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In 1993 I attended a matinee performance of Edna Mazya’s play Games in the Backyard, directed by Oded Kotler. The play “fed on” a rape case that was brought before two courts of law and which received extraordinarily wide public attention. The affair began in 1988 when a fourteen-year old girl from kibbutz Shomrat reported that she had been raped by eleven adolescent boys. The theater audience were teenaged boys and girls from schools in Haifa. Outside the theater, near the actors’ entrance, approximately twenty girls from a religious school waited impatiently for the actors to appear, including the stars of a famous teen television series. They called out to the celebrity actors, while attempting to get their autographs. In the theater, you could hear the young audience calling out, murmuring, and carrying on lively conversations; they moved their bodies to Eran Tzur’s music, especially the boys in seats far from the supervising teachers. Some students “participated” in the trial enacted on stage, and some even loudly voiced their ruling that the girl “deserved” to be raped. 	Comment by Elizabeth Zauderer: “drew on” may be a better option	Comment by Elizabeth Zauderer: There seems to be some inconsistency here – you shift from the play to the affair then back to the audience.	Comment by Elizabeth Zauderer: Again, a sense of inconsistency – were the girls there instead of being inside, why? And is it significant that they were religious?
	It was the first time I had seen a young people’s play that succeeded in interesting its audience. Although the young audience’s viewing experience strayed from the customary “rules for behavior” in a theater, it exemplified the identification of the contemporary viewer as a “liberated theater viewer”: a viewer that participates as an active commentator and creates an independent story. 	Comment by Elizabeth Zauderer: Personal? Another, alternative, narrative?
	I interviewed many of the young viewers, and initiated student assignments dealing with the play’s unique reception. What most viewers had in common was an aggregated wealth of television viewing hours, which in turn, provided them with theater viewing skills. Conversations with the director and with several actors verified the premise, confirmed by the creators as well, that this was a “television” play. Games in the Backyard was extremely successful in Israel, translated into many languages, and performed in Belgium, Germany, Austria, Romania, Russia, England, and lately in Australia as well. In 2007, it was directed by Noam Shmuel who extended the use of television devices and designed the video installations.	Comment by Elizabeth Zauderer: I am not clear as to what or who you are referring to here – the playwright? 	Comment by Elizabeth Zauderer: What do you mean here? Like artistic devices? 	Comment by Elizabeth Zauderer: I am not certain what you meant here
Impacted by the growth and expansion of the field of television in Israel and abroad, the number of television plays have increased significantly and they are a key component of the repertoire. 	Comment by Elizabeth Zauderer: What repertoire? Local and global?
	Television Theater is a first summary of research on theater in the television age. Given that my field of research is Israeli theater, I have chosen to focus on repertoire developments in Israel over the past thirty years. Similar developments can be found in repertoires of theaters in foreign languages, such as English, French, German, etc.	Comment by Elizabeth Zauderer: Israeli foreign language speaking theaters or in other countries
	The first part of the book is a description of a new global phenomenon, illustrated by way of examples from Israeli theater. The first chapter is dedicated to the common, different, and altering aspects of drama (theater, cinema, and television) from the mid-twentieth century onward; the central chapter presents a methodology for the research of television’s influences on theater (for example, placing the viewer in the center; realistic style; blending reality and fiction; changes in genres; characters-actors are more important than the plot; casting celebrities in acting roles; reducing play running time; section editing; fast pace; popularization; employing television’s symbolic order; integrating television-related objects in the play; destabilizing the cultural hierarchy; and an open, and sometimes scathing, discussion on social problems and the representation of “others”), and develops the discussion by exploring the historical development of television in Israel and the parallel changes which occurred, and were impacted by, the theatrical field and repertoire; finally, a designated chapter will compare different ways of representing “others” (Mizrahi Jews, religious people, Arabs, and homosexuals) in theater and on television in Israel. 	Comment by Elizabeth Zauderer: In the first part of the book, I describe...	Comment by Elizabeth Zauderer: 	Comment by Elizabeth Zauderer: An overview of this global phenomenon (or of the global phenomenon of Television Theater?	Comment by Elizabeth Zauderer: I would consider avoiding this as it seems to suggest that this chapter is more important that the others. Or you may want to say that the previous chapters lead up to or set the stage for...	Comment by Elizabeth Zauderer: Consider shortening this “list” – or presenting the items in a different, more accessible fashion.	Comment by Elizabeth Zauderer: היצג זה 
Exposition
האם זה כוונתך כאן?
	The second part of the book focuses on women’s television theater—the plays of playwright, Anat Gov and director, Edna Mazya—HaHaverot Hahi Tovot (Best Girlfriends, 1991), Lysistrata 2000 (2001), Akar Bayit (Househusband, 2004), Oy Elohim (O God, 2008), and Sof Tov (Good Ending, 2011)—which were translated into English and other languages and performed successfully around the world. Mazya and Gov propose a new aesthetic manifested in “feminine” narratives, an array of characters and the ways in which they are constructed, generic modifications, and the plays’ symbolic orders and discursive modes. These changes assimilate the characteristics of television culture, mainly on the “big” stages; while on the opposite end, a reviving, “defensive,” proclaimed anti-television opposition developed, especially in the margins of the television field, into which television characteristic leak. 	Comment by Elizabeth Zauderer: Or “female”
	Television Theater appeals to wide audiences of researchers and students interested in the changes that occurred in the global dramatic repertoire from the 1990s onward, and in the changes that occurred in Israeli culture, particularly in the Israeli public discourse. Despite its being a research summary (of a rich a diverse repertoire) it is deliberately written in clear, jargon-free language. 
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