restoxatike 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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ANTKK BKR PERFORMANS MEKANI K¢KN YORUML A
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Arkeolojik mras al anl arénén en °nemli ve dikkat
performans mek©Onl ar é, hem anti k d°nemde
varl ékl aréené sg¢grdegregyor . Bu simgesel li]Ji
yeni den kul Imanzé | hnaal seé gkeal -eénn éylap el ar én kor L
sunumuna ilikkin konul ar da incelenmeye
sunumun bir par - aseé ol an bu t¢er me k ©n
mi rasémézda kal écé hasarl benrmelriakima.maX ap
tari hi, bel gesel , evrensel vV e mi mar i d «
kull anél arak en etkin kKekilde sunul mal é
yapénén korunmasé °ncel i kl:i ol maiksd ve bu
senér |l amal ar e - ok net bir kKekil de bel i
czelli kl eri il e bir kullaném kélavuzuna
has ©°zell ikl eri il e korunmasé ve gel ecek
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CHAPTER 1

INTRODUCTION

Archaeological sites are one of the most important-neoewable andragile
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 meanssitessevalues

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
the knowledge can be ensurdtCOMOS, 1990) For the appreciation and
increasing the awareness and conservation of such sites interpretation and
presentation are the most important tqg@OMOS, 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

understandhe 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 redfitourism, 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 geritehis approach

does unpredictable and irrevocable damage to archaeological (Ahesbay,

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

mostly because of approach prioritizing touriand consequently economic profit.



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 fromphtysacal 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, 1997are the prominent monumental heritage making great
impact in archaeologicasites which have many range of values for different
stakeholders or individual{ICOMOS, 2013) such as historical, aesthetic,
scientific, educational, functional, social and econorttitaddad, 2007) The

cultural significance of such spaces is related to the place itself, its setting, fabric,
use, association and meanifgEOMOS, 2013) Ancient landmarks, attractive
architecture, acoustic features and modern utibratre the main issues that

define the cultural significance of ancient performance sgatasddad, 2007)

The use of ancient performance spaces which are often located within
archaeological sites is increasing, while archagiobd 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
presentatioffAhunbay, 2007)Peple adore attending the organizations arranged in
which such fascinating atmosphere. Unfortunately, there is not eraougteness
about the risks it carries for these precious monumghitainbay, 2007) In
addition, althoul 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 althese, 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



approaches with a sustainable management plan, including interpretation,
presentation and use of thees (ICOMOS, 2017)

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

With the Verona ChartgiCouncil of Europe, 1997 Segesta DeclaratidiCouncil

of Europe, 1995and the Syracusa Char{gouncil of Europe, 2004the balance

between the conservation and reuse of ancient performance spaces has become an
important issue in recent yeaBiandini 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 performarages seem to have

been abandoned within the archaeological Gité ¢ k s e | , zZ. , Erdoj an,
R., Unver, R., Binan, C., & Can, C., 2005)owever, with the interventions made

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

time are unfortunately not conveyed to people proparhyugh(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 fmath damages
(Haddad, 2007)Human-made problems related to the interpretation, presentation

and utilization of the sites can be explained as foll(hexdad, 2007)

Firstly, it can be summarized as the incompatible use of such spaces, the use of
such spacesdyond 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 locaton in the urban contexdaddad, 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 prolfldaddad, 2007)
Another problem is the economic problems related to the maintenance and public

services of the sittHaddad, 2007) Other problems can be listed as the lack of a



conservation plan for these sites and poor implementatiorcookervation

principles with populist approach@daddad, 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 @ t under the direction of Prof . Dr . M.
University, Konya since 2012. The ancient city is not only a center of culture, art,

and trade but also an important religious cenftePo k sanal t € . E. M. , 2
Moreover, it was one of the wealthiest cities of its time because of its advantageous
locationfortradd Dok sanalteée E. M., 2006)
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Figurel. 1. Cnidus and location of the Small Theatre (Glnay,4202erial
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 hawo 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 4506 0 0 O . 6The Great or Upper Theatrebo
analemma wall and the location of the cavea. #aisl that all the stones of cavea

were used for the construction of other buildings in later peydnsOzgan,

2002 o0 The Lower, Harbor or Small Theatreodo i s



With the excavations that resudchim 2012 after a-§ear hiatus, the conservation of

the Small Theater began in 2014 and is still be ong¢@widus Excavation
Archive). The interpretation and presentation of this significant place of
performance with a view tthe 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 attractev 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 excavatisrof 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 sset activity developed for the site

are another factor that increases therawess of this place. However, it Heeen
observedhat 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 forthis reason, its thoughthat the cultural significance of the site
should be prioritizedhy approaching these themes criticgifglicity Coleman, Sue
Hodges, Caitlin Neely, 2014)

In the Small Theatre, comprehensive restoration studies started in 20%8llar

ongoing (Cnidus Excavation Archive)in 2014, after the restoration project was
approved by the Mujla Cultural Heritage
wall and west vomitorium, imma cavea, east parados wall of the theatre were
restored. Arrangements were made in the scene part aedsao the section was
provided. Apart from these, opening the theatre for differenseeactivities is one

of the studies carried out in terms of interpretation and presentation. All these
studies are aimed at the consolidation andse of the buildig. Although the

Small Theatre is one of the most remarkable and outstanding building in the site, it



is seen that its values, meaning, spirit and significance are not reflected enough in
the interventions and presentation stratei@®MOS, 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 tlae@logical 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 significadce an

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 abidve.
understanding of the meaning betbuilding 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 camgation 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 differestakeholders by focusing on the spirit, meaning and

values of the site.
Focusing on this aim, thesis answers these following questions:

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

has transformed over time?

1 What is the ginificance of the Cnidus Ancient Small Theatre as an ancient

place of performance?



1 What are the values of the Cnidus Ancient Small Theatre as an ancient

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

1 What are the expectationgdifferent groups regarding the presentation and

interpretation of Cnidus Ancient Small Theatre?
1 How the Cnidus Ancient Small Theatre is presented today?

1 How can interpretation themes and presentation strategies be developed,
taking into account the valseof 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 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 Thess

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 eraned.
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Figurel.2. Methodological Framework of the Thesis (Gunay, 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 pieseota
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, polioes alad
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 ofcultural 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 hde=n 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 thejguts carried out at Cnidus and

the Small Theatre, as well as brochures, posters and photographs prepared for



different activities carried out at the archaeological site and the Small Theatre were

obtained digitally or in print from the Cnidus excavatsahive.

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 Dat¢a 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 &t 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 befotarting the site survey, submitted to the

METU Human Research Ethics Committee Approval Form and approved with
protocol number 2F® DTUKAEK ( See Appendi x A). The
conducted among fifty randomly selected visitors, local people and field staff (See

Table 1.1). In addition, kdepth interviews including these questions were audio

recorded with thexecavation director, Dat-a mayor
mukhtar, representative of the Ministry of Culture, and the conservation expert
architect who designed the site project.



Table 1.1. Questionnaire for Stakeholders about @sid\rchaeological Site and
Ancient Small TheatréGunay, 2023)

Graduate Program in Conservation of Cultural Heritage
Developing Interpretive Themes and Presentation
Strategies for an Ancient Place of Performance:

. ORTA DOGU TEKNIK UNIVERSITESI
Small Theatre Of Cnidus, Datca

/ MIDDLE EAST TECHNICAL UNIVERSITY

Prepared by: Tugba Giinay - email: 35tugbag@gmail.com

@ [NAME SURNAME:
S X [EDUCATION :

Q ~

= ‘é AGE:

S £ [OCCUPATION:

= ~ [RESIDENCE:

& [DATE:

1. For what purpose are you here? (Touristic/Study/Scientific Research etc.)

2. Do you have any information about the ancient city of Cnidus? Where did you get the
information (scientific studies, information boards in the arca, website, etc.)?

3. When was the last time you visited Cnidus Archaeological Site? How do you get to the
site? Is it easily accessible? Is there public transport?

4. Have you visited the ancient theatre of cnidus? How was the access to the ancient
theatre? Can the whole structure be accessed? What do you think are its physical
deficiencies?

CURRENT SITUATION

5. Are there sufficient service / service facilities / equipment for visitors in the site? If not,
what should they be, what is your suggestion?

6. Do you think there is enough historical/current information about the ancient theatre in
the site? If not, what kind of information should there be according to you?

7. Should there be a specific information / presentation / route, etc. for children, people with
disabilities, local people, etc. - different user profiles? What is your suggestion?

8. Do you think the interpretation/presentation/protection of theatre is enough? If not, what
kind of problems are there?

9. Are there any festivals, cultural events etc. around Cnidus? If so, have you participated,
what is it?

10. Have you participated in any activities other than visiting the archacological site of
Cnidus(concerts, performances, workshops, symposiums, etc.)? If no, which activity would
you participate in?

11.How was Cnidus and the theatre in the past?

INTERPRETATION

CURRENT CONSERVATION /
PRESENTATION AND

12. What do you think is the significance of Cnidus and the ancient theatre?

13. Do you think there are any deficiencies/problems in the conservation of the ancient city
of Cnidus and the theatre? If yes, what are they? What are your suggestions?

14. What do you think are the deficiencies / problems in the interpretation and presentation
of the ancient city of Cnidus and the theatre? What are your suggestions?

15-A.Do you think the local people are being included for the work/activities etc. in
Cnidus? Are they aware of the importance of the site? Are they aware of the studies /
activities carried out? How is the information provided? B.Do you think the mayor,
mukhtar, excavation team involve you in any studies/events etc. to be carried out in the site?
Are you informed about the activities? How are you informed and what is your suggestion?

IMPORTANCE / PROBLEMS /
EXPECTATIONS / DEMANDS

16. Is there an archaeological site you have visited before and remember? If so, what were
the aspects that attracted you?
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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 problemssaxiated 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
guestions to be answerdginally, the methodology and structuretbé thesis are

briefly described.

In the second chaptey 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 gwasien, 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 architecturamains.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.

Thefourth 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 gatheredom the questionnaires and -deepth
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 stakeholdemwutalbhe 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 thisgsiin
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
archaeologial site and the Small Theatre that highlight the more cultural

significance of the site.

The final chapter is theonclusion which summarizes the issues discussed in the
thesis, the results of the study, the limitations of the thesis and what hasmot bee

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

THEORETICAL FRAMEWORK: INTERPRETATION AND PRESENTATION
OF ANCIENT PLACES PERFORMANCE

This chapter aims to review terms of definitions, international charters, policy
documents, and recanendations 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 andhe 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 recogmzed 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 o6l nterpreting Our
the concept of interpretatiorfor cultural heritages states that hr ough
interpretation education, through education appreciation, through appreciation
pr ot e ¢ritdenpFneéman., 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, firshand experience and demonstrative medidgden, Freeman,
1977)

In the Ename Charter interpretation was defined as all kinds wviti@stito 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, ossite or oftsite 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, reconstation, 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 escahefully planned
communication of interpretation through the arrangement of interpretive
information, physical access, and infrastructure at a heritaggGdOS, 2008)
These include, but are not limited to, informationdsamuseuntike exhibitions,
formal walking tours, lectures and guided tours, multimedia applications, and web
pageqICOMOS, 2008)

Presenting the archaeological heritage to a wider public is a key way to understand
how modern gciety has developed and evolvélCOMOS, 1990) It is also
emphasized that the information presented should be updated and should include
different perspectives to understand hist¢gOMOS, 2090).

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 undegstandin
(ICOMOS, 2008)The interpretation and presentation of cultural heritage sites is an
important component of the conservation pro¢gS®MOS, 2017)
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Tilden Freeman gives two definitions of integfation 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 presétielén, Freeman,
1977) Besides thishe also outlines six principles that he says will lay the

groundwork for the fact of interpretation as bel@wden, Freeman, 1977)

AANny i nterpretation that does not someh
described to someiig within the personality or experience of the visitor will be

s t e r(Tildea,.Fieeman., 1977, p.9Mhe 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 ow 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 includé€dilden, Freeman, 1977)

Al nf or mati on, aetatios.Untedpretationss ravadation based epornp r
information. But they are entirely different things. However, all interpretation

i ncl udes i(Tideo, Freemani, bOi7, m9I).is stated that interpretation

is fundamentally different from knowlgeé and cannot be isolated. An informed
interpretation is important for the public to understand and connect with a fact
(Tilden, Freeman, 1977)

Al nterpretation i s an art, whi ch combir
presentd is scientific, historical or architectural. Any art is in some degree

t e a c h dThlde .Fieeman., 1977, p.9¥he third principle mentions that
interpretation can be either scientific or artistic, but not both, and that narrative
interpretation can he a greater impact on the visitor. The correct and skillful use

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

1977)

AThe chief aim of I nterpretati(lden,i s not
Freeman., 1977, p.9)n 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 Glilen, Freemanl977)
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Al nterpretation should aim to present a
itself to the whol e (Tikem FreemdnhIOT7, pt9hiean any
the content of the fifth principle that an effective interpretation, whetheatore

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
adventurgTilden, Freeman, 1977)

Al nt er pr edsedtoicluldren ésaydup ® the age of twelve) should not be a

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

wh o

p ha

approach. To be at i ts bes(TildantFreeman.,l require

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
fiapproach to doHamnm992, pc3h h ia o pledswwabld) relevant,
organi zed a(Hain, 1092, ®de staed dhat 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 distractedHam, 1®2).

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
relateit to something people know or care ab@dam, 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 inféilonao be given

to the audience should be distinguishable from the intermediate infornjidaom

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

from the concept of the subject. Thealed 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 (stany,
1992)

In addition to Tilden's six principles, L. Beck and T. T. Cable developed nine more
principles andirst published the boolnterpretation for the 21st Century: Fifteen
Guiding Principles for Interpreting Nature and Cultun@’'1998(Beck, 2011) The

fifteen principles are as belo{Beck, 2011)

Al. To spark an interest, i nterpreters

people in their audience.

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

deeper meaning and truth.

3. The interpretive presentatidras a workof artd should 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 adadeesfidle

person.

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

uniform group® should follow fundamentally different approaches.

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

present more enjoyde 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 whil quantity and quality (selection
and accuracy) of information presented. Focused,-resiéarched 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 ®mmunication techniques. Quality interpretation depends on the

interpreterodés knowledge and skills, which m

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

authority of wisdom and itsccompanying humility and care.

12. The overall interpretive program must be capable of attracting subport
financial, volunteer, political, administrativehatever support is needed for the

program to flourish.

13. Interpretation should instill in peopléd ability, and the desire, to sense the
beauty in their surroundingsto provide spiritual uplift and to encourage resource

preservation.

14. Interpreters can promote optimal experiences through intentional and

thoughtful program and facility design.

15. Rassion is the essential ingredient for powerful and effective interprefation
passion for the resource and for those peo

(Beck, 2011, pxxiv- xxv)

With these principles, the authors mention the unpredictable effects pnaperly
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 sigi@fiaad

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

Considered together with the abewentioned principles, understanding heritage
sites as a whole context is possible through the interpretation of all the values,
meaning, spirit, ah significance of the site using different communication tools
and methodsThe knowledge underlying interpretation needs to be both effectively
conveyed and evaluated as a procEesthis reason, ufp-date information in line

with the different needsfalifferent 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 anatym 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,
muscal, 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 receptitaddad, 2007)Apart

from these, it supports the relationship between the public and these structures
digitally with virtual reality and contributes to their interpretat{etaddad, 2007)

The threats psed 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(ittaddad, 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 servieeonomic issues

4. Insufficient cultural education and awarenesising
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 scientiic 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 regulatior(¢laddad, 2007)
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Naif Haddad has identified five main issues for the reuse and conservation of these
sites: Conservation, Restoration, and Maintenancdnterpretation and
Presentation; Promotion and Marketing; Monitoring and Reassessment;
Guidelines forthe Acoustic Adaptation of Ancient Theatres and Odea for Modern
Per f or riHaddade 2007, pp.27277). Besides these, N. Haddad remarks
what needs to be done in the interpretation and presentation of ancient theatres and

odeons to reveal their values taking safety precautior{gladdad, 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 vigors. 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, suah 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 makesore appealingiHaddad, 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 sensitivitgf 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 arrying capacity must accommodate the maximum

number of visitors to ensure the letegm conservation of the sit@daddad, 2007)
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As a result, the cultural significance of ancient performance places can be
communicated througimterpretation and reuse. In order to achieve tHsddad,
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 altheir 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 thrextont
of present and future developméHaddad, 2007)

3. Preservation of their authentic scientific informatidRestoration of the
stage and portico to their original height and layout, use of the orchestra as
an area for the spkers rather than for the audience, improvement of the
sound reflected from the orchestra floor and avoidance of e¢haesliad,
2007)

4. To promote ancient theatres and odea in their full role as places of artistic
creation, sheed pleasure and emotioRPerformances should help to
promote the heritage and stimulate public interest in ancient theatricality
and odedHaddad, 2007)

The conclusion that emerges from all these studies is that the managérean
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 managemant, eve
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
understandhe 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 takewithout 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 astielifferent
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 consevation, was established in Warsaw in 1965 and has theoretical and

scientific studies on the protection of architectural heri{@gpeinbay, 2009)

The Athens Charter, adopted in 1931 at
Architects and Technicians of Hi storical
principles for restoration practices regarding the archaeological($itesAthens

Charter for the Restoration of Historic Monuments, 1931)

Al nt enal Clhaatter tor the Conservation and Restoration of Monuments and
Si t (EOMOS, 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. Furdmmore, the sixteenth article specifies the reporting of excavation
and restoration studies to be archived in official institut(d@®MOS, 1964)

Il n 1990, | COMOS adopted the ACharter for
Arc haeol ogi c(&€OMO3elb0)wlaich 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 thkcpge 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, shmulcbnstantly
updated and the versatility of approaches to understanding the past should be
consideredlt 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 reconstrucfi@@MOS, 1990)

| n 1992, t he AEur opean Convention for
He r i t(Gogneiloof Europe, 1992)signed between thmember 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
finandng, 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 elementof the archaeological heritage, especially sites, are made
available to the public and to encourage the display of selected archaeological

assetgCouncil of Europe, 1992)

iThe Segest'qConeilofEaropa, 1998m'the conservation and use

of ancient theatres' was prepared at the 'European network' colloquium in Sicily in
September 1993t presents recommendations on issues such as the protection of
ancient architectural heritage,oprding 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 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

! Segesta Declaration, 1995, & t e x t Restration aral Managemedit of Ancient Theatres
in Turkey: Methods Research, Results (ed. by Filipo, M., Mighetto, P., Sobra , G.), Galatina, 2012
pp:2552 57 6
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monument, and that a balance should be establisheddretive protection of the
integrity of the monument and the expectations of visi{@suncil of Europe,
1995)

Moreover, the declaration identifies three aspectshioprotection, presentation,

and interpretationf such sits. 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 differentakeholders 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 the protection of the sitéCouncil of
Europe, 1995)

Signed in 1997, Verona, Italy by the Council of Eurcdpere gul at i on on t he
Anci ent Pl a c e s(Coanfkil oPEuroge o 199iHar < tkad 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
accumulationof 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 culalrtourism, 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 developingf ancient performance sitéSouncil of
Europe, 1997)

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

protection, proper use, and sustainability of the geuncil of Europe, 1997)

1. fiHeritageresource preservatioand 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 Net wo r (Councias Europe, 1997, Appendix I)

In the Aricle 1 itis emphasizethat physical interventions (restoration,
maintenance, strengthening, etc.) should be carried out according to the principles
of the Alnternational Charter for the
and SICOMOS,01964)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 impertahc

the site through different means -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 thigeld 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 ethat and moral principle@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 bprinted, 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 wstainability of the site; setting a maximum number of visitors,
creating visitotfriendly 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 whe respecting the cultural heritage, ensuring continuous training of
the staff will help to improve the image of the site for visitors and audieliass.
very important to take safety precautions for hazards such as fire etc. that may
occur on the siteln 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 atexacil of
Europe, 197).

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 sod and image for spectatd@ouncil 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 ther international organizations and by striking a balance between the
owner, local authorities, and us¢@ouncil 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 'dme' and 'offline' tools and a virtual image bank),

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

historical research seminaummarize the last ite@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 historylt 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 meato understand the building, to recognize its significance and to

raise awareness of its conservation.

AThe Syracuse Chartero, drawn up in 2004,

comprehensively the European Network of Ancient Sites, the Segesta Declara

and the Verona ChartéCouncil of Europe, 2004)t 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 individnaituse.
Principles and general objectives are explained under each heading, and the main
topics to be examined are explained under the heafwscil of Europe, 2004)

The first technical annex concerns the organization anghanagement of

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

and their territorial contexCouncil of Europe, 2004)t focuses on the census of

the ancient theaters in the Mediterran®agion, so that both scientific knowledge

and information on the materials and technology used in the current use can be
compared and evaluaté@ouncil of Europe, 2004 he aim is to create a database

of the information obtaned i n this way, comgtrdictiod i ng i n
techniques, materials used, the formation and evolution of the deterioration
process, and t he definition and i mpl em
(Council of Europe, 2004, p. 35)aking into acount 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 investigatising all kinds of

available technologiesSharing 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 pragntiien field

(Council of Europe, 2004)

The second technical annexiAnalysis, diagnosis, monitoring, conservation and
restoratiordo ,(Council of Europe, 2004, p.40)hich aims to identify the risk
factors and fragilities relatet 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 eswsuch 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 Europe2004) The restoration criteria to be applied for natural
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and marmade deterioration should include the following principles: limited to
necessity, recyclable, distinguishable, no negative impact on heritage, no damage
to existing stonework, no disruptioto the original structure and layout of the
theater, and no complete reconstrucii@ouncil of Europe, 2004)he training of
experts to work in conservation areas and the provision of funds for the specific
needs of the stare important for the implementation of procedures for analysis,

monitoring and protection of the structf@ouncil of Europe, 2004)

The third technical annex concerns the preservation of the archaeological site
together wih its surroundings and the sustainability of performance activities. The
sustainable use of ancient performance spaces depends on technical, cultural,
sociaeconomic factors related to the regional environment. This balance must be
ensured in the consemi@n 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 establishrelards 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
conservatior{Council of Ewope, 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 arrargjeby 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 thalding, to direct the visitor flow correctly

and to produce appropriawolutions for facility servicegCouncil of Europe,

2004)

The technical annex fourfocuses on the creation of effective partnership models
for the conseration 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 potahbf
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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 th€atnscil

of Europe, 2004)The establishment of a netwotkat 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 theatersdetermining 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 atgpted as the values of

the local community should be taken into considerat@ouncil of Europe, 2004)

The correct and rational use of the latest information technology systems as a
means of communication and informatiomv&s 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 anddlividual 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 idefi 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 reso(@aescil of
Europe, 2004)This wil 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 culturalartistic and economic effectiveness, and the
importance of noprofit 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 estalptisht of connections and the facilitation of
cultural activitieg Council of Europe, 2004)

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

for the archaeological site that is structurally relatethotheater. 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 andisggrgé 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 componethis of

conservation of such heritage sites and the basic principles of presentation and
interpretation that will enhance public understanding and appreciation. In this
context, i ssues such as Opresentation, i nt
stei nt erpreters, and cul tur al heritage sites:
are determinedCOMOS, 2008)

1. iAccess and Understanding
Information Sources

Attention to Setting and Context

2

3

4. Preservation of Authenticity

5. Planning for Sustainability

6. Concern for Inclusiveness

7.l mportance of Resear ch, (ICOMD%,i ni ng, an

2008)

The first principle of the Ename Chartaccess and understandingxplains the
issues necessary for the cultural itagye 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, presemtand interpretation activities should

be provided offsite. 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 sitbaece 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 importancefofmation sourceghat are

not only gientific and academic but also include living cultural traditions. In the
presentation and interpretation program, the inclusion of +disitiplinary, welt
researched, and documented physical remains and visual reconstructions, oral and
written informaton, as well as storytelling and participant memories is emphasized
(ICOMOS, 2008)

The third principle of the chartecpntext and settingefers to the need to ground

the interpretation and presentation of the site in widerakocultural, artistic,
political and environmental considerations. In doing so, it is important to interpret
the site's history, culture, landscape, and natural elements, as well ragbieta
valuessuch as spiritual tradition, story, dance, and cuisine, and present them with
respect for all periods the site has gone thrql@@MOS, 2008)

Respecting the basic principles of authenticity set out in the Nacanbent
published in 1994ICOMOS, 1994) authenticity,which is the fourth principle of

this charter, in the interpretation and presentation of cultural heritage sites was
evaluated. Interpretation and presentation acts/isleould have an understanding

of authenticity that respects the cultural and sociklesof 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 anameance 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 behgsically, culturally, economically and sociallystainable 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 culirally, 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 appliols that will not adversely affect the environment according to
the texture, conditions and character of the place, and to define an effective
maintenance proce$kCOMOS, 2008)

The sixth principle, inclusiveness focused onithportance 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 invole trights,
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 participatioa whole
public in order to be developgtCOMOS, 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 plar{ICOMQOS, 2008)

Salalah Guidelines for the Managemehfublic Archaeological SitgdCOMOS,

2017) published in 2017, provides issues for the management planning for the
conservation and management afhereological sites that are or could be, open to
the public to ensure their sustainabiliyfCOMOS, 2017) In this context,
guidelines for a sustainable management plan for archaeological parks covering
both above and beloground are statelCOMOS, 2017) These are approached
under t wo ma ma n ahgeeande nntg JIPOMEDS, n 2017 gand
fimanagement i nifOMORLOLT.at i ono

Management planning includes ten dule adi ngs; Al nventory
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 Pl a@@COMGR 20&7) a | Manag:

For a sustainable management pl an, t he
traditional uses, and infrastructureoshd 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 ingmrfor 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 criteriayésssuch 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 ned@OMOS, 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 gshlemes relatedo 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 sabtain
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 beefits 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, includiagteria, programs, indicators,

and budgets for eachctiond by setting outfithe framework, structure, system,
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policies and actions' that need to be taken to ensure 'sustainable management'
(ICOMOS, 2017Yogether with the content mentioned ab@=OMOS, 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 Ministy of Culture and the Regional Boards for the Protection of
Cultural Assets, an@urvey and Monuments Directoratese responsible for the

legal regulations regarding cultural heritages. The first legal regulation for the
protection of cultural heritage ifurkey during the Ottoman period was thearé

Atika Nizamnamesiof 1869 (Ahunbay, 2009) It authorized archaeological
excavations to be carried out by foreign researchers and prohibited the export of
artifacts abroad(Ahunbay, 2009The 4th Asa®# At i ka Ni zamnames.i of
the 1912 MuhafazaAbidat Law were also used in the Republican period and the
Act No. 1710 on Antiquities was introduced in 1978hunbay, 2009)Act No.

2863 on the Protectioof Cultural and Natural Heritage, enacted in 1983, is the
main law for the protection of cultural heritag€ultural and Natural Heritage
Conservation Act (n0:2863), 1983)his law was modified and supplemented by
Act No. 3386in 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 assé®ultural and Natural Heritage
Consevation and Revision Act (n0:3386), 198¥Yith 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 ar@wogical 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 promatgem, and to solve problems arising from use and
circulation outside the conservation zoning p{&ultural and Natural Heritage
Conservation and Revision Act (n0:5226), 2004)

In 1999, the Ministry of Culture, High Council ftihe Protection of Cultural and
Natur al Assets published the Resolution
Ar c haeol o ¢Resolatibn NS.i658,1999Which specifies the conservation

and use conditions of archaeolcai sites according to their grad@esolution 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 livddt 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 themuseum directorate and excavation direcforangements 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 board3rd degree atwmeological sites are areas where new
arrangements and construction activities are permitted according to protection and
utilization decisiongResolution No. 658, 1999)

In 2014, the directive, which entered into force with dipgproval 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 sigdimrdards
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 boédirective on Entrace, Information,
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Direction and Warning Signs in Museums and Ruins, 2034¢ Appendix B and

C for example drawings)

The legal framework for the presentation and interpretation of archaeological sites
in Turkey mostly covers physical interventions ahdre 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 Performare

There are different views on the presentation and interpretation of ancient
performance places. Most views favor theuse of such sites, while others, as in
the case of the Sagalassos Theatre, favor thesepu&tion as ruins documenting
the decline of a once thriving society, respecting all periods of théF@missh
Heritage Institute, 2004)

Figure 2.1. Sagalassos Theatf€urkish 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.
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Since unused, ruined examples will not contribute to thisgheach 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 tiueestruc
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 distridsft of] | a . The
5000seat the Hellenistic Theatre of Caunus is one of the best preserved buildings

in the ancient city, located east of the AcropfliS e r d a r o.jTHeqrsesh&e 6 7 )
shaped theatre is divided in two by a singji@zoma and has nine kerkidgszer,

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

preserved in this sta{®zer, 2010)

In 2004, the implementations in the anciaity, 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 lifdkzer, 2010)

1. Suitability for the main purpe; 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 staircagezer, 2010) For the missing parts of the
original staircase made of cut stone, a removable staircasedpattethe 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 tra¢€aiele

2010)
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In the theatre information panel, genardbrmation about the building is given in
Turkish and English languages and thdemensional visuals are used. In general,
the building has been tried to be presented and interpreted as original with partial
restoration works by taking compulsory measurefacilitate 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 2.3. Details from designed stairs in the theg@eer, 2010, 4.8,bp.4)
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Figure 2.4. a-b. Implementations on the Caunus Theg¥eSay Ozer, Nevzat O.
Ozer, 2010, p.8)

TIYATRO

« SBME TiYATRO
HE UNTAIN THE THEATER >

<« AGORA YUVARLAK YAPI
{E CIRCULAR />
<« sTOA Vi
KUBBELI KiLisE
APOLLON urcH
« D‘(VUTSAL (\li\Nl

PALAESTRA >

« TERAS {AP’INAC\ HAMAM

Figure 2.5. a-b-c. Signboard Examples on Caunus Ancient Cltypadvisor,
2024)

OProjects for Presentation and use of
arrangement of the store yard, the anastglof 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., SadiG., D'andria F., Scardozzi G., 2012)

Before starting the interventions to the theatre datifgcéntury CE, the Italian

team arranged the store yard where the theatre marble blocks were located.
Following this, they completed the anastylosis projetctthe scaenae frong
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 friorthe model compared
to the traditional 2RIrawing(F. Masino et a).2011, p.7679)
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Figure 2.7. 3D prospect of the facaqE. Masino,G. Sobra,F. Gabellon, M.
Limoncelli, 2011, p.B)

Figure 2.8. After the 2013 restoration works, the Hiapolis Theatrd D6 andr i a,
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 documeng&egesta Declaratior{Council of
Europe, 1995)the Eur@ean Charter(Council of Europe, 1997and Syracusa
Charter (Council of Europe, 2004fMasino F., Mighetto P., Sobra G., D'andria F.,
Scardozzi G., 2012, pp.2465)

Part 1 called general criteriacludes 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 prohibitetiviies (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 theafr®lasino F., Mighetto P., Sobra G., D'andria F.,
Scardozzi G., 2012)

Part 2 specifies the duties of applicants under six headings. Responsibittig for
preservation ofhe monument during preparation and performance belongs to the
applicant requestinthe use of the theatréhe 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 authori¥dtiote
security services like rais, 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 wke( 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 sianldr)
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 axadusing, for technical
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staff the specification of parking, and using inner rooms of the stadasino F.,
Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012)

Part 5 is about the preparation of the set, include the tionitaof 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 (prohibégetial

such as tarpaulins, ropes, hooks on masonry strucifukdasino F., Mighetto P.,
Sobra G., D'andria F., Scardozzi G., 2012)

Figure 2.9. a. Context and Accessibility b. Names of that®af the Theatre
(Masino F., Mighetto P., Sobra G., D'andria F., Scardozzi G., 2012, pp5251
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Figure 2.10. a. Spaces and Us@dasino F., Mighetto P., Sobra G., D'andria F.,
Scardozzi G., 2012, 263

Figure 2.11. . Set and Visibility of the MonumeriMasino 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 togation 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 Tourigm

T.C. KOLTOR VE TURIZM BAKANLIGI
KOLTOR VARLIKLARI VE MOZELER

HIERAPOLIS DI FRIGIA riscvsconis s I

e italyan Arkeoloji Heyeti e Missione Archeologica ltaliana G Italian Archaeological Mission

TIYATRO

BUy0k yap: dort ada Uzerine insa ediimistir. Dik olan cavea diazoma'dan iki
kisma bolanmastar, dikey olarak § cuneusa Summa cavea galerisi le 8
basamak yerlestirimisti Ima caveanin (alt basamaklar) orta kism

igin mermer bir exedra sekiinde duzenlenis, yaksek arkalikh
‘arslan ayaki oturaklar, kentin onemli kigieri igindir. Sahne binas, logeion
Ve genis bir sahne arkasina sahiptir ve skene ile baglantiidir. Skene
fronsun 0 dazeni mermer monolit sGtunlar tarafindan podium 0zerine
oturmakta ve burada Apolion ve Artemis'e adanms, bezeli koris
bulunmaktadir. Bu gorkemii yaps, Imp. Septimius Severus zamaninda |.S.
1il yGzyilda, 6nceki evreyi (Flavius donemi) icine alarak ve yok ederek insa
edilmistir. Geg Roma Donemine kadar kullaniimis, bunu arkhitravinin alt
yuzine, |. S. 352 yihina tarihii ve skene fronsun onanmini yazittan
anliyoruz.

THE THEATRE

The theatre is of impressive size and occupies four blocks. The cavea is
divided into two parts by the central diazoma and vertically by 8 staircases
into 9 kerkides. Above was the gallery of the summa cavea. In the centre
of the ima cavea (the lower seats) is a large marbie exedra, with seats
having llon paw terminals and high backs, for persons of high status. The
stage buiding is divided into a logheion (the stage itself) and a scaena.
The scaenae frons was divided into three superimposed orders, sitling
upon a podium decorated with a figurative cycle dedicated to Apollo and
Artemis. This buiding was erected in the third century A.D., during the
reign of emperor Seplimius Severus, enveloping and cancelling an earlier
theatre, perhaps of Flavian date. The theatre was used into late Roman
times; an inscription, dating to A.D. 352, cites the restoration of the.
scaenae frons.

ILTEATRO

Ledificio, di notevoli dimensioni, occupa ben quattro isolati, La cavea &
divisa in due part dal diazoma mediano e, verticalmente, da 8 scalette in
9 cunel, con una galleria di summa cavea. Al centro dela ima cavea (i
gradini in basso) & collocata un‘ampia esedra marmorea, con sedil
terminanti a zampe leonine e alto schienale, per personaggi di alto rango.
L si sviluppa in una

sia

scena. L ticolava pogg
su un podio, decorato da lastre che riproducono un ciclo figurativo
dedicato ad Apollo ed Artemide. Questo edficio fu costruito el f sec.
4.C., sotto fimper gl o un
precedente teatro, forse di et flavia. Il teatro fu utiizzato sino alfeta
tardoromana; un'scrizione del 352 d.C. documenta il restauro della
frontescena

A -

Enl

£ | Ministero dogl Afarl Esteri “Iowa RomincioNy

Figure 2.12 Information Panel of the Hierapolis Theat{Penizli Provincial
Directorate of Culture and Tourism)

Figure 2.13. Concert in Hierapolis Theat(&.C. Denizli Metropolitan
Municipality, 2023)
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Figure 2.14. Concert in the Hierapolis TheatfeK HA ( Khl as Haber Aj al
The ancient city of Ephesus in the UNESCO World Heritage List is located in the

Sel -uk district of Kzmir. The ancient tF
1993 for five years due to security precautiqis Krinzinger, M. Hofbauer,

G.Styhler, A. Ozturk, 2012)n 2001 Elton John had a concéft Krinzinger, M.

Hofbauer, G.Styhler, A. Oztiirk, 2012nd today it still hosts many events and

festivals such aghe International Ephesus Opera and Ba{leiC. Kultir ve
TurizmBakanéj é, . 202 4)

M.KIBAR

‘HISSELI HARIKALAR |

Figure 2.15. a-b-c. Festival posters in Ephesus ThedRepublic of Turkey
Ministry of Culture and Tourism, 2024)
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Figure 2.16. 7th InternationalEpe sus O
2

era and Ballet Festiva
in the Ephesus TheatteBaj é kK, 20 )

The project for ARestoration of the Great
Approach to Safeguarding the Monument and Making it Available fotiaPa

R e u Teeldn, 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 influetimegroject approach

and an interdisciplinary study was carried @tekin, 2011)

Hypothetical reconstructions were avoided in this project and the marble cladding
of the cavea was not included in the emergency resp@reden, 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 intertiens. (Tekin, 2011)The cavea, kerkides

and diazomata sections, which were previously reconstructed with reused

materials, were not intervenétiekin, 2011)
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Figure 2.17. ab. Reconstructed parts of the Ephesus Théagkin, 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 andsubphases(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 seatgTekin, 2011) Project focuses oiscene with backstage, summa

cavea, and the top entrances to the theatre and pQrékm, 2011)

i
L] -

e el =

Figure 2.18. a. Phases and syihases of the projedfTekin, 2011, p.317)p.
Proposal for sumencavegTekin, 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 thepfamof
conservation in such a way as not to cause any problems and it is still an ongoing

process with new find@ekin, 2011)

As mentioned above, the theatre is hosting contemporary uses. The prohibited areas
of the theateare surrounded by security measures. The information signboard of
the theatre in the ancient city was prepared in Turkish, English and German.
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a (i 3 1 uzyil)
Kadat oent gltmelseal Koma Bremied
yap! omitianus (1.S. 81-96) ile
Tr: zamaninda kapsaml
bir ja ilk once ik’ katl
so i gosterisli bir cepheye
kay tiyatro gdsterilerini
sir met etmekteyd;
Rof ilerleyen
dor e Idya(crler

gl as!
kullanildigi da kanitlanmi

Yapi 1.S. nlylldan emen Bnce Biza
sul r duvariar 1na dahil edilir.

© THE GREAT THEATRE
The Great Theatre gocs back to a preceding
f the Hellenistc period (31-

n the Roman perio

the e

l 55
place
aral perod, 7Iadla(urlal cantes(s e
d. > century the
incarporated into-the. Byza

© DAS GROSSE THEATER

Des Grose Theater bgehr(au! cinen hellen).
ingert
rimischer

renarena na L .
Jahrhundert wird das Theater in die byzan-
tinische Stadtmauer eingebunden.

Figure 2.20. Information panel of the Great Theatre of Eph&3d® 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 condition®f 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 theatwith 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 tinginal stone texture and it was removed in
1995(Nicholas P. Stanlefrice & Jukka Jokilehto, 2013)

Figure 2.21. ab. Deterioration of the seating stones caused by plastic materials
(NicholasP. StanleyPrice & Jukka Jokilehto, 2013, p.31)

Figure 2.22. a. The plan of theatre Eraclea Minoa (De Miro, 1966) b. color change
in the cavedRuggirello, 2007, p.2)
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Today, it is protected by an aluminum roof cover cartsed 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 ltalian

IL EATRO DI RACLEA INOA

1 teatro & sisemato nella cavith di wna I teatro s pd dutare al V-1l sec. .C.; risulta

collinetta, Ia pit una serie 11 sec. a.C., quando
di alture che limitano a Nord il planoro della  aloune strutture delFabitato di 1 strato si
‘addassanc ai muri di testata dela gradinata.

citna
11 kollon o cavea, & costruito in conci di mama.
per In maggior parte degli ordini di sedili,

praccinctio (s m %90 sopes il livello
dellorchestra) e Pantistante ambulacro

paralicle. Gili analémmata (mun di sostegno
delle i), i m 3,50,

La cavea, & cul s accede
mediante tro gradini, & divisa in nove setiort
(kerkides) da om0 scalette (Mimakes). Us

Figure 2.23. Information panels of théneatre(The Ancient Theatre Archive,
2024)

REGIONE SICILIANA
ASSESSORATO DEI BENI CULTURALI ED AMBIENTALI E DELLAP.I.
DIPARTIMENTO BENI CULTURALIED E. P.
AREA SOPRINTENDENZA BENI CULTURALI ED AMBIENTALI
. SERVIZIO PER | BENI ARCHEOLOGICI
AGRIGENTO

Dell’abitato ¢ stato messo in luce un i
notevole settore, nel pianoro a Sud del iaf
Teatro. Sono stati accertati due strati
i di abitazioni, risps
riferibili al periodo ellenistico e al periodo
romano repubblicano.
Istrato E' lo sirato di superficie (abitato
1). Esso risulta costituito da case dalla 1
pianta non 522:‘1:3::'; :u:':"’;: ! { edifici composti di grandi vani !
| ‘v"m"‘“i KIE0 ¢ o P pavimentati in cecclopnlo (edifici h
gravitanti su un cortile con focolare. [ y ¥ v i gy . f; o
muri sono costriuti con basamento di ~ pubb‘;m ) ()unn' m‘m'
blocchetti di pietra gessosa ed elevato in cons :“’“’;" """’F‘““:‘- Y
mattoni crudi, le cui tracce si sono . ;i 7 P e md-k o0 s
riconosciute nel riempimento all' interno_ 7 _atehl . m";',"“m 125) al mw(m‘
:le‘l‘v‘am :':;‘:':‘w:‘ ”r':'::::f?:'""* guerra servile (132 a. C.).
organizazione 31 ule shaio | sorrempte AlsmmE
ita in blocchi ( insieme unitario di
ambient) inquadrafi da strade nord- sud s e ""‘;‘ o3
incrociate da strade est-ovest, le quali nell” libera a Sud del blocco M
ricalcano arterie dell'abitato della fase el 1 al
precedente. Non mancano talora aspetti di ;:lno ‘:::" prossimo all’area del
una certa monumentalitd. L'isolato pid a
settentrione prospetta su di un portico ambins (intercapedine per il deflusso
(largo m 2,50) sul piazzale del teatro, :'l'l‘:‘ acque), m

ai muri di testata della cavea furono
addossate e sovrapposte strutture di case
e botteghe ¢ un’officina di figulo, come
suggerisce la quantita di anfore ¢ tegole
rinvenute regolarmente disposte
all'intermo. E' testimoniata anche dna
casa con atrio tetrastilo a Nord della
strada 3, sulla quale si affacciano, da Sud,

’ Progetto cofinanziato dall'Unione Europea - P.O.R. Sicilia 2000 -
L e Misura 2.01 - Azione B Circuito aree archeologiche
OO >

R - . - e i

Figure 2.24. Information panels of the theaif€he Ancient Theatre Archive,
2024)
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Figure 2.25. ab. Protective shelter on thbeatre Eraclea Mino@lines, 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).

LEGENDA

@ vorsErEQUI

Figure 2.26. Syracusa Theatre (Teatro Gre¢Ahcient Theatre Archive, 2024)
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Figure 2.27. Syracusa Theatr@ncient Theatre archive, photo:@michele_ponzio,
2018)

The Syracusa Theatre which is the most important in th€Mitéssale, P. et al,
2015) that has seen many interventions throughout higBulo, 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 activiti€Bo, E., Astolfi, A., Pellegrino, A., Pelegrn
Garcia, D., Puglisi, G. E., Shtrepi, L., & Rychtarikova, M., 2014)

Il n 2012, for the Aeschlusdés Prometheus Unbc
Metropolitan Architecture) designed a stage consisting of (g, Machine and

Raft) temporary and transformable architectural devig@mitskaya, 2012)Ring

is a suspended walkway, machine is a sloping circular platform and raft is a

circular stage for actors and danc@rsnitskaya, 2012)
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Figure 2.28. Stage design by OMAVinnitskaya, 2012)

Figure 2.29. Stage design by OMAVinnitskayg 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 hg@itageil of
Europe, 2004)For this reason, the building has beewestigated 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., Pellegno, A., PelegrinGarcia, D., Puglisi, G. E.,
Shtrepi, L., & Rychtarikova, M., 2014)

General guidelines

Multi-purpose intent Simple elements analysed

No strict limitations to design process 1. Scenic front
Respect of the antiquity of the theatre 2. Stage floor

Temporary structures and light materials

3. Back panels

Acoustic proposals
Reinforce the sound propagation
Execution of other kinds of performance
Control of the Background Noise

|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
Lighting proposals I
I
|

Limitation of glare conditions

Figure 2.30. Diagram of the intentions for design guidelines in the th¢BioeE.
et al, 2014, p.107 Fig. 2)

To sum up, when these exples 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 interventiomsthe 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 pressuresdoet 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, interpretatiorgresentation, and contemporary use of the ancient
performance place$his framework consists of three phases.

PHASE 1: UNDERSTANDING

- analysis of the current situation

- analysis of the previous studies

- understanding and analysis of the previous interventions
- analysis of the different stakeholders

PHASE 2: ASSESSMENT

- evaluation of the current interpretation and presentation studies INTERPRETING &
) . . ) PRESENTING
- evaluation of expectations and demands of stakeholders THE PAST

- determination of the capacity for presentation and utilization

PHASE 3: DEVELOPING STRATEGIES AND PRINCIPLES FOR CONSERVATION,
INTERPRETATION,PRESENTATION and CONTEMPORARY USE

- determining strategies and principles for presentation
- preparation of the interpretive plan

- determining strategies and principles for compatible use

Figure 2.31 Frameworkfor the conservation, presentation, interpretation and
contemporary use of the ancientfpemance places (Gunay, 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 concé@@iMOS, 2013) With the

aim to umerstand 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 pmarily in ancient performance spaces, their history,
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significance and evolutio(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 thflG@MOS, 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
stakeholderassociated with the sitdtCOMOS, 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 deficiendtesthermore, it is crucial to
understand the capacity afcient performance places to be used appropriately for

contemporary events and the current present&Bonncil of Europe, 1995)

Phase 3: Developing Strategies and Principles for Conservation, Intepretation,

Presentation ard 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 consiemvghase 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 stfeading 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 ancierfbpmance places in contemporary

2Segesta Declaration, 1995,& t e x t RestwrationeanddVarmagement of Ancient Theatres
in Turkey: Methods Research, Results (ed. by Filipo, M., Mighetto, P., Sobra , G.), Galatina, 2012
pp:2552 57 6
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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 herige sites, but it should also be inspiring, provocative and
revealing, as Tilden statéEilden, Freeman, 1977Therefore, the objectives of the
interpretation plan can be listed as follows;

1. ATo increase pubnMareness of ¢he significance anch 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 throagative and
iInspiring means of interpretation
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 aroused 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 camecommendations 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

audi €nceso

% These items are based on the following sour@silinger Foster Steinmetz, Edna Kimbro,
Rebecca AllerPast Forward, ln,, 2002)and(Felicity Coleman, Sue Hodges, Caitlin Neely, 2014)
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In summary, why interpretation of the site is impott 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 shstainability of
knowledge(James Carter, 2nd ed. 2001)

WHY IT IS IMPORTANT

- to demonstrate the significance of the site
- to understand the site
- {0 raise awareness
- to Increase curiosity

- to manage the site and visitors

WHAT TO INTERPRET

- significance of the site
- features of the site
- the stories about the site

- the themes related to the significance of the site

FOR WHOM IT WILL BE INTERPRETED

- expectations of the stakeholders
- demands of the stakeholders

- interests of the stakeholders
HOW TO INTERPRET

- information, guidance panels
- thematic routes and panels
- web, social media, QR code
-brochure, books, booklets
- virtual reconstruction
- compatible use of the site
- interpretation and presentation strategies

and principles

MANAGEMENT OF THE SITE

- selection of the meterials
- staff employment

- maintenance

EVALUATION & MONITORING
- evaluation of the work
- evaluation of its effectiveness in terms of its
purpose
- improvement for the better and more

effective

Figure 2.32. Frameworlfor Interpretation (Glnay, 2024)
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The reuse 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 respectiripe 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 te protection of the structure and the safety of the audi@@oencil of
Europe, 1997)

In the case of reise for modern activities, clearer rules and practices for the public
use of the site are requiré@ouncil of Europe, 2004)-irst 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 taff 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 prepareg@ouncil 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 activitCouncil 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 asses&oemicil of
Europe, 1995)

* Segesta Declaration, 1995, & t e x t West®rationeanddMamagement of Ancient Theatres
in Turkey: Methods Research, Results (ed. by Filipo, M. Hditp, P., Sobra , G.), Galatina, 2012
pp:2552 57 6
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INTERVENTIONS FOR THE PROTECTION
OF THE STRUCTURE

repair restoration

anastylosis strengthening
maintenance reconstruction

APPROPRIATE INFRASTRUCTURE

WC clean water

environmental design electricity
parking pedestrian ways

PREPARATION OF GUIDELINE

setting limitations i clear regulations

MANAGEMENT DURING ACTIVITY

capacity experienced staff
clear routes professional technical
security measures team
AFTER THE ACTIVITY
dismantling
cleaning

damage assessment

Figure 2.33. Frameworkfor Contemporary Use of Ancient Performance Places
(Glunay, 2024)
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CHAPTER 3

THE CASE STUDY: CNIDUS ANCIENT SMALL THEATRE

This chapter aims to investigate the current situation of Cnidus by examining site
location, geography, historical bBayground, 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 intergeeplan 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 secotigtig\ncient 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 reseahnestory, architectural and archaeological

remains and other components of the ancient city will examine

3.1.1 GeneralInformation on the Cnidus Ancient City

The ancient city Cnidus (New Cnidus) is located at the tip of a peninsula
approximately 67 km long irhe southwest of Anatolia, within the boundaries of
Dat-a or Rekadiye peninsula it i's 157
Datca. In the ancient era it was called the Cnidus penifsideo k s anal t & E.
2006) This peninsuldorms 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 Turkiéyincludes limestone formations,

rocky cliffs, and a Mediterranean climate with hot, dry summers and mild, wet
winters. Yz ék°y i s a hinterland of a Cnidus and t
Acropolis and fertile bays can be acces@@ainsOzgan, 2002)Today, access to

the site is provided by the a®rgharathet r oad fr
main road.

The presence of 103 archaeological sites (including Cnidus, Halicarnassus,
Labraunda, Kaunos, etc.) within the borders

been home to many civilizations throughout history and the richness &giloa.r

4 YMARMARIS

Mediterranean Sea

o

Figure 3.1. Location ofCnidus(Gunay, 2024)Aerial photograph retrieved from
Google Earth)
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- MURDALA

DEGIRMENBURE 2=

CNIDUS
(NEW.GNIDUS)
»

Figure 3.2. Cnidus and Nearby Locatiof&unay, 2023JAerial photograph
retrieved from Googl&arth)

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 af 'Dat¢
or 'Cnidus Peninsula, is today called Cap @&veboynu 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 wo natural ports as Strabo reportgdtrabon, 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 mainldahd
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 Cr{GUnay, 2023JAerial photograph retrieved from Google Earth)
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https://en.wikipedia.org/wiki/Pous



















































































































































































































































































































































































































































































































































































































