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				Former actress graduated from Pontificia Universidad Católica de Chile. Thanks to the support of Becas Chile and a Fulbright scholarship she attended the M.A in Arts Administration at Columbia University, New York. As a researcher she has worked in the fields of theatre and management. Between 2014 and 2016 she served as Executive Director at Teatro Universidad Católica. At the date of this publication she is currently professor of arts management courses at the same university and Programming Director at Centro Cultural Gabriela Mistral (GAM).

				pamelalopez.cl / In twitter @pamelalopezr 

				Andrés Kalawski Isla.

				Playwright, writer, academic and screenwriter, studied at the School of Theater of the Pontificia Universidad Católica de Chile and holds a PhD in History from the same university, as well as a master’s degree in Literature with a mention in Literary Theory from the University of Chile. His theater texts have been awarded several times, as well as his works of children’s literature, with awards such as the Marta Brunet Prize, among others. Associate professor at Pontificia Universidad Católica de Chile and Teatro UC’s artistic director.

				In twitter @Kalawski

			

		

	
		
			
				9

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			[image: ]
		

		
			
				Prologue by Shoshana Polanco

				First: Disclaimers, apologies, warnings.

				Second: Why, tell me why.

				Third: A detour or a shortcut:a brief history of theatrical programming in Chile 

				Research Methodology

				First analysis unit: The programmer with him/her self 

				Second analysis unit: The programmer in their organizational context 

				Third analysis unit: The programmer in their cultural context 

				This is the end, and we summarize some conclusions
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				“What is a programmer? 

				We have never spoken about the ways to program a theatrical venue, which strategies are employed (...), nobody discusses it... it does not appear in the art management seminars that one attends, the discussion of programming never appears. 

				We assume that venues are programmed how ‘each of us wants’, but the job of the programmer is something that is just starting to be outlined nowadays in Chile, it is just the beginning”.

				(Programmer interviewed during this research). 

				“In this context, programming must be understood as a basic cultural service, that promotes personal and social development.

				 In addition to its intrinsic value, it also has an instrumental value of an economic nature insofar as its contribution to GDP is significant and contributes to job creation”. 

				(Jaume Colomer)
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				It was 1999, and although it had been already ten years since I entered the theater business, working in several positions, I had never heard about ‘programming’ research, nor even about the ‘artistic direction of a theatrical venue’. I don’t believe I am the only one who has been unaware of these concepts, that’s why I celebrate Pamela and Andrés for setting on the task of thinking about themselves in this role as well as thinking about us, programmers.

				A character usually invisible to the eyes of audiences and critics, sometimes mythicized by artists themselves; those of us who call ourselves programmers have arrived at this job by having gone through diverse paths. Paths that are now revealed in this book. This study focuses on the reality of Santiago in Chile, but it resonates in the realities of most of Latin America’s major cities. Being a porteña from Buenos Aires by birth, a porteña of Valparaíso by paternal heritage, and Mexican by infatuation, I’ve worked in many cities of the American continent. What this book tells us, is something that indeed happens to many of us who practice the lovely activity of programming with the hope that artists and audiences may gather in enjoyment, reflection and exchange. 

				I was lucky once to meet a great programmer who passed down his wisdom to me. To work by his side became my leaning process, and even when there is a lot of pragmatism involved in this job, it’s necessary to start talking about professionalization. That’s the point where books like this one are fundamental in order to unveil the mystery that hides through these roles, to show that the different levels of power aren’t always leaned towards our side, to dust off knowledge, making it visible, and sharing it to others. To find spaces for reflection and discussion, and thus, to be able to promote the changes that we obviously need. Once this book faces towards the future, it will have in mind the new generations of programmers who deserve theoretical material, case studies, seriously taken measurements, and a community that’s able to contribute to its own knowledge. 

				In these days when the Chilean people has rallied into the streets to demand what is only just, this sentence, shared by our colleagues from the Red de Salas de Teatro de Santiago echoes back: “This is a cultural space. Here is where the stories that are happening today will be told tomorrow.1”

				Shoshana Polanco2.Buenos Aires, October 29, 2019. 

				
					1	Phrase coined by the theatrical venues during the context of the social upheaval of October 18, 2019 in Santiago de Chile.

					2	Shoshana Polanco is a creative producer with international exposure and work experience in Buenos Aires, New York, and Mexico City. She has worked for major festivals such as the Cervantino in Mexico, FIBA in Buenos Aires, and TeatroStageFest and Lincoln Center Festival in NYC. As a consultant, she was hired by Southern Exposure (Mid Atlantic Arts Foundation), Made in Scotland (Creative Scotland), Music Theatre Now (ITI Germany), Rolex Mentor and Protege Program (Rolex Foundation), and ALIAS (dance company based in Switzerland) among others. In NYC she worked at BAM, PS122, Under the Radar, and The Builders Association. In Mexico, she works for La Teatrería developing new productions and long-term strategies for the company as well as curator of the newly created festival ESCENICA, a performing arts festival in Mexico City. Ms. Polanco is a 2014 ISPA fellow and she holds a Magna Cum Laude BA from CUNY´s Baccalaureate Program in Women in Performance.
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				1. We are two theatre programmers. The following book is based on an investigation carried out during 2018. At first, it felt awkward being both the researchers and the subjects of research at the same time. This was our first methodological issue. We didn’t have any other options. As we will explain in detail later on, our study has a very narrow universe of research subjects. So, excluding us from the process would have severely distort the gathering of information. Both of the spaces where we work, the Teatro de la Universidad Católica (Teatro UC) and the Centro Cultural Gabriela Mistral (GAM) are relevant venues within the environment observed in this study. Therefore, we decided to take some precautionary measures, such as not to conduct the interviews by ourselves. 

				2. Throughout the creation of this text we decided to randomly alternate the masculine (“programador”) and the feminine (“programadora”) in the word “programmer” used in Spanish language to refer to the person in charge of articulating the programs of a venue devoted to performing arts. We wanted to highlight these issues present in the Spanish language when constructing written gender categories. This should not be a problem now in the English version of this text, where we will use the gender-neutral article “they” to refer to “programmers” at all times.

			

		

		
			
				First:Disclaimers, apologies, warnings.
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				3. The passages taken from these interviews are quoted anonymously. At first, we thought keeping the anonymity of the interviewees would not be something possible, as the references to their programming processes would be directly linked to the venues in which they program, its size or budgets, all of them factors of our analysis. We also thought that it was relevant to identify who was being quoted, as there could be variations according to the subject of study. For example, if the interviewee was a young programmer or an experienced one, these could be characteristics that we assumed could affect their discourses. As our conclusions state later on, the interviews contradicted our initial assumptions. The programmers showed homologous programming processes, independent of their personal variables, or those of the organization they work for. We apologize for this spoiler, but this is one of the main conclusions of this book.

				4. Finally, we are analyzing programmers as individuals and therefore, the processes according to the way they formulate their programs. Thus, the programmatic result (the works or projects part of their programs) won’t be considered as a variable of this research, nor it will be reviewed in the methodology. We weren’t interested in evaluating each venue’s program as a part of the study itself. We aimed to unveil who were the ones programming; define them, characterize them, and identify the process through which they make their decisions. Nevertheless, we didn’t compare nor evaluate what they were programming in terms of artistic results. Therefore, we are considering “programming” as a “process” and not as a result of programmed works.
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				Second:Why, tell me why.

			

		

		
			
				This book on theatre programming is originated by several reasons. One of them triggered this investigation and relates to our professional biography. We are programmers and, therefore, we address a responsibility in being able to systematize the role we play in our ecosystem. Also, we wish to contribute to a dialogue with peers by understanding programming as a managerial process for art venues.

				We discovered that this was an unexplored field in the research of theatre and arts management. While there are some sources in the international field that would serve as bibliography materials for Chile, we lack of consistent theoretical frameworks specifically developed in the area of performing arts programming. The materials that one may find at hand as a source, are usually related to other themes such as critique, art aesthetics, and/or the planning of programmatic activities under the structure of grants writing projects. All these themes are intrinsically connected with programming as a process; however, we don’t consider them to be sufficient at all. Programming is not just the set of artistic activities modelled through the use of fixed guidelines, but a dynamic process with variables associated both to 
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				organizational frameworks (the theaters) and contexts given by several other realities.

				Another reason that turns this study into an opportunity is the proliferation of the performing arts venues as exhibition platforms: theaters, showrooms, cultural centers. In Chile, the building of new venues that are driven by local cultural policies3 has brought about, the need for qualified personnel in management duties. A new priority arises then in the strategic planning processes4 for these venues, the fundraising models and, of course, approaching the issue of programming itself; as “the identity of a cultural equipment is fundamentally expressed in its artistic project: that is its heart. In the case of a theater, it comes down essentially to its programming line for the supply of shows, as well as for the whole set of other actions that are being carried out” 5. In this context, we cannot foresee cultural infrastructure only as a repository for contents. We must then, raise the question of how programming is financed, how it is selected and ultimately, managed.

				A cadaster led by the Red de Salas de Teatro6, in 2017, identified 335 venues exclusively dedicated to theater programming throughout Chile. According to the presentation held at the I Encuentro de Salas de Teatro7, even when venues have intensified their conversations on the issues of financing, they have also detected that the tools usually adopted in management areas don’t include efficient methods to approach the programmatic selection processes. This reveals the need to learn in more detail about these processes and its agents, which in this case was achieved through a characterization study of the venues devoted to performing 

				
					3	We are referring, in particular, to the premise defined in the document “Chile quiere mas cultura. Definiciones de política cultural 2005—2010” (May 2005), which in its point Nº 20 proposes to “Complete the cultural framework program for the Bicentennial, reconverting heritage buildings or constructing and enabling new venues that would allow the representation of the different artistic disciplines, in such a way that there is at least one cultural center in each district with a population higher than 50,000 inhabitants, as a way to create a national network of artistic distribution”.

					4	One famous quote was “we won’t invest a cent in a venue without a management plan” said by the former President Ricardo Lagos Escobar, on April 5, 2000, in the Constitutive Meeting of the Presidential Commission for the Cultural Framework at La Moneda Palace. Cited in Navarro, A. (2006). «Cultura, ¿quién paga?: gestión, infraestructura y audiencias en el modelo chileno de desarrollo cultural». Santiago, Chile: RIL. 93

					5	Bonet, Lluís and Héctor Schargorodsky (2016). «La gestión de teatros: modelos y estrategias para equipamientos culturales». Cuadernos de cultura, 4. Barcelona, Spain: Bissap Consulting.

					6	redsalasdeteatro.cl An associative network of theatrical venues in Santiago de Chile.

					7	Carried out on Tuesday 18 and Wednesday 19 of July, 2017 in the Centro Cultural Gabriela Mistral (GAM), Santiago de Chile. redsalasdeteatro.cl/hito-encuentro-nacional-salas-teatro-2017/ 
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				arts in Chile8. This study includes, for the first time, aspects of a programmatic nature. It introduces decision-making criteria as part of the programming process. According to results, it is observed that some of the most relevant criteria are to reach social objectives (85%), followed by a necessity to target their audiences (70%). They also take in account in very relevant matters technical riders and thus, the project’s viability (59%). On the contrary, among the least important criteria we found the aspects of the projects ability to become profitable (53%) or the nationality of the selected works (30%).

				Although this document is one of the only referents with measurements approaching the issue of programming theatre venues in Chile, it is important not to forget that it addresses a national reality, in which many of the surveyed venues are managed by local or regional authorities with the duty to have a free offering. This economic variable related to price strategies was not considered in our research, but that could definitively alter the premises under which a repertoire is selected. It sets, as well, an important milestone, as it lays on the table the programmatic discussion from a whole new perspective: the curatorial exercise among territories.

				
					8	National wide Characterization of Performing Arts Venue Study, carried out by the Observatorio de Políticas Culturales (OPC) and available in http://redsalasdeteatro.cl/wp-content/uploads/2017/07/OPC.pdf 
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				Figure 1: Sheet presented by the Observatorio de Políticas Culturales (OPC) at the Primer Encuentro de la Red de Salas de Teatro (2017) detailing the “Programming Profile”
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				Gráfico 21: Criterios de programación

			

		

		
			
				Theater management and administration has been quickly professionalized in Chile as in the rest of the world. Nevertheless, in the realm of programming in performing arts it is difficult to find systematic reflections on these matters as a field of discipline. Those who identify themselves with the professional activity of arts management have gained their experience mostly by working in field, rather than in academic training. Therefore, their working areas have become reliant on practical and generic actions. “Unfortunately, these practical knowledges haven’t received a phenomenological treatment, neither have they not been documented nor systematized in a sufficient or appropriate way. This represents a permanent loss of frameworks that have been proven in the field, a reason of why the knowledge generated in this labor area has not made it to the academic field”9. In summary, this exposes the fact that theater programming is a disciplinary reality that lacks of a theoretical framework, therefore resulting in a scarce reflection on the activity itself, which at the same time hinders the progress and professional refinement of the role of the programmer. 

				
					9	Mariscal Orozco, José Luis and Blanca Brambilla (2015). «Gestión del conocimiento y formación profesional del sector cultural». Discussion panel. Centro de Estudios, Creación y Documentación de las Artes de la Universidad Veracruzana. Xalapa, Mexico. gestionculturaluv.files.wordpress.com/2015/04/mariscal-brambila-gestic3b3n-del-conocimiento-y-formacic3b3n-profesional-del-sector-cultural.pdf.
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				The scarce analysis about programmers, defined as the role responsible for the selection or curatorship of a program, has usually taken us to preconceived ideas. When a programmer’s duty is unknown, two observable phenomena occur: 1) the role is minimized to one that could fit to anyone having a “theatrical instinct” skill, or 2) it is interpreted as an extremely powerful role setting a hegemony in the theatrical ecosystem. In the latter, the programmer is granted the power of canon-construction, building social discourses and artistic imaginaries. Even worse, it seems that programmers mold the cultural heritage towards audiences, setting trends, as well as an impact on tastes, habits and preferences.10 Even when we value the significant role of theater programmers and agree is us not merely instinct nor taste, we refuse to fall into alignment with the second viewpoint. 

				Theatrical programming implies a process –conscious or not– that involves diverse realities. The idea and the driving force behind this book are precisely to review these processes, revealing how much of them fall on the programmer as a subject or individual and how much relays to other key factors. As Gonzalo Andino states:

				“In many occasions, due to innocence or ignorance of artists themselves, who think that the programmer has a perfect environment in which they just have to select the best artistic offers, while in others, it’s the programmer themselves who prefer to stay levitating a couple of inches above the ground, instead of better communicating their job. This article, in case that someone wants to understand it as an attack on programmers, does not pretend to be but the opposite: a humanization of their figure, as, in the end, choosing what one thinks is the best for a program is not an exact science.”11

				In order to reach a better understanding of the theatrical field, we need to avoid pre-conceived ideas. Not only the ones that artists may have regarding our field, but also those sustained by some programmers as well. “Programming, such as in the publishing activity, implies a constant negotiation between the very aesthetic aspects of theater and those non-aesthetical 

				
					10	Courbis, Carolina (2015). «Programación de artes escénicas en centros culturales: hacia un modelo de programación curatorial. Estudio de caso: Centro Gabriela Mistral, GAM 2010—2014». Thesis to apply for the Master’s degree in Cultural Management. Santiago, Chile: Universidad de Chile. repositorio.uchile.cl/handle/2250/133766.

					11	Andino, Gonzalo (2014). «Los criterios ocultos del programador cultural». Blog. El Club Express, September 22, 2014.
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				materials”12. Constrained from all sides, the programmer may feel their decisions are just the product of an “invisible hand” of the system, as an inevitability given by the structure within which they work. A fertile study of programming must be able to balance “[…] the structural vision of the game as well as the vision that the players have of it […]”13

				The starting point in this book is the question for the individual as a vital part of the programming process: Who are theater programmers? From this question on, a new hypothesis arises: defining programmers as agents, identify and characterize them, will really allow us to better understand their selection processes?

				Another relevant issue was to understand what type of theater or organization was being programmed. Does the programming process look the same at large cultural center as it does on an independent venue? The idea of mission statements as a fixed factor in programming is added then to other realities such as infrastructure, budgets, and/or territorial components. This led us to our second working context: the organizations or venues (the theaters).

				But then, a third component appears. It involves a larger context; a political one that includes: the funding models of the agents that are involved in the programming process (the theatre companies), cultural policies, the development of technologies, the focus on audience engagement, among other aspects. Ultimately, we refer to a framework of activities on which theater is produced in Chile. These elements began to unfold an entire area of analysis that has not been considered at first, complementing the organizational contextual framework.

				The upcoming investigation delves then into three areas of analysis, as they all approach realities that give an account of what we define as “the programming process”.

					i	the programmer as an agent	ii	the organizational context	iii	the cultural context

				
					12	Bourdieu, Pierre (2011). «Una revolución conservadora en la edición». In Alicia Gutierrez (Editor), Intelectuales, política y poder. Buenos Aires, Argentina: Eudeba. 224.

					13	Bourdieu, Pierre (2011). 226.
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				To be able to think of theatrical programming as a relatively autonomous process, we must also think of a relatively autonomous artistic field.

				“The cultural field has a specific history that is conditioned by the progress of the technical media in culture [...]; by the professionalization of the intellectual functions; by the evolution of symbols in the consumer market; and by the characteristic conflicts that confront the actors of these fields against each other (quarrels between schools of thoughts, between established generations and emergent 

			

		

		
			
				Third:A detour or a shortcut: a brief history of theatrical programming in Chile.	
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				ones, between artistic movements, between intellectual groups, between competitive media, etc.).”14

				This means that in order to be able to think in theatrical programming and not only in theater itself, the field must reach a certain degree of maturity and complexity, overcoming first the state subsistence and achieving some regularity in the marketplace. It also requires a minimum of freedom, or at least the illusion of it, then allowing programmers to feel the freedom of choosing content and not only being conditioned to survival matters such as their need to be fed or their fear of being incarcerated or murdered. Later, we will elaborate on the concept of freedom. But first, we’ll take a look at the minimum conditions needed for the emergence of a relatively autonomous theatrical system.

				In Chile, theatre was systematized and professionalized during the first decades of the 20th Century. It was a transformation that even when it involved the country as a whole, indisputably its operation center was the capital city. During the first decade, a series of venues opened in order to receive the new national theatre companies15, “just like in Valparaiso and other cities the cinemas, theaters and showrooms multiplied”16. As Iturriaga points out, cities were renewing themselves in a chaotic way. While some theaters were being built, others disappeared: 

				“That which at some point opened as a theater, the next year could be a restaurant and, the year after, a skating rink. A theater could be abandoned for five years until a businessman would relaunch it. All of this without even considering external factors, such as fires, municipal closures, summer recesses, etc. (…) Each summer, the capital witnessed the opening of at least 4 or 5 tents that offered circus acts, variety shows, or operettas. These installations, also known as “summer theaters” could appear literally

				
					14	Brunner, José Joaquín (1985). «Prólogo». In José Joaquín Brunner and Gonzalo Catalán, Cinco estudios sobre cultura y sociedad. Santiago, Chile: FLACSO. 10.

					15	“the Electra, at Catedral and Sotomayor, the Novedades, at Cueto 257, the Park Theatre at Parque Cousiño’s Casino, the Coliseo Nacional at Arturo Prat 1021, the Dieciocho at Alameda and Dieciocho, the Iris at calle Castro street” (Subercaseaux, 2007)

					16	Díaz Lobos, Pamela (2011). «Historia del teatro en Valparaíso durante el siglo XX». Valparaíso, Chile: Universidad de Valparaíso. 34.
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				anywhere. At squares, barren lands, at the turn of every corner. The Parque Cousiño, the Mapocho riverside, the Alameda, even the front of La Moneda were common spots for this kind of venues.”17

				In all this frenzy, censorship operated as the great organizer of the theatrical repertoire in a very relaxed way.18 Regarding the role of who selected the theater repertoire, we could point out at theatrical entrepreneurs, as who we could identify as the programmer at the time.19 We can agree on a significative milestone to understand the entrepreneur’s figure. It took place in 1914, when Rafael Maluenda20 and Miguel Luis Rocuant21 resign as juries for the national playwrighting contest Virginia Fabres, an award dedicated to national drama. Their resignation was due to the fact that for them, theater activity had become overpopulated by mediocre playwrights, whose only interest was to write in exchange of money. The situation was understandable, as one of the recent cultural policies enforced by the City Mayor at the time included a deal with theater entrepreneurs. The deal agreed payments to authors in a 10% royalty coming from the box office income. These entrepreneurs then had the decisions over the repertoire and thus, would not be willing to take economic risks in encouraging the non-commercial theatrical activity. For these businessmen, the decision would imply to choose only those repertoires able to diminish the risk; blockbusters with better income possibilities. In other words, to wager on those plays that would financially appear to be a “safer” bet.

				To a certain extent, this first protest reveals an oligarchic system of the arts, in which, for the first time, decisions were made with different criteria than those purely artistic. This facilitated the relation of an economic factor to the cultural working scheme. This is how, at the beginning of the 20th Century, a new system of theatre works, and programming selection processes arises, one inserted in the market.

				
					17	Iturriaga, Jorge (2012). «El movimiento sin fin: introducción, exhibición y recepción del cinematógrafo en Chile, 1895-1932». Thesis for the degree of Doctor of History. Santiago, Chile: Pontificia Universidad Católica de Chile. 87.

					18	Iturriaga, Jorge (2012). 116.

					19	Producer, venue manager or administrator, programmer, as we would call them nowadays.

					20	Rafael Maluenda (1885—1963) was a Chilean journalist, storyteller, novelist, playwriter, politician, boxer and film producer. 

					21	Miguel Luis Rocuant (1877—1948) was a Chilean writer, diplomatic, and Under Secretary of Foreign Relations.
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				Later, in January 1935, the Dirección Superior del Teatro22 (DTN) was enforced by law and, with it, a whole system of granting systems and prizes appeared. The law was meant as a mechanism to support or encourage theatre.

				“It is thereby created the Dirección Superior de Teatro Nacional, with the objective of facilitating, throughout the national territory, the production and representation of works belonging to the Chilean theater, by the means that are established in the present law, and principally: 1. By granting monetary prizes, annually distributed to the best theatrical plays by national authors, having these being premiered or not. (…) 2. By granting, likewise, of monetary prizes to the artistic groups formed by amateur workers which, to the eyes of the Directive Council for National Theatre, are worthy of such a reward in attention to the quality of the cultural work they conduct and the continuity with which they perform it”.

				By being this the only available fund, disputes were many and heated. This second milestone becomes relevant, as the formalization of this law and its incentives, led to the standardization of a model very similar to our current grating system. Therefore, here we observe the first public discussion over professional theater programming in Chile and its relation to audiences. A couple of months after the announcement of this first contest, a theatre company23 was instructed to perform the awarded plays, but this strategy soon had to be changed. The scarce attendance of the audiences forced the company to stage some different plays that were better known to the public, delaying the premiere of the new works. Titles such as Mal Hombre, by René Hurtado, and La silla vacía, Hermanito, by Carlos Cariola were re-staged because of their popularity. There were some who thought that, being Cariola and Hurtado both members of the Theatrical Authors Society of Chile (SATCH), it was inappropriate to choose their plays, of all the available options, to be staged. Programming, as an exercise on development, was setting objectives that were different to the ones that were validated by the artistic community, causing

				
					22	Law Nº5.563, available at bcn.cl/1w4hm 

					23	It is relevant to note that in this English translation we will refer to a “company” as a formal or unformal group of artists gathered together for a theatre project. It does not refer necessarily to a commercial business. It is just the way we call these groups in Chile: Theatre Companies. 
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				dissatisfaction among its members, including playwriters. In the newspapers, a debate sprouted discussing if the work of the DTN was really supporting the best and the most advanced authors.24 

				Up to date, we have little nor any information regarding these entrepreneurs. Theater thrived as an activity that entered the market, but somehow its merchants were made invisible. Among the testimonies from the period, we have only found this comment from some agent of whose life we know nothing about.

				“It is the only condition we recognize to Amadeo [González], being one of the most active managers and finding workplaces for the members of the guild. If we had in Chile three managers (hopefully that don’t write comedies) such as the subject of this words, the future of comedians would certainly be another.”25

				Theater entrepreneurs or the producers of the time ended up organizing the system based on economic risk-taking processes. Today in Chile, we lack a strong role of theatre producers so we could relate these entrepreneurs to today’s independent theater companies as an equivalent. In many cases, they were the directors of the companies themselves who would act as such entrepreneurs, but they also created partnerships with other commercial agents, nowadays forgotten, and who probably underwent through the most ungrateful moments regarding contracts, dismissals, salary negotiations, and investment risks. Although theater could bring a fortune, most of the times it was precisely a risk, and the owners of the venues would rather keep a distance from this world, as Daniel de la Vega recalls having heard someone shout:

				“- No, not a theater! I might build here a basketball field, an Evangelical Church, a fruit warehouse; but not something that has to do with dancing, music, comedy or curtains!”26

				Regardless of this reality, the arts always prefer to remember themselves as being independent from money issues and the market, leaving the economic discussion out of the 

				
					24	Ochsenius, Carlos (1982). «El estado en la escena: orígenes, formación, desarrollo y crisis de los teatros universitarios de Santiago: 1940-73». Thesis to apply for the degree of Bachelor of Sociology. Pontificia Universidad Católica de Chile. 49.

					25	«Microfónicas». Magazine. Santiago, Chile: Écran, June 16, 1936.

					26	De la Vega, Daniel (1964). «Confesiones imperdonables». [2a. serie]. Santiago, Chile: Zig—Zag. pág. 36.
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				systematized history of theater. This aspect of Chilean theatre’s narrative has been hidden in many occasions when addressing managerial realities, a work that has nevertheless been crucial to enable our creative force. This seems to be a desperate attempt to retain the aura of culture. Within this forgetfulness or omission on part of the reality of theater history, there are key elements that disappear. Still, the economics of the theater activity entails a series of decisions that brings about repercussions on artistic processes, whether those being creative or programmatic.

				The reality of venues dedicated to multiple extra-theatrical activities as sources of revenue and the control over the repertoire by theatre companies were constant throughout the first half of the past century. This scenario was transformed by the appearance of university theater groups at the beginning of the 1940s27. This new creative system also determined repertoire and management, becoming such a dominant model until today. It often seems as if university theaters were the starting point of the Chilean theater timeline itself. University theaters, with their aim of dignifying theater and promoting cultural heritage, soon evolved into formal repertoire companies leading to the opening of new independent venues28, with premieres that influenced the cultural scene of the period.

				University theaters explicitly stated their programming mission from the very beginning. For instance, Pedro de la Barra –founder of the Teatro Experimental of the Universidad de Chile– insisted, back in 1945, on four core ideas: 1.- Promoting classical and modern theater; 2.- The opening of a theater-school; 3.- Creation of a theatrical scene; 4.- Introducing a new system of values.29

				The deliberate and explicit nature of the criteria of repertoire selection, promised to guarantee the universities’ mission within their producing system. In 1958, the Teatro de Ensayo of the Universidad Católica proposed to stage only national repertoires. The consequences of these initiatives are still recognized within our theatre community as the ´golden age`, to which we look back with romanticism. It is easy to 

				
					27	The Teatro Experimental de la Universidad de Chile was founded in 19414. Specialized press considers this foundation as the starting point of the university theatrical activity. Two years later, in 1943, the Teatro de Ensayo de la Universidad Católica was born, and the Teatro de la Universidad de Concepción (TUC), later on in 1945.

					28	Such as Ictus Theatre Company.

					29	De la Barra, Pedro (1954). «Nueva época». Magazine. Teatro, 4: 3–6.
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				forget that we are describing a much less diverse theatrical context than the one we have now, and that different material conditions, made it easier to achieve a university-centered theatrical oligopoly.

				The coup d’état and the dictatorship that came after it in Chile from 1973 onwards radically altered the way in which a theatrical season could be thought30: To the real risk of torture, exile, death and disappearance to which many artists and theater workers were subject, we must add the enormous pressures derived from censorship and curfew. Censorship heavily determines programming, and the difficulties to which theater workers were exposed completely changed the decision-making system and the implementation of possible repertoires. “The first reaction of those who stayed in the country (as whole companies and individuals left the country towards exile, such as Los Cuatro, Los Duvauchelle y Del Ángel, of Alejandro Sieveking and Bélgica Castro), was to make theater for young audiences, or minor theater works31, as an attempt to keep on living from theater, without having to quit the business. But this strict survival logic didn’t lasted, and soon re-articulation strategies were deployed.”32 This consisted in the resignification of a highly ritualized activity, as a space used for expressing affections rather than complex artistic creations33. The strategies that followed were necessarily related to the dictatorial context: from the protest theater to an obsequious one, made to please the dictator’s accomplices. Theatre creations included those with more or less a veiled political allusion by re-staging classics (both “safe” and politically interpretable), and also works that were literal evasive amusements for the population.

				By the end of the dictatorship, governments attempted to stimulate the arts and culture without overstepping the subsidiary State model consecrated by the 1980’s Constitution. The fear of a politically conducted culture and the desire to stimulate diversity, nurtured proposals that in that moment seem brilliant. Public TV was required to become privately financed through advertising, while continuing to program 

				
					30	A history and analysis of this period may be found in Grínor Rojo’s book «Muerte y resurrección del teatro chileno: 1973—1983».

					31	Let’s not consider, for now, the dreadful prejudices that stick out in this quote regarding theatre for children or other artforms.

					32	Hurtado, María de la Luz (2011). «Dramaturgia chilena 1890—1990. Autorías, textualidades, historicidad». Santiago, Chile: Ediciones Apuntes / Frontera Sur. 44.

					33	Vidal, Hernán (1998). «Tres argumentaciones postmodernistas». Santiago, Chile: Mosquito comunicaciones editores. 125.
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				cultural contents. This mixed model seemed to work for some time, as well as the current policy of building public cultural infrastructure but letting them be managed by non-profit private corporations such as the Estación Mapocho, a space inaugurated in 1994. Arturo Navarro, director of this center, summarizes it as follows:

				“What was built here is literally a model. A successful model, and I’ve had the opportunity to go to Harvard and other places to spread the word about it. I mean, we’ve been prophets both in our own land and abroad. We’ve never received public resources, and even when from a formal point of view this building is a public property (provided under a commodatum to the corporation that bears the same name until 2027), the management is fully private with a public service role. That’s the mission: to preserve the building and to divulge culture. This has always been a space open to any kind of manifestation without restrictions. Which would be an example of a restricted activity? Well, any activity that doesn’t allow free access. A wedding, for instance.”34

				This has been the spirit and ideals promoted by the Chilean State since the implementation of the Fondo Nacional de Artes (FONDART)35 in 1992, as a grant subsidy that funded both artists and cultural centers. The current theatrical context is the result both of the consequences caused by the dictatorship in the artistic, cultural, and social structures, as of the shape it took since 1990 with a new institutional form: the promotion of a cultural infrastructure to which we refer –and to which we’ll return furthermore in this book–, the grant funding system that determines a great part of the artistic creation, and the lack of cultural spaces of projects that are public or fully depending on the State.

				
					34	culto.latercera.com/2017/06/24/director-ejecutivo-centro-cultural-estacion-mapocho-una-feria-capacita-maestros-la-construccion-cultura

					35	National granting system for artists and artistic projects. 
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				Theater is nowadays relatively free of the burden of censorship coming from the State, and it enjoys a certain degree of stability and aesthetic diversity: although not so much of a social welfare construction. We take for granted the existence of a network of venues and theater groups permanently working, while in fact they constitute a huge and fragile achievement. The impulse given by the State in renewing and broadening Chile’s cultural infrastructure, requires a transformation. In a way, one similar to the one that took place a century ago. New programmatic needs and freedom states are then reconfigured not only with a lack of funding, but also with the need of a general discussion about the purposes and problems of the programs these venues should offer.

				.
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				This investigation on theater programming processes was divided in several stages over the course of ten months of research during 2018. 

					a.	Compilation of Bibliography.

					b.	Identification and characterization of the subject of study (using input from an initial online survey).

					c.	Generation of semi-structured interviews to programmers.

					d.	Analysis of results.

				Compilation of bibliography

				The first of these stages consisted in the search and selection of bibliographical material relevant to the working ranges of our investigation of theatre programming. In this process we found our first problem: the lack of a research framework in the field. 

					a.	The existent bibliography was mostly international, even out of the Latin American arena, with the available material being completely in languages different from Spanish.

					b.	The reflection on the theatrical model has been concentrated on the management processes of cultural spaces, while very few consider programming as a specific analysis area. 

			

		

		
			
				Research Methodology. 
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					c.	Plenty of materials make references to marketing specializations, by analyzing the programming phenomenon from the context of financial parameters; income, ticket sales, and audience loyalty processes. 

				Identification and characterization of the subject of study

				A second stage involved identifying and profiling the universe of study we were looking to work with. We examined relevant intersections between the concepts on the productive chain in performing arts addressing theater venues, programmers and audiences, but we finally concluded that our analysis corresponded with the role of the theatrical programmer. 

				Although programming as an activity depends on a context narrowly identified with an organization and a mission, analyzing the programming process initially depended on investigating the subject (programmer) as a vital part of its process. This way, the figure of who is programming is key to unlock other concepts in the field of research. The programmer or instigator of the chain of production isn’t an almighty entity, isolated from the context preceding them or the resources with which they execute their job, but the insight of these agents is key in this structure.

				Given that the research is limited in terms of its territory, we focused on the Metropolitan Region (RM) of Santiago de Chile. In this manner, a strategy used to narrow the sample involved the decision to work with a stablished network, the Red de Salas de Teatro. We considered that the Red de Salas includes a mixture of venues representing the regional activity, venues with different kinds of organizational dimensions, operations, legal frameworks, physical and budget realities, as well as missions and approaches to audiences. At the time of this investigation, the Red de Salas36 was formed by 22 venues, which were contacted to voluntarily participate of this process. From these venues, 15 agreed to participate and handed over the required information. The universe was then conformed on the basis of 15 venues and 17 programmers, with this numeric difference being due to the fact that two of these venues have two positions to the role of programming: Teatro 

				
					36	June 2018
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				Taller Siglo XX and Teatro de Bolsillo.

				Another need that arose was related to the typology and operational structure of the performing arts venues. It’s difficult in Chile, for several reasons, to create cluster groups of theatrical venues, being the main reason that the professional circuit itself hasn’t been able to establish its own organizational typology. In contrast to countries such as the US, Argentina or Spain, where a coexistence can be seen among diverse circuits (commercial, public, independent, etc.), each with its own operational model, Chile isn`t yet in the phase of a broad and healthy enough market to be able to make these differentiations. We could have carried out an analysis that divided the venues according to other factors that seemed crucial to us when programming such as those related to artistic indicators like number of seats, geographical positions, or the programmatic income mode (by open call or by invitation). However, we noticed that these criteria didn’t have any incidence on the discourses of programmers while being interviewed, at least in terms of the means through which they delimited their processes while programming.

				On the other hand, the indicators that turned out to be indeed critical for the working modality of the venues were audiences (in terms of their concern about attendance and the number of seats sold), the model of producing venues and budgets. Budgets didn’t only show up as a relevant structure in the programming field for those theaters that produced their own content, but also in the presenting venues, foreseeing the box office as the main mechanism to perceive income and salesforce. 

				“theatre managers do not program solely based on their own artistic preferences and affinities (…) Other factors (local context, relationships with financial backers, economic imperatives) come equally into play. (…) It is the amount of the subsidies, the conditions for obtaining them and the mission (or positioning) of the establishment that, together, explain the diverse profiles of the theatres”37.

				Given this reality, for the purposes of this investigation we have typologically divided the venues in three main categories, 

				
					37	Assassi, Isabelle (2007). «The Programming Strategies and Relationships of Theatres: An Analysis Based on the French Experience». Journal. International Journal of Arts Management, 9 (3): 50–64. 59.
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				defined based on its financing methods, and in a direct relation between their models of operation and programmatic mission:

				Independent venues:

				Those venues that don’t relay of other entities subsidies in terms of financial, operational and governance structures. These venues are private organizations that must foresee management structures and incomes for their operations and survival. Some of them receive basal contributions from the State through competitive funding programs, however, these contributions are variable, and theaters must apply for them every year with no continuum certainties. In terms of creation, each venue decides on its own line of contents, going from those that work with purely commercial programs to those that include an avant-garde scene. The funding of these venues comes, mainly, from the box office and other earned-income activities held to raise their own funds. 

				Mixed/State venues:

				These are venues that are financially operated with fixed contributions for their operations through a direct agreement with the State. In this case, despite the fact that each contribution corresponds to a different amount of money, we may find mainly cultural centers in this group. These venues rely on a private management for their governance, usually non-profit corporations and therefore mixed models that need as well to raise other earned income strategies to complete their operational budgets. However, they report their activities to the Ministry of Culture, Arts and Heritage annually. In terms of programmatic mission, these venues claim that the governmental agenda doesn’t have an impact on their decision-making process nor their programming criteria. The resources granted by the State are complemented by box office and other activities held to raise their own funds. 

				Mixed/University venues:

				These are venues that receive contributions for their operations directly by the universities which they represent. These venues are managed by universities and professionals hired by these same institutions. In terms of programmatic mission, these are professional theaters with a certain degree of independence in terms of selection. Even when they must comply with sharing programming with for a certain amount of university activities, they keep an open program for the general public. They are mostly venues that both produce their own 
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				content and present external groups as well. The resources assigned by the university are complemented by the box office incomes and other activities held to raise their own funds. 

				The complete list of theaters that were part of this investigation is detailed in the following chart:38

				
					38	This data has been complemented with the information presented in the article “Teatro 2018: la escena creció y 850 mil espectadores llegaron a las salas”, published by the newspaper El Mercurio (Miranda, 2018).

				

			

		

		
			
				
					VENUE

				

				
					INTERVIEWEE AND SURVEY RESPONDENT

				

				
					VENUE TYPOLOGY

				

				
					N° OF SEATS

				

				
					Nº OF SHOWS IN 2018

				

				
					Nº OF TICKETS SOLD ANNUALLY (FOR THEATER)

				

				
					Anfiteatro Bellas Artes

				

				
					Karla Sandoval

				

				
					Independent

				

				
					 200

				

				
					50

				

				
					25.000

				

				
					Centro Cultural Gabriela Mistral (GAM)

				

				
					Pamela López

				

				
					Mixed/State

				

				
					 438

				

				
					 42

				

				
					47.769

				

				
					Centro Cultural Matucana 100

				

				
					Cristóbal Gumucio

				

				
					Mixed/State

				

				
					 796

				

				
					 71

				

				
					54.442

				

				
					Centro Mori(6 venues)

				

				
					Andrea Pérez de Castro

				

				
					Independent

				

				
					 906

				

				
					 71

				

				
					68.081

				

				
					La Máquina del Arte

				

				
					Ángela Cabezas

				

				
					Independent

				

				
					65

				

				
					Data not found

				

				
					Data not found

				

				
					Sala la Comedia (ICTUS)

				

				
					Noela Salas

				

				
					Independent

				

				
					 164

				

				
					20

				

				
					12.600

				

				
					Taller Siglo XX

				

				
					Bárbara Vera y Constanza Thümler

				

				
					Independent

				

				
					54

				

				
					 25

				

				
					4.258

				

				
					Teatro Azares

				

				
					Pía Maureira

				

				
					Independent

				

				
					 260

				

				
					 39

				

				
					4.785

				

				
					Teatro Camino

				

				
					Yerko Farías

				

				
					Independent

				

				
					 100

				

				
					8

				

				
					Data not found

				

				
					Teatro de Bolsillo

				

				
					Ingrid Leyton y Nelson Marchant

				

				
					Independent

				

				
					 70

				

				
					 8

				

				
					Data not found

				

				
					Teatro del Puente

				

				
					Freddy Araya

				

				
					Independent

				

				
					79

				

				
					23

				

				
					10.324

				

				
					Teatro Finis Terrae

				

				
					Amalá Saint Pierre

				

				
					Mixed/University

				

				
					 299

				

				
					 16

				

				
					25.700

				

				
					Teatro Nacional Chileno

				

				
					Ramón Griffero

				

				
					Mixed/University

				

				
					 400

				

				
					14

				

				
					15.120

				

				
					Teatro Sidarte

				

				
					Pablo Casals

				

				
					Independent

				

				
					 390

				

				
					51

				

				
					13.976

				

				
					Teatro Universidad Católica 

				

				
					Andrés Kalawski

				

				
					Mixed/University

				

				
					610

				

				
					21

				

				
					52.150
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				Once the unit of analysis was established, we launched a first online survey, with the main objective of characterizing both programmers and venues where they work. Likewise, a third objective addresses the dimension of the criteria that impacted on programming choices. This online survey was answered by performing art venues and, therefore, identified fifteen programmers. The following is a chart with the dimensions that were detected during this first gathering exercise: 

			

		

		
			
				
					DIMENSION 

				

				
					SUB DIMENSIONS

				

				
					Variables/Indicators

				

				
					Programmer’s profile

				

				
					Socio-demographic characterization of the programmer

				

				
					Name

				

				
					Gender

				

				
					Age

				

				
					District of residence

				

				
					Programmer’s professional profile

				

				
					Educational level

				

				
					Occupation

				

				
					Studies and Specialization

				

				
					Position 

				

				
					Years in current position

				

				
					Years in current institution

				

				
					Other current jobs

				

			

		

		
			
				Objective 1: The professional profile of the current theatrical programmers
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				Objetivo específico 2: Caracterizar las estructuras organizacionales de los espacios que programan

			

		

		
			
				
					DIMENSION 

				

				
					SUB DIMENSIONS

				

				
					Variables/Indicators

				

				
					Characterization of the organization

				

				
					Identification of the venue

				

				
					Name of the institution

				

				
					District of the institution

				

				
					Mission of the institution

				

				
					Venue’s managing and financing

				

				
					Administrative dependency

				

				
					Funding

				

				
					Units in the organization

				

				
					Artistic communication

				

				
					Artistic creation

				

				
					Educational programs

				

				
					Touring

				

				
					Research

				

				
					Programing activities

				

				
					Theater 

				

				
					Family theater

				

				
					Classic dance

				

				
					Modern dance

				

				
					Classical music

				

				
					Popular music

				

				
					Heritage

				

				
					Audiovisual

				

				
					Visual arts

				

				
					Festivals

				

				
					Scope of programs

				

				
					Target audience

				

				
					Audience attending the program, per year

				

				
					Number of venues

				

				
					Number of seats

				

				
					Type of production programmed
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				Objetivo específico 2: Caracterizar las estructuras organizacionales de los espacios que programan(CONT.)

			

		

		
			
				
					DIMENSION

				

				
					SUB DIMENSIONS

				

				
					Variables/Indicators

				

				
					Characterization of the programmer’s job

				

				
					Contractual situation

				

				
					Type of current contract

				

				
					Salary

				

				
					Position

				

				
					Who is your superior according to the organizational chart

				

				
					Number of workers dependent of your position

				

				
					Chores performed in the job

				

				
					Creation of projects or competitive funds

				

				
					Search for sponsors

				

				
					Negotiation with companies/artists

				

				
					Creation of contracts

				

				
					Attendance to national festivals

				

				
					Attendance to international festivals

				

				
					Attendance to rehearsals

				

				
					Administrative chores

				

				
					Budget renders

				

				
					Writing texts (content)

				

				
					Supervising audience studies

				

				
					Developing and applying pricing criteria

				

				
					Media publishing

				

				
					Managing commercial rentals (non-artistic)

				

				
					Creating programming reports

				

				
					Others

				

				
					Requirement of the job

				

				
					Accomplishment goals

				

				
					Performance evaluation

				

				
					Proportion of activities according to access (free or paid)
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					DIMENSION

				

				
					SUB DIMENSIONS

				

				
					Variables/Indicators

				

				
					The programmer’s duty

				

				
					Selection process of the plays

				

				
					Type of call

				

				
					Method for the selection of the plays

				

				
					Number of people who are part of the selection process

				

				
					Programming period

				

				
					Application requirements

				

				
					Programming objectives or themes

				

				
					Success and failure indicators

				

				
					Selection criteria

				

				
					Funding

				

				
					Potential audience

				

				
					Technical rider

				

				
					Premiere

				

				
					Prestige of the director

				

				
					Prestige of the cast

				

				
					Knowing the proposal beforehand

				

				
					Genre of the play

				

				
					Themes

				

				
					Programming variety

				

				
					Ongoing agreements

				

				
					Origin of the play National/International

				

				
					Critiques and awards granted to the play

				

				
					Artistic dossier

				

				
					Project description

				

			

		

		
			
				Objective 3: Criteria influencing the programming selection
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				Entrevistas semi–estructuradas

				Finally, we conducted semi-structured interviews with 15 programmers. Each interview was held at the venue indicated by the programmer, and had a duration of 90 minutes39. 

				The aim behind these interviews was to detect different aspects of the process, such as: Who else takes part of the programmatic selection? Which are the milestones that are identified as the beginning and end of the programming process, and which tools or context affect them? Another interesting aspect was to examine in greater depth the personal and professional experiences of the programmers, both in their studies as in the exercise of their career paths. A clear example of this is seen later when stating the artist/manager dichotomy in each of the interviewees. Below we’ll see the questionnaire employed in the semi-structured interviews given by the programmers.

				
					39	These interviews were made during August and September 2018 with the support of Camila Pimentel, the sociologist that guided the process.

				

			

		

		
			
				Programmer’s dimension

					[1]	Do you or have you performed as an artist? Do you consider yourself an artist? 

					[2]	Which elements of your career or studies you consider that have contributed to your work as a programmer? What do you think a theater programmer should study?

					[3]	What elements/experiences from your previous jobs are useful for your current job as a programmer nowadays? 

					[4]	What are your professional goals in the long term? 

				Dimensions of the programmatic process:

					[5]	Do you work on your programming with a team? How are your working dynamics with other areas in the organization?

					[6]	Describe your programmatic process from the beginning to the end.

					[7]	Where does a project begin and end?

					[8]	Under which factors does a project get carried out or not?

					[9]	What is the role of the audiences in the selection process?

					[10]	What type of tasks are necessary to perform and who are involved in carrying them out?
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					[11]	Which kind of programmatic tools do you use? (software, studies, sales analysis, etc.)

					[12]	Do you build data compilation systems? Are they being used during your decision-making process?

					[13]	How is the selection process?

					[14]	With whom do you discuss the programming of your venue? 

					[15]	Assuming you attend rehearsals, what is purpose of your doing so?

					[16]	Have you received programming consultancies? With what purpose have they been required?

					[17]	If you have indicators or goals, are these institutional? How are they established? Do you have goals of your own in the programming area? Which are your indicators of success?

					[18]	Which are the main difficulties of the programmatic process? And those of programmers in general?

					[19]	What do you think that should be reinforced in order to improve the programmatic process?

					[20]	How would you describe the goal of a programmatic process?

				Follow up questions between answers given in the online survey and the assessment of aspects for programming (when applicable, only):

					[21]	When you refer to trust and artists, what do you mean?

					[22]	Could you explain the difference between the importance of the cost of a project and its sources of funding? 

					[23]	Why are technical requirements so relevant when selecting a program?

				Analysis of results and key definitions

				The research gathered the required information to move forward to the first stage of the analysis of results. The analysis has been divided in theme units that correspond, mainly, to three working factors: the programmer as an individual, its organizational context, and its cultural context. Throughout the research process we held a great number of working hypotheses for each of these concepts. Many of which were based on the experience that we, as researchers and programmers, already have had in the field of theater. It’s worth reminding that the initial hypotheses were modified as time passed and we were able to examined the key factors that revealed the nature of our activity with the interviewees.
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				The exercise of examining the figure of the theater programmers includes the need to define their role. Earlier, we’ve already mentioned that the related bibliography is very scarce and, therefore, it was one of our obstacles. One of the most precise definitions that we found is the one given by Carpenter and Howe (1985)40, who defined the programming activity as the “process of planning and delivering leisure experiences to an individual or group”. This definition stands out because of its clarity and briefness also being abstract and aseptic in nature. It hardly says anything about the concrete process, nor about its difficulties and specific tasks. Other authors have delved into the description of the reality of the programmatic work, defining certain aspects and attributes to the job:

				“Due to the huge volume of work to be done (…) programmers tend to work long hours: 50 to 60 and up to 80 hours a week. in addition, their ‘private’ time is very often spent on attending shows at venues other than their own. in an average week, they would have two shows at their own venues to attend and one to two performances to watch elsewhere (…) at home, they would scan video tapes sent by companies (…)”41.

				While assuming the risk of describing the experience of any worker being overwhelmed by their tasks, these small traces of the concrete way in which the job is done turn out to be useful to perceive the limits of the job. This doesn’t mean forgetting about the mission of the programmer.

				“I believe in the tenacious, sensible programmer who is in love with their job, who doesn’t place themselves over anything or anyone, but besides them, who takes the time to watch what they are programming and, if they can’t see it, get properly informed. (…) I like the programmer who knows their job from the very beginning, who got their job by their own merit, and not through friends or other dark paths, who attend to 

				
					40	In their book “Programming leisure experiences: A Cyclical approach”.

					41	Ruth Towse, Ruth (1996). «The Economics of Artists’ Labour Markets». London, United Kingdom: Arts Council of England. 14.
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				events, fairs, festivals, to know what is being done and how it is being done. The programmer who, if necessary, copies formulas that have been proved to work: subscriptions, discounts, cards, well designed campaigns; and bets for risky and new plays, having their on accurate criteria, not influenced by others, admitting their mistakes, and accepting reasonable criticism and advise”.42

				All these strategies and tasks only make sense if they are incorporated to the double mission of programming that we discussed at the beginning of this book. To respond to both; the artistic community and the audience:

				“Cultural programmers have the responsibility of offering activities for the leisure time of people, but also, they have the commitment to position art in a place where audiences can be able to recognize its contribution to the human development as a whole, and that it’s not necessarily and uniquely a form of entertainment. Artistic programmers must be a vessel of inspiration for people to understand that art is for everyone regardless who they are, and that it’s able to positively transform life and behaviors; creating identity and contributing to the thrive of the communities in which it is inserted.”43 

				Beyond the individual attributes of each programmer, there are plenty of variables worth considering in our analysis. First, the programmer shouldn’t be defined as being independent of their context. This is, that their role isn’t only responding to criteria that comes from their reality as individuals in a unilateral dimension. It must include its surroundings as well. For this same reason, the second unit of analysis will complement these views over the individuals who practice the role of theater programming.

				
					42	Gallego, Ana (2003). «Programación de los espacios teatrales. Programador versus programado». Journal. Boletín Iberoamericano de Teatro para la Infancia y la Juventud. Madrid, Spain.

					43	Courbis, Carolina (2015). 32.
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				“In other words, the fact that the figure of the curator is appearing in this field may be indicating the need to explore in greater depth the relation, for example, between production, different artists and the places of exchange, the assembly of innovative proposals with new audiences, the dialogue between reflection and the theatrical activity, among others”.44

				This task isn’t carried out in the abstract, but in a concrete and material place. The financing and governance of the venues are factors that shall be considered when approaching a programmatic job: 

				“Programming in a theater venue, we insist, is a response to the nature and philosophy of the organization. Its greatest challenge must be to enable the enjoyment and appropriation of the artistic production for audiences, achieving an appropriate economical balance, without forsaking the values of the theatre group.”45

				This doesn’t mean we must assume a mechanical and deterministic programming system. It’s rather the opposite. When venues of different nature and budget share the same programming plan, the inquire for resources and the organizational structure should lead us, consequently, to raise new questions.

				Another aspect that stands out as second milestone for us is the fact that programming is a process, not a natural gift. By this we mean that it contains elements that are part of a chain of events, all of which can be improved or, at least, analyzed. It’s important to specify that when we refer to the programmatic process, we’ll be approaching those aspects including the operational management from an organizational process approach. This includes administrative aspects, but also other ones that refer to the programmatic mission. This mission may be anything that the agents or venues define as the purpose of their management structures, making it clear that there is not unique objective or model when exercising 

				
					44	Campanario, Carmen (2013). «Prácticas curatoriales en artes escénicas». Magazine. Telóndefondo. revistascientificas.filo.uba.ar/index.php/telondefondo/article/view/6650/0. This is a review of the round table about curatorial projects for scenic arts at the Área de Crítica de Arte del IUNA, organized by María Fernanda Pinta, which counted with the participation of Cynthia Edul, Matías Umpierrez, Pamela Brownell and Paulo Ricci. Monday, October 14, 2013. Complete text at telondefondo.org/numeros-anteriores/numero18/articulo/498/practicas-curatoriales-en-artes-escenicas-.html. 

					45	Ministerio de Cultura de Colombia (2006). «Manual de Gestión para Salas de Teatro». Bogotá, Colombia: Universidad Distrital Francisco José de Caldas.
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				theater programming. This receptiveness to accept the definitions given by the organizations implies a general desire to innovate in the field, a commitment to diversity.

				“Curatorship, in scenic arts, should aim to break formats and logics of production as well as reception, by proposing a coherent exploration, conceptual and aesthetic, within which each artist, artwork and cultural context may be able to develop specific characteristics that are singular, and, at the same time, configuring artistic and cultural networks to integrate them and promote a dialogue.”46 

				This commitment to recognize the particularities of each venue and community is always confronted to the concrete conditions in which the work is done. The ideal image of the programmer is quickly break down to established constructs given by the processes that they perform within the framework of the organizations or the dominant cultural policies and contexts. 

				“If programmers do not have enough time and budgets to explore potential products in the market, or if they find insufficient products available, how do they manage to make the programme as it is? (…) Can we assume that, like for most arts organisations, the conflict between economic imperatives and artistic aspirations is a major factor to affect the process of arts programming?”47

				It follows that these approaches identify the theatrical programmer as an agent who delves between two realities in their working field. One of them is tightly linked to the competences involving the artistic knowledge and experiences, while the other is related to the strategic management abilities. Is revealing the existence of two kinds of programmer typologies? Two realities or models that determine the same role? As Courbis comments, there is a dichotomy that seems to be irreconcilable between both approaches to the work of programmers.

				“Those usually having an artistic background, consider programming from an artistic direction approach; while 

				
					46	Campanario, Carmen (2013).

					47	Kawashima, Nobuko (1999). «The making of a programme diary: a study into the programming of arts presentation at arts centres in Britain». Trabajo de investigación. Coventry, Reino Unido: University of Warwick. Centre for Cultural Policy Studies. pág. 2.
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				those with a profile more focused in management, plan their programs based on the offer of existing plays, complying with the logics of the market.”48

				On this same topic, Sorjonen’s analysis seems to be more consistent. Instead of referring to professional typologies, he divides the approaches of the programmatic process according to the role of those who take part of it. This perspective tacitly enables a dynamic in which, on one hand, the programmer, as an initiator of the process, has a direct impact on the ‘approach’ within their program; and on the other, the organizational context also gives them a role. This way, the author establishes three approaches: one focused on the mission, another focused-on creativity, and a third one focused on resources. 

				“In the creativity-based approach (…) program choices are subordinated to the artistic vision of directors (…) In the resource-based approach, programming is guided by the available resources, both tangible and intangible. A resource may consist of an orchestra or ensemble of a particular size defined by the given economic resources, the given venues, a given musical instrument, available conductors, soloists, and actors, or the theatrical season with given dates for premieres. In the mission-based approach, the organization’s programming is guided by its mission.”49

				While this categorization is indeed interesting, it’s necessary, however, to emphasize that none of the programmers interviewed in this study matches nor represents any of these directions in a purist manner. The data and the scope that we’ve found among programmers in Chile has proven that the working schemes are defined by other contexts or reasons. This is the scenario from which the first question arises: who are the people behind the programmatic selection and who are the programmers in Santiago de Chile.

				The characterization of individuals as a fundamental part of the investigation is consistent with the hypothesis, which stated that the personal characteristics of the person programming are part of its processes and has an impact on how decisions are made. This idea is part of the thesis 

				
					48	Courbis, Carolina (2015). 35.

					49	Sorjonen, Hilppa (2011). «The Manifestation of Market Orientation and Its Antecedents in the Program Planning of Arts Organizations». Journal. International Journal of Arts Management, 14 (1): 4–18. 9.
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				proposed by Lluis Bonet in his article “A reflection on the process of cultural programming”, when he establishes there are different criteria in what he defines as “the programmer’s black box”, referring to it as a body of “conceptual and aesthetic elaborations, often implicit, that consider a complex and interdependent set of factors”. In this framework it “is reflected the acquired experience, intuition, perception on the diverse social needs, ideology, aesthetical options, and even their own ambitions.”50 The implication of diverse factors at a level where choices are made, leads us then to ask ourselves, in greater depth, for the nature of the programmer in fields that are beyond those proper to their profession.

				We started by characterizing in socio-demographical terms fifteen of the seventeen programmers we interviewed through the online survey, which was applied to only one person per venue.

				• The programmers’ group is made up mostly by members of the feminine gender. Nine of the fifteen persons are women in the role or in charge of programming in performing arts venues.

				• The average age is 42 years old. The minimum age is 30 years old, and the maximum is 65. According to the ranges, we can see that the 40% of programmers are between 30 and 39 years old (six people). A 33% is between 40 and 49 years old; and a 27% is in the 50+ cohort. Another relevant factor to consider in age dimension is that the average age for women in this group is lower (39 years old) than the one for men (47 years old).

				• Programmers usually live in the northeastern area of the city (73,3%), represented by the districts of Providencia, La Reina, Ñuñoa and Las Condes, followed by those who live in the downtown area (13,3%).

				
					50	Bonet, Lluis (2011). «Una reflexión sobre el proceso de programación cultural». Blog. Barcelona, Spain. lluisbonet.blogspot.com/2011/01/una-reflexion-sobre-el-proceso-de.html.
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				• In terms of the profession of the respondents; they all have undergraduate degrees. As observed in their careers, they mostly (80%) correspond to acting degrees.

				• Regarding their specialization studies, nine of the respondents (60%) have graduate degrees (diploma, master or PhD). When analyzing the data, we discovered a set of specialization degrees that include: four cases of diplomas (three in the field of culture management and one in entrepreneurship, seven cases of Master’s degrees (four in culture management, two in theater direction, and one in literature), and one case of a PhD in History. From the Master’s degree recipients, three of them studied abroad. If we subdivide this data in terms of gender, it ends up being fairly homogeneous. If we do it according to age, we find the younger they are, the higher is their level of studies and specialization.

				While carrying out these characterizations, we found ourselves discussing certain issues that ended up being relevant for the re formulation of our first hypothesis, as there were two parameters that seemed to be decisive in its narrative: age and studies. Regarding the studies, the question that seems to be the most interesting one is about having an artistic background and investigating if programmers find an extra value in their activities because of this.

				“I was, from the beginning, very connected with theater, because of what I studied. And I worked in theater while I studied. (…) This allowed me to learn how a professional theater works from all levels. This is very important.”

				“I think that having studied drama is very important... or at least it has been a very useful tool for me, for many ways. They (the artists) have told me in conversations that it’s important for them that the programmer (…) understands the world of theater from the inside. There are discussions in which their argument is “you do not belong to the world of theater”. 

				“The key word is empathy. I think that there is a certain kind of empathy related to the creative process that is different when you’ve been part of a creative process as well”
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				“Well, my undergraduate degree is as an actress. But I daresay that it’s the experience that I’ve acquired in my work what has been most useful to me, more than the artistic aspect. My contribution to programming isn’t reduced only to my artistic point of view, but also to the conditions of the venue. I think that my most influent work in the activities of the theater are my experience both from an artistic point of view and a practical point of view”.

				In other aspects of the characterization of the individuals, those factors related to gender and/or the area where they live didn’t seem to be central elements that influenced the programming processes. On the contrary, we noticed that age, indeed, mattered. There are notable differences when defining the objectives of their role, the narrative of their job and the way they define their functions within the programming process that can be observed. From all the possible different characteristics among the interviewees (gender, professional background, etc.), age seems to be the one that explains this phenomenon in the most coherent way. To explore this dimension, we’ve divided the programmers in age cohorts, according to the following groups: 30—39 years old; 40—49 years old; and 50+. 

				The 50+ cohort showed a perspective that gave a greater importance to the artistic components over management duties within their role. According to the classification proposed by Courbis, they were programmers who understood the job from binomial components: the artistic ones and the administrative ones, giving the first group a higher priority, and seeing the second one even as a noxious ability when incorporated to the programmatic role. It must be pointed out that this tension doesn’t exist in the case of the other cohorts, to the extent that younger generations understood both aspects as complementary and equal.
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				“To combine the commercial success with a curatorial orientation that attempts to stand out from what is strictly commercial (…) is a great challenge that one takes, while at the same time achieving some sort of financial balance”. 

				“Maybe it’s clearer when it comes to elaborating a project. You write from a manager’s point of view. But plenty of what is related to the content comes from the artistic prism: you do both things”.

				“I always think about the tools or whatever a person must have to work as a theatrical programmer. I believe that it must be someone who in all cases is linked to the theatrical world from a creative perspective. They may also be a critic, but one with a discourse regarding the discipline, who knows the dynamics involved in it, and that is able to create a discourse revolving around the programs they are conducting. That’s the place from which they will clearly be operating as culture managers”.

				“A programmer must be someone who hopefully comes from the world of the performing arts. I’m not referring specifically to theater, but to performing arts (…) they should also have certain knowledge or an approach in terms of arts management. Otherwise, what happens is that they’ll end up programming in terms of taste and will neglect the viability of a program. But if you put someone who is only an arts manager -because many times programmers aren’t artists, but only managers- this person should have a very deep approach towards performing arts. Otherwise, they will only program from a market-driven and commercial perspective, and will neglect the artistic aspects”.

			

		

		
			
				30—39 years old cohort

			

		

	
		
			
				57

			

		

		
			[image: ]
		

		
			
				“I think that theatrical programmers should, at least, have experience in management (…) I think that there is a reflection pending on the specific subject of programming that I still haven’t seen in graduate course, nor in a diploma, nor in a home-study course. It’s similar to what happens when discussing curatorship in visual arts”.

			

		

		
			
				40—49 years old cohort

			

		

		
			
				“I’ve been associated (…) to the theater movement. I’ve got knowledge of who are part of it because I’ve seen their career. This also grants me a historical perspective on what they are doing, producing, etc. Many managers don’t have so much knowledge of the world in which they are precisely managing”.

				“I don’t know how a symphony is written, nor I can distinguish if it’s well written or not. I don’t have a saying about it. I’m just part of the audience. That’s the place from which a discipline is respected. And that’s why in this aspect, the audience isn’t important at all. (…) Maybe there are other places where they are very concerned about audiences, but that is because they are concerned about the market. When you are concerned about art, the audience isn’t a concern. What we do here at the theater is an exercise of resistance against commercial theater. Against culture for the market”.

				“When I went to the university, there was a course called arts management. The truth is that I’m in complete disagreement with it. In this respect, I go all the way back, and I know that my way of thinking is very ancient, in the sense that it bothers me to say that everything is a product. The play is a product, I am a product. Everything is a product. And I believe that this way of thinking is killing us, it is killing theater”.
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				But as this discussion is still echoing, it’s worth remembering that this dichotomy regarding the work of the programmer both in artistic and administrative terms isn’t new in the discussion that has existed in the theatrical world, nor in the history of management. 

				“George Bernard Shaw51 said that every artistic director in the theatre should be followed around by a hard-minded businessman whose main job would be to cut all production budgets by half. That was essentially what managers did, thereby creating a villainous, penny-squeezing, Scrooge-like52; image of theatre managers and producers. (…) While economics remains important to managers, they must assume other responsibilities if the arts are to survive”53

				In the United States, in 1985, Todd London54 gathered a group of artistic directors of non-profit theatre venues with the purpose of having a discussion on the future perspectives of their activity, and this tension between art and management was already present there:

				“The growing split between artistic and management functions and the resultant division of labor between artists and managers has changed the terms of their partnerships. The environment for theatre has thus become increasingly “corporate”. Fierce marketing, public relations and fundraising competition have required artists to constantly re-articulate the value of their art to a greater number of funders (…) Once business becomes the language of theatre, though, the artistic endeavor, rather than being sustained by the business, is in danger of being called upon to sustain it”.55 

				In Chile, this debate is connected to another perspective about the wide range and variety of skills that a programmer must cover. When attempting to characterize programmers, we found that many interviewees were able to define the choirs or tasks performed by them, rather than a definition of the role itself. Hence, the question for the definition of a programmer was reduced to understanding what a programmer did. Part 

				
					51	George Bernard Shaw (1856—1950), was an Irish playwright and critic.

					52	A character from Charles Dickens’ «A Christmas Carol», known for being ill-tempered and stingy.

					53	Conte, David and Stephen Langley (2007). «Theatre Management: Producing and Managing the Performing Arts». Hollywood, United States: EntertainmentPro. 7.

					54	North American scholar known for promoting the dialogue and discussion on playwriting. 

					55	London, Todd (1988). «The artistic home: discussions with artistic directors of America’s institutional theatres». New York, United States: Theatre Communications Group. 56.
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				of what a programmer does is determined by their conditions and capabilities as an individual, related to their personal and professional biographies. Nevertheless, the way by which cultural organizations in Chile have shaped this role also plays an interesting dimension in this analysis. A programmer will then be defined not only by who they are, but also for what they do. We will look further into this issue when we get to the second unit of analysis, the one about the programmer in its organizational context.

				There is one last issue to consider in this analysis of the programmer as an individual, and it is closely related to the expectations they have for the future and, therefore, to their own professional projection. How do Santiago’s programmers see themselves in the future? What aspirations and challenges do they see in the exercise of their careers? As we have seen already, many of them haven’t been in their current positions for a long time, and we can identify them as mainly a young group with a high degree of studies and training. We also know that they all have a career related to theater. So, it seems relevant to understand their projections and their need to improve their knowledge skills, as well as the dichotomies between their artistic and managerial aspects that many of them still experience at an internal level. It is key to understand programming parameters that may be determined by them. Further on we have included some quotes from the interviews, which we have divided in groups depending on how they have addressed their worries or the dichotomies of their role as artists and programmers, or their professional aspirations and need of training:
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				“I work as an artist (…) and this shows two problems. On the one hand, programming my own works at the theater is a wrong signal for the artistic community. Even if it makes sense, as it is understood that if I work here it’s because I’m validated as an artist. On the other hand, the experience of other venues indicates that there is always a hard feeling that I’m selecting a play because it’s mine”.

				“I think it’s correct that if a venue hires an artist to program, at least once a year, one of the plays programmed should be of that artist’s authorship. Because there is a reason behind why that artist is being hired to program. Somehow, when displaying one of their works, this artist is presenting themselves as some sort of guiding thread throughout the rest of the program. The point to attend is the ethic line that divides what seems as an abuse from what is correct”.

				“It has been complicated, because having to manage a venue leads you to face some issues with which I as an actress don’t agree. Nowadays it doesn’t happen so often, but when I started, I felt as if I was facing my own guild from the other side of the trench. And it resulted in some personal complications. It’s not that I had personal problems with some people, but you must suddenly question some things. Time ended up giving me the experience to interact with my colleagues while drawing a line at the same time. On the other hand, I think that the fact that I’m an actress is very important, because it allows me to know the job better”.

				“I’m an actress and I expect to keep on acting until my body allows me to do it. It’s exhausting, nevertheless. I have an active role in every play made by my theater group. It’s a lot of work. That’s where I get divided, to say so, because I still keep an eye on what is happening at the theater, I must rush into the office to check my inbox. That’s why I always say, ‘I won’t stop acting now, I must make the best of it while I can’. Because I can manage and produce whenever I want, but not acting. I have learned a lot, nevertheless. Being on the other side has been very rewarding”.

			

		

		
			
				Dichotomies in their roles as artists and programmers:
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				“I’d like to be able to apply what I have learned about theatrical programming to program in another kind of venue. I don’t have any real chance of doing it, but that’s what I’d like to try, because I’m not interested in a conceptual approach to programming. And, on the other hand, I aspire to leave my position and promote the arrival of new generation, because I’ve got the feeling that I’ve learned a lot, but that I’ve already had all the ideas that I was going to have. And theater needs new ideas”.

				“I have the aspiration to keep working in arts organizations. Not necessarily as a programmer. I may be in any area related to arts management, my field of interest. But I do imagine myself working in culture”.

				“To keep on doing the same things. And to keep living from it, mainly. To keep growing in programming, in management, as an actor, as director. Also, to be able to live from it. I hope life doesn’t force me to work as a telephone operator”.

				“I receive offers, obviously... But I’m not interested. I think that in a market that is so small as the Chilean, I’m lucky to work in a very good venue and to have a very beautiful role in it, which I like very much. I see myself, hopefully, being a greater contribution each time to the national artistic activity. Let projects such as family theater consolidate, that artist may live from what they do. If I can help to achieve that, maybe there is a door to open further on”. 

				“I don’t have great ambitions. I don’t want either to be the owner of the theater, nor the director of great venues. I think there are young people that are very interesting... I wish to be able to pass on my experience to whoever wants to listen to the story of what one has done to get to where one is now standing”.

			

		

		
			
				Professional aspirations and need of improvement: 
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				“My professional aspirations are absolutely focused on arts management, the professionalization of the cultural field, the cultural mediation. And specifically, to the comprehension, study, research of the behavior of audiences. It seems fundamental to me to understand why the index of participation in theater is declining, (…) it seems fundamental to take this into consideration from the cultural field. And from this point of view, my professional direction is routing towards this topic, the issue of audiences. Because, when programming, be it your job or not, there is no theater if there isn’t someone to witness it”.

				“I studied drama (…) but I think that what I need is to learn about management, and then to have some studies in programming, which I haven’t found”.

				“I want to keep improving, that’s what I’d like to do. More in terms of personal knowledge than achieving bigger professional objectives”.
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				Second unit of analysis: The programmer in their organizational context

			

		

		
			
				When we adopt a programmatic approach, either for the mission or the resources, as stablished by Sorjonen56, it is essential to be able to analyze the venues and the collaborators, relations or duties that programmers have with these dimensions when exercising their trade. At some point, we imagined that the organizational reality of the venues, or their mission statements, would have a greater impact on the way in which the programmatic process was being carried out. However, we could appreciate that the realities described by the programmers are similar, no matter the mission, size or budget of the venue in which they work. In our country, the organizational realities, in terms of legal structures, don’t seem to alter the kinds of processes; for instance, a commercial theater and a non-profit operate almost identically. 

				At the beginning of this analysis we categorized venues according to three financing modalities, defining them as either independent, mixed/State, and mixed/university. This division wasn’t relevant, as well, in the context of the interviews, but it would be worthy to internalize the factors that differentiate the programmatic roles and processes that operate in each case, according to the model of producer and co-producer theaters, in opposition to those that are just presenters –in our case, mainly the independent venues–. 

				However, a new problem arises, as to be able to carry out a taxonomy that considers all these features of a program’s content, we would have needed to standardize all the processes that are understood under each of these categories. In general, to be a “producer” of contents means very different things in terms of structures and processes for each of the venues and theaters depicted in this study. While one of the first components while questioning the relationship of a programmer with their organizational context has to do with which are the formal realities of their job, there were 

				
					56	Sorjonen, Hilppa (2011)
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				• In terms of contractual formalization, we can see that the 60% (nine) of the programmers have undefined-term contracts, while another 20% (three) are working without any employment contract at all (two of them because they are the owners of the venue), and the rest of them (20%, three) are under fixed-term contract.

				• Regarding the time that the surveyed programmers have been in the role, most of them refer to a new group. Five of them (33%) had been one or two years in the role, by the time of the investigation. Four of them (27%) had been between two and five, and three of them (20%), more than ten years. The Teatro de Bolsillo is the theater with the longest-term programmer among the group of all interviewees, who has been exercising the role for fifteen years and five months. Then comes Centro Mori, whose programmer has been thirteen years and seven months.

				• The terminology of the role of who is programming varies according to each theater, but the title of ‘Artistic Director’ prevails in four cases, followed by three cases denominated as ‘Programming Directors’. In this group we find the combinations “Programming and Audiences Director” and “Programming and 

			

		

		
			
				Occupational characterization of the programmers in relation to the venue where they work.

			

		

		
			
				no specific problems described between those who program their own content and those who just select a repertoire as presenters. Although this was observed, it would have been interesting to deepen, in a second stage of this investigation, the query on this differentiation. 

				Finally, part of the investigation involved an approach of the occupational universe of programmers in terms of their chores and the metrics of these on an occupational field level. 
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				Production Director”. There are also three cases in which we found the denomination “General Direction and General Coordination”. In two cases, the person programming is the Executive Director. In some specific cases, corresponding to smaller venues, we find the titles of Arts Manager, Theater Manager and Outreach Projects Director.

				• As for the hierarchical dependency of programmers, we may deduce that in three of the theaters, the person programming doesn’t have to report to any kind of boss. In university theaters, the hierarchical dependency of the position responds to the academic authorities: to the Head of the Drama School, in the case of Teatro UC; to the Dean, in the case of the Teatro de la Universidad de Chile, and to the Vice Chancellor, in the case of the Teatro Finis Terrae. Within the governance structure of another three theaters, the programming role depends of the Executive Director, and in other two cases, of the General Manager. On the other hand, there are two cases in which it depends on a Board, and in one case, on the Associates Assembly.

				• Another way to measure the organizational and resources reality is to inquire on the number of workers that the programmer has assigned on their team, or if there is a team dedicated to this activity. These are usually few, a reality that prompts the inability to professionalize the role, or to let them acquire more specific knowledge and abilities in leadership. Insofar as the venues and theaters have few possibilities to expand their staff, the professionalization of the roles –and the definition of them– becomes more difficult. We can see this in the following quote: 

				“It’s an executive direction, executive production, artistic direction, financing direction, venue management, wages, I do everything. We are a team so small, that I am everything”.
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				Later on, in the third unit of analysis, we will further investigate the aspects of the national cultural context that may create this distance from the artistic work when programming for theaters. The labor system employed in theatrical and cultural venues result in the lack the sufficient staff to satisfy the venue’s operational needs. This promotes, for example, that theater programmers must perform several roles or chores while managing a venue, responsibilities that usually would be covered by other specialized personnel. In consequence, this promotes the stagnation of the discipline towards a professional specialization, as it prevents programmers in Chile to dedicate more of their time to the improvement or other duties closer to the artistic direction of the venue (as it’s defined in other countries such as the 

			

		

		
			
				
					Figure Nº2: Chores of a programmer. 
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				We asked the programmers, in the online survey, about the roles and chores that are part of their job. In the following graphic we may see that the chores that the fifteen consulted theaters have in common are: relating to other institutions, creating and/or applying pricing criteria, and negotiation with the theater groups. In contrast, the chores that presented less coincidences are: participation to international festivals, managing contracts, attend to rehearsals of the artists, and the search for sponsors. It draws our attention that practices that are more related to the merely artistical and content-centered –as assisting to rehearsals– have less iterations than others closer to the management field, such as negotiation processes and pricing structures.
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				United States or France). Finally, the result of this reality distances the activity of programmers from the dynamics of performing arts creation, which could explain, for instance, the low number of programmers that manage to participate of the rehearsal processes. 

				“Sometimes you ask yourself if you have to be on top to give your opinion. But I also believe that artistic processes have to do, actually, with the artists. You have already given them feedback”.

				“It’s not an established practice. It depends a lot. I try, at least, to attend one rehearsal or to a reading of the project, at any time. Not with the will to censor, but because I’m in charge of the program, and people make questions about it. I must see the rehearsals to have any reference about the play, and to be able to anticipate certain aspects internally to my team. This has to do with anticipating some aspects of the management and production work”.

				“It depends a lot on who is the director or the counterpart. There are some [artists] who love to have this conversation, who ask for it and they tell you ‘come to every rehearsal, and I want you to tell me what do you think’. There are others who don’t like you hanging around while they rehearse”.

				“There is, in general, a culture in Chile in which the directors feel as the unique owners of the artistic decisions, something that isn’t true in other artistic disciplines nor in theater elsewhere. They are very jealous when receiving commentaries, even if they are suggestions to give them a hand”.

				“In the creative area we don’t intervene at all. If they ask us, we are open to give our opinion in the most clear and honest way, when it comes to very specific things (…) very technical things”.

				“The idea of attending a rehearsal wouldn’t cross my mind, unless there is a point that may affect the venue. Having to paint the stage, for example. There is no problem (…) they must leave the venue just in the same conditions they received it”.

				In the programming process we may see that one of the key components involved, regardless of how many people are 
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				performing it, is the one related to receiving the information or the kickstarting process. In this starting point, one of the fundamental aspects is to know which are the reasons lead a programmer’s decision for a show. Which are the inputs, the mechanisms through which they become aware of the existence of the offer, and how these mechanisms of selection, agreement and organization are arranged? 

				On this premise, the open application call is the most common tool as part of the programming processes in Santiago. 73,3% of the surveyed theaters select by this mean at least, one of their shows. The theaters who claimed not having an open call are the Teatro Nacional Chileno, Teatro UC, Taller Siglo XX, Teatro Camino and Teatro Finis Terrae. We may observe a trend towards those venues, previously identified as part of the mixed/university group, which would approach the programming curatorship in a more direct manner.

				The open call as an approach to the reception of projects implies regulations that include venues having a direct relationship with the artistic community and their territory. Also, to be aware of trends, be able to evaluate the available offer and to apply a method of programming. The venues that don’t use an open call process usually generate their projects by invitation, but they also depend on a third alternative that includes an application made on the same standards: a portfolio or written project. In this way, the practice of an open call is an exercise that refers to the organizational context, but also by being articulated on participation premises, it responds to a community that connects with the cultural context as well. Therefore, by being identified as a key component for kickstarting the process, it may be part of the analysis as well as other dimensions such as artistic offer, resources, and the reality of the theatrical ecosystem. We found that mission statements and programming premises of the theatres stand as the first guideline that programmers follow when putting together a repertoire, but there are still other practical elements as well. Something in which many programmers do agree, however, is that the process requires a whole annual cycle of work. 

				“I think that the mission is a hierarchizing process (…) Another element for us is the programming premises. At least in this open call, we usually work with some annual incentives. This is 
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				related to the curatorial perspective we want to propose at a discursive level, and a dialogue with audiences”.

				“I try to do it [programming] in a way that is linked to what is happening nowadays that I find relevant to show in a stage. Sometimes they are infra-theatrical events. If Juan Radrigán57 dies, we must program one of his works”.

				Regardless of the mission as a detonator of the process, it isn’t possible to have a clear idea about the starting point of a process without having in sight its final goal. When an open call takes place, and artists apply with their portfolios, there are implicit definitions and purposes that have been set. In this investigation we didn’t compare if the statements in the open calls corresponded to the perspectives that programmers gave us, but we did inquire about which were the goals they expected to achieve by conducting this programming process within their venues: 

				“The programming process must attempt to be better than the prior process. What I’m interested in is in trying to learn things, to apply them in the following process. And in another way, it has to do with achieving a sustainability in theater as a whole”.

				“It has something to do with the audience, it has something to do with fostering artistic supply. The activation of the cultural field. Stating that there is a place where audiences and artists come together, where there is something happening, and this something is theater”.

				“I think that we must have first a broad objective: to be a contribution to society. What I’m about to say is a bit corny, but anyway: How does a programming process helps building a better country by enabling the promotion of its artists, by acknowledging a diverse cultural offer for consumers of the arts in general. Audiences that go to the theater are like other kinds of audiences that consume other kinds of artistic goods. Therefore, I believe that it must have a national mission”.

				“The objective of a programming process is very much about defining, profiling, and creating a particular voice of a venue. A voice that is able to contribute to the national theatrical 

				
					57	Chilean playwriter, deceased in 2016..
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				scene, that stands as a distinguishing element, as an artistic contribution and a tool that works relates to a territory”.

				“Here, in the theater, the most important thing is to have a full house”.

				Other aspect worth analyzing in the relation between the programmer and their organizational context, as we’ve already anticipated, has to do with the perspective from which they program and if they are a producing house or a presenter. This framework seems to alter the role, as it can be observed in those producing venues. Regarding this topic, a programmer pointed out the following:

				“I believe that there is a difference in it, rather than programming, what we do is producing. Therefore, we don’t program according to the traditional concept of presenting venues. Almost everyone is a presenting venue here in Chile. But there are only two theaters that produce: the Teatro Municipal and the Teatro Nacional. The Universidad Católica does it a bit, but they have a different concept of programming (…) because one thing is to program as a producer, and another one is to present external productions”.

				One of the conflicts that a presenter theater usually identified as a barrier or restriction is having to work with the “available” offer, in opposition to being able to control the content, just as Kawashima states: 

				“There are a number of constraints on programming. Some are structural factors such as seasonal events, physical structure of spaces and the characteristics of the location which are largely unchangeable. Others are variable parameters such as programme budgets and the artistic policy of the arts center. (…) Finally, the availability of productions to book is also a given factor over which programmers have little control, a factor that distinguishes arts centers from producing venues. Products must be available for programmers to show at the right time; they are not imperishable commodities to which buyers can return for purchase”.58 

				
					58	Kawashima, Nobuko (1999). 30.
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				In Chile, one of the challenges faced by producer venues is that the role of the artistic director does not really include the same definition as it has in the United States or other European countries. There are programmers named as artistic directors, such as those of the university venues, especially at the Teatro Nacional Chileno (TNCH)59 and at the Teatro de la Universidad Católica (Teatro UC)60 but nevertheless the role does not have the same job description. The first one specifies a role under this name that, in addition to executing the program, is also expected to participate as a creative in the process. The second one has developed an organigram chart that allows a collaborative leadership between the artistic and executive roles. Leaving aside these two exceptions, the national reality assigns the programmer a role that is multiple and diverse, making it difficult to reach the standards of model of a producing venue. Regarding this, one of the interviewees presented the following remark. 

				“That’s a big discussion, I think that nowadays you must have more and more studies in the management field (…) Then you’ve got the artistic directions, which are usually trusted to an artist, which is very common at the greatest international venues, as well as at the independent national ones. In my opinion, I believe that you may have an advisory board of artists, but programming leadership has various responsibilities. From the purely artistic to every other variable, such as the commercial, administrative, audiences, strategic planning, marketing, etc. That’s what an arts manager does nowadays, who must also keep a program. It’s not simply saying, ‘I’m going to put this, this, and that’, and then go home. The wonderful possibility of an artistic director having a whole back up, a team of people who is able to perform all these chores, exists. But I believe that is the job of a manager or a producer. I believe that an arts manager has, nowadays, enough studies to be able to contribute to the artistic direction role, but, at the same time, I’m certain that this is a job built with experience. It has to do with experience (…). I also believe that this duo of 

				
					59	At the Facultad de Artes de la Universidad de Chile website: artes.uchile.cl/noticias/130152/concurso-cargo-de-directora-artisticoa-del-teatro-nacional-chileno the application for the “Artistic Director for the Teatro Nacional Chileno” was published in January, 2017. In it, the definiton of Artistic Director, and the criteria considered for the evaluation are expressed as follows: “Current artistic and/or professional record in the theatrical direction or theatrical performance or design fields.”

					60	The university venues, and these two, particularly, are, within the universe of our study, the only venues that hold their own workshops dedicated to the creation and production of plays. The other venues assume a producer dimension from the economic and curatorial perspective, yet they are far from the devices that venues such as the TNCH or the Teatro UC have historically held in terms of production.
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				an executive director and an artistic director is good. When I say, ‘artistic director’, I mean specifically to when it is an artist who is running the venue”. 

				Either way, and no matter the perspective on programming that is being held, a question that is raised and is related to the organizational context is the one about the purpose of the programming process, in terms of the achievement of goals. 47% of the interviewees pointed out that they must achieve institutional goals. Which are these goals, and aren`t they mentioned by all programmers? How can we even define or establish measuring parameters if the indicators aren’t clear? 

				When asking about goals, performance indicators and evaluation formats, there are relevant referents, which lead the role of the programmer and their process towards our third unit of analysis: the cultural context. Sorjonen, also mentions this factor: 

				“As an indicator of success, all (…) mention the recognition and appreciation of colleagues (other artists) and the media. They also point out that success is realized when the director is able to sustain organizational integrity and reach an artistic level meeting his/her personal criteria. Therefore, the notion of success (…) was interpreted to be peer- oriented (…) High attendance and ticket sales as an indicator of success is stressed by directors with a resource-based approach to programming”.61

				In a similar way, many of the concepts that appeared in the interviews didn’t only answer to the internal purposes of the organization, but also to external parameters, coming from the cultural ecosystem, and even from the comparison with peers. 

				“It also has to do with the sociability environments, where your own peers let you know when something is well done. Your peers. They may not tell you when there is something wrong. They won’t tell you, ‘hey, your program stinks’. But they will let you know when they are liking your job (…)¿Peer programmers?Or peer artists. Other managers, theater people. Peers”.

				
					61	Sorjonen, Hilppa (2011). 15.
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				There is great interest among programmers to include qualitative parameters in their measurements, feeling that the current programmatic exercise is merely approached by standardized criteria, such as the number of audiences, which seems insufficient. 

				“There are some things that are done by instinct, that you don’t have even to discuss: we know what worked out and what was disastrous. Now, how can we turn this into indicators, in metrics that enable us to work and make projections, that’s the challenge. What parameters? Why is someone, at times, so used to say that the show went well, because there was a huge attendance? Or that it performed poorly, because there was a low attendance? This is not so true. There are shows that manage to have a full house, but everyone there was invited. Or there are other ones in which there were few attendants, but those who went were very strategic agents, that are useful, because they are going to buy the show, or they are scouting projects. I think that the problem here isn’t the venue, but the whole system in general terms. We must know what rules we are applying and what to measure”.

				To make this analysis easier, we have divided the programmer’s goals in four dimensions: economic, artistic, audiences, and peers. The former two are related to the organizational contextl62, while the latter, to the cultural context. We will address the first ones in this chapter of the investigation, while the other two will be addressed within the following chapter.

				
					62	On the economic parameters, let’s remember that this is set in terms of goal measuring and process results indicators. We’ll later see that the economic concept also has a relevant role in the programming process, regarding projects executions or, in other words, how much money is available to program.
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				“The fact that a theater play is considered a product and shows run on average for a month [in a venue’s program] is something with which I disagree. A successful play should have a longer run in the program. Then, a manager may be wonderful, but they can’t be better than an actress or actor, because they’ll first understand this as a product, and they’ll say, ‘this sells, or not’”.

				“The closure [of a play’s programming] takes place in such an informal way: the play is over, and we thank you for your visit. But then the numbers will either make us set our feet on the ground or go up to the skies. Most of the times they set us on the ground [as the box-office is lower than expected] and then there is a conversation with the artists. In those cases, I’m the one who does the talking. But from an internal point of view, these processes end up being very helpful and strengthening. We always learn something out of them”.

				“I believe that programmers must always be able to establish a fluent dialog with what is happening around them. This has to do with the venue having a perspective on the theater they want to present, a voice on the kind of theater it wants, and to be able to do so, it must include the market issues, the fact that the target audience won’t be willing to pay a ticket that costs twenty, twenty-five dollars (…) we can’t charge an expensive fee, because most of our audiences is a young target. They are students or young professionals. These are issues that we must consider”.

				“99% [of the venues showcasing theater], to put it some way, work in privatizing culture. Not establishing a perspective on the public policies. Their work is ruled by income. (…) Then, every management decision is exercised by private parties, and those organizing the venues are private parties, it’s not public-run venue. Everything is private. (…) For instance, those who must meet economic requirements, that’s why the shows must adapt to the market, rather than to creativity. I mean, I must have a set that can be taken out of stage in half an hour cause another 

			

		

		
			
				Economic indicators for programming:
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				The artistic parameters:

			

		

		
			
				“It would be very strange, in this context, if you’d come out of a play, laughing out loud, while haven’t gained something of worthy for your life. For me, it has to do with the premise of the play, with what does it want to tell us. It doesn’t matter if I like the topic or not. It isn’t a matter of personal taste. It has to do with which are the themes that ultimately resonate on us as human beings (…) I won’t find any dynamic in it, it’s a kind of theater to have a light laugh, some sort of sketch”.

				“When you think on the goals, you are always thinking on numbers. But there are also other goals to fulfill when I manage to have a program that is harmonic and complementary. What do I mean with this? To have a diverse offer that might go from a classical play to stand-up comedy. But there is also a variable: that is the audience, sales indicators”.

			

		

		
			
				show comes. So, theatrical design is gone, lighting design is gone, everything is gone, because it works according to what the market is demanding, not what the artist wants”

				“What could be improved is the clarity on the artistic goals that we want to achieve, as well as the reality in theater, in terms of human, productive, and economic resources. To see if that reality is able to meet the programming criteria, because I may say ‘I’m going to present a play with three horses in it’. The project is amazing, the play, fantastic. But is the theater able to meet those requirements? I think that this is what must be evaluated when programming. We must not only program according to our artistic affinities, but also, we must set a foot very well put on the ground. And in order to do that, I think that we must define a bit better the artistic goal that is being pursued”. 

			

		

	
		
			
				76

			

		

		
			[image: ]
		

		
			
				‘Cultural context’ seems to be a pretty wide category, but this dimension was established on the process, during the conversations and interviews held with programmers. When we began establishing our hypothesis, there was a first idea that seemed fundamental: “the programmer programs what they want”. This sole working premise, prompted a huge range of questions that went on endlessly, as we approached dilemmas such as: ‘What does the programmer want to program? Why do they want to program one specific thing? On what depends that they want to program one project over another?

				This resulted in the first two units of analysis: the first one, addressing who the programmer is (the individual) to track the way in which their personal biography and their characterization have an impact in their decision-making process; then a second one, dealing with the particular venue for which they program (organizational context). This leads us to analyze the different typologies of venues and the perspectives related to their mission statements and realities, as well as the dimension dealing with how many audience members they can reach, as a relevant indicator of the programming process. 

				However, this third area had remained initially hidden. The premise about “the programmer programming what they want” was modified according to a new perspective on reality: “the programmer programs what they can, based on the dimensions of their job”, a dimension that contains several restrictions and premises. Thus, we go from the concept of freedom, that came from this idea of an autonomous programmer, to –for better or for worse- the concept of silence, just as the title of this book metaphorically indicates. 

				“Probably, some part of the selection process has to do with personal taste. Clearly, the perspective of the programmer is determined by what you like and what you do not like, In terms of aesthetics, imagination, themes, whatever. But this isn’t the only thing going on. This selection process is determined by an infinity of factors that must happen. It has 

			

		

		
			
				Third unit of analysis: The programmer in their cultural context. 
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				to do with mission statements, (…) but it also has to do with different expectations that need to be met, depending on the theater where you are. In some cases, it’s an economic matter, that leads you into having to only execute projects that are profitable”.

				The cultural context or, in other words, the community in which theater –as a discipline– is being practiced in Santiago de Chile, is vital to understand the programmer’s activities from a process analysis perspective. In this way, this third unit, focuses on the cultural context, gathering all those factors that are part of the programming process and refer to the circumstances of our art world, even understanding the artists as key agents of the work, who until now had been absolutely absent from the evaluation. 

				Although the open call was previously classified as a starting tool for an internal process –belonging, thus, to the organizational unit–, it is a mechanism that also defines a public milestone when interacting with other cultural agents. It is considered valuable, as it is a bridge that connects the venue with its cultural environment: with the artists, with the creative circle, with the vitality contents available.

				“The open call is a first step that helps us a bit to assimilate the programming offer available. This is a process of saying, ‘OK, this is what is going around’ (…) and that process is very nice. It somehow enables you to get the feeling of the creative universe”.

				“There are some companies that don’t understand the process and send you an e-mail, sometimes a little bit too aggressive. And I sit down with them, and I explain them the process. I mean, there is nothing to hide, as this is an open process”.

				But the relation with collaborating agents doesn’t always result in a simple process. Regarding the open call as a mechanism, there were some issues that were pointed out by programmers. These had different natures, but in general, they addressed the temporality of the programming processes, as most of them were focused on an annual based schedule. The fact that in some venues the open call needs to reach a resolution with such an anticipation, promotes a dynamic that operates with preliminary projects or portfolios, rather than artistic projects. The open call, as a process, 

			

		

	
		
			
				78

			

		

		
			[image: ]
		

		
			
				relies on a curatorship based on written projects, which end up being heavily modified between their selection and their premiere. The programmatic selection of the venues is executed based mainly on theoretical materials, in contrast to other processes as, for example, residency programs, where there may be a selection criterion based on previews of the current artistic process. 

				During most of the conversations held with programmers, the “dossier” or the portfolio appeared as a formal element of the programming decision-making process. This proved to be an issue since, as an application element depending on abilities related to areas such as design, writing, or, in general terms, the elaboration of projects writing skills, it ends up being a very distant from what will end up being the staged result. Therefore, it’s not a very trustworthy tool during the decision-making process. The following are some quotes selected to represent this situation: 

				“I think that it is one of the greatest challenges. To find a way to be sure that you have chosen the best qualified project, and not having been misled by the best qualified portfolio. Because sometimes they don’t match at all. Sometimes the dossier is wonderful. There are some initial ideas for the creation of the play that are incredible, but when put into practice aren’t even close. I think that is one of the greatest challenges”.

				“Sometimes we face the problem of having very few applicants. Sometimes there is no good material. Then we face the dilemma of programming what we’ve got, or, as we’ve done many times, end up inviting artists. Because sometimes, what we receive doesn’t meet the quality standards that we consider a season should have”.

				“Even when they apply, it’s very difficult to know a proposal barely from its portfolio, except those that have a designer in its staff, as they are much more effective in their visual appeal. I believe that when choosing a play, we put a keen interest in its content, what it is about, and its visual aspect”.

				But, as in every process, the dynamics imply searching for ways of improvement and learning. We could observe programmers have created some mechanisms to overcome 

			

		

	
		
			
				79

			

		

		
			[image: ]
		

		
			
				the problem presented by selecting the projects based solely on portfolios. One of the specific ways they mention is related with creating networks between peers. Programmers don’t operate by their own in their decision-making scheme. In some occasions, they have formal networking spaces to achieve this: a direct boss, a specific board member, advisors, etc. 

				“There are regular meetings in the cultural centers to discuss the programming philosophy, ideas, politics and strategies (…) Even when these meetings are not expected to affect immediate actions, they are destined to work towards the shared values in a long term. However, it’s more realistic to understand that programming, on its whole, is an amalgam of decisions that have been taken in different moments and by different people, not necessarily considering third parties nor with a decisive focus set on a fixed plan”.63

				Who do programmers consult? In whom do they trust to discuss the projects that must be evaluated?

				“In my case, part of the programming process consists in informal enquiries with other programmers and artists, about their availability and the projects they are currently involved with. (…) There is, then, a whole informal network with other programmers, and my personal contacts, that allows me to know what is everyone doing. It’s a very important step in the ongoing process of programming”.

				“It is very important for me to talk [with other programmers] in an informal way. I also speak with my partner, with my friends, with other artists, with university peers in academia”. 

				“I am in constant dialogue with my colleagues from other venues, both from Santiago and from the province. I ask them questions. I share my worries. I’m always having conversations. I try not to keep a secret to myself, because it ends up making everything more difficult. I believe that it’s easier to share experiences and contacts among colleagues, than seeing them as a competence with whom you mustn’t share anything. (…) There are some venues in which I feel the confidence to ask: We’re interested in this artist. I knowyou programed them last year. How was your 

				
					63	Kawashima, Nobuko (1999). 57.
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				experience? Do you recommend them? (…) I’m going to consider those answers when deciding”.

				“[I talk to] the directors of other venues. I’m constantly inquiring what are they going to do the next season. (…) We’ve even got to exchange some projects. Not many, but there is a dialogue”.

				“There is always this dialogue, this exchange of information, that is very fluid, but very informal. There is no instance in which the programmers of the different venues in Santiago actually meet. The Red de Salas (theatre network) should be a space for that, but there are other pending duties that require far more immediate attention, related to financing or politics, with distribution, with very urgent issues that every venue has a as a priority”.

				If we follow common criteria and programmatic conversations, we may find authors that may serve as theoretical backup:

				“Programme decisions are made collectively with other professionals, even if sub- or un-consciously. (…) recommendations and the views of colleagues are influential. (…) The recommendations and quality judgement which programmers obtain from promoters and agents or swap with other programmers tend to converge over time and they come to share values, aesthetic standards and judgements. Without these shared understandings, to put it in a different way, it is impossible to work closely with external bodies. (…) This of course does not mean that programmers are devoid of their own views or unprepared to make independent decisions. However, the difference of their views from others is most strongly related to their audience tastes.”64 

				
					64	Kawashima, Nobuko (1999). 69.
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				The role of finances in programming

			

		

		
			
				When asked about financing, the programmers would point out several topics worth noticing. The most typical one revolved around the dichotomy existing within the direction that the content takes in its selection and the repertoire scheme. In other words, if the choice is taken from a market-orientation or from a program-oriented perspective, according to the profit-making equation. Not everything is black or white in this dynamic, and many of the interviewees pointed out that part of the criteria they handle is found in middle grounds between both procedures. But, without any doubt, the concept of return of investment is a dominant factor to consider, no matter the kind of venue you have, either if it is independent, has a profit or non-profit mission, or if it is endorsed by a university. We’ve already addressed this point in the previous unit, when we examined the working metrics of programmers, and we already concluded that income is, in fact, a variable worth being considered.

				“I am working to achieve a model in which we don’t depend so much on box-office returns and we are able, instead, to work in total freedom, including more art, and not having to worry about how are we going to make it to the end of the month. We still must make a balance between both issues. Because even if you manage to support the venue, it’s clear that artists aren’t able to support their work, and we, as theatre venues, have that duty as well: to dignify the job of creators. I don’t want to not care if the theater is packed with invitations or not. I want, by the end of the season, when you settle the balance with the artist, to be able to say ‘here is your salary. You’ve worked hard. Congratulations.’”.

				“We’ve got an ideal budget, but it isn’t feasible. It isn’t, because we must break even, or at least, we must lose the minimum possible. We can’t afford losing plenty of money, so we won’t take the project.We need an articulated strategy, explicit parameters to measure the performances”.

				“I’d like to have a greater consciousness and to be able to collaborate with the competitors (…) We are aesthetically restricted by economic factors. But I’m sure that there are 
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				people who have alternative production mechanisms that I don’t know about. And I’d love to know them”.

				But the budget variable isn’t limited only to the financial management of the artistic venues in terms of their sustainability. According to other authors, it seems to be a factor that has an impact, as it can have real influence over the programming directions. 

				“Not surprisingly, almost all the papers in this category conclude that market forces tend to suppress program diversity in terms of title. DiMaggio and Stenberg (1985a; 1985b) have examined American repertory theatres in two papers with different units of analysis to identify what leads some theatres to present something different from the others. They find that the smaller a theatre’s seating capacity is and the less dependent on earned income the theatre is, the more divergent its repertoire.”.65

				The position in which the programmer stands is always a complex one, as they must acknowledge the pressure that money can imply, without resigning to respond to a sole parameter:

				“On this last idea, Ottone66 comments: To leave programming solely on the hands of demand would imply to indulge into the logic of market and the search of products created for massive consumption. To define programming only from intuitions and previous knowledge coming from managers would also convey its own problems. Therefore, to search for an equilibrium in the decision-making process by enabling the participation of the community along with the creators will necessarily build some robust bases for the development of programs and programmatic schemes that will endure over time.”67

				Another problem faced by theatrical programming in Chile is related to the dependency that independent companies have on competitive public funds. The Fondo Nacional de Artes (FONDART) is a model of public annual granting system that includes most part of the companies that apply to open calls held by venues in this study. One of the most direct 

				
					65	Kawashima, Nobuko (1999). 19.

					66	Ernesto Ottone, ex Executive Director of Centro Cultural Matucana 100 (2001—2010), Director at CEAC (Centro de Dirección Artística y Cultural de la Universidad de Chile) (2011—2015) and Chilean Culture Minister (2015—2018)

					67	Courbis, Carolina (2015). 34.
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				links between the open calls, the selection processes, and FONDART as a finance model base, is that companies must attach a commitment letter to their application process to government, signed by the venue where they are going to premiere. This forces the programming decision to be taken far too early, even when the projects are in their first development stadium, and the result is that a theater company will be assigned a programmatic slot in the season, even when it isn’t sure if they are really able to carry on with the project. This jeopardizes seasons, and lead venues, and their programs, to a precarious state. The fact that many companies decline from performing the show due to the lack of funding –because they didn’t get the grant– damages the programming systems.

				“Fondart announces their picks on December, so many of the companies you have previously selected and didn’t win make it to the Fondart grant don’t carry on with their project. This affects our season”.

				“There are other dynamics you must face when programming, which are related to the periods defined by Fondart, which funds a great part of the artistic production of this country. You may have programmed new plays, but in March you must draw on what is available, there are not many shows that apply on these initial months of the season, because they are waiting for the results of the Fondart”.

				The programming autonomy of a season is then altered by the real possibilities of acquiring the resources. A process that, according to the interviewees can operate with greater freedom, takes place in those venues that are considered producers or co-producers, in which the possibility of funding a project gives them some alternative strategies that don’t depend on the public funding policies.

			

		

		
			
				The role of the artist in programmatic issues.

			

		

		
			
				Unlike the common opinion, the artist isn’t a mere counterpart in the programmatic process, but a collaborating agent that constitutes and shapes it. In this way, confidence becomes a fundamental matter as programmers prefer those they have had previous positive working experiences. It seems, then, 
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				based on the interviews we had, that it is most relevant for a programmer to strengthen the confidence bonds they have established with those artists and companies with which they have had a positive experience with, rather than to take the risks with a new artist. This premise isn’t a minor variable in the process, as in many occasions it is usual to observe that a venue, or a programmer, works “always with the same people”, a statement that, even when it doesn’t show up literally in this study as a parameter, may have a foothold in the context of associative processes. Confidence –not necessarily falling into the vilified concept of ‘cronyism’– is included, in fact, as part of an implicit formalization arena within the selection processes. On the other hand, the informality of the processes that the venues employ to hire artists fosters a possibility for deals or agreements that are more based in a confidence criterion rather than other formal or contractual ways.

				“I believe that the programmer’s vote of confidence is decided during the selection process. Then, if you chose an artist, you are clear on the level of creative confidence you’ve put on that artist. (…) The aesthetic, artistic confidence is built during the selection part of the project. But then there is the issue of the professional confidence. I mean, there are people with which you may keep a dialogue that is fluid, honest, open. People in which I may trust, who have a collaborative perspective on the project, rather than an individualist one”.

				“The moment you are selecting a company, you are letting another company out. It’s important, then, that whoever applied for the call is aware that we must comply with a procedure, but also, the company must comply by performing on the assigned dates”.

				“Even when you sign a thousand contracts, this is a group of people that must remain together, so you must trust that it will happen. That it will work as it was stipulated. That the actress won’t quit in the middle of the staging process. There must be confidence, because there isn’t a large sum of money that forces an economic binding. There are artistic, emotive confidences. It has nothing to do with earning many millions, and if you don’t comply, you’ll pay me so many millions, no”.

				“When it’s a small and precarious venue, you trust that 
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				they are going to fulfill everything they agreed to do, with a design, and that they’ll have all the information they need to fulfill all the procedures that are required. So, confidence is very important, as you must have the time and the resources to be able to fulfill all the requirements of your company. The company should also do as promised, and you must trust in them, as you can’t afford the resources not to do so”.

				“I think that the artistic confidence is essential. (…) paper supports too much. If there is anything on it that doesn’t ring a bell to me, I google it. That’s what I mean with artistic confidence. That what each company shows, or its career is real and demonstrable. It doesn’t have to do with if they are an emerging artist or not”.

				“We will never program again someone who didn’t do the job right, who didn’t bring an audience, no matter how friendly they are. It’s about prioritizing the professional aspects. But confidence is relevant, nevertheless, as you know that these people do a good job, that they respond and that they show respect”.

				“As I tell you, it is a roulette. Because many things may happen nowadays. For instance, an actor is cast for a movie, or for the main role of a TV soap opera, and they are paid $7,500 USD a month. I mean, you are exposed to plenty of those chances. Because, if you put in the balance your $750 USD against those $7,500 USD… And I’m not saying it is wrong, happily there is plenty of work, plenty of shows. Therefore, there is a reliable process that must be carried on until the end of the project”. 

			

		

		
			
				The target audiences of the program

			

		

		
			
				When we reviewed the second unit of analysis in this investigation, there were some aspects of the tools employed to measure results or of the way in which organizations evaluate their processes once they are ended, that were left pending. In the review of these metrics we found both internal and outer criteria, the latter of which we associate to the cultural context, such as the evaluations made by artists. Some programmers mention other peers as well, such as the mass media, for example, as a reliable indicator of success, 
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				in terms of the number of press releases, interviews, and social media appearances. Nevertheless, one of the agents that we can’t leave out of this programming process are audiences. 

				“For many programmers it is important that an existing audience is interested in the product concerned. If the company has visited previously, the programmer can easily check the box office record. If not, s/he can ask other experienced venue managers, preferably those who have similar types of audiences. At the organizational level and on a long-term basis, a genre without an existing audience may be cultivated by constantly presenting such products while giving a context to them. Developing new audiences is however costly and can take a couple of years at least.”68 

				For most programmers, audiences seem to be an indicator that is measured based on their quantitative impact, this is, in terms of the number of people attending a show, aside of the few exceptions that actually use qualitative parameters to evaluate their programs. Regardless of some of them achieving deeper measurements, every programmer agrees on the relevance of modifying the current system, craving for one in which audiences are measured focusing on the quality of their experiences rather than the number of participants. The following are some of their comments on these matters. 

				“Sometimes, when a venue doesn’t have a great influx of audiences, the word is spread among the artists. (…) there are moments in which there are several applications, but suddenly they become very scarce. And I think that has to do with it”.

				“We take audiences at glance’ meaning an Excel at the end of the season, so we may keep it in mind for the next project. Not only to say ‘look, this actress brought this amount of audience’, but also to be able to notice those things that affect the program in other ways”.

				“We use the media and social networks to measure the opinion of audiences”.

				“The only indicator that we look up to includes the number of people that are daily attending to our seasons. And I say 
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				‘daily’, because given the case that a show isn’t performing well enough in terms of audiences, we may reinforce it with some media releases. But no, we have never understood success as a relevant concept when analyzing or evaluating the programming process”.

				“We need an audience research, and we haven’t been able to develop one. I think that it should be even more methodic. The problem is that we don’t have staff members dedicated to audiences, I don’t have a team focused on them”.

				“You notice that audiences are happy at the end of the show, because they go out and stay there, looking around at the place. If on the other hand, they rush out of the building, it means they didn’t feel anything. But when they turn around to look at the venue, it means they got carried away around with the show, and then they will come back to reality… and, of course, they notice that they are at the same place where they entered. It’s a somewhat dreamy way of putting it, the one I have… but it is useful for me as if they come out feeling happy and energized it means the show was good. But there have been shows in which people just want to get out of there”.

				“And the relationship with the audience is something that simply happens, just like that? Of course, if it happens, it’s wonderful. I can’t be constantly asking the audience, ‘are you interested in this?’ I think that this painter (points at a painting) didn’t thought of the audience when he was painting. He was just painting it. So maybe this obsession with integrating the audience is a bit excessive, because then they would have to come even to the rehearsals. If they are able to participate of the process, later on, is a different matter. Let them have a psychological participation as well. But getting to the point of having to be constantly aware of what the audience is thinking, no way”.
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				The conclusions reached in this text address diverse topics, but it is relevant to begin by those that the programmers themselves were able to identify at the end of each interview, and those that have to do with their own future. Each of them was inquired about their working field and the programming process, where they thought it could be improved. Some of them were able to take the time, during this short reflection, to articulate some ideas that were useful to set a perspective on their future and evaluate the way to proceed when discussing programming in Santiago and Chile. Some of these answers are stated here: 

				“To be able to better handle what is going on after the premiere of a show. I mean, to do a better job by innovating on the relationship with audiences. But also, when tracking the performance of the artistic results. And to have a greater formal control over the inputs that are useful to program in the future”.

				“That the programmatic work should be closer to audiences. Or to think in processes where artists are able to share with audiences from the very beginning. It’s not only a matter 

			

		

		
			
				This is the end, and we summarize some conclusions.
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				of dealing with these processes just at the moment of the premiere”.

				“The concept of residency programs is something that draws my attention a lot, in the sense that a residency is not a process of my programmatic scheme nowadays. But how could I include it in my process? How, at what cost? Spatial, emotional, financial cost. I think that, in general terms, these processes could be improved”.

				“I guess that there must be tools that allow to make this selection in a more unbiased and effective way”.

				“More research, to have information that can be used when formulating other projects (…) we are really looking forward to keep on improving. It’s an objective. (…) it is very important to be constantly training ourselves”.

				“More methodology. In our case, we are a very small group. We need more staff members, in a few words. To have more people in the area of communications, marketing, or programming itself. Do I make my point? (…) each month we work with many artists, so we can’t cope with everything. We need to strengthen our team (…). We also need audience research that we haven’t been able to conduct. I think that it should be more methodic. I don’t have a team focused on audience matters”.

				“Basically, we need to improve the programming timeline, referring of the time that it takes to go through all of the shows and define the seasons. Our duties are pretty much more than just programming, we are always short on time, and the companies are also worried and asking, ‘did you check my proposal?’, ‘did you check my portfolio?’, ‘You haven’t answered me yet’. So, it is a problem. We must have a better systematization process. I think that the challenge is that it isn’t systematized at all”.

				“We need to promote an external element that has to do with the public policies (…) There should be a State policy on an educational and arts level to sponsor independent venues”.

				In terms of the conclusions drawn by us, as researchers–and programmers– were able to find different aspects, but there was one that was very relevant and helped us to verify one of our initial hypotheses: programmers in Santiago de Chile are 
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				not Gods. It’s a very colloquial way to put it, but what we mean is that the programmer can’t really impose a perspective on the selection of the canon for the arts construct of the territory or society they live in while, at the same time, being alone and isolated from their context. 

				In this way, our first conclusion is that the programmatic process is a multiple and dynamic construct that involves as many agents from the theatrical productive sector as possible, being ourselves just intermediary agents. Just as we meant on the previous chapter, “you program what you can”, this is a statement that seems to be repeated along with the conditions of the processes described by many of the interviewees. This concept of freedom, of being someone who selects and makes creative projects, quickly turns into an act of silence, in as much as it implies a listening in pursuit of a conversation or dialogue. 

				“Programming is better seen as a collective action involving a large number of actors than as a projection of programmers’ personal taste. Collectivity takes place at the micro, person- to-person level where influence is exerted by various arts professionals in networks and circles of which programmers are part. Collectivity works at the macro, industrial level as well, where conventions, economics and government policy on specific industries have knock-on effects which pre-determine what is available to [program].”69 

				There are, as well, several theoretical approximations that have strengthened the need to think programming as an act that is increasingly connected to a participatory process. The idea of programmers, curators, or content selectors for venues devoted to the arts has moved from the static hegemony of the roles of power towards a more convergent perspective over the concept of community. Nina Simon is one of the first ones to overcome all the questioning in relation to participative curatorial projects by creating models that theorized about these matters in the field of museums. She promotes the concept of audience participation by employing techniques that are proper to the integral design, in cooperation with different agents with which the curator must dialogue.
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				“Supporting participation means trusting visitors’ abilities as creators, remixers, and redistributors of content. It means being open to the possibility that a project can grow and change post-launch beyond the institution’s original intent. Participatory projects make relationships among staff members, visitors, community participants, and stakeholders more fluid and equitable. They open up new ways for diverse people to express themselves and engage with institutional practice.”70

				Doug Borwick, goes further, by stating that in many occasions programming (and programmers) end up being one of the obstacles in the development of an organizational perspective that wants to be more participative and community-based oriented.

				“Arts institutions exist to present art, and established art organizations, supported by their artists and patrons, present the art that they unconsciously identify as being art. One of the most contentious issues in shifting to a community engagement focus is a perceived threat to the artistic canon. It is feared that engaging with the community might entail shifts in programming away from the core work of the artistic discipline as understood by those involved.”71

				Referring to the domains of the organizational context, we may observe that this is where we can find the most complexities, as it responds to a dominant structure, very difficult to overcome. We realize, then a second fact –and quite concerning, in our opinion–, that the programming processes in the queried venues is fairly homologous, regardless of who is programming (the individual) and which is the venue where the programming is taking place (the organizational context). Not everything is the same, clearly, and there are differences between the models, mostly related to whether the venue has the conditions to be able to produce original content or not, managing then a greater autonomy over their repertoire. But these venues are the least and, ultimately, in terms of processes, the exercise of programming falls into the same kind of problems to overcome, regardless of the dimensions or characteristics of the venues.

				
					70	Simon, Nina (2010). «The Participatory Museum». Santa Cruz, United States: Museum 2.0. 3.

					71	Borwick, Doug (2012). «Building communities, not audiences: the future of the arts in the United States». Winston-Salem, United States: ArtsEngaged. 32.
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				Maybe a problem that requires a greater attention when stating this reality that appears to be homologous in some aspects of the programmatic process is one that we haven’t even addressed yet. The concept of the multiculturality among the individuals that are part of this job. We all have racial, ethnic, social, professional and even biographical characteristics that follow very similar parameters. This is an issue that isn’t usually addressed when dimensioning the workers of the arts field in Chile, but the differences that have started to be observed on the geographical and racial composition of our audiences will soon demand to set focus on this point. If we all –programmers– have similar characteristics as individuals, how are we going to be able to engage with the need of a more diverse program? Isn’t there something within our parameters and our sociodemographic and cultural composition that predispose us to engage on a similar aesthetical canon when making our decision?

				A good reference to analyze this line of action is the one found on the British document “Creative Diversity: The state of diversity in the UK’s creative industries, and what we can do about it”, which states that “diversity for the creative industries means having a workforce that represents the communities where they operate – and, by extension, the people who might use and enjoy the goods they make or the entertainment they offer”. This topic is set out as a relevant sectorial challenge that must be considered when training a group of programmers that care about their activity.

				Another topic of interest associated to the observation of the professional role has to do with the training of programmers in Chile. Among the scope of their actions, programmers are defining a new field, being workers who have built their own professional path based on empirical experience. Even more, experience that they’ve been able to capitalize through a parameter of peer solidarity. On this idea, even when this parameter has a positive impact from a career perspective, it is nevertheless worrisome to see such a low specialization in the field in areas such as management, administration, or even the improvement of their theatrical knowledge.

				The high amount of actions performed by a programmer and the diversity of their chores don’t give space to reflection processes on our own discipline and consequently there is a very low projection regarding professional growth among our 
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				interviewees. At the same time, while building up on the role of the programmer it seems evident that Chile has a model that isn’t similar to those around the globe, as our system hasn’t yet made the professional difference between a programmer and an artistic director in terms not only of the level of their involvement in the creation of a repertoire, but also in their ability to influence –or not– on a creative process with artists.

				If we wish to further inquire on the professional contexts, there isn’t either a differentiation between the field of programming and other sub-specializations from the managerial area. One of them refers to the role that the programmer must perform in development, looking for sponsors and resources, something that isn’t intrinsically related to their job description, but that has come to be due to the lack of specialization on these matters. On this same subject, the grant writing of projects is common to every programmer that we interviewed, as the greatest problem that we face has to do with the fact that we all depend, to some extent or another, on the competitive government funding structure to be able to design our programs.

				Programmers are born and raise in a universe where the specific knowledge for their role must be found somehow in diverse attributes that include from knowledge of the theatrical field and arts management, to mere intuition. There is a huge need to be able to find formal training to recognize and improve this role. This sort of ignorance or ingenuity also enables a fresh approach towards the challenges in our processes. If the risk is to be constantly “reinventing the wheel”, the advantage of this is a certain freedom granted by an always fresh perspective of our work.

				In terms of the importance of resources when programming, these also appear as a key element: while some venues that have a more robust budget enjoy greater freedom, as they can create their own original productions, acquire rights for other shows and even pay for the rehearsals of the cast they’ve handpicked; there are others that can`t afford these resources. They are then forced to draw upon a repertoire that fits their mission in the most assertive way possible. Open calls, as a programmatic input method, works many times not quite as a participation incentive, but as an opportunity to research on the offering of plays available for a season.
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				As a result of this being the main input process to the programmatic scheme of venues, we, as programmers, play a selective role that is based on theoretical perspectives, on narrative constructs that work as a preamble to the FONDART projects, we pick under the idea of portfolios or dossiers. We don’t get involved with the creative possibilities nor to experiment with the repertoire as much as we’d like. This is the reason why, among other factors, building confidence with artists and companies, as well as having a reference of their previous works, becomes a fundamental step when selecting a repertoire and building a season. This is possibly the reason, as well, why the risk of working with emerging artist is greater and most of the times less taken. This doesn’t mean that programmers haven’t reach their own reflections and working dynamics. When facing an artistic community that relies on inconstant funding, of short and unstable creative processes, the programmer has learned to overcome their reality by the means of constant work and the added value of peer solidarity.

				Regarding the selection process of a season, an urgent need is to systematize certain aspects of qualitative indicators and their dynamics of evaluation. Many interviewees point out the “quantity”, in terms of number of audiences, as the only indicator that is imposed during the evaluation of programming. Many of them, are open to apply other evaluation methods or indicators that would better represent the dynamics of the programming process. The lack of further indicators is directly connected to the impossibility of an explicit evaluation. 

				To be connected with artists is very relevant, and the confidence set on them is vital. As it was said before, in such a system where we don’t have any control on the artistic processes, instead we decide mainly over written projects, a greater proximity to the artists is needed in order to minimize uncertainty. The cost of this proximity is the impossibility to evaluate most of the shows properly. Threatened by the lack of economic sustainability and having the number of attendants as the only parameter in theater, the evaluation becomes an aggressive process for many artists, who aren’t prepared to such an environment. The programmers must deal with silence with this proximity and take a risk in order to allows a bit more of control over the success of the season.
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				This proximity brings also another problematic aspect. The Chilean theater community is particularly non-diverse. Most part of artists come from the same universities or the few professional schools available, the overwhelming majority of these schools are also located in Santiago. If we consider that most programmers, at least those considered in this study, share the same background and formation as the artists, the risk of becoming totally homogenized is evident.

				The lack of an explicit evaluation that follows these proximities brings another consequence: a daunting freedom. When the only tools for measurement and feedback revolve around financial balances and box office returns, the nature of the plays and their artistic impact is left out of discussion. To cope with this, programmers should have the flexibility to make decisions on their proposed contents without many restrictions. This should seem something evident and natural but It is not. Missions statements, inflexible hierarchies, and very specific purposes could result in much more rigid results. At the same time, this freedom may be overwhelming as, when choosing among many artistic projects, there is no criteria that rules over the priorities forcing the programmer into having to trust in their own “taste” or “sight”, which may always resemble a prejudice.

				Another aspect of our cultural contexts that ends up being crucial is the overly centralist nature of the theatrical programming processes in the country. We intuitively feel that the reality that was outlined on this first research on theater programming in Chile is mainly exclusive to Santiago, and it isn’t able to represent other realities that are connected to other identities and regions of this country. Chile has a completely different behavior in other territories. As an opportunity, a potential continuity for this investigative process would be to apply this same method or analysis of guidelines to programmers from other regions, to acknowledge new and different contexts and methodologies.

				Finally, regarding the methods of the programmatic process, it is of vital relevance for this investigation to be able to broaden the dialogue towards new reflections on this professional scheme. We must still explore more about programmers in Santiago, to find deeper realities that put on the table the innovative directions of our work, of our process. There were no international referents or global models mentioned in our 
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				conversations, which depicts that we, as programmers, have few possibilities of exchange, sharing among peers in order to strengthen our roles as intermediary agents of the world of culture. We feel, sometimes, that we have few moments allowing us to fortify our own working tools or to improve these conversations. Just as an interviewed programmed expressed, the programming processes are stalled, withholding yet the achievement needed for innovation:

				“I feel that it is like the hamster’s wheel. That’s what I feel programming processes are like: to keep on the wheel turning”.

				Let’s hope that this book accomplishes its duty to reveal certain perspectives to enable a greater conversation, and that oncoming programmers may be able to approach their job from a new point of view that enable its professionalization and training. Let’s hope to get gradually out of the silence, towards freedom.
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