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Abstract 
The purpose of this article is to explore the important role of the arts to communicate and share with others. 
As Arts Managers, we study the impact of arts and how they engage audience members and their community. 
This paper analyzes the consequences of the Spanish economic crisis on the arts and the appearance of new 
spaces where audience members encounter art and a community. In order to carry out this study, several 
interviews with companies and new cultural spaces in Spain were carried out. Through five case studies we will 
explore who develops these new places and why, their characteristics and how they respond to the needs of 
the 21

st
 century audience members. It also explains why these new venues are searching to become third 

places where artists and audience members can grow as human beings. Some of the conclusions of this project 
suggest that these new venues were created to help people encounter themselves with the arts, but they also 
point out the idea that changes in how people consume cultural activities are happening, which are provoking 
a shift in the way we produce and present them. 

  
Keywords: communication, theatre, third places, community building, Generation X, economic Crisis. 
 

Motto: “Theatre is a form of knowledge; it should and can also be a 
means of transforming society. Theatre can help us build our future, 
rather than just waiting for it” (Boal 16). 

 
 

Introduction 
It is 2016 and Spain continues to be the second country with the highest unemployment rate in 

Europe after Greece. Moreover, according to the report of INE (Statistics National Institute) in 
unemployment (“Actividad, ocupación y paro” np.), youth unemployment is still above 40%. 
However, this “orphaned” country with no government for the past nine months, continues to 
struggle to recover from frustration and distrust among its citizens. After years of being abandoned 
and considered a frill, the arts and artists are trying to rise from the ashes to recover their role in this 
resilient society. This paper analyzes in which way the economic crisis has influenced the creation of 
new performing spaces that aim not only to entertain their audience, but to become a third place 
where audience, creators and community can share and communicate through cultural and social 
activities. In order to do so, five case studies from different organizations related to the arts in the 
city of Madrid will be presented. The first goal of this paper is to demonstrate that due to the 
economic crisis new spaces and alternative forms of theater are created to fulfill a need in our 
society. The second goal is to prove how a particular group in our society generates these new 
initiatives: the “Generation X”. The third goal is to demonstrate how these spaces are meeting the 
audience’s demand of finding a new place to interact, communicate and grow as individuals. And 
last but not least, how these “third places” impact our community. I will also raise the question of 
changing entertainment tastes through these case studies and how this economic but also social and 
existential crisis has changed the way we perceive and participate in the arts. 
 
 



Elena SV Flys, ”New Performing Sites Searching to Become Third Places: Communicating through 

Culture after the Economic Crisis”.                                                                                          

Community and Communication through a Synchronic and Diachronic Perspective (Part I) 

 

HyperCultura, Vol 4, no 2/ 2015                                                                                                    Page 3 

 

Communicating through Culture  
On logical grounds there is no reason to argue that culture is one of the best ways of 

communication between human beings. Since the first cave paintings or shared storytelling till 
today, art has been an important tool to express and share our values, emotions, concerns and 
desires. Furthermore, if we analyze the term communication and its origins from the Latin words 
communis and communicare, we are able to find that communis is a noun which refers to something 
common or shared and communicare is a verb which means “make something common”, which is, in 
the end, the purpose of any cultural activity: to share with others. 

In 1970, at the United Nations Conference for Education, Science and Culture the significance of 
culture as an “important component to human life and one of the principal factors of progress” was 
established. Moreover, culture was considered a way of life and a necessity of communication 
among people, as it encourages the “development of essential human values and individual dignity” 
(UNESCO 1; my translation). 

Thus, in this paper I want to describe not only how the arts actually foster communication with 
others but, furthermore, how this becomes a need and helps community building. In order to do so, 
I will concentrate this study on the performing arts and, at some moments, specifically on theater. 
According to Eversmann - who bases his research on Csikszentmihalyi and Robinsons’ work - there 
are four ways in which audience members deal with a theater performance. Eversmann describes 
the four dimensions of theatrical reception: the perceptual dimension, the cognitive dimension, the 
emotional dimension, and the communicative dimension (148). I want to focus on this last one. 
When he describes it, he explains that the communicative experience integrates the rest of 
dimensions and that it talks about the interaction between the spectator and the performance, not 
only individually, but how it is later discussed with other colleagues or friends (Eversmann 158). 
Therefore, people do not attend to performances just for the interest in a particular art form or 
artist, but also for the benefit of socializing and sharing with others. That is why, for example, the 
study conducted by the Greater Philadelphia Cultural Alliance identified the following items as some 
of the key barriers that keep audience members from participating: “not having friends to go with 
and not wanting to go alone to an arts event” and “feeling that other people like them are not going 
to be there” (qtd. in American for the Arts 11). In the same way, Bonita Kolb explains that while “the 
desire to gain knowledge is the most important motivator for museums (…) socialization is the most 
important motivator when attending other art forms” (71). In summary, we find again the concept of 
sharing with others and the relationship of culture and communication as important human 
activities. 

If that is the case, and intuitively we all know that cultural activities are part of the community 
building process and, therefore, should be considered an important part of economic and human 
development, why, whenever there is an economic crisis the first element to be shut down is 
culture? 
 
The Economic Crisis in Spain and Its Impact on Cultural Consumption and the Creative Sector 

Since 2008, one of the key issues in daily life has been the economic crisis. Many sectors have 
suffered throughout these years. According to the 2015 annual report from the SGAE (Spanish 
General Society for Authors and Publishers)1, in 2014 the arts started to rise from the crisis. Although 
the news is encouraging, this represents only a slight improvement compared to the data from 
previous years. For example, looking at theater (which in 2014 represented 93,5% of the performing 
arts), it was down by 30,4% in terms of number of performances from 2008-2014. Moreover, theater 
attendance dropped from 2008 to 2013 by 33%. 2014 showed a slight increase of audience 

                                                 
1
These reports analyze the number of productions, the attendance and the income of different art disciplines 

each year. 
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attendance, easing the percentage to a loss of 27,5%2. Additionally, cultural consumption fell from 
17.000 million euros in 2008 to 12.000 million in 2013, justifying a loss of income from 2008 to 2013 
of 15,8%. One of the biggest triggers for this reduction was caused in 2012 by the value added tax 
increase in cultural activities (from 8% to 21%), making it impossible for many of the attendees to 
actually purchase a theater ticket. 

These numbers illustrate the major impact of this crisis in the theater sector. The reduction of 
productions entailed the reduction of job positions; the drop of attendees implied a reduction of 
income and so on. Moreover, and as Rubio Arostegui explains in his report, one of the biggest 
problems that the performing arts are facing is their reliance on public expenditure which, due to 
the crisis, was reduced 20% (according to the entire report) (25). Another key issue was the promise 
of a private funding and sponsorship law, to help out due to the cuts of public budgets, that was 
never carried out (Bustamante, “Crisis cultural” 15). 

Furthermore, given the struggle for survival, producers and artists began to question their 
priorities: profit or culture, quantity or quality. Equally important, due to the ticket prices, art 
professionals started to question the accessibility to many of these activities, demanding that the 
government take action. If, as the UNESCO claims, art should be accessible to everyone, and in the 
case of Spain much of it is still subsidized by the taxpayers, expensive ticket prices (due to the 
increased tax) become a question of injustice. In other words, Bustamante explains in his report how 
this economic crisis evolved into “an ideological crisis that questions the role of the Government, of 
the public sphere, in the reproduction and diversity of culture in each country” (“España” 7; my 
translation). 

Faced with this distressing situation, the emergence of a renaissance of the cultural sector takes 
place, seeking new alternatives to continue with their passion despite adversity. This surge has the 
trappings of Castells’ resistance identity, in which a group rises when it feels that they are culturally 
excluded and they decide to create new ways to identify themselves to confront the dominant group 
(17). In this case, most of the creative sector, finding it impossible to continue their projects with the 
help of the government, have sought out new alternatives that will allow them and potential 
audience members to grow as human beings, given that culture shapes our identity and fosters 
mutual understanding. Many of these activities will fall under the category of off theater or even off 
off theater (bordering on illegality with, for example, performance spaces without permits to host 
those activities). 

In an interview with one of the founders of La casa de la portera, he mentions that the idea of 
creating this new space “was born out of necessity (…), an urgent necessity of working for ourselves. 
The crisis had paralyzed many of the projects that we were involved with. (…) We decided to voice a 
yes for ourselves” and create our own project (Matret qtd. in San Román 11; my translation). 
Unfortunately, this project lasted only a couple of years and it closed due to the impossibility of the 
owners to continue with it. However, more projects emerged demonstrating the necessity of artists 
and audience members to create, access and share culture in a different way. It is this 
entrepreneurial spirit and the search of these new initiatives what motivated this article. 
 
Case Studies, Third Place and Participative Audience 

For this study five interviews were conducted with the owners or communication staff of each of 
these alternative spaces during the months of June and July of 2016. Each interview consisted of 33 
questions, both open ended and closed questions. The interview questions explored the following 
topics: motives for the creation of the new space, type of space, activities and programs offered, 
current audience and their behavior, communication strategies and finally the impact of their 
activity in the community/neighborhood. 

                                                 
2One could ask if the performances that they atended to were in big theaters or in alternative venues which 
might not be analyzed by the SGAE (since this information is not specified in the report). 
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The five different sites were: Microteatro por Dinero [Microtheater for Money], el Escondite [The 
Hideaway], Nave 73 [Warehouse 73], Santa y Señora Artes Dramáticas [Saint and Lady Dramatic 
Arts] and Galería Modus Operandi [Modus Operandi Gallery]. In order to provide a context for the 
reader, it seems important to describe each of the spaces before starting the analysis. 

The first space is Microteatro por Dinero. It is an alternative space in the center of Madrid that 
offers a new theatrical format. Five 10 square meter rooms where 15 minutes or less theatre 
productions take place every hour for five hours (9 plays each day/21 plays per month). The 
selection process of these plays always searches, according to Lucia the theater coordinator, for new 
original and different proposals. The space allows 15 audience members for each performance. With 
this project, Miguel Alcantud and his team promote a new way to enjoy theater where the audience 
members can decide how many and which plays to attend, while they can enjoy in the bar a drink, 
traditional appetizers and view an art exhibition. Each month’s exhibition and theater shows must 
be related to a specific topic such as “friendship” or “for money”. Thus, with this new entertainment 
concept, audience members combine leisure time and culture in one. 
 

 
 

Images 1. Microteatro por Dinero (Bar and hall with the entrances to the performing 

spaces) 

 

The second space interviewed is El Escondite, a space hidden in the neighborhood of the “Latina” 
(a traditional and trendy quarter). This space features a variety of productions: small 10-20 minute 
productions, medium length and long productions. Its creator, Diego, searches through this space to 
create a relationship between artists and their audience, so they not only enjoy the artistic quality of 
their performances but also they feel as part of a family. 
 

 
 

Images 2. El Escondite (performing space and bar)  
The third space is Nave 73. From the darkness of an industrial building in the working class 

neighborhood of “Palos de la Frontera” a space for multicultural settings arises. Their owners search 
to create an innovative space that includes performing arts, concerts, workshops, events and visual 
arts. Moreover, they present themselves as a space where artists from all over Madrid can create 
and feel at home, mingling in their unique and personalized cafeteria. 
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Images 3. Nave 73 (Bar and performing space)  
The fourth space is Santa y Señora Artes Dramáticas. This venue opened their doors this past 

summer in the heart of la “Latina”. Its creator, Lorena Toré, designed a new place that combines the 
magic of an antique, souvenirs, fashion (second hand clothes) and curious shop with the opportunity 
of attending magic shows, theater, art exhibitions and fashion parades among others. Lorena 
describes the place as a room for experiencing, a corner to dream and to find. The interesting thing 
about Santa y Señora Artes Dramáticas is that they do not offer multiprogramming. Actually, her 
programming is ad hoc. Artists come to Lorena with a project and she decides if the project fits the 
vision that she has for Santa y Señora Artes Dramáticas and then she programs them. In a way, this 
has a resemblance to the site-specific movement where the space adapts to the artists. Lorena 
states, “I want people to be honest with their artistic proposals, to be free with the story they tell” 
without self-censoring themselves. She claims that this space should be a safe environment for 
artists to tell and share their story. 
 

 
 

Image 4. Santa y Señora Artes Dramáticas (Store) 

 
The fifth and final space is Galería Modus Operandi. With a recent move to the “Barrio de las 

Letras” (the historic literary neighborhood), the owners of this space search for a combination 
between visual art, theater (as producers and presenters), poetry, publishing and film production 
company. The goal of its creator is to seek artists - that collaborate and create together - and 
spectators that will identify with their “Nanaista movement”. According to them, this movement 
emerges as "protest towards our cultural degradation, and especially the ethics of our society" 
(Modus Operandi np; my translation). 
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Image 5. Galería Modus Operandi 
(gallery space/changing exhibitions and performance space) 

 

Findings 

After interviewing and visiting all the spaces, there were several aspects in common that 
captured my curiosity. The first element that caught my attention was the age of the 
creators/owners of these spaces or the people I interviewed. Almost all of them fall within 
Generation X, those born between 1961 and 1981 (there are different sources which consider that in 
some countries in Europe like Spain, due to the slow technological acquisition, this generation could 
be extended till almost 1990)3. Although this could be interpreted as irrelevant data, if we analyze 
the characteristics of this generation and the current socioeconomical situation of Spain, described 
in the previous section, we might encounter that this is not mere coincidence. Authors such as 
Howe, Strauss or McCollum defined Generation X as a critical and cynical generation, especially 
distrustful of large institutions and entities such as the government. An illustration of this 
characteristic could be the 11M movement that occurred in Spain, which lead to the rise of a new 
political party: Podemos, where most of its members are part of this generation. Other described 
features are the need to change something, to be heard, to feel that they own their work, that they 
are entitled to it; in other words, their entrepreneurial spirit to change society. As Reisenwitz and 
Iyer state, the people in this generation “want to make an impact on their organization's mission” 
(94). For instance, in the interviews I asked them why they decided to create these spaces and if it 
was a personal challenge, a professional challenge or a social challenge. All of them, except one, 
answered that both professional and personal challenges had driven them: one, to find their own 
path as professionals (as Matret mentioned before) and to give an opportunity and help other 
professionals in the sector due to the economic crisis (the fifth respondent only considered the 
professional challenge) and two, to prove that they could do it and that they could create a space 
that responded to their beliefs of what the cultural sector needs and should look like and what the 
society required. In addition, when I asked them if the objective of their organization was 
entertainment, cultural interest or economic reasons, all of them gave the highest value to the 
cultural interest followed by entertainment. These responses relate as well with two other features 
of this generation: their flexibility and their ability to survive, linked to the capacity of these creators 
to adapt to the circumstances and confront this economic crisis to find a way out. 

This evidence is supported also by the data collected by Ernst & Young  -  where they analyze the 
strengths and weaknesses of workers depending on their generation  - confirming my theory of why 
the age of these creators plays an important role. The results of their study show that Generation X 

is known for having the most effective managers, for being a revenue generator, for having traits of 
adaptability, for being problem-solving people and for encouraging collaboration. Perhaps, these 
characteristics explain why for all the interviewees listening to their own needs and to those of the 
audience became a necessity and encouraged them to fulfill the need of change. 

The second item that caught my attention is the space used by these organizations and the way 
they use it. In Madrid, even before the economic crisis, people talked and knew about the 

                                                 
3
33%, according to the INE, of the population in the Community of Madrid are from this generation (“Padrón 

contínuo” np.) 



Elena SV Flys, ”New Performing Sites Searching to Become Third Places: Communicating through 

Culture after the Economic Crisis”.                                                                                          

Community and Communication through a Synchronic and Diachronic Perspective (Part I) 

 

HyperCultura, Vol 4, no 2/ 2015                                                                                                    Page 8 

 

“alternative venues”. However, these were small theaters such as La Cuarta Pared, where more than 
100 people can be seated. Despite this, with the economic crisis new venues started to emerge, 
venues that resembled more the Off Off Broadway. In the same way as the Off Off Broadway, these 
new venues began their activity in areas and spaces that, until that moment, were not considered to 
be used as play houses. One of the great examples mentioned above is La casa de la Portera, a 
venue set in a flat in which the different scenes of each production took place in the different rooms 
of the apartment. Obviously, one of the characteristics of these spaces is the proximity of the 
spectator with the actor, an element that in some way fosters a more active relationship between 
the performers and the audience members, who feel part of the performance. 

When analyzing the five case studies there were several elements regarding the space that 
grabbed my attention. The first thing I asked them was the reason for choosing that particular space 
and that neighborhood. Most of them stated that both the location and the characteristics of the 
venues were the reasons. Thus, for example, the space for Micro Teatro por Dinero used to be an old 
butcher shop; Santa y Señora Artes Dramáticas used to be a cultural association, a boutique and 
previously it had been part of the Novedades (Novelty) Theater (the back exit for the actors); the 
ModusOperandi Gallery used to be an old furniture store; Nave 73 used to be an old printing press 
and prior to that a garage; and finally El Escondite used to be an office space. Some of them were 
radically reformed, in others the essence of the original space remains. For example, in Micro Teatro 

por Dinero the basement used to have the old cold storages whereas now they have five 10 m2 
performing rooms where productions are represented. But as Peter Brook would say: „I can take any 
empty space and call it a bare stage. A man walks across this empty space, while someone else 
watches him, and this is all that is needed to perform a theatrical act” (Brook II; my translation). 

Because the truth is that it does not matter what the space looks like or what it was before, as 
soon as the arts “invade” the space, it is transformed and everyone in the room accepts it. 

However, I kept asking myself the question of what had attracted the audience members at the 
beginning. Lucia, the coordinator of Micro Teatro por Dinero mentioned that at first it was the 
“space” and how different it was, but that lasted only a few weeks. Then it was the 
multiprogramming and the new way of consuming theater that attracted them. In the case of Santa 

y Señora Artes Dramáticas many viewers started their connection with the space through the store 
and then they learned about the performances. At the Modus Operandi Gallery, Laura, the director, 
explains that often those who went to the theater discovered the gallery afterwards. Thus, it seems 
that the link between all the activities, programs and services they offer plays an important role. 
Most of them rent the spaces, offer some type of workshops, three of them have a restaurant, a bar 
or a cafe, and also a small gallery and other activities or events. When I asked why, they all came to 
the same conclusion: you have to be diverse to survive. Moreover, the director of the Modus 

Operandi Gallery added something that I believe is important: "I think the model of a gallery that is 
currently established is going to die, because it doesn’t make sense to try to be or copy a super 
serious, quiet and stable museum. There is no way you can make it. You have to create a place 
where people feel comfortable (...)" (Darriba; my translation). All of them, one way or the other, 
agreed with this statement. At some point of the interview they all stated that what they were 
looking for was for audience members to feel comfortable; to offer them a new experience where 
they can enjoy and interact with others. 

Based on these statements, I would like to relate this to Oldenburg’s concept of the Third Place. 
In his book The Great Good Place, Oldenburg explains the need for any community to have places 
where people can get together and chat. He describes the third place as “a generic designation for a 
great variety of public places that host the regular, voluntary, informal, and happily anticipated 
gatherings of individuals beyond the realms of home and work” (Oldenburg 16). 

In other words, it is a place where you connect with other people. Evidently, for any marketer the 
dream would be for their space to be considered a third place. However, according to Oldenburg, in 
order for a space to be considered, this space has to be: 
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1. A neutral ground: a place where individuals “may come and go as they please, in which none are 
required to play host, and in which all feel at home and comfortable” (Oldenburg 22). 
2. A leveler: an inclusive place accessible to the general public with no membership or exclusion 
(Oldenburg 23-26). 
3. Where conversation is the main activity (Oldenburg 26-32). 
4. Accessible and accommodating taking into consideration time and location. These places can be 
available “to serve people’s needs for sociability and relaxations” (Oldenburg 32). 
5. Where regulars give the space its character. By regulars we mean, “those who show up regularly 
and play a fairly decent game become the regulars” (Oldenburg 34-35). 
6. A low profile: plainness and modesty surrounding the inside of third places (36-37). 
7. A playful mood: “every topic and speaker is a potential trapeze for the exercise and display of wit” 
(Oldenburg 37). 
8. “Home away from home”: a place that, according to Seamon, roots us, we have a sense of 
possession, we are regenerated or restored, we have freedom to be and there is warmth (Seamon 
qtd. in Oldenburg 39-41). 
 

Perhaps some of these elements make it impossible, according to Oldenburg’s prerequisites, for 
these five spaces to become a third place, but it is worth analyzing them. For example, if we examine 
the first requisite “neutral ground”, some people might argue that if you have a set performance you 
cannot “come and go when you please” or that the owner or his or her team act as organizers or 
hosts. However, all of these can be argued through the case studies. In Microteatro por Dinero or the 
Escondite, you have several short performances each night and you can choose to which one you 
want to go while you have a drink at the bar. Thus, audience members can manage and create their 
schedules during their time at the venue. At the Modus Operandi Gallery audience members can 
come and go from the gallery when they want and, although there is a schedule for the performance 
that is not as flexible as the gallery, you can still enter the space with no “time constrictions”. The 
same happens with the store at Santa y Señora Artes Dramáticas. The only venue that has more 
time constrictions is Nave 73, but still it offers the services of its cafeteria and the art gallery where 
there is no set schedule. As for the existence of a “host”, one could question how much interaction 
the audience members are going to have with the owner or the venue team of the space and if this 
would actually be considered a “host”. Oldenburg sets forth as an example of third places the small 
cafeterias in a community, and if these are an example is the waiter a “host” or not? 

Next, in terms of the space being a leveler, almost all of the venues analyzed fulfill this 
requirement. Yes, many may argue against this due to the existence of a ticket entrance to the 
shows, but there is no fee to enter the bar or the cafeteria, neither the store nor the gallery. In 
addition, most of them have a very affordable ticket price. For example Microteatro por Dinero is a 
€4 entrance/show, the Escondite is a €4,5 entrance/show, the entrance to the gallery is free and the 
long shows are €12, the entrance to the store at Santa y Señora Artes Dramáticas is free and to the 
show is €15 with a drink (for some of the shows), and lastly, the entrance to the bar is free at Nave 

73 and they have several discounts for their ticket shows (unemployed, people from their 
neighborhood, retirees and students). 

Another essential point, according to Oldenburg, is conversation as the main activity. In these 
venues this might or not be the case. However, one may include that, even if people attended to the 
shows, the existence of intermissions and time before and after the performances can provide 
moments where audience members can share their experience with their group. Moreover, some of 
the shows offered at Nave 73, for example, have talkbacks that engage conversation between actors 
and audience members. In addition, most of the interviewees mentioned the important role of the 
cafeteria-bar for the audience members to mingle before, after and during the intermission of the 
show with their friends. 
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The existence of regulars can be discussed at different levels. For instance, according to all the 
interviews, most of these sites have people and audience members that, depending on the day of 
the week, come back. The Escondite has their regulars on Saturdays, Nave 73 believes that they have 
more first time attendees than regulars in the shows, but that they have regular attendees in the 
cafeteria. Microteatro por Dinero states that their regulars come during the week and not in the 
weekends and Santa y Señora Artes Dramáticas states that it depends on the show, but that there 
are people that are very regular due to connections with the owner. Finally the Modus Operandi 

Gallery states that they tend to have regulars in the gallery exhibitions besides many artists that will 
visit and mingle even if they do not have their exhibitions up because they connect with the space 
and the philosophy. Therefore, these artists could also be considered regulars. Therefore, it seems 
that this requisite is also fulfilled by these spaces. 

In terms of these spaces being low profile I believe the images speak for themselves (see images 
1, 2, 3, 4 and 5). Oldenburg also requires that the mood of these places should be playful. Now I 
would like to discuss this topic and the way the author presents it. Oldenburg explains that “[t]he 
urge to return, recreate, and recapture the experience is there. Invariably the suggestion is made, 
’Let’s do it again!’ The third place exists because of that urge” (38). However, he also specifies: 
“those who would keep conversation serious for more than a minute are almost certainly doomed to 
failure” (Oldenburg 37). Does that mean that if the theater offers something else than 
entertainment or comedy they cannot be considered third places? If this is the case, why do people 
continue to go to the theater? When you attend a show you might encounter yourself at a comedy 
or a tragedy or a mix of both and I believe that will not change why people attend to the shows. 
People enjoy the experience, they get involved with the stories whether they are sad or fun because 
one of the roles of culture is to help us understand the other, as well as ourselves, to shape our 
identity and to share that experience, as Eversmann mentioned, with others. Therefore, people can 
enjoy and engage with the experience even if it does not entitle laughter. Thus, if there is 
engagement and a dialogue between performers and audience, why cannot this be considered or 
involve a playful mood? 

However, after analyzing these questions one may wonder whether there is a change in 
entertainment tastes. As Bonita Kolb mentions: ”[t]he cultural organization can no longer present 
the art product as a passive experience where artists communicate their vision to an uninvolved 
audience, but must develop a means through which the audience is able to communicate ideas and 
even to engage in the creative process” (1). 

If that is the case, this might explain why organizations, such as the ones studied, need to include 
more activities than the show perse. Maybe audience members are changing the way they want to 
spend their leisure time and the way they interact with culture. Maybe we are entering another 
dimension of what is considered culture and a performance by itself does not work anymore. In any 
case, and in order to find an answer to this “mystery”, more research should be done. 

Based on these ideas and questions one might identify why all these venues try to fulfill the last 
requirement: the concept of home away from home. All the interviewees mentioned how important 
it was for them that audience members feel comfortable, guaranteeing that they have a great and 
new experience. Maybe that is the new search, where audience members want to find a place 
where they can regenerate, feel as if they owned the space and where, if culture is offered, it is a 
plus, but not the only reason. Therefore, as Natalye B. Tate demonstrates in her article “Museums as 
Third Places or What?”, by slightly interpreting and adapting Oldenburg’s model, the evidence of this 
analysis suggests that these spaces can also be considered third places. Additionally, as third places 
they can provide the possibility of meeting the human need to connect with others since, as Purnell 
mentions, the third place must be defined by "the interactions and attachments held by those who 
are attending (…)" (6). 

Equally important for this article, and described by Oldenburg, is the great impact of third places 
in our communities and ourselves. The author explains how these types of places strengthen 
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community ties due to the social interaction that happens in them. Moreover, they work as stress 
relief places for the individuals. In order to find out if this was the case in the venues analyzed, in the 
interview they were asked if they considered that their activity was impacting their community. All 
of them answered yes, without doubt. The key aspects that they discussed were: economic impact 
and socio-cultural impact. Some of them described the appearance of new businesses or the success 
of businesses in the area due to their activities (for example, bars and cafeterias). Microteatro por 

Dinero explained how the street where they are situated used to be an unsafe place full of drunken 
people, drugs and prostitution and how with their activity this changed and people started walking 
around, changing the whole setting of the area. Santa y Señora Artes Dramáticas described new 
partnerships among businesses in the area for a common purpose: to have a better neighborhood. 
Among these activities was to create a small fair to support Syrian refugees. Others talked about 
cultivating their neighborhood and bringing more cultural activities to the community, which also 
dragged new and different people to the community. In other words, giving the neighborhood other 
chances to improve their lives. In addition, one cannot ignore that one way or the other they are 
generating jobs. All of these remind the reader of all the creative placemaking projects that are 
taking place in different parts of the world. Where artists and creators get together to transform a 
neighborhood by implementing cultural activities. In other words, and as Vallejo mentions, culture 
becomes “the way in which society organizes” (23; my translation). 
 
Conclusion 

Through this article I tried to describe and analyze the impact of the economic crisis on the 
cultural sector and how new sites emerged to fulfill the necessities of creators and audience 
members. I also explained how these new places were created by a generation that searches for a 
change in our society. I demonstrated why these spaces can be considered third places and their 
impact in the community. I raised the question of changing entertainment taste and the new ways of 
participating in culture. In conclusion, this article talks about the important role that the arts have in 
our lives and how they help us communicate and share with others. 
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