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THEATRICAL FORMS OF CONTEMPORARY EXISTENTIAL
THEATRE OF THE ANTHROPOCENE IN ENGLISH-LANGUAGE
AND GERMAN DRAMATURGY (COMPARATIVE ANALYSIS)

The article explores contemporary English-language plays (“The Contingency Plan” by S. Waters,
“Sila” by C. Bilodeau) and German performative narratives from experimental theatrical platforms
such as Rimini Protokoll and the Berlin Theater of the Anthropocene, which depict the consequences
of ecological disasters and their impact on society. The analyzed and compared works not only
address environmental issues but also interpret humanity s crisis as a result of global changes in
the interaction between the natural and social environments.

The author argues that within the contemporary Anthropocene theater, British playwright
S. Waters (“The Contingency Plan”) and the German performative platform Rimini Protokoll
represent two distinct approaches to understanding the climate crisis: from psychological intimacy
and dramaturgical immersion in the inner world of the individual, to performative simulations
of political reality and collective responsibility. Despite differences in form and theatrical language,
both artistic projects share a common goal — to push the viewer beyond passive observation,
compelling them to experience the catastrophe as either a personal or systemic drama, and to
question the boundaries of theater, action, and human subjectivity in an era of global transformation.

The play “Sila” by Canadian playwright C. Bilodeau, examined in the article by N. Yuhan,
along with the works of the Berlin Theater of the Anthropocene, demonstrate how contemporary
theater can become a powerful tool for ecological awareness and social transformation by
combining aesthetics, science, and activism. Both approaches — Bilodeau s intimate and emotional,
and the Theater of the Anthropocene's institutional and analytical — immerse the viewer in ecological
issues, expanding the understanding of human responsibility toward nature.

The article concludes that the examined works of German-language dramaturgy reveal a growing
interest in the theme of ecological catastrophe in Western European literature. Interpretations
of humanitys existential crises not only highlight the direct consequences of environmental
destruction but also encourage the search for new forms of social and cultural responsibility, which
is especially relevant in the context of global change.

Key words: contemporary English-language drama, contemporary German drama, Anthropocene
theater, existential crisis, comparative studies, experimental theater.

Statement of the problem. Today, contemporary
German drama has become a platform for reflecting
on the challenges society faces under the pressure of
the global ecological crisis. In light of growing threats
such as ecological disasters and climate change, both
English-speaking and German playwrights find in
their productions a space to express doubts, fears,
and the dilemmas of the present. The analysis of
environmentally themed works allows us to trace how
ecocriticism evolves into a symbol of the inevitability
of change — a change that affects not only the natural
world but also the social fabric of society.

The material of our research includes English-
language works such as Steve Waters’s “The
Contingency Plan” (2009) [18] and C. Bilodeau’s
“Sila” (2014) [4], as well as the performative

narratives of the well-known German experimental
theatrical platform Rimini Protokoll [13] and the
Berlin Theater of the Anthropocene [17].

Analysis of recent research and publications. The
ecodrama “The Contingency Plan” (2009) by Steve
Waters has not become the subject of a separate literary
study. However, a number of interesting observations
have been made in short reviews, particularly about
the features of staging the main eco-narratives [16].
For example, a reviewer of Steve Waters' book in a
column for “The Evening Standard” noted: “Waters
has done a huge number of things right here, not least in
leavening his all-too-believable Armageddon scenario
with dialogue crackling with sardonic humour” [15].

In the article by W. Nassim, dedicated to Chantal
Bilodeau’s play “Sila”, it is discussed how this
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dramatic work represents climate change through the
lens of mobility and interspecies interactions in the
context of the Canadian Arctic. The author notes that,
relying on an interdisciplinary approach to mobility,
Chantal Bilodeau’s play reveals the mechanisms of
constructing meaning in the discourse on climate
change, focusing on personal experiences of loss,
contradictory forms of mobility, and the complex
interaction between the human and non-human
dimensions [10]. In M. Morano’s note, “Sila” is
described as the first play of Chantal Bilodeau’s “Arctic
Cycle”, in which the playwright explores the lives of
Arctic inhabitants against the backdrop of climate
change. The critic examines the creative history of the
play and concludes that the author, based on interviews
with local residents, scientists, and activists, creates a
dramaturgical canvas that combines personal stories,
environmental issues, and cultural conflicts [9].

Several academic works have been dedicated
to the analysis of the performances by the German
experimental platform Rimini Protokoll, from the
perspectives of documentary theatre (M. Dreysse,
F. Malzacher, and E. Ringler-Pascu [5-7; 14]), the
dichotomy or even antagonism between dramatic
and postdramatic theatre (J. Birgfeld [12]), and the
reflection of current political and aesthetic discourses
(J. Shannon [8]). In several of our studies, we have
examined the specifics of representing existential
challenges and the intermediality of the performances
by this German theatrical platform [21].

Margarete Affenzeller, in her review, presented
the work of the Berlin Theater of the Anthropocene,
defining its place and significance in society as: “to
make knowledge about our planet and its ecosphere
and the consequences of our actions tangible” [1].
Sabine Wilke analyzed the term “Anthropocene” as
a concept of ecocriticism in the context of theatre
studies, based on the experience of the “Theater of
the Anthropocene” [20]. Two of our works were
also devoted to studying the performances of this
German experimental ecological theatre, particularly
comparing the works of Ukrainian and German
playwrights on ecological disasters [22], and
examining the specificity of psychological depth in
the performative narratives of the Berlin “Theater of
the Anthropocene” [23].

It can be stated that the dramatic representations
of ecological problems and contemporary disasters
in English-language and German-language drama
proposed for this analysis have not been sufficiently
studied. Moreover, a comparative analysis of the
works has not been conducted. Thus, our research is
of scientific novelty.
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Task statement. The task statement is to
explore the characteristics of the existential crisis
and the consequences of ecological catastrophe in
contemporary English-language and German plays. To
analyze this topic, we apply several interdisciplinary
and literary approaches and research methods that
help to deeply examine existential themes, the issue
of ecological disaster, and the artistic specificity
of modern German-language dramatic texts in
comparison. The existentialist approach (Martin
Heidegger, Maurice Blanchot, Georges Bataille,
Colin Wilson, Marshall B. Terry, Richard Kearney,
among others). Existentialism as a philosophical and
literary movement enables a focus on themes such as
the absurdity of existence, the search for meaning in
times of crisis, and the feeling of despair. Ecocriticism
(Chellis Glendinning, Lawrence Buell, Glen A. Love,
Serenella Iovino, Scott Slovic, Timothy Clark). The
method of ecocriticism is effective for analyzing the
interaction between humans and the environment,
and the consequences of ecological catastrophes in
literary works. Comparative literature studies (Hans
Robert Jauss, René Wellek, Claire Bartlett, Fredric
Jameson, Theo D’haen, Christoph Parry) provide
the methodology and tools for comparing English-
language and German dramatic works.

The combination of these methods allows for
a multifaceted analysis of contemporary dramatic
experiences that reflect existential crises and the
consequences of ecological catastrophe in the context
of English and German literature. Such an approach
contributes to the study of the philosophical, social,
cultural, and psychological dimensions of these
themes.

Outline of the main material of the study.
Steve Waters’ cycle “The Contingency Plan” (2009),
consisting of two plays — “On the Beach” and
“Resilience” — is one of the most striking examples of
contemporary English-language drama that addresses
the theme of climate catastrophe not only as a global
threat but also as a deeply personal, existential crisis
of the individual.

Both plays create an atmosphere of emergency,
in which the reader is faced with a dilemma: is it
possible to prevent a catastrophe if the very systems
meant to provide protection are themselves in crisis?
At the same time, Waters’ dramatic structure avoids
direct didacticism. Instead, what unfolds before us is
an intimate, psychologically charged drama, where
the private and political are tightly interwoven.

In “On the Beach”, the existential crisis manifests
through the relationship between a father and son —
two generations of scientists who view humanity’s
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role in a changing world differently. The protagonist,
Will Paxton, returns from Antarctica to find himself
misunderstood by his father, a former glaciologist
who had abandoned his career. Through the lens of
familial conflict, the play raises a broader question:
can personal responsibility stand against systemic
inaction? Symbolically, the setting is a coastal
area — a liminal space between land and sea, life and
death, stability and disaster. In this “inter-world”, the
characters are not just afraid of being flooded — they
have already experienced it internally.

In “Resilience”, the focus shifts to the political
sphere, where decisions are (or rather, are not) made
by a government unable to cope with the scale of the
threat. Waters shows how science, despite its potential
for foresight and action, is crushed by political
interests, selfishness, and institutional inertia. Will’s
character clashes with Colin Jenks — a representative
of the old scientific guard more concerned with
maintaining influence than seeking truth. The
discourse of rational knowledge loses its authority,
becoming a tool for manipulation.

Despite using a traditional dramatic form, Waters
effectively blurs the line between “large” and “small”,
between the global landscape and the intimacy
of a family living room or a ministerial office. In
this sense, “The Contingency Plan” approaches
postdramatic thinking: the stage becomes a space not
for linear narrative but for the collision of fragmented
experiences, political strategies, and personal
breakdowns.

A key feature of the cycle is the atmosphere of
inevitability, where the action unfolds not by the
laws of development, but as a gradual descent into
crisis. The catastrophe is not shown directly — its
physical presence is deferred in time, but emotionally
it has already occurred. This creates deep existential
tension: the characters live in a “pre-catastrophic”
time, on the edge, where every word carries weight
and every action might be the last.

Thus, “The Contingency Plan” is not only an
example of “ecological drama” but also a profound
reflection on the loss of control, on the limits of human
influence over global processes, and on the internal
loneliness in the face of climate apocalypse. Waters
transforms the stage into a space of slow catastrophe,
where the voice of science competes with the voice
of fear, and the existential crisis runs parallel to the
ecological one.

Like the English-language play “The Contingency
Plan”, the German production “Weltklimakonferenz”
(2014) [19] by Rimini Protokoll raises deeply
existential questions related to the ecological

crisis. The theatrical space simulates the hall of
an international climate summit, where audience
members, acting as delegates, face moral dilemmas:
making decisions that may contradict their own
beliefs. This creates a sense of personal responsibility
and provokes reflection on the role of the individual
in the age of climate change.

The project appeals to internal conflict, as climate
change is presented not only as a global threat but also
as a crisis of human identity, morality, and the future of
existence. Participants experience emotional tension,
finding themselves on the boundary between the
personal and the political, elevating the performance
to the level of existential experience. In the context
of the Anthropocene, theatre becomes a means of
comprehending the loss of control over the world,
symbolizing the disharmony between humanity and
nature. Ecocide in these productions emerges as not
only an ecological challenge but also an ontological
one — a threat to the very meaning of human existence.

In their artistic strategies, both Steve Waters
and Rimini Protokoll address the theme of climate
catastrophe, but they do so using fundamentally
different theatrical languages, reflecting the differences
between English-language and German cultural
contexts. Both practices operate at the intersection
of art, politics, science, and personal experience, yet
they offer the viewer distinct ways of immersing in
the crisis of modernity.

Steve Waters, in “The Contingency Plan”,
constructs a classical dramatic structure in which
the ecological threat is filtered through individual
experience, family conflict, and political impotence.
He focuses on the internal landscape of characters
experiencing  pre-catastrophic  anxiety. Waters
operates within the framework of traditional drama but
approaches postdramatic thinking through fragmented
experience, the atmosphere of inevitability, and the
blurring of boundaries between the private and the
global.

In contrast, “Weltklimakonferenz” by Rimini
Protokoll abandons dramatic fiction. Here, the viewer
does not observe the characters — they become the
character, taking part in simulated international
climate negotiations. The project erases the boundary
between viewer and actor, between performance and
reality, transforming theatre into a political laboratory.
In this sense, Rimini Protokoll implements not so
much the aesthetics of existential experience as the
mechanics of collective responsibility, modeling
decision-making in real time.

In Waters’ work, the existential crisis unfolds
within the individual who experiences a loss of
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trust in science, in the system, and in themselves.
The characters in his plays teeter on the brink of
existence in both literal and metaphorical senses:
the family home on the coast — a symbol of fragility
and temporariness — emphasizes the vulnerability of
individual existence in the face of global change.

In Rimini Protokoll, the crisis is presented through
institutional paralysis and the paradox of action without
action: participants make decisions that simulate
political reality, yet feel their own powerlessness to
change anything on a global scale. The existential
tension here is caused not by an internal rift, but by
the clash between personal beliefs and the external
role imposed by the format of "negotiations."

Both productions function as a form of diagnosis
of the present: Waters explores how psychological and
political apathy paralyzes the ability to act in the face
of catastrophe; Rimini Protokoll demonstrates how
bureaucratic and rhetorical mechanisms turn the crisis
into a simulation of action. However, their methods
of "diagnosis" differ. Waters emotionally immerses
the audience in the inner world of the characters,
where the catastrophe is both an external and internal
landscape. In Rimini Protokoll, the theater approaches
a scientific-media hypertext, in which data, diagrams,
interactivity, and a journalistic format create an effect
of analytical participation.

Despite the differences in forms, both theatrical
projects show that the ecological catastrophe is not
only an environmental issue but also a challenge to
human subjectivity. Waters speaks of the loneliness of
an individual who has lost control. Rimini Protokoll
emphasizes the crisis of collective decision-making,
where the ethical becomes political, and the political
acquires theatrical qualities.

Thus, these two approaches in contemporary
German dramaturgy demonstrate the polyphony of
theatrical responses to the ecological crisis: from
deep psychological drama and traditional dramaturgy
to a radical experiment with form, the boundaries
of theater, and the very concept of the audience.
Waters' English-language model tends towards the
internalization of catastrophe, while the German
theater of the Anthropocene in Rimini Protokoll leans
toward its institutional, collective, and performative
understanding. Both approaches become forms
of existential theater of the Anthropocene, where
the human is portrayed not only as a witness but
as an active or passive participant in the ongoing
catastrophe.

The play “Sila” by Canadian playwright Chantal
Bilodeau (premiered in 2014) embodies and
reinterprets the discourse on climate change in the
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Arctic region. Bilodeau explores the Arctic not as a
remote and exotic place, but as a dynamic space where
global ecological processes, political interests, and
the way of life of Indigenous communities intersect.
Her approach combines scientific perspective with
cultural narrative, offering a theatrical exploration
of ecological justice, the vulnerability of human
and non-human beings, and the struggle for identity
amidst rapid environmental transformations.

At the heart of the play is the clash of ideas about
mobility — both literal (migration of people and
animals) and symbolic (cultural transitions, loss of
traditions, transformation of beliefs). Through the
imagery of breath, lines, and paths — both material
and spiritual — “Sila” emphasizes the experience of
personal loss, the fragility of life, and the necessity of
memory. Inuit cosmology takes on special significance
here: the word “sila” in Inuktitut means both “air”,
“weather”, and “life force”, which emerges as the
leitmotif of the play.

Bilodeau integrates three languages (English,
French, and Inuktitut), elements of oral poetry,
mythology (particularly the figure of Nuliajuk, the
goddess of the ocean and the underworld), and puppet
theater, creating a polyphonic and multilayered
text where science, the personal, the collective, the
rational, and the mythological intertwine. The eight
characters — including an Inuit activist, her grandson,
a climatologist, a poet, a coast guard officer, and even
two polar bears — embody different perspectives on
climate change while simultaneously demonstrating
how social status, ethnicity, age, gender, and even
species affiliation determine access to resources and
the right to a voice in the future of the Arctic.

“Sila” is the first play in a cycle of eight works
under the collective title “The Arctic Cycle”, each
dedicated to a different Arctic region country [9]. This
project aims to comprehensively reflect the climatic
transformations in the polar belt through human
stories, with particular attention to the voices of
Indigenous peoples. According to Bilodeau, theater is
one of the few artistic mediums capable of conveying
not only the scale of the crisis but also the emotional,
corporeal, and spiritual depth of the ecological threat
[9]. As the playwright notes, her task is not to present
scientific facts, but to transform them into living
relationships, conflicts, and choices with which the
audience can identify [9].

Thus, “Sila” not only represents the challenges of
climate change in Northern Canada but also questions
the very ability of theater to remain detached from
the “political”. It is an aesthetic response to the “great
de-rationalization” (Amitav Ghosh), which points to
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the inability of traditional literature or dramaturgy to
grasp the climate crisis. Bilodeau demonstrates that
when theater becomes a place where science, myth,
and life collide in an open dialogue, it transforms into
a tool of social transformation.

One of the most recognizable aesthetic strategies
of “Sila” is the inclusion of animal imagery —
particularly polar bears, which not only embody “wild
nature” but also give a voice to those usually unheard
in discussions about climate change. In Bilodeau’s
play, polar bears do not function merely as symbols of
vulnerability or “victims” of ecological catastrophe.
They are granted a voice, they think, feel, reflect, and
even pose ethical questions — particularly regarding
humanity’s role in disrupting the balance of the world.

A poignant dialogue between a mother bear and
her cub, who innocently asks who “broke the ice”,
becomes the dramatic embodiment of the Arctic
crisis. The mother's response — “The ice was broken
by Nuliajuk, and she is angry because people have
angered her” [4, p. 41] — shifts the issue from the
rational to the spiritual-mythological realm. This
moment not only honors the Inuit understanding of the
interconnectedness of all life forms but also reminds
the audience that every change in the environment is
a result of violating a certain cosmic order.

The symbol of breath — or “sila”, as the word
simultaneously means “air”, “breath”, “spirit”, and
“weather”— pervades the play, acting as a metaphor
for the life bond between people, animals, and
the environment [9]. In “Sila”, breath is an act of
existence, memory, mourning, and hope. It is also an
indicator of change: the air becomes warmer, heavier,
unbreathable — it changes not only physical well-being
but also the cultural ecosystem in which it circulates.

Breath, as a bodily and metaphysical act, unites
the characters, providing the play with rhythmic unity.
This motif reveals ecological empathy: to understand
another — be it a person or an animal — you must
“breathe the same air”, feel the change in the climate
not only with the mind but with the body. Such
empathy, offered by contemporary Anthropocenic
theater, serves as a temporary but powerful means of
restoring the connection between the human and non-
human worlds.

Theimagery ofanimals and breath in “Sila” notonly
enriches the dramaturgical language but also allows
for a rethinking of the very nature of the ecological
narrative: not as stories of catastrophe but as stories
of coexistence, interdependence, and responsibility.
Through these images, the play transforms from an
artistic expression into an ethical call — to listen, to
breathe together, to act.

The Berlin-based “Theater of the Anthropocene”
(“Theater des Anthropozidn™), established in 2020
by a collective of scientists, artists, and playwrights,
integrates art, science, and public discourse to
explore the intricate relationship between humanity
and nature amidst ecological challenges. Its mission
is to craft stage productions that evoke emotional
responses from audiences, fostering new models of
ecological consciousness.

One of its pivotal productions, “Advocates
of Nature” (“Anwilte der Natur”), delves into
the concept of granting legal rights to nature.
Grounded in real court cases, expert interviews, and
documentary materials, the performance combines
theatrical action with multimedia elements, sound
design, and scientific simulations. This immersive
approach places the audience within a fictional
ecosystem they are compelled to defend, utilizing
digital interfaces, climate data visualizations, and
interactive components to transform spectators into
active participants.

The psychological dimension of “Advocates of
Nature” is manifested through actors — comprising
scientists, lawyers, and activists — portraying
themselves and sharing personal narratives. This
technique not only informs but also immerses the
audience in moral dilemmas, encouraging empathy
towards nature as a living entity. The performance
even involves the audience in decision-making
processes, such as deliberations on deforestation,
thereby emphasizing individual responsibility within
a global ecological context.

Another notable production, “The Circus of Trees”
(“Der Zirkus der Bdume”), centers on the role of
trees in urban environments. Through puppetry, video
projections, and bioacoustic elements, viewers are
transported into a forest ecosystem where trees serve
as protagonists and narrators. The performance melds
scientific accuracy with emotional depth, featuring macro
footage of root systems, sounds of mycelial networks,
and visualizations of photosynthesis, effectively
transforming the stage into a living ecosystem.

The core idea of this performative narrative
is to establish an emotional connection between
the audience and nature. Trees “tell” their stories,
discussing seasonal changes, storms, and interactions
with othertrees. This psychological approach cultivates
a new form of ecological empathy. Interactive
segments, such as sensory “transformations” into
trees, allow viewers to experience being part of the
natural environment.

The performance synthesizes art, urban studies,
and ecological science, functioning both as a
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fairy tale and a scientific exploration. Through its
transdisciplinary nature, “The Circus of Trees” not
only narrates a story but also creates a communicative
platform that influences public consciousness and
ecological responsibility.

Both productions exemplify how contemporary
theater serves as a medium for reflection, education,
and action, creating spaces where ecology transitions
from an abstract issue to a tangible experience.

The production “Anthropos Tyrann (Oedipus)”
(“Anthropos Tyrann (Odipus)”) offers a modern
interpretation of Sophocles’ tragedy, reimagining the
myth of Oedipus through the lens of ecological and
social crises characteristic of the Anthropocene. This
theatrical project demonstrates a profound connection
between classical archetypes and contemporary
environmental issues. Employing an interdisciplinary
approach, the performance fuses drama with scientific
knowledge, crafting a transdisciplinary performative
narrative.

The central theme revolves around humanity’s
responsibility for global changes. The existential
dimension is portrayed through characters’ constant
confrontations with fate, choice, and the limits of
human influence. Through the figure of Oedipus,
the audience contemplates the psychological depth
of modern individuals, grappling with internal
conflicts between knowledge and ignorance, guilt and
redemption. The production poses the question: Do
we, as a species, still have the opportunity to avert
catastrophe, or is our path irrevocably determined?

A distinctive feature of the performance is
its intermediality utilizing 360-degree streaming
technology that immerses the audience in the
events, making them active participants. This
approach transforms the viewing of a tragedy into an
experimental form of perception, turning the theater
into a space for existential experience. Stage symbols,
multimedia elements, scientific texts, and ancient
Greek allusions intertwine within a complex artistic
field open to interpretation.

A thematically similar yet formally distinct
project, “Requiem for a Forest” (“Requiem fiir
einen Wald”), is a performance-requiem dedicated
to the loss of forest ecosystems. The production
combines classical music, poetry, video art, and
scientific lectures, creating a ritual of mourning and
awareness. Here, the forest emerges as a cultural
and existential symbol, whose loss evokes both
collective and personal grief.

The performance engages the audience’s emotions,
compelling them to feel not only the destruction of
nature but also the profound sense of loss as a part of
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themselves. Its intermediality is evident in the fusion
of texts ranging from the ancient “Edda” to Richard
Powers’ contemporary novel “The Overstory”, music
by Franz Schubert, and philosophical and scientific
excerpts. This creates a transdisciplinary space where
theater transcends art to become an ethical platform
for dialogue.

The psychological and ritualistic aspects of both
productions signify a renewal of theater as a form of
existential expression in the Anthropocene era. They
unfold modern tragic narratives where humanity
confronts its own threats. Both “Anthropos Tyrann”
and “Requiem for a Forest” are not merely theatrical
works but instruments of thought and reflection,
prompting the audience to question: "What is my
place in this changing world?”

In this way, Germany’s “Theater of the
Anthropocene” establishes a unique space for
contemporary existential theater, merging science,
art, and activism. These productions embody the
transformation of classical forms in response to
modern challenges — ecological crises, identity
loss, and the limits of human dominion over nature.
Through intermediality, psychological depth, and
transdisciplinarity, they emerge as pertinent art forms
of our time.

The play “Sila” by Canadian playwright Chantal
Bilodeau and the projects of the German, Berlin-based
Theatre of the Anthropocene, including “Advocates
of Nature” (“Anwilte der Natur”) and “Anthropos
Tyrann (Odipus)”, are examples of contemporary
theatre that actively engages with ecological themes
and questions the role of humans in a world changing
under the influence of anthropogenic activity. Both
theatrical projects can be compared in terms of their
use of theatre as a tool for social transformation,
where science, culture, and ecological responsibility
become interconnected components.

In “Sila”, Chantal Bilodeau emphasizes climate
change in the Arctic, using a polyphonic text that
combines scientific perspectives with cultural
narrative. The play not only presents environmental
issues but also raises questions of identity and the
interdependence of humans, animals, and nature.
Through the motifs of breath and polar bears — who
not only symbolize the fragility of nature but are
also given a voice — Bilodeau invites the audience
to experience a physical and emotional connection
to the ecological crisis, calling for empathy with all
forms of life. Bilodeau’s approach to ecology can be
seen as a call to action rooted in the understanding
that changes in the environment are the result of a
disruption of cosmic balance.
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The Theatre of the Anthropocene also
actively engages with ecological issues, using
an interdisciplinary approach that combines
scientific knowledge, activism, and art. The

production “Anwilte der Natur” explores the idea
of legal rights for nature, involving the audience in
decision-making through interactive elements that
create a sense of direct responsibility. Here, nature
takes the role of the plaintiff, while the spectator
becomes the advocate, highlighting the importance
of personal involvement in global environmental
issues. In this way, theatre becomes not only a
space of emotional engagement but also a platform
for collective reflection.

The performance “Anthropos Tyrann (Odipus)”,
also part of the Theatre of the Anthropocene,
employs an intermedial approach and uses
Sophocles’ classical tragedy as a metaphor for
the contemporary ecological crisis. Through the
figure of Oedipus, the production explores themes
of fate, choice, and humanity’s responsibility for
environmental destruction. Multimedia elements,
scientific texts, and classical allusions construct
a complex performative narrative, where theatre
becomes a space for contemplating human actions
in the context of global ecological change.

In its projects, the Theatre of the Anthropocene
uses a transdiscursive approach, combining science,
art, and activism to create a unique platform for
dialogue about environmental issues. Performances
(such as “Requiem fiir einen Wald”, dedicated to
the loss of forest ecosystems) add emotional depth
to theatrical discourse by integrating music, poetry,
video art, and scientific lectures, emphasizing not
only the destruction of nature but also the depth
of collective loss. This transforms theatre into
a tool for environmental education and social
mobilization.

Thus, both “Sila” by Chantal Bilodeau and the
productions of the Theatre of the Anthropocene
demonstrate the powerful emotional and
intellectual impact theatre can have on the
audience, transforming spectators into active
participants in ecological processes. By combining
scientific approaches with artistic means, these
theatrical works not only pose important questions
but also call for concrete actions in response to
contemporary ecological challenges. They embody
a new approach to theatre that functions not only as
a form of art but also as an instrument of social and
ecological transformation.

Conclusions. Based on the analysis, it can be
argued that all the examined plays of English- and

German-language experimental theatre reflect the
complex crisis of contemporary society, where
ecological catastrophe becomes not only a theme
but also a metaphor for the crisis of values, social
institutions, and moral orientations. Playwrights
employ poetic and often symbolic language to
convey the inner contradiction between humanity’s
desire to preserve nature and the inevitable
destructive force of technological progress.

In the contemporary theatre of the Anthropocene,
British playwright Steve Waters (“The Contingency
Plan”)and the German performative platform Rimini
Protokoll represent two fundamentally different
approaches to interpreting the climate crisis:
from psychological intimacy and dramaturgical
immersion into the inner world of the individual
to performative simulations of political reality
and collective responsibility. Despite differences
in form and theatrical language, both artistic
projects share a common goal — to move the viewer
beyond mere observation, making them experience
the catastrophe as a personal or systemic drama,
while also challenging the boundaries of theatre,
action, and human subjectivity in an era of global
transformations.

The play “Sila” by Canadian playwright Chantal
Bilodeau and the projects of the Theatre of the
Anthropocene demonstrate how contemporary
theatre can become a powerful tool for ecological
awareness and social transformation by
combining aesthetics, science, and activism. Both
approaches — the intimate and emotional one of
Bilodeau, and the institutional-analytical one of
the Theatre of the Anthropocene — immerse the
audience in environmental issues, expanding their
understanding of human responsibility toward
nature. Here, theatre emerges not only as a space
for artistic expression but also as a living platform
for interdisciplinary dialogue that fosters a new
ethical sensitivity in the era of climate change.

The studied works of German-language drama
reflect a growing interest of the contemporary author
and reader in the theme of ecological catastrophe in
Western European theatre. They show how artistic
engagement with environmental threats can become
a catalyst for broader discussions about the future
of civilization. These interpretations of crises
not only highlight the immediate consequences
of environmental destruction but also stimulate
the search for new forms of social and cultural
responsibility, which is particularly relevant
in the context of global ecological and social
change.
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IlopiBHsIIbHE J1iTEPAaTypPO3HABCTBO

IOran H. JI. TEATPAJIbHI ®OPMU CYYACHOI'O EK3UCTEHIIHOI'O TEATPY
AHTPOIIOIIEHY Y AHIJIOMOBHIN TA HIMEIBKIV TPAMATYPI'TI (KOMITAPATUBHUM
AHAUJII3)

Y emammi oocniosicyromocs cyuacui anenomosni n’ecu (S. Waters “The Contingency Plan”, C. Bilodeau
“Sila”’) ma nimeyvki nepghopmamusHi napayii ekchepumeHmarbHux meampaibrux niamegopm Rimini Protokoll
i bepruncoxuii Teamp Anmponoyeny, sKi 300paicyiomv HACAIOKU eKON0TYHUX Kamacmpodh ma iXuitl 61U Ha
cycninbemao. Ilpoananizoeani ma 3icmasneni n’ecu He auuie 0eMOHCMPYIONb eKON02IUHY NPOOLeMAMUKY, dile
1l iHmepnpemyoms Kpu3sy a00Cmed K HACAIO0K 2100ATbHUX 3MIH Y 83AEMOOIL MIdNC NPUPOOHUM [ COYIATLHUM
cepedoguuyem.

Asmopka 00600ums, wo y cyuactomy meampi Anmponoyeny anenicys C. Yomepc (““The Contingency Plan”)
i HimeybKa nepghopmamusna niamgopma Rimini Protokoll penpeszenmytoms 06a pizni nioxoou 00 ocMucienms
KMAMU4HOl Kpusu: 6i0 NCUXOL02IYHOL IHMUMHOCIE Ma Opamamypeiuno2o 3aHyPeHHs Y 6HYMPIUHIL C8im
ocobucmocmi 00 neppopmamuenoi cumyaayii NOAIMUYHOT PearbHOCmi Ul KOLeKMUHoi 8I0N0GI0AIbLHOCHII.
Obuosa xyoooxcui npoekmu, nonpu GIOMIHHOCMI y (opmax i meampaivHux MO8ax, SUSGILIONb CHIIbHY
Memy — 8ugecmu 2nA0aua 3a MedxiCi CNO2NIAOAHHS, 3MYCUBLUU 11020 NePeXCUm Kamacmpodg)y ax ocobucmy abo
cucmemmy opamy, ad maxKoxic NOCMagumu nio CymHie mexici meampy, Oii il 1100CbKoi cyo’ ekmHocmi 6 enoxy
21006anbHUX mpancgopmayiil.

Posenanymay cmammi H. IO2an n’eca kanaocokoi opamamypeini I11. binoodo «Silay ma meopu bepnincorozo
Teampy Aumponoyeny OeMoHCMpYOMb, AK CYYACHUL Meamp Moxtce CMAmu NOMY*CHUM [THCIPYMEHMoM
eKoN02IYHOoI ceioomMocmi ma coyianvioi mpancgopmayii, nOEORYIOHU ecmemuKy, HayKy i akmusizm. Oouosa
nioxoou — immumuuil, emoyitnui y binooo ma incmumyyitino-ananimuunuu y Teampy Anmponoyeny —
3AHYPIOIOMb 211A0AYA 8 eKON02IUHY NPOOLEMAMUKY, POSUWUPIOIOYU U020 YABLEHHS NPO 8IONO08I0ANbHICTb TH0OUHU
nepeo npupoooro.

Y emammi pobumucs 6ucnosok, o meopu 2epmancobkoi Opamamypeii 0eMoHCmpyioms 3p0CHanHs ikmepecy
00 npobremamuxu exokamacmpog 6 3axionoesponeiicokili aimepamypi. Ilnmepnpemayii ex3ucmeHyitiHux
Kpu3 a100cmea He auie SUCBIMIIOmb 6e3nocepeoni HACAiOKU 3HUUeHHsT 008K, ane U CIMUMYIIOINb
NOWLYK HOBUX (POpM COYIANbHOT Ma KYIbmypHOI 8ION0GIOANIbHOCHI, WO € HAO36UYALHO AKMYATbHUM 8 YMOBAX
27100ANbHUX eKONOSTUHUX MA COYLAIbHUX 3MIH.

Knwuosi cnoea: cyuacna auenomosna Opamamypeisn, Cy4dcHa Himeyvka Opamamypeis, meamp
AumponoyeHny, ex3ucmenyitina Kpusd, KOMRApamueiCmuKd, eKCnepumeHmaibHull meamp.
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