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Abstract

Cultural entrepreneurship is a phenomenon that manifests itself in the cultural peculiarities of the
activities of producers that have an impact on the creation of symbolic artifacts of an artistic nature
with repercussions that go beyond those of the kind of production envisioned by the classical model
of entrepreneurship. The current study aims to comprehend the dynamics of cultural
entrepreneurship in the Pernambuco film production environment in accordance with the circuit of
culture. It was conducted semi-structured interviews with Pernambuco audiovisual producers and
created an explanation framework based on the circuit of culture. The corpus comprises a series of
interviews with six local filmmakers, analyzed using French discourse analysis. Symbolic artifacts are
configured by the representation of emerging identities related to hubs that lie outside of the
mainstream of mass-media production in Brazil. Filmmaking in Pernambuco involves cultural
entrepreneurship, and it is indicative of the importance of the film production output of this region.
The generation of social capital by cultural entrepreneurship is bolstered by human capital and
opposition to the prevailing economistic bias according to which the role of a cultural producer is
confined to the actual making of films.
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Introduction

Cultural, economic, political, and social changes in the contemporary world have led to a
deviation from the original form of the capitalist system of production, in so far as this produces a
system whereby aesthetic and artistic features are applied to capitalist merchandise in an attempt
to create symbolic value (Ravasi & Rindova, 2013). Structural changes that altered the direction of
the economy in the final decades of the 20th century have aroused interest in entrepreneurship
among organizations in the public, private and third sectors, as well as quasi-autonomous
organizations and the academic world. The attempt to provide a precise scientific definition of the
term entrepreneurship based on the activities of the entrepreneur has proved problematic in so far
as development of a plausible theory is concerned (Julien, 2010; Guerra & Paiva Junior, 2014;
Orihuela-Gallardo, Fernandez-Alles, & Ruiz-Navarro, 2018).

Calds, Smircich, and Bourne (2009) note the possibility of expanding the focus of discussion
of entrepreneurship and conducting more critical studies of this issue — Critical Entrepreneurship
Studies (CES). Davel and Cora (2017) remark on the increasing use of the concept for analysis of the
creation of social, cultural, and artistic value. A study conducted by Ellmeier (2007) also draws
attention to increasing use of the term entrepreneurship in the field of culture, as seen in
examination of new forms of labor contracts and the organization of professionals working in the
arts around new management practices. These approaches have helped to broaden the discussion
of the field of cultural entrepreneurship, seen essentially as an interactive process that mediates
the exchange of resources, enables capital to be acquired, and promotes the generation of wealth
(Smits, 2016).

The theoretical and analytical position adopted by the ‘establishment’ in the field of
entrepreneurship requires a more plausible definition of the phenomenon of cultural
entrepreneurship (Banks Lovatt, O’Connor, & Raffo, 2000). For these authors, an entrepreneur is
someone “directly involved in the production of cultural goods and services: products whose
principal value is symbolic, derived from their function as carriers of meaning — in images, symbols,
signs and sounds” (Banks et al., 2000, p. 453). This definition approximates to the way the term
entrepreneurship is used in concepts deriving from cultural studies, especially those that center
around symbols and signs. Cultural entrepreneurship is also commonly seen as an innovative,
flexible core of activities, oriented towards the production of creative ideas and the confluence of
local and global (Beltran & Miguel, 2014; Gundolf, Joauen & Gast, 2018; Sung, 2015).

Cultural entrepreneurs share certain characteristics with entrepreneurs as understood by
the classic theories, such as those of Schumpeter (1982) and Drucker (2008). These studies
acknowledge that entrepreneurs promote innovative practices, creating new products and
generating new markets. However, they put forward significantly different views of the
entrepreneur, as, for example, in their arguments as to the reduced economic risk that incur such
individuals. In the case of cultural entrepreneurship, investment in this field is centered on realizing
the potential of the symbolic capital of artistic projects (Peltoniemi, 2015) or supported by policies
designed to support the arts (Bertelli, Connolly, Mason, & Conover, 2014).

The state of Pernambuco has recently acquired relevance in the Brazilian audiovisual
landscape (Martins & Mayor, 2022). There are successful film productions in the Pernambuco scene
that have gained recognition critics from the public, including O Som ao Redor (2013), Aquarius
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(2016), Boi Neon (2016), Tatuagem (2013), Bacurau (2019) and recently Retratos Fantasmas (2023).
These films combine regional and universal aspects of symbolic representation. As a result, the
current study aims to shed light on the comprehension of interactional practices by recognizing
distinctive characteristics and the potential of actors placed in the Pernambuco environment
through discursive elements. Thus, this study can also be used to understand how Pernambuco
audiovisual producers fit into the Brazilian and global audiovisual markets, as well as the
wherewithal they use to make their products profitable.

The current study aims to comprehend the dynamics of cultural entrepreneurship in the
Pernambuco film production environment, with the premise that such production deviates from
dominant formats in the capitalist production system by incorporating aesthetic and artistic
attributes with the goal of conferring symbolic value (Philip, Newman, Bifelt, Brooks, & Rivkin, 2022).
In this approach, we hope to shed light on the phenomena of cultural entrepreneurship, focusing
on the entrepreneur's activities in the production of cultural goods and services. Using its discursive
aspects, the French discursive approach aids in understanding interactional behaviors,
distinguishing qualities, and the potential of agents in the Pernambuco setting. The study will also
investigate the mechanisms by which Pernambuco's audiovisual creators have entered national and
worldwide markets.

Recent studies employed the Cultural Circuit as a theoretical-methodological approach to
understand contemporary cultural processes, particularly those in audiovisual industry (Capalbi,
Fabbri, & lervese, 2021; Dalbello & Silva, 2023). This approach suggests a viewpoint that considers
the connections among agents involved in creation, dissemination, and consumption of culture (Du
gay, . By using the Cultural Circuit as a theoretical and methodological framework, we aim to shed
light on the creation of content, modes of distribution, consumer behavior, and the regulation of
cultural industries, as well as their implications for the development of a distinctive cultural identity
with aspects of regionality, allowing us to understand the audiovisual production located in
Pernambuco.

Klamer (2011) presents the cultural entrepreneur as someone who directs their efforts
towards the production of goods of high cultural value and who directly confronts the prevailing
economic structure by adopting a project-based form of management. Such entrepreneurs perform
tasks that emphasize the production of cultural value for producers and consumers (Lampel &
Germain, 2016), in a manner oriented towards strategies relating to his or her identity as an artist,
producer and creative reputation (Scott, 2012). The central research objective of the study is shed
light on the comprehension of cultural entrepreneurship take in the field of film production in
Pernambuco.

Agency in cultural entrepreneurship

In an organizational setting in which activities related to creativity have come to be included
in regional development policies (Kemeny, Nathan, O’Brien, 2019), cultural entrepreneurship has
emerged in a manner characterized by the production of non-utilitarian value with a high level of
aesthetic significance (Peltoniemi, 2015). This phenomenon goes hand-in-hand with a post-
industrial economy based on acceptance of risk and social networks driven by the confidence and
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cooperation of their members, according to a post-Fordist mode of production (Julien, 2010). Agents
and agencies thus join forces to seek out new ideas relating to cultural artifacts (Rocha, Bonfim,
Citadin, & Gimenez, 2018) and entrepreneurial activity is thus associated with a reflective kind of
behavior on the part of entrepreneurs, who are equipped with the capacity to rapidly build up a
context, identify opportunities in the external environment, and optimize the use of the resources
available within his or her organization (Fletcher, 2006). Such individuals obviate the conventional
stages in decision-making and develop action in an intuitive and innovative manner, thereby
engendering new forms of organization related to specific circumstances related to the act of being
an entrepreneur (personal trajectory) and the characteristics of his or her macro- or micro-
environment (the socio-historical context) (Guerra & Paiva Junior, 2011, 2014).

The undertakings developed by cultural entrepreneurs are immersed in milieux, networks,
and clusters the promote the exchange of knowledge and experience (Julien, 2010; Bertelli et al.,
2014; Whitson, Simon, & Parker, 2021). Klamer (2011) defines the cultural entrepreneur as an agent
who faces the economic structure head-on and uses the project management format as a tool for
creating value (Moon & Song, 2015), in so far as they are oriented towards an undertaking related
to their identification as an artist/producer and the building of an artistic reputation (Orihuela-
Gallardo et al., 2018; Scott, 2012).

The assimilation of technological innovations in an inclusive manner is one manifestation of
a social technology that avoids certain undesirable consequences of capitalism. Cultural production
thus manifests itself as a quest for entrepreneurial agency through a form of production that
involves the inclusion of peripheral groups of professionals and favors the continuous
(re)construction of identity by way of peer-to-peer collaboration (Yaren & Hazir, 2018).

The historical context of film production in Pernambuco

Film production in Pernambuco has been through a number of cycles that have led to it
becoming one of the most important States in the country in this field. In the 1920s, the “Recife
Cycle” provided visibility for local productions and, “as well as being the first great film movement
in the history of cinema in Pernambuco, was also the most productive of the regional cycles that
occurred in the early 20t century in Brazil” (Cunha Filho, 2006, p. 7). This period saw the production
of a total of 33 films, and these helped to drive a geographically decentralized cycle of production
(Cunha Filho, 2010; Teixeira Neto, 2019). During the “Recife Cycle”, many movie theaters were
constructed in this city.

The audience for these films took pride in seeing local ‘home-grown’ productions. Despite
the technical and economic difficulties of the time, films such as Aitaré da Praia [Aitaré of the Beach]
(1925, directed by Gentil Roiz) garnered a huge local following. The cycle was aligned stylistically
with the international film industry and Recife came to be regarded as the Hollywood of the
Northeast Region of Brazil. In addition to this, films on Super 8 produced in the 1970s and 1980s
achieved great success at short-film festivals in Brazil (Figueir6a, 2000).

This latter generation of filmmakers shared a "structure of cooperation" that brought people
together around their interest in producing films (Nogueira, 2009). During this period, around 200
cult and feature films were produced (Figueir6a, 2000). Titles such as Valente é o Galo [Mighty is
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the Cockerel] (1974, directed by Fernando Spencer), O Palhagco Degolado [The Beheaded Clown]
(1976, directed by Jomar Muniz de Brito) and Esses Onze Ai [Those Eleven There] (1978, directed by
Geneton Moraes Neto and Paulo Cunha) were the most important of this era. Cunha Filho (2010)
says that Recife discovered its screen identity in this period.

In the 1990s, the manguebeat/mangue bit movement [re]lconnected the artistic production
of Pernambuco with the mass media. The trailblazer for Pernambucan feature films of the time was
Baile Perfumado [Perfumed Ball] (1996, directed by Lirio Ferreira and Paulo Caldas). Arido Movie,
which formed part of this new movement, was influenced musically by the manguebeat movement
(Figueirda, 2006) and the production of films marked by “brodagem” — brotherhood (Guerra & Paiva
Junior, 2011).

This contemporary movement comprises a group of filmmakers whose work reflects on
national identity (Nogueira, 2009). While Baile Perfumado was the flagship film, in the late 1990s,
for the Cinema da Retomada [Cinema Revival] movement. Films such as Amarelo Manga [Mango
Yellow] (2002, directed by Claudio Assis) and Cinema, Aspirinas e Urubus [Cinema, Aspirins and
Vultures] (2005, directed by Marcelo Gomes) number among the best Brazilian films of that period.
Marcelo Gomes'’s film won the French government’s National Education Prize at the Cannes Festival
in 2005. Recent productions such as Aquarius (2016), nominated for the Palme d’Or at Cannes and
Bacurau (2019), winner of the Jury Prize at the same festival, have garnered international acclaim.

The methodological approach
The premises of the study

The epistemological basis of the present study lies in Cultural Studies (CS), with examination
of the social and historical context and the development of a constructionist approach, emphasizing
the central role of language in constructing the social world. We thus use the concept of the ‘circuit
of culture’ developed by Du Gay, Hall, Janes, Mackay, & Negus (2013) as a theoretical and
methodological framework. The field of CSis thus regarded “...not only as a theoretical construction,
but as a method for adequate analysis for research into media culture, which sees the circuit of
culture as an analytical protocol” (Lisboa Filho & Moraes, 2014, p. 83).

Foucauldian discourse analysis was employed, since Du Gay (1996, 2000, 2004) incorporates
the concept of discursivity present in the works of Michel Foucault into the debate surrounding
organizations that produce meanings and subjectivities. Du Gay (1996) thus underlines the
structures of power and the role of discourse as a “space” for the formation of subjects (Foucault,
2005, 2012). Maingueneau (2020, 2022) and Charaudeau and Maingueneau (2004) identified
problems whose analysis requires the use of the following categories: positioning and the discursive
field.

Positioning is related to the use of words, vocabulary, and constructions, through which a
subject indicates how he or she is located in a discursive space, marking and demarcating his or her
identity in relation to the positions of other subjects operating within a given discursive field. The
notion of discursive field shares the principle of the importance of the influence of inter-discourse
on discourse. “The discursive field is not a static structure, but an interplay in unstable equilibrium”
(Charaudeau & Maingueneau, 2004, p. 92). This means that the discursive field represents a set of
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discourses that interact in a given context, within which discursive formations and/or positionings
coexist in a relation of constant interplay (Du Gay & Vikkels@, 2018; Livingstone, 2018).

Data was collected using six semi-structured interviews with film producers based in the city
of Recife. The choice of cultural entrepreneurs was based on an exploratory study and mapping of
54 producers of audiovisual materials from Pernambuco, focusing on the production of films. The
final number of interview subjects was smaller, owing to difficulty accessing participants in the field.
The semi-structured interviews were subsequently transcribed and prepared for data analysis (see
Figure 1). About two hours and twenty minutes were spent on each interview, then the interview
subject was identified by their initials JJ, RP, MC, MP, PS and CC, and all were cultural entrepreneurs
in the field of film production.

Producer Examples of released films

— Tatuagem (2015, directed byHilton Lacerda)

— Era uma vez eu, Verénica (2012, directed byMarcelo Gomes)
— Viajo Porque Preciso, Volto Porque te Amo (2009, diregdo de
Karim Ainouz e Marcelo Gomes)

— Baixio das Bestas (2006, directed by Claudio Assis)

— Cinema, Aspirinas e Urubus (2005, direcdo de Marcelo
Gomes)

REC Produtores
Associados

— Amor, Pldstico e Barulho (2013, directed by Renata Pinheiro)
— Praca Walt Disney (2011, directed by Sérgio Oliveira e
Renata Pinheiro)

— Superbarroco (2008, directed by Renata Pinheiro)

Aroma filmes

— Eles Voltam (2012, directed by Marcelo Lordello)
Plano 9 Produgdes | — Avenida Brasilia Formosa (2010, directed by Gabriel
Mascaro)

— Brasil S/A (2014, directed by Marcelo Pedroso)
Simio Filmes — Pacific (2009, directed by Marcelo Pedroso)
— Um Lugar ao Sol (2009, directed by Gabriel Mascaro)

— Loja de Répteis (2014, directed by Pedro Severien)
— Cangdo para minha irmd (2012, directed by Pedro Severien)
— Sdo (2009, directed by Pedro Severien)

Orquestra Cinema
Estudios

— A Histéria da Eternidade (2014, directed by Camilo
Cavalcante)

— Ave Maria ou Mde dos Sertanejos (2000, directed by Camilo
Cavalcante)

Aurora Cinema

Figure 1. Interviewed Producers

Sources: elaborated by the authors.
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Analysis of data

The analysis of data was organized around the two spheres that guide the action of a cultural
entrepreneur: the public and the private. During the analysis, it was possible to group the two
analytical categories of discourse — positioning and the discursive field — in accordance with each
sphere. The private sphere and discursive positioning are thus related to the points in the circuit of
culture that relate sometimes to the agency of the subject, sometimes to the power of the
structures that restrict his or her scope for action. Secondly, we discuss the results for the points in
the circuit relating to regulation and representation in the public sphere and the formation of a
discursive field.

The private sphere and discursive positioning

Here we discuss the points on the circuit of culture relating to production, consumption, and
identity, which occur in the private sphere and are related to discursive positioning.

Production

The point on the circuit relating to production involves discourse relating to
professionalization — the strengthening of the arts sector, job creation and the restructuring of the
market around sustainable projects (Moon & Song, 2015; Rodrigues, 2024). The main effect of this
discourse in the field of production concerns the development of the organizational apparatus of
production companies to address contractual issues relating to accounts and the marketing of films,
as illustrated in the following statements:

Our management model involves the three partners. Each one of them specializes in a
particular field... there is also the collegiate body, which involves six people interacting in
a more horizontal fashion, discussing the company’s projects and decisions. (JJ)

We have an assistant who works on a day-to-day basis selling films, and, leaving aside the
legal aspects of the business... signing up for festivals, sending films. This is the day-to-day
business. (RP)

The second effect found was that of broadening the operation of the production companies,
demonstrating the fact that their managers not only assume the role of creators of films, but also
other audiovisual products, such as TV shows (Ravasi; Rindova, 2013; Smits, 2016).

Access to the mechanisms of production indicates the positioning of a generation of
established entrepreneurs in the creation and production of films by way of ongoing mobilization of
capital (Scott, 2012), thereby transforming film production into an end-product type activity. In
addition, the centralization of decision-making is seen in terms of a tendency for the producer not
to participate in all stages of the company process to ensure high levels of project quality. This is the
reason why producers tend to assume project-leadership positions (Fletcher, 2006). This tendency
towards centralization is referenced in the following statements:
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Relatively highly centralized. Because we end up sharing decisions with the people we
work with. (MC)

When | receive a script or some other material, | present it to the group... But it ends up,
like, it’s part of capitalist culture for the partners to have greater autonomy. (JJ)

The two of us are in control of the whole company, because we are the ones who make
the big decisions. (RP)

The purpose/function concerns the fact that each member of the team or stage in the
production process is related to an aspect that is logically necessary for the development of the films
produced. A results-oriented approach and optimization of efforts to some extent determine the
composition of teams. The artistic component of a project is thus a hallmark of excellence in
management on the part of these entrepreneurs (Ellmeier, 2007; Gundolf, Jaouen & Gast, 2018).
The following statements illustrate this point.

We hire professional staff as and when we need them [in the case of an executive
producer] ... These people are not artists; they are real businesspeople... And they join
the team as such. (RP)

Sometimes, | look for a financial partner or one who has more of a technical capacity. (JJ)

Adapted control mechanisms concern the need to organize and make use of the resources
needed to produce a film and achieve effective results, in an organic manner, well-suited to the
context in which this cultural artifact is produced (Klamer, 2011; Peltoniemi, 2015). However, the
guantity of resources and accounting tools required means that films need to meet certain agreed
requirements before they can be produced.

It depends on the decision, it depends on what people are saying, a project decision must
be focused on the project and on formal controls, although | think that all such decisions
are influenced by informal controls. (MC)

The way production companies are organized depends on the relation between projects and
resources as an indicator of survival. This is a recurrent discourse when producers talk about the
functioning of their companies and is connected to the growing success of alternative models of
organizational management, such as project-based management (Moon & Song, 2015).

The challenge of the commercial viability of films is related to the sustainability of
production companies beyond audiovisual projects per se and/or reliance on public funding. This is
imperative given the competition for the resources needed to make a film viable, as illustrated in
the following statements:
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In relation to finances and the funding structures that make it possible to move on to the
next stage of being self-sustaining, having enough capital to sustain ourselves... this is a
difficulty, getting people to understand that production companies should be guided by
the logic of sustainability. (MC)

This means that this generates greater demand in the market, it is something that fuels
itself, isn’t it? It’s a feedback cycle. What’s the point of a degree in filmmaking if there’s
no work when you graduate? (CC)

Public agency is a concept that undertake the debate regarding the promotion of film
production. This discourse also concerns the sphere of regulation and will be returned to below in
this context (Section 5.2.1). A perspective based on financial results is seen to be necessary by the
cultural entrepreneur, in contrast to a perspective confined solely to aesthetic and artistic qualities
seen as being typical of the world of culture (Lampel & Germain, 2016; Orihuela-Gallardo et al.,
2018).

Consumption

Examination of the consumption of films produced in Pernambuco reveals the difficulty
experienced when filmmakers attempt to broaden the audience for films and gain access to the
screening circuit. Three types of discourse are worth highlighting here: the formation of the
audience, inclusion in alternative circuits, and opposition to the predominance of a televisual
language.

In terms of the discourse related to formation of the audience, the effect achieved at this
point concerns the endeavor to broaden the audience for local films. This challenge can be
understood to be a consequence of the difficulty "non-commercial" films experience in gaining
access to the screening market and achieving a greater audience share, as illustrated by the
following statement:

...before 'Neighboring Sounds,’ so far as | can remember, 'Cinema, Aspirins and Vultures'
was the last film to achieve 200 - 250 thousand paying viewers ...[T]he reality for films is
that 300,000 paying viewers is paradise. You normally get 5,000, sometimes 1,000. (MP)

...there is a project involving screening short films in the Sertdo region. It is called 'Cinema
Volante: luar do sertdo' [Mobile Cinema: Moonlight in the Sertdo], and we show films in
the Sertdo. This time we’re going to Sertdo do Pajeud. We are already on the third edition
of the project. (CC)

These extracts clearly show that reaching a wider audience requires efforts to be made to
seek out different methods and channels for screening films and enabling audiences to consume
films. One of these is to broaden access to films produced in Pernambuco by way of greater inclusion
in alternative circuits (Dalbello & Silva, 2023). In the effort to broaden the concept of film
consumption beyond the typical movie theater, film club practices and online platforms are
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frequently highlighted. Detailed information about the hunt for these alternate circuits is revealed
in the snippets from the producers' interviews that are displayed below, as illustrated in the
following statements searching for alternative circuits.

When | went about setting up a home page, | chose the simplest possible format on a free
video sharing site... (PS)

This film was also distributed in Continente Magazine, which has a print run of 5,000. It is
only sold in Pernambuco, but we included the film and three shorts as a supplement. The
magazine has a section on film, and this was a way of getting the film directly into people’s
homes. (MP)

Consumption is related to opposition to the predominance of a televisual language. In
Brazilian cinema, the influence of the visual aesthetics of television is a problem for authorial films
that do not adopt a style that can be described as comedy or drama. The influence of television
aesthetics on authorial films that don't have a language typically associated with comedies or even
dramas that work from the perspective of schematic scripts and appeal to actors emerges as a
problem in the context of the cinema produced in Pernambuco. This film turns out to be typical of
cinema made in Brazil since the resumption in the 1990s, featuring well-known names from
television programs (Martins & Mayor, 2022).

... the films from Rio and Sdo Paulo, most of them 95% - 98% are films that have a
television language, the guy is not doing it in films, in cinemas, he is not transporting it
from the TV and taking it to a theater movie screening, right? (CC).

nothing differentiates the big blockbusters of Brazilian cinema from this model that
television imposes (MP).

The counter-hegemonic stance taken by Pernambuco audiovisual producers helps to
position these producers against the advancement of television aesthetics in movie theaters,
occupying space that could be shared with films that have other narrative characteristics that
deviate from the standards imposed by this type of production.

Identity

The attempt to establish a fixed identity for local film producers generates discourse related to
different views of narration, partnerships, and professionalization. The idea of different views of
narration involves opposing the predominance of yet another televisual language (Figueirda, 2006).
The situation at the current point in time eschews this in so far as it has to deal with generational
differences with regard to narrative styles and types of film, as the remarks below make clear:



Organizagbes & Sociedade, 2024, 31(109) 1"

...we propose a style that is different from that of a blockbuster or a typical Brazilian
narrative film, which end up excluding other possibilities, other ways of seeing, other
styles, other ways of making a film that do not involve creating a spectacle or a form of
entertainment. (MP)

The discourse relating to partnerships concerns the establishment of networks to execute
producers’ projects as are typical in the creative industries (Gundolf, Joauen & Gast, 2018; Rocha et
al., 2018) and the affective ties between producers and other filmmakers and/or team members
(Nogueira, 2009; Pearlman & Sutton, 2022). The following statements illustrate the effect of
establishing formal and informal networks:

| sort of have one. You could say that | have an informal network that | myself, or rather
the company itself, created. (PS)

We go around meeting people and people get interested in our work and like the film.
That’s how a network builds up. (RP)

The discourse relating to identity among these producers relates to professionalization,
which is also discussed by Hausmann (2010). The formation of a specific professional profile
strengthens and legitimizes the position of the film producer as an agent involved in the production
of films and as a cultural entrepreneur who produces projects:

The executive producer is not an accountant, neither are they responsible for filing
accounts. They may do this, if there is no-one else to do it, but it is not their main
function... The executive producer is the project manager, a strategist, who plans and
looks for the best options, determining or foreseeing the life cycle of a project or of a
product based on formal and informal information. (MC).

The tension between identity and difference sheds light on the fact that individual talent
involves the development of artistic projects but depends on collective efforts to ensure that such
projects are in fact put into effect and the films are, as a result, viable.

The public sphere and the discursive field

The second part of this section addresses the points on the circuit of culture relating to
regulation and representation, in combination with the construction of the emerging discursive field
in the field of operation of the producers interviewed. The discursive field is related to the public
dimension that guides the action of a cultural entrepreneur.



Organizagbes & Sociedade, 2024, 31(109) 12

Regulation

The dimension of regulation on the circuit of culture involves interaction with public agency,
or rather the effects of bureaucratization and dependency. Adjustment of the mechanisms and
processes related to increased state funding cause the sector to be structured around compliance
with the "rules of the game" imposed by the public authorities in relation to cultural policy in Brazil
(Arruda, 2003). The effects of bureaucratization of funding come into play when producers build up
an organizational structure geared towards complying with the norms imposed by the state (Bolafio,
2003). The following extracts touch concerning to bureaucratization.

The executive producer needs to know about audiovisual legislation, because we work a
lot with tax incentives and the producer has to know a lot about the law surrounding this...
However, if you work with tax incentives, you can’t mess with the law. Otherwise, you will
never get a second project... because the rules for using funds deriving from tax waivers
are very strict. (JJ)

The dependency effect involves the adoption of a position that favors public funding, either
through mechanisms related to oversight and governance or through lack of private sector interest
in investing in such projects. The statements cited below shed light on this:

Because, even when it is a private company, this company is usually providing funding by
way of tax break. It's very unusual for them to do direct marketing, so it ends up being
public. (JJ)

And applications for funding are 100% public. (PS)

But without this [public funding] the work of the production company would half what it
is now. (CC)

The market imperative associated with the rise of media conglomerates in the screening and
television sectors means that products have to be distributed through movie theaters and it requires
the producer to develop strategies for overcoming such barriers, in which artistic talent and the
rules of the market come together (Lampel & Germain, 2016).

There are few distributors in Brazil and all of them are pretty much multinational and
focus on films that have a US format, which is not the case with our work... This is
practically a requirement of the market. (RP)

The cinema-screening market is increasingly market oriented... it is an opportunity that is
open only for films that are commercially profitable. (MP)
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There is a discourse concerning the difficulty negotiating the circulation bottlenecks, both
in terms of the size of the audience and the difficulty some production companies experience in
generating a sustainable production cycle involving ticked sales and the distribution of films:

...distribution and the fact that people can’t see the films are both a source of great
torment for Brazilian filmmakers nowadays. (MP)

The discourse relating to the impact of technology suggests that producers can get together
to drive the production and circulation of films and help to regroup forces in terms of organization
of the sector, attempting to incorporate creative and innovative techniques to spur the production
of cultural products (Sung, 2015):

First, you had migration from celluloid to digital... digital filmmaking is a reality that has
significantly lowered production costs... We have been using the Internet a lot. The five
or so short films that we have made were all made available on the Internet as soon as
they had done the rounds of the festivals. (MP)

Representation

The way producers are represented helps us to understand how they view their work,
especially in terms of different styles of production. There is a natural tendency to adopt a plurality
of styles and conditions of production and a desire for the same kind of status as producers located
in other more illustrious centers of film production, such as the Rio-Sao Paulo axis. This determines
the specific characteristics of this group of producers (Beltran & Miguel, 2014), as the following
statements demonstrate:

There are lots of filmmakers in Brazil, smart people who want to make a popular film, but
not according to the US model. (RP)

Tax incentives are not enough for everyone, especially since most companies in the
Northeast already have a string of discounts and exemptions simply because they are
located in the Northeast. So, it is difficult to raise funds through tax incentives here in the
Northeast. If you look at the percentage of Rouanet Law fundraising in the audiovisual
sector, around 80% of it is in the South or Southeast. This is another problem. (MC)

Representation also involves a discourse that emphasizes a distinction between artist and
producer. This representation concerns aspects of the position occupied by the producer that go
beyond the need for up-to-date training (Laghmam, 2024). Representation is thus one of the
primary links in the chain of film production, as expressed in the following statement:
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We put together the applications, we deal with the budget and all that, but we are first
and foremost artists and someone with a background in administration may be able to
think of other ways of obtaining these resources. (RP)

The third discourse to emerge concerns the formation of the audience, a discourse that has
much in common with that related to consumption. The effects of this discourse about
representation concern the need for re-education of the audience and the difficulty reaching out
to the general public, which require producers, as cultural entrepreneurs, to develop creative ways
of finding market opportunities (Guerra & Paiva Junior, 2011), as outlined in the following
statement:

In my opinion, for the public to develop a renewed interest in films, viewers need to be
trained, the audience needs to be re-educated, and the public needs to be encouraged
to look for a style of cinema that is not just market oriented, that does not understand
film only in terms of entertainment... There is therefore a need to train people to view
images critically, because we live in a world full of images. (MP)

The emergence of a certain difficulty reaching out to the public indicates that the discursive
field is formed of discourses and inter-discourses that see films produced in Pernambuco as
products that it is difficult for the public to assimilate. Such films come up against critical barriers to
access to the screening circuit and a broader audience and they thus end up being treated as niche
films even in the state and the city in which many of them were produced, as shown in the study by
Dalbello e Silva (2023). The following statements would seem to corroborate this impression:

There is no place for independent films with no famous actors, by directors who are not
famous either and who propose a style different from the blockbuster or national-type
cinema. (MP)

They (the major distributors) do not accept our work and we are like orphans... This is the
reason why our company now acts as its own distribution company: we can now apply
for distribution without depending on anyone and we create our own mechanisms. (RP)

The effects of the discourse relating to audience formation are also expressed in the
discourse concerning lack of market visibility, since films that rarely meet with much success at the
box-office nevertheless gain sponsors and investors. Possible partnerships and ways of gaining
market access for local products and companies are ways of activating the brand and present new
opportunities for inclusion in the market (Ellmeier, 2007). This lack of visibility perpetuates the
dependency of producers on public funding:

It is a shame that businesses are still not aware of the great power of cinema, isn’t it? (RP)



Organizagbes & Sociedade, 2024, 31(109) 15

So long as we do not have more extensive public policies that make it possible to turn
things round and regain the ground that we have lost to commercial cinema, we are
forced to operate like this. (MP)

Third, | think that there is a lack of understanding on the part of private agencies and
funding organizations regarding to the advantages of investing in this area, because these
are highly durable media products. (MC)

One of the most common ways of representing the production of films produced by cultural
entrepreneurs operating in Pernambuco lies in highlighting recognition of the merit of these works
by national and international festivals and specialist critics. The discourse relating to award-winning
films feted by specialist critics has helped local films to garner media coverage, even in the mass
media, but this is not sufficient to win over the public. The discourse relating to recognition/merit
could therefore be articulated better in such a way as to help create a broader audience and/or
achieve broader distribution of these films, as well as generating added value for the film (Ravasi &
Rindova, 2013). The following statements highlight the importance of such awards:

Because we are taking the cinema of Pernambuco much further afield... and the Governor
[Eduardo Campos, Governor of the State of Pernambuco at the time] knows this and this
is the reason why he invests so much in it. Because Pernambuco is being talked about
outside of Brazil, at festivals such as Rotterdam and Cannes, where | have already shown
one of my own films .... Films are launched at festivals all over the world. Our films have
been shown in Egypt, the United States, lots of different places. (RP)

...this is because the film was Brazil’s entry for nomination for the Academy Award, so, on
its first showing, it got around 100,000, and when it was nominated for the Academy
Award, it returned to the cinemas and that’s when it really took off. (MP)

Finally, there is the discourse concerning the type of sector, the construction of the
representation of the fact that the field of film production possesses certain specific characteristics
that culminate in the existence and perpetuation of organizational practices associated with "the
way things are done". This typing has an impact on the emergence of discourses that position the
action of the cultural entrepreneur, such as professionalization (the specific professional profile),
the control mechanisms adopted, and new possibilities for the distribution of films. Analysis of
cultural entrepreneurship in the field of cinema thus produces understanding of the way the cultural
producer mobilizes his or her know-how around making films, overcoming obstacles to access to
the market and adapting to opportunities in their working environment (Rocha et al., 2018). The
following statements address some of these elements that promote entrepreneurship:

Everything comes together in the economics of culture. It is never one thing at a time. It
is always a series of factors. (MC)
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[a film producer] is also a creator, he or she has able to create mechanisms for generating
possibilities. (RP)

These are mechanisms that we are trying to develop to break through this barrier and try
to get a clearer look. (MP)

The circuit of culture, therefore, in its epistemological condition as a theoretical and
methodological framework makes it possible to analyze the action of the entrepreneur from a wide
variety of perspectives, laying special emphasis on the fact that orientation of entrepreneurial action
in the field of cultural production is not restricted to aspects related to management alone, as in the
studies of Lima (2014) and Lisboa Filho and Moraes (2014). The phenomenon thus requires that the
entrepreneur develop a certain kind of reflective action as a way of ensuring their inclusion in a
profession in which they are obliged to work together with a variety of other actors performing a
diverse range of functions.

Figure 2 highlights the fact that the discursive connections that guide the action of film
producers active in Pernambuco incorporate in their own way the circular, overdetermined logic
found in the circuit of culture model. We find discourses and effects that are shared by different
stages and the construction of a field of discourse that underpins the positioning of cultural
entrepreneurs in relation to the quest for new ways of producing their work and enabling it to
circulate freely. The stages of production, consumption and identity are marked in gray, as they
indicate the influence of discursive positioning in relation to the action and agency of subjects during
these stages. Along with regulation and representation, these make up the broader discursive field
that has been revealed by the analysis conducted in the present study. The straight dotted lines
separate the discourses and the effects emerging during each stage, but do not suggest any strict
boundary between these stages. We thus conclude our analysis by discussing the circularity of the
circuit of culture used as a theoretical and methodological framework for examining cultural
entrepreneurship.

The use of the circuit of culture thus makes it possible to examine the action of
entrepreneurs from a multifaceted point of view, highlighting the fact that the orientation of
entrepreneurial action in the field of cultural production should not remain restricted to aspects
related to management alone, as laid out in the discussion developed in the studies conducted by
Lima (2014) and Lisboa Filho and Moraes (2014). The emphasis on cultural entrepreneurship thus
requires that the entrepreneur engage in wide-ranging action and learning so as to fulfill a
professional role in which he or she will work with an array of different individuals and perform a
wide variety of different functions.
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Conclusions

By way of conclusion, we return to the initial research objective: shed light on the
comprehension of cultural entrepreneurship taken in the field of film production in Pernambuco.

It is important to bear in mind the connection between the cultural product and the
subjectivity of the actor who creates and develops symbolic artifacts as part of their everyday
working life, seen here as the agency of a cultural entrepreneur. The actions of such an entrepreneur
in the field of film production are related to attempts to emancipate groups of professionals who
work intensively as creators and to improve the conditions for obtaining resources by forging links
with strategic partners. The profile of the cultural entrepreneur’s work thus necessitates a
(re)examination of the concepts of competition and organizational strategy from the point of view
of a sector of production which characteristically brings people together around an innovative
project that expresses subjective aspect of agents fully engaged in the process of creating symbolic
and artistic artifacts.

The creation of a symbolic artifact conflicts with the reactive one-way approach of traditional
market-oriented strategies. This also destabilizes the prevailing utilitarian rationale of the
entrepreneur as classically conceived and suggests an openness to an understanding of the work of
entrepreneurs that favors a multi sided dialogical approach. The present study has thus aimed to
shed light on cultural entrepreneurship in the field of film production in relation to the means of
distribution and screening of films, the aesthetic elements of film production and the management
practices necessary to achieve success for films in terms of access to an audience.

The work of the cultural producers analyzed suggests that the individual operates within the
institutional apparatus of the sector and that this affects the generation and distribution of capital
by strengthening relationships and mobilizing the agents involved in the production of cultural
artifacts. We thus moved on to discuss cultural production and shed light on central emerging
aspects of this in the field of film production, such as the aim to professionalize this kind of
entrepreneur and his or her team and to construct networks and partnerships based on relations of
trust and cooperation.

It is crucial that producers think in terms of enhancing their professional performance in a
way that goes beyond the process of production, by, for example, acknowledging the growing need
to look for alternative ways of distributing films. For makers of policy relating to cinema, we have
noted the need to broaden the scope of such policies in such a way as to fund new ways of
distributing and exhibiting films. We also note the need to ensure that cinema production funding
policies remain in place, including the promotion of film production entrepreneurship projects that
aim to find other outlets for film, such as the Internet and television. Furthermore, we offer an
analytic framework based on the cultural circuit to comprehend the discursive practices of
audiovisual producers in the state of Pernambuco, future research can use this framework to
contribute to the field of cultural studies.

Our study was limited in so far as it focused empirically on local independent films produced
in the State of Pernambuco. Future studies could investigate different hubs of non-mainstream
production of audiovisual material in Brazil as a way of broadening the academic debate regarding
entrepreneurial practices that non-hegemonic cultural production in the creative industries. French
discourse analysis provides a theoretical and methodology framework suitable for fruitful
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construction of knowledge regarding cultural entrepreneurship. This further opens up the possibility
of investigating the internal dynamics of the work of the cultural entrepreneur in relation to aspects
of the circuit of culture related to the specific characteristics of consumption, identity,
representation and regulation. Another challenge faced by investigators in this field concerns the
need to broaden and diversify the number of individuals covered by the research as a way of
providing a larger body of data for analysis of the experience of being a cultural entrepreneur.

Collectively, the action of cultural entrepreneurs mediates the process of reflexive
[re]appropriation of the use of new management tools and organizational techniques that enable
these individuals to participate more in the cultural production of artifacts of great symbolic value.
This value can be built upon the identities of producers and creators and by working together to
create a process capable of breaking with the normal modus operandi in the sphere of the
production, distribution and consumption of symbolic artifacts.
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Notes

1. “Brodagem”, a neologism demonstrating the spirit of collectivism that pervades this group of
filmmakers, “is a form of management that uses social technology based on cooperation and
trust” (Guerra, Paiva Junior, 2011, p. 89).
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